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DEIANEIRA AND HERAKLES

DEIANEIRA AND HERAKLES IN HESIOD

We turn now to consider the legend of Deianeira, sister of the great Meleagros, and wife and
killer of the even greater hero, Herakles. We begin with the brief tale of Herakles’ death at her
hands told in the Catalogue of Women, the first literary account of his killing which survives.

25 MW, 11.14-33!
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~ £k 1€ Vedv poxapwv £k 1€ BvNTdV dvOpd[rav
- viv & fidn regiinke, tiel 8¢ v Eoyov AL wv
-  ddovdtov peta Y avtov éprodevéa Kpfolvimva.
‘These others too dark-eyed Althaia bore to Oineus: Phereus, tamer of horses, and Agelaos of
the stout ashen spear, and Toxeus, and lord Klymenos, peer of Ares, and lovely-haired Gorge,
and proud Deianeira, who was wedded to mighty Herakles and bore Hyllos and Glenos and
Ktesippos and Oneites. These she bore, and she did terrible deeds, greatly deluded in mind.
when she sprinkled the destructive poison on the robe and gave it to the herald Lichas to
convey. He tock it to his master Herakles, sacker of cities, son of Amphitryon. And when
Herakles received it, death’s end came quickly to him, and he died and went to the grievous
house of Hades.

But now he is a god, and is set free from all ills, and he lives where the others have their
homes on Olympos, deathless and ageless, with lovely-ankled Hebe as his wife, the daughter of

! The three papyri which contribute to this text are P. Oxv. 2075 fr.1. 2481 fr.5(b) col. ii. and 2483 fr.2.
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50 THE CREATIVE POET

mighty Zeus and gold-sandalled Hera. Once the white-armed goddess Hera hated him most of
the blessed gods and mortal men, but now she loves and honours him above the other
immortals, next only to the most mighty son of Kronos.’

This version of the text is slightly different from that offered by Merkelbach and West, and thus
some comment is required.

L17 énigpav (suggested by Lobel, when publishing P. Oxy. 2481, and by Merkelbach and
West) is a strange adjective to apply to Deianeira, both to the well-intentioned but foolish
Deianeira of Sophokles’ Trachiniai and later tradition, and to the vengeful and murderous
Deianeira who appears from the following examination of the evidence for the myth in earlier
tradition. UnEpEpwv (or possibly ducepwv) seems an adjective far more in keeping with the
Deianeira who emerges from a consideration of the pre-Sophoklean version of the legend.

120 Like Merkelbach and West I adopt Lobel’s suggestion of €p&|’, énel &éoart]o, rather
than gp&lev- daocooato yalp (for this verb-restoration with ueya Svu cf. /1. IX. 537, X1. 340),
since the part-circle before peya is too small for p.

1.21 The readings of the two papyri which include this line differ:

P. Oxy. 2075 fr.1 reads:

]. aoa yitwvt
P. Oxy. 2481 fr.5(b) col. ii reads:
Jnote papuaxov of Itova

The choice of which verb is to precede this final noun is obviously an important factor in
deciding whether yitwv should here be in the accusative or the dative. The papyri give little
help here. since the small trace of the letter before aca in P. Oxy. 2075 could equally well be ¢
or &. Lobel, in his publication of P. Oxy. 2481 (and after him Merkelbach and West), adapts
yrtédvoe and restores

OnROTE Qapuokov . | xpiloaca xitdvo.

on the grounds that xpietv or a compound ‘is the word properly applied to Deianeira’s
operation’ as in Soph. Trach. 675, 689, 696, Apollod. 11. 7. 7, and Diod. 4. 38. | (though in fact
he admits that this is grammatically incorrect, since ‘xpielv and compounds are constructed
with the accusative of the object anointed and a dative of the ointment used” — ie this line
should read goapuaxe . . . ypicaca yttovae). However this reasoning is invalid, since, as the
first part of this chapter shows, Herakles’ mode of death in early versions of this myth seems to
have been very different from that described by Sophokles where the @dppaxov consists of the
blood of the centaur Nessos. So, if Deianeira’s ¢apuoxov in this fragment is not Nessos’
blood, as in Sophokles, then there is no need to be tied to Sophokles’ (and later authors’.
following him) xptletv. Rather a verb which is grammatically correct with eapuakov . . . yrtewt
or papuaxov . . . yrrdvae should be preferred; and [ would suggest that émotd€aca be adopted
(preferable, perhaps, to Hunt's conjecture, when publishing P. Oxy. 2075, of évicta&aca), and
thus the grammatically correct yit@vt of P. Oxy. 2075; with the yut@va of P. Oxy. 2481 being
simply a scribal error. P. Oxy. 2481 itself perhaps supplies confirmation of this, since the o of
xitva is broken, and there is a stroke above it which seems definitely too high to be part of the
o itself. This could possibly be instead the remains of a scribal correction, a small 1 above the
o, though it does seem perhaps a little low (cf. the scribe’s 1 above 1.13 — small, certainly, but
not quite so low).
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The letter-trace after gdpuoxov is the left-hand arc of a circle, so Hunt’s obAov would seem a
good adjective here.

122 Perhaps &veikev here (suggested first by Lobel) is a stylistic improvement on the
repetitious d®Kev.

Here in Hesiod Deianeira engineers Herakles’ death with the help of Lichas, the herald; and for
the first time in literature we hear of the edpuaxov and the yitov which are so familiar to us
from the story of Deianeira and Herakles in Sophokles’ Trachiniai. But these few lines in
Hesiod are not necessarily a summary of this later familiar version of the myth; and we should
not assume that this must be the same gentle, tiniid and loving woman whom we know from
that play, nor that she kills Herakles hére in the same way and from the same motives as she
does in Sophokles. To understand Hesiod’s early version of her story, we must examine
evidence of the myth in literature and in art before Sophokles’ time.

Only traces remain of the pre-Sophoklean character of Deianeira, but these nonetheless give
clear indications of the kind of woman she was, and one very different from the gentle creature
of the Trachiniai. Her name gives the first hint: Anwavelpa means ‘husband-slayer’ or ‘slayer
of men’, and perhaps, as Jebb suggests,® she was originally an Amazonian character — just as
the Amazons were called dvtiaveipot — and one who lived up to her name.

Later writers retain evidence of this early Deianeira. Schol. Ap. Rhod. 1. 1212 tells of her
fighting alongside Herakles:

Kol €ig TOCOUTNY Gvayknv xote€ctn O ‘HpakAfig, O¢ Kol v yuvaika
Antaverpay KodonAicar, Kol AEYETAL Kol Kato Tov Hafov T0Te 1etpdodarl.’
Nonnos speaks of her warlike spirit:
Yapcoog "Evuoding HUNGato Antaveipng,
onnote MNapvnoocoio kakoEeivy nopo TETPN
Bopnxdn Apuonecat kol £mieto Bfiivg Apalov.*

Apollodoros says of her:
aUTN &’ HVIOYEL KOl TO KOTX TOAEHOV HloKeL.”

It is true that this evidence of a warlike Deianeira is late; but, as Hoey points out (p.219):
If tradition had represented her as notably feminine, so that when Sophocles also
represented her that way he was conforming to tradition rather than departing from it. it
is unthinkable that the late mythographers would have resisted the combined force of
Sophocles’ play and the tradition in general. The fact that they contradict the
Sophoclean version implies that their version was the traditional, one, so strongly
entrenched that not even Sophocles could supplant it.

There is perhaps a reflection of her early vigorous character (and in particular the chariot-
driving later referred to by Apollodoros) in the New York Amphora from the first half of the
seventh century BC (Plate 17).¢ This amphora depicts the contest between Herakles and the
centaur Nessos, though Nessos seems to have given up the fight and is stretching out imploring
hands to the victorious Herakles. Deianeira watches from a nearby chariot, where she is herself

2 Jebb, pp.xxiff. Sec also Hoey. pp.219ft.

**And Herakles was brought to such a pitch of necessity that he even armed his wife. Deianeira: and it is also said
that she was wounded in the breast at that time.”

4 Nonnos, Dionysiaca 35. 89-91. *She imitated the boldness of warlike Deianeira. when beside the unfriendly rock
of Parnassos she armed herself against the Dryopes. a woman turned Amazon."

S Apollod. 1. 8. |. “She drove a chariot and practised the an of war.”
¢ Brommer A.28. p.154: Baur no.2(3a. See Richter. passim.
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holding the reins and whip, ready to drive off as soon as her husband has finally dealt with.
Nessos. _

This bold-hearted Deianeira would have been a fit sister for the great hero, Meleagros, and a
fit mate for the even greater hero, Herakles. Certainly it seems likely that when Bakchylides
composed his Ode V in 476 BC he saw her as having this same heroic spirit to match that of her
brother and husband. . In this poem Herakles meets the shade of Meleagros in Hades, and
Meleagros tells him how he came to die: of how, after the hunt of the Kalydonian boar, he
unintentionally killed his uncles in the ensuing battle between Kalydonians and Kouretes, and
of how his own mother in revenge burnt the magic brand on which his life depended. Herakles
is moved by Meleagros’ cruel fate (155-8), and asks him (165-8) if he has a sister with a nature’
like his own — oot guav dMykia — because he would like to make her his wife. Meleagros
names Deianeira. Now since in this poem Bakchylides describes Meleagros as Spacuuguvav
(69, and in Homer the epithet of one hero only, Herakles himself), éyxéomoroc (70), and
ueventoiepog (170), it would seem that he saw Deianeira — @uov dAlykia — as bold-hearted
and warlike also.

Furthermore, in abruptly breaking off his tale of myth with this mention of Deianeira as the
future wife of Herakles, Bakchylides leaves a silent but vivid awareness of Herakles’ future
death at her hands which echoes Meleagros’ own past death at the hands of his mother, Althaia.
Thus, in creating a dramatic parallel between the similar fate suffered by Herakles and
Meleagros, Bakchylides also matches Deianeira with Althaia as the cause of that fate; and just
as both heroes are referred to (50-55) as mortals who are not blest in all things, and just as both
die an unheroic death at a woman’s hands, so perhaps we are to judge Deianeira, the future
killer of Herakles, as Althaia, the killer of Meleagros, is judged: as daigpwv (just as Artemis
the implacable is daigpwv in 122), and dtapBaxtog (137-9).

So, on this evidence, it does indeed seem that the Deianeira who lay behind the lines of
Hesiod in 25 MW was traditionally a bold-hearted and courageous woman, one very different
from the later Sophoklean Deianeira. Moreover further investigation into the details of the
myth points to other and crucial differences between Sophokles’ version of the death of
Herakles at Deianeira’s hands and the traditional earlier version of his death. Certainly we
have here in Hesiod Deianeira killing Herakles with @appaxov and yitov, which must remind
us of the plot of the Trachiniai, where she kills him by sending him a robe (yitav, 580)
smeared with what she believes is a lovecharm, given to her by the centaur, Nessos, and aimed
at curing Herakles of his love for his new mistress, lole, but which is in fact a deadly poison
(pappoaxov, 685). Nessos had once attempted to molest Deianeira while carrying her across the
river Euenos, but had been shot and mortally wounded by an arrow from Herakles’ great bow.
Hoping for revenge on Herakles, he had in his dying moments offered Deianeira this supposed
lovecharm composed of his blood, but also of some of the Hydra’s poisonous venom from the
tip of the arrow which had pierced him. In the course of the Truachiniai, through Deianeira’s
credulity, he has his revenge.

But here in Hesiod there is no mention of Nessos, nor explicitly of a lovecharm, so we must
ask how Herakles is killed in this brief fragment. Are we simply to assume the presence of
Nessos and his lovecharm behind these allusive words? This is surely not the case, for the
extant references to the story of Nessos, Deianeira and Herakles down to the classical period
show no clear evidence for any connection at all between Nessos and Herakles’ death. If the
Nessos episode is to be connected with the death of Herakles and is to provide the @dpuaxov
for the murderous x1tav, then clearly it is essential for Nessos to be killed from a distance by

" @un. line 168, meaning inborn qualitics, as in Pindar: Of. 2. 86; 9. 100; Pyth. 8. 44; Nem. 1. 25.
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bow and arrow, so as both to provide the deadly element of the Hydra’s venom as part of
Deianeira’s lovecharm, and to give Nessos the opportunity of passing it secretly to her. A
death in close combat with Herakles would achieve neither of these two aims. But until the
fifth century — and Sophokles’ Trachiniai and Bakchylides’ Dithyramb 16, which are the two
earliest extant works that tell of Herakles’ death by Nessos’ lovecharm — it seems that neither
in art nor in literature is this connection made, since Nessos is killed in close combat either by
Herakles’ sword or by his club.

We possess many vases which show Herakles fighting with the centaur Nessos as he tries to
carry off Deianeira. Brommer lists over eighty vases which may depict this scene* and which
were produced before the middle of the fifth century. But, although when Herakles fights
groups of centaurs on other vases he usually shoots them with bow and arrow, here in these
scenes where he attacks Nessos his weapon is the sword or the club (see, for instance, Plates 17
and 18). Certainly in some vase-paintings he is armed also with a bow,? but here too his actual
weapon of attack is still the sword or club, and Nessos is killed in close combat. However
among these many depictions of the Nessos episode there are two exceptions to this rule: one
on a small fragment of an Attic dinos from the Argive Heraion, of about 660 BC, and one on a
hydria from Caere, of about 520 BC; and these have been taken by some scholars' to prove
that the death of Nessos by the bowshot and his giving of the lovecharm to Deianeira must
therefore have been a version of the myth known to the artists who painted these two scenes.
But a closer investigation will show that this is not likely.

The Argive Heraion fragment (Plate 20)" depicts an alarmed woman, and a centaur who has
been hit in the flank by an arrow and is now threatened by what appears to be a sword-blade. It
is generally assumed that these are Deianeira and Nessos, and that the man behind the sword-
blade is meant to be Herakles. While this must of course remain uncertain, since there are
vases which depict general centauromachies and yet have women present,' it does seem quite
likely. If this is so, then again Nessos is about to die in close combat with Herakles, by the
sword; and the arrow in his flank can best be explained as a motif brought in from other general
centauromachies, where Herakles usually fights with the bow. There is a similar scene on a
fragment of a vase by Sophilos (Plate 21),"* where Herakles fights three centaurs wounded by
his arrows and has thrown down his bow and is attacking with his sword. Motifs from these
more general scenes are not infrequently brought into representations of the Nessos episode: for
instance, centaurs fighting Herakles are often armed with branches, and, although these would
have had no place in the story of Nessos trying to carry off Deianeira, yet in the New York
Amphora* Nessos is shown armed with a branch, which he has just dropped so as to piead for
mercy. Again, the trio of Nessos, Deianeira and Herakles are sometimes supplemented by the
figures of other centaurs who would have had no place in the usual story; and these would seem
to change the scenes into general centauromachies if it were not for the figure of Deianeira. In

# Brommer, pp.153ff. It is possible, of course, as Brommer points out, that when these vases are not inscribed some
may show Herakles and the centaur Eurytion (for the myth, see Apollod. IL. 5. 5). Certainly. for instance, as Jahn
notes, Brommer A.57, p.156 (Munich 1905, Jahn 772), would be Eurytion, since this is an indoor scene.

? As in, for instance, Brommer A.22, p.154, where he is armed with bow and arrows, sword ‘and club (Plate 19).
10 For instance Schwinge, p.133, Dugas, pp.21ff.
t Brommer A.63, p.156; Baur no.227.

12 For instance: (1) a hydria at the British Museum of about 550 BC — Brit. Mus. B 50; Brommer A.38. p.86: Baur
no.22; ABV 120, 2; (2) a Tyrrhenian amphora at the Capitoline Museum of about 560 BC — CVA 1. 9: Brommer
A4, p.84; ABV 99, 50.

3 Brommer A.32, p.86; Baur no.21:; PI1.9 and 10 in G.Bakir. Sophilos (Mainz am Rhein. 1981).
!4 Plate 17. See n.6 above.
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a Tyrrhenian amphora, for instance, two other centaurs come to Nessos’ aid armed with rocks
(Plate 22).°

So here in the Argive Heraion fragment the arrow is most convincingly interpreted as a motif
transferred from other centauromachies, where Herakles usually fights with the bow. This is
especially the case since this dinos was painted in the first half of the seventh century, before
the standard iconography of Nessos’ death by sword or club alone had fully developed, and at a
time when Herakles’ most usual weapon in all scenes was the bow.'* This dinos fragment is, as
Payne sums up, ‘a loose composition based on the centauromachy of Herakles’;" and it must
certainly not be taken for granted that its painter knew of Nessos offering Deianeira a
‘lovecharm’ from his arrow-wound, the version of the story which was to be current in Athens
some two hundred years later.

The hydria from Caere (Plate 23a) was published by Santangelo in 1950."* Here the Nessos
episode, painted by an lonian artist, is a minor scene at the back of the vase, and Herakles.
wielding a bow and arrow, is separated from Deianeira and Nessos by the hydria handle and by
the usual palmette below it. We know of two other such scenes by the same artist, both
produced some ten years earlier,” but here Herakles is armed with a bow in his left hand, while
in his right hand is a club with which he is about to attack Nessos; Deianeira has almost
reached him as she flees from the centaur;-Oineus stands as a spectator. It is clear, as
Santangelo points out, that the scene on the later hydria is based on the two earlier versions of
the same scene, but has been adapted so as to fit round the handle: to balance the two halves of
the broken scene Oineus, a secondary figure, has been omitted and Deianeira has been moved
back somewhat towards Nessos. Furthermore the painter, who saw Herakles’ standard
weapons as bow and club,” has here armed him with only the bow, as being the more
convincing weapon for use against Nessos, because he is of necessity distanced from him by
the handle of the hydra. Since, moreover, Deianeira has already escaped from Nessos and is
running back to Herakles before the arrow has actually been fired, there can have been no
thought in the artist’s mind of Nessos offering Deianeira a lovecharm.

Thus it seems clear that in both of these vases there is a simple iconographical explanation
for the appearance in the first case of an arrow, and in the second case of a bow and arrow, in
their depiction of the death of Nessos: and that neither of them gives sufficient grounds for
believing that their painters knew a version of the story which included Nessos’ death at
Herakles’ hands by a bowshot, from the wound of which he offered a lovecharm to Deianeira.
The story familiar to all of these pre-classical artists and depicted on their vases seems to have
been a simple one, in which Nessos tried to carry off Deianeira when ferrying her across his
river,” but was intercepted by Herakles and was killed, presumably on or near the river bank, in

'S Brommer A 5, p.154; Baur no.36. See also Brommer A.I, p.153, Baur no.32; Brommer A.7, p.154, Baur no.33:
Brommer A .4, p.154, Baur no.38.

' Sce T. Dunbabin, The Greeks and their Eastern Neiglibowrs (London, 1957), p.52 n.12; H. Payne, Necrocorinthia
(Oxford, 1931), pp.126ff. In Homer his weapon is the bow: /1. V. 393; Od. VHI. 225, X1. 607.

' H. Payne, Perachora, 1 {Oxford, 1940), p. 143,

' Hydria A in M. Samangelo. ‘Les nouvelles Hvdries de Caeré au Musée de la Villa Giulia®’, Mon. Piot. 44 (1950).
pp- 1 and pl.1; Brommer C.3, p.157.

¥ Hydria C of Santangelo’s article: and the Nessos Hydria in P. Devambez, ‘Deux nouvelles Hydries de Caeré au
Louvre’, Moa. Piot. 41 (1946), pp.51{T and pl.V1 (my Plate 23b); Brommer C.2 and C.1, p.157. These three
hydrias arc nos.16, 17 and 20 in J. M. Hemelrijk, Caeretan Hydriae (Mainz am Rhein, 1984), pp.30-2, 36-7, and
pil. 70, 72-3, and 82.

* He never uses the sword — see Santangelo. p.23.

2! Most vases give no indication of a river background; but in, for instance, Brommer A.22, p.154 (Plate [9).
dolphins suggest the watery setting.
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close combat by either sword or club, depending on the whim of the vase-painter. Therefore no
lovecharm was involved, and thus no connection was made between the death of Nessos and
that of Herakles.

This seems also to have been the case in pre-classical literature. The earliest version of the
story for which we have evidence is a poem by Archilochos, and we know from Dio
Chrysostom that he treated the story in some detail:

" #xe1g wot Adoou TavTnV TV Aropioy, TOTepov dikaiwe £ykoAoDov ol HEV T

ApYAOx®, 01 8 Td ZogokAel mept TAOV Kot TOV NEGGOV KO THV Anavelpav 1

o¥; eaoct yop ol .uev tov Apxiroxov Anpeiv, molodvTa TV ANAvelpoy €V Th

fralecdor vno Ttoh  Keviavpou mpog tov  ‘HpokAifo  paywdodoav,

avapuviioxovoay Tfg 100 AXEAMOL UVTICTELNG KO TdHV TOTE YEVOUEVOV: DOTE

TOAANV GxoAnV elvon 1 NEoow § Tt éBovAeto mpdar: of 88 TOV TogokAfa Tpo

100 Kapod nemoimkeévor v tofeiav, dlaBovoviov adtdv £TL ToV ToTOUoV:

oVTWG Yap Gv kol TNV Antavelpov droiésdor, deevtog tod Keviavpov. 2
As Kamerbeek points out (p.3), since Dio blames Sophokles but not Archilochos for the
&rapog tofeio, it seems likely that in Archilochos Herakles used a different weapon,
presumably the familiar club or sword. Moreover it would seem that his attack took place on or
near the bank of the river,” partly because this is implied in the contrast with the midstream
attack in Sophokles, and also because Dio allows the possibility for Nessos 6 1 éBovieto
np&&on — to have intercourse with Deianeira — which would surely be unlikely except on the
bank, or in shallow water. So this poem of Archilochos, from what we can deduce of it, would
agree with the picture familiar from the vase-paintings.

The same picture emerges from a fragmentary poem published as P. Berol. 16140 and almost
certainly by Bakchylides.” This obviously describes the fight between Herakles and Nessos.
One person ferries another across a river:
nopduevovt| (1.9) ...

S motopov . [ (1.12)

We have dgpodioiav (1.15) and Kevtavpog (1.16).
A woman cries out and begs her husband to hurry:
keAdadnoe &¢ 8

@iAov ooty ikfetev

onevdlet]lv (11.17-19).

This man must surely be Herakles, from
AALKIunv (L6).

He, full of rage,

nuptdoeg Spupo [ (1.21),

attacks the onp &yprog (1.27). His weapon here also is the club —
ponarov ueyae [ (1.26),

22 Dio Chrys. 50. 1. ‘Can you solve this problem for me: whether or not people are justified when they find tault
with Archilochos and with Sophokles in the way they treat the story of Nessos and Deianeira? For some say that
Archilochos is being nonsensical when he makes Deianeira chant a long story to Herakles while the centaur is
forcing his attentions on her, reminding him of Acheloos’ wooing of her and of what happened at that time: as a
result of which Nessos would have had plenty of opportunity to achieve his desires. And others say that
Sophokles introduced the arrow-shot 100 soon, while they were still crossing the river: in which case Deianeira 100
would have died, because the centaur would have dropped her.’

* Schol. Ap. Rhod. 1. 1212 mentions that in this poem Herakles dveitev év Edive motapud Néooov Kevtaupov.
and although the natural interpretation of these words might be that Herakles killed Nessos in the river. vet they
can also mean on the bank. as Quilling points out in Roscher, s.v. Nessos.

* See Maehler, pp.liv and 116-8: also Snell, pp.182-3.



56 THE CREATIVE POET

and with this he beats the centaur:
obatog uescav [

ouvapale 1e n|

Suuatav 1€ of

dopvwv e (11.28-31).

He also, it seems, kicks him:
nodecov oo (1.32).

So this poem also agrees with the Nessos story as depicted on the vase-paintings. It even
appears from {nrnoig &xwv (l.13) that here too there is a chariot, as on the New York Amphora.?

We know also of several epics about Herakles which may have included an account of the
Nessos episode.” The Oiyoiiag Arwoig, ascribed to Kreophilos of Samos, whom tradition
linked with Homer, dealt with Herakles® love for lole (fr.1K) and his capture of Oichalia.
There was a Herakleia by Kinaithon of Lakedaimon,” though its scope is unknown.
Peisandros of Rhodes wrote a Herakleia which, judging from the extant fragments, was chiefly
concerned with the Labours for Eurystheus. Finally, Panyassis of Halikarnassos, the uncle of
Herodotos, wrote a Herakleia in fourteen books, which seems to have had a much wider range
than that of Peisandros, and certainly included the Omphale episode and the capture of
Oichalia.® Some, or even all, of these epics may have told of the death of Nessos (and indeed
of Herakles' own death also). But, since we know no details of their versions of the episode,
we have no evidence for assuming that Nessos was necessarily killed by an arrow, nor that
Herakles’ death was subsequently caused by Nessos’ lovecharm.

Thus, from all the known representations of the Nessos episode in art and literature before
the classical period, it must be concluded that in this earlier age Nessos’ death does not seem to
have been caused by a distant arrow-shot, and thus that there seems to have been no connection
between the death of Nessos and the later death of Herakles.” Therefore we cannot assume that
behind Hesiod’s reference in 25 MW to Deianeira’s gapuaxov and yitwv there was any
knowledge of Nessos and his lovecharm. So why and how did Herakles die in early versions of
the myth?

On line 20 of fragment 25 MW, Mrs Easterling notes: ‘It is a pity that there is a lacuna . . . at
the point where Deianeira’s action is being described, so that we cannot be certain how her
motives were interpreted, though if Lobel’s adaoato (or dacopgvn) is correct the text is nicely
ambiguous: the verb might equally well refer to her mistake in believing the poison to be a
lovecharm or to an act of deliberate malice.”™ But if Hesiod knew nothing of Nessos and his
lovecharm, then it would seem that the latter interpretation of these words is the more natural

¥ See n.6 above. See also Snell’s comments on this, pp.179-80.

“On these early epics about Herakles sec G.L.Huxley. Greek Epic Poetry from Eumelos to Panyassis (London,
1969). pp.99-112.

=" See schol. Ap. Rhod. 1. 1357.

- See V. J. Matthews, Pansassis of Halikarnassos (Leiden, 1974y {r. 17K (Omphale): frr. 12, 13, 14K (the quarrel
with Eurytos): fr. 27K (the sack of Oichalia).

“ Dugas. referring (pp.21ff) to the mention in Apollod. I1. 7. 6 and Diod. 4. 36. 5 of the semen, Yovog, which formed
part of Nessos™ lovecharm, feels that this touch sounds primitive, and that therefore the lovecharm must have been
part of the carly version of the myth. But I feel that this motif sounds far more like a Hellenistic innovation — cf.
the story of Erichthonios, born from the yovog of Hephaistos, which is told in Apollod. I1I. 14. 6, but is also told
in almost the same words in schol. A on /1. 11. 547, where we learn that the source for this story was Kallimachos’
Hekale.

* Easterling (1), p.16.
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one, and that Deianeira’s killing of Herakles was rather this act of deliberate malice.”
Presumably she was enraged by jealousy because of Herakles’ love for lole, for whose sake he
had sacked Oichalia;* and just as Klytaimestra killed Agamemnon when he brought Kassandra
home from the sack of Troy, so perhaps originally Deianeira killed Herakles when he brought
Iole home from Qichalia, acting from the same passion which was later expressed by Euripides’
Medea, who in her jealous rage also used a poisoned robe for vengeance, in this case against
Kreon’s daughter, her rival for her husband’s favours:

Otav & ég edviv dknuevn xupf,

ok £V AN ephv plongovatepa. ™
It is interesting to note that in the Oiyoiiag Aiwolg Medea also was described as using
oapuoaxo for murdering Kreon, king’of Corinth;* so it is quite possible that the author of this
poem, in telling of Herakles’ death, used Medea’s murder of Kreon as a parallel for Deianeira’s
killing of Herakles.*

These motives of anger and jealousy appear all the more likely when we consider the
probable character of the woman whom we glimpse as the traditional pre-Sophoklean
Deianeira:* a woman Saigpev and dtapBaktog, one, surely, quick to anger, and the more
likely to kill from rage rather than mistakenly from love. Perhaps, then, there is in
Bakchylides’ Ode V* a closer correspondence between Deianeira and Althaia than we realise if
we read the poem only with Sophokles’ Deianeira in mind. If in 476 BC, when Bakchylides
composed his poem, Deianeira as well as Althaia was known as a deliberate murderess, then
the fates of Meleagros and Herakles are paralleled even more closely than appears at first sight:
and the dramatic effect of Meleagros’ last words to Herakles about Deianeira, abruptly ending
this tale of myth and already ringing with tragic implications for the future, must surely be
greatly increased.

The story of Herakles’ death which has emerged from a consideration of these early lines of
Hesiod is thus completely different from that which was to become the standard version of the
legend in and after the fifth century BC. But there is another early version of his death,
mentioned in the /liad, which is also completely different from the later legend; and 1 would
suggest that both Homer and Hesiod may perhaps have been telling two separate parts of what
made up a single early story. Hesiod told how Deianeira, with the help of Lichas, sent the
poisoned robe to Herakles, and thus killed him. Homer told how Herakles was killed by moira
and the wrath of Hera:

'Hoey suggests (pp.219f) thal since the mythographers. while retaining traces of an early rather masculine
Deianeira, yet make her act in ignorance in causing her husband’s death. "it is likely that in the earlier tradition
Deianeira was simply depicted as a de facio husband-slayer. without reference to her intent’. This is not
nccessarily so. particularly as we do not know enough about the mythographers™ early sources to be categoric on
this point. Furthermore they tended to treat facts rather than motives: and. while Deianeira’s early participation in
war would have been seen as a fact which should be included, her early motives in killing Herakles might be
omitted since the facts of the story of his death were amply covered by the retelling of Sophokles™ version of the
myth.

Y See 26 MW N31-3: 1j0bg S1& ped’ (Omhotany téketo Eavony loreiay/ 1[fig £]vex’ OlyloAlinlv . . .
ApUtpuviaéng | ... And on Iole, see further below, p.61. a

* Eur. Med. 265-6. *When a woman is wronged in marriage, there is no other spirit more murderous.”

* Schol. Eur. Med. 273: Thv Mridetav Agyetat . . . Kpgovio AmoKTEIval gopuoKols.

¥ Though it could also. of course, have been used as a contrast of deliberate with unintentional murder.

* As discussed above. Sec also T. Zielinski, who, in his article *De Hercule Tragico deque Heraclidarum Tetralogia
Acschylea™ (Eox, 1921/2, pp.59ft), argues for an Aischylean Deianeira who intentionally murders Herakles:
Stoessl. pp.29(t: Webster, pp.172f1.

7 See above, p.52.
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0V3e Yop 00de Pin "HpoakAfog puYe Kiipo.,

O¢ nep pidtatog €oke Al Kpovimvi GvoKTL,

AAAG € poip’ édauacoe kou dpyadgog xorog “Hpng. ™
But in Homer Hera must have had a human agent for Herakles’ death, just as Apollo had to
have human agents, Euphorbos and Hektor, for the death of Patroklos, which is described in
almost exactly the same way:

SAAG pe poip’ SAot kot AnTodg Ektovev viog.
So perhaps the human agent for Hera was Deianeira: Hera, in her never-ending hostility against
Herakles, put it into Deianeira’s angry heart* to send to Herakles the poisoned robe which
brought him to his death. This, I suggest, is the story which may lie behind both Homer’s and
Hesiod’s tantalisingly brief references to Herakles’ death. If this is so, and the influence of
Hera on Deianeira was assumed in Hesiod’s résumé of the tale, then this would explain why,
when he wrote the lines telline of the apotheosis which followed Herakles® death (25 MW,
11.26-33). he chose also to memion Hera’s old implacable hatred of Herakles, and to stress that
now he is a god she loves him more than anyone apart from Zeus.

As to how Herakles died: the details of his death in the early version of the legend were also
in all likelihood different from those of the later and familiar story. The lines which follow
Hesiod’s account of Herakles’ death at Deianeira’s hands and which refer to his apotheosis
were obelised in the papyrus, most likely*' because their subject matter was objected to as a late
insertion. Similar lines in Od. XI. 602-4* and in Hes. Theog. 950-55, were likewise athetised;
so clearly the story of the apotheosis was agreed not to be ancient. It seems to have become a
familiar part of the myth by the beginning of the sixth century,* and was a favourite subject for
vase-painters from around the middile of that century.*

We do not know the age of the legend of the pyre on Mount Oita.*.This pyre was of course
1o be closely associated with Herakles’ later apotheosis, so it is possible that this story too
developed fairly late and that originally Herakles died as a direct result of the corrosive poison
of the robe. Perhaps there is a recollection of this early manner of his death in the later story
that the poisoned robe caught fire in the sun, and Herakles, maddened by the agony of it,
jumped into a nearby stream and was drowned; while the waters of the stream, afterwards
called Thermopylai. have been hot ever since.* Perhaps also the Kypria agreed with this

WL X VAL 11729, “For not even the strength of Herakles fled away from destruction, although he was dearest of all
10 lord Zeus. son of Kronos, but his fate beat him under, and the wearisome anger of Hera.’

ML X V1. 849 (Patroklos speaking). ‘No. deadly destiny, with the son of Leto, has killed me."

*'1n Hesiod's judgement Deianeira was blinded by &t if &dowto is the correct supplement at 1.20 of 25 MW. And
see E. R. Dodds’ excellent analysis of &n in Homer. in The Greeks and the Irrational (Berkeley, 1951), pp.2ff.
According to Dodds, &t in Homer *is a state of mind . . . a partial and temporary insanity; and . . . ascribed . . . to
an external “dacmonic™ agency": and its agents are ‘always supernatural beings’(p.5).

*1'See Hes. Theog..ed. M. L. West, p.417.

“2 This is in contrast to the reference to Herakles® death in the Hiad, X VIIL. 117-9, which seems to assume that he
died und stayed in the underworld in view of Achilles’ comment in 120-1:0g kot ymv, €l 81 pot, opoin poipa
TETUKTOL. KEIGOp . €Ml Ke Bavw. ('So I likewise. if such is the fate which has been wrought for me, shall lie
still when | am dead.”)

**See West ad Joc.: Gruppe RE Suppl. iii, 924; Miihl, pp.111ff. For details of the various cults, see Woodford.
pp. 1 HT.

* See Mingazzini. passim, and Boardman (1), pp.60fT. See also my Plate 26.

+ But there was a cult of Herakles on the summit of Oita from at least archaic times — see Nilsson, passim:
Linforth. pp.261t: A. Brelich, Gli eroi greci (Rome. 1958), pp.193-4.

¥ Tzetzes schol. on Lykophron. 50: see also Frazer's note in Apollodoros vol. 1, pp.270-1. It does not seem likely
that this version of Herakles™ death would have originated after the story of the pyre on Mt. Oita became the
standard one. Herodotos (7. 176) speaks of an altar of Herakles at the springs of Thermopylai, which would
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version of his death, for we learn from Proklos’ summary that, after Helen eloped with Paris,
Menelaos visited Nestor who told him the story of ¥ ‘HpaxA€oug pavia, together with stories
of Epopeus being destroyed after seducing Lykos’ daughter, of Oidipous, and of Theseus and
Ariadne. Nestor, of course, may very well have been telling the story of Herakles’ madness
which drove him to murder his family, as in Euripides’ Herakles. But since these other tales all
seem to be aimed at consoling Menelaos for his loss of Helen by showing what tragedy love
can bring to a lover, so perhaps the story of Herakles was such a one also; and thus it is
possible that Nestor's tale told of Herakles’ tragic marriage to Deianeira, and that 3
‘Hpaxiéoug pavia referred to the madness which the agony of the poisoned robe induced on
Herakles and which drove him to his death.

Be that as it may, if the apotheosis of Herakles was indeed a late addition to the legend, as
the obelised lines of 25 MW and elsewhere indicate. then the earlier account of his death must
have ended simply and finally with his descent to Hades. In the Trachiniai Herakles was later
to say as he went to his death:

. .. ToDAG TOL KOKGV

a1, TeAeuTh) 1008 Tdvdpog votan.
Yet here his apotheosis, though outside his knowledge, was waiting for him beyond the pyre,*
and this death was not his final end. But originally, at Deianeira’s man-slaying hands (3eiv’
épLev indeed!) it was: -

... ol olya TEAOg BavaTo10 TUPESTH-

ko Bave kot P’ Aldoo ToAVGTOVOV iKeTO ddpa. ™

Before we pass on to consider the legend of Deianeira and Herakles in the fifth century. two
other fragments of the Caralogue of Women — one already recognised as such and the other a
new one — remain to be examined.

P. Oxy. 2493, 229 MW

JAeiny xohy|
Ing Sakepnv 8
1.8 dvaiveto 1
Jtov & &xtav(
s laooe &' dvaryeat-
"OAvprlov dydvvigov €]
vaiel drnuovtog] kot dxndig Alpoto rovto

support the antiquity of the tale. And compare what effect the sunlight has on the poison in Soph. Trach. 684-704,
perhaps a reminiscence of this earlier story.

1 Soph. Trach. 1255-6. "The true respite from suffering is this — my final end.’

¥ See the discussion below, pp.72fT.

25 MW, 1L.24-5. *. . . death’s end came quickly to him, and he died and went 1o the grievous house of Hades.”
The Catulogue was probably composed in its present form in the first quarter of the sixth cenlury (see Appendix).
But West (sec p.xi n.1 above). pp.137ff, sees the poet as using genealogical and mythical material which had been
developing from the eighth century onwards, and perhaps also incorporating portions of older texts in his work
(pp-16611). So here in 25 MW_ although the apotheosis of Herakles may indeed have bheen “a firm article of the
Catalogue poet’s belief” (West, p.130). we may yet have, perhaps. echoes of the earlier traditional version of
Herakles™ absolute death. or even. in 11.24-5. a direct quote of an carlier literary version. since 11.26-33 give the
same fecling of interpolation as does the passage in Od. X1. 602-4.
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ddavartog kot &m]pog Exwv peyoh] “HBnv
naido Alog peyoho]io ko “Hpng xpvioonediiov:
10 1OV TIpLv ey P fixdnlpe dea Alevkwifevog “Hpn
&x 1e Oe®V poxopm]v £k e [SvnTdv AvBpOTwy,
viv &' 1idn negir]nke, tiel 8€ pv [EEoyov dAlwv
dBovTov peta ¥’ ] adtov épiodeve[a Kpovieva
]38t @iknv n6pe

15 "Ohvpro]v &ydvvigov- €]
lot gunv ol eld[og
‘HpJokAfit ntoAl[ropdwt
Juppoov &pyvp[odivny
7 Ju peet eig &[ho dlav

20 A |

Lines 6-13 of this fragment form a passage about Herakles’ apotheosis very similar to that of
25 MW, 11. 26-33. As for the previous lines, too much is lost, as Lobel pointed out when
publishing the papyrus, for any attempt at recovery of the words to be profitable. But their
probable contents should be discussed.

Lobel, and Merkelbach and West, suggest that these first five. lines are a reference to the
events leading up to the sack of Oichalia, where Herakles desires lole, and Eurytos refuses him,
and Herakles gets his revenge by killing Eurytos (1.4) and sacking his city. But the tale of
Herakles’ immortality and presence among the Olympians is a strange and sudden insertion
into such a story. So there is another possibility: that here the person killed is Herakles himself,
after which the lines telling of his apotheosis would follow naturally, just as they do in 25 MW
(and cf. Od. XI1. 602-4): Herakles died . . . but now heisagod . ...

Thus perhaps this fragment does indeed contain a reference to Herakles’ desire for lole, or to
his bringing her home; but then it leads on to tell not of his murder of Eurytos but of his own
death at Deianeira’s vengeful hands. Deianeira could well be the subject of dvaiveto in line 3,
since the 6 which Merkelbach and West print at the beginning of this line (b & &vaivero,
implying Eurytos as subject) is in no way verifiable, the trace of ink here on the papyrus being
so small that it could belong to almost any letter. Instead this line could read

t]giS‘ avaiveto [

Deianeira refused to accept lole as Herakles desired, and killed him; but now he is a god . . .
etc, with line 6 beginning as Lobel suggested:
viv & fidn kot "Olvumov dydvvigov . . . .
Lines 14ff would then refer back to the earlier story of lole, with a similar sense to that of
West's reconstruction:*

GAL" "IoAnV wi mon ]t pidny nope y[fipon dxorty,

npiv ¥ €Avelv g "OAvuno]v dyavvigov: €D 8 émewier

fi uev yop Xopites]or guiv xai eld[og dpoin

v, 6 8t matpt éwi “‘HpJokAfii mtoAt[ mopdmt.

SM. L. West (see p. xi n.] above), p.112.
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Herakles and Iole

The fragment which has not yet been recognised as being from the Catalogue of Women is to
be found on an Attic red-figure cup-fragment (Plate 24) of about 460 BC by the Akestorides
Painter.”* A seated youth is shown holding a book-roll, and facing him a draped male figure
who seems to be listening to him. On the book-roll, held horizontally, is written:

HOlHA

MEPAK

v EEI

IOV EO

This has been taken™ as being written entirely in the Attic alphabet, where H = h (rough
breathing) and E =1 or £ (as opposed to the Ionic alphabet, where H =1 and E = € and there is
no rough breathing), and thus as reading

ot iy’ ‘Hpaxkider ’‘loicwfc. ..
But in fact mixtures of Attic and Ionic letters on Attic red-figure vases were by no means
uncommon, as Kretschmer’s analysis of vase-inscriptions shows conclusively,” including
combinations on the same vase of both H = (Ionic) and E = n(Attic). I would suggest that this
is what we have on this cup-fragment: H = 1 (Ionic) instead of being a rough breathing,* and E
=1 (Attic) and = € (Ionic). Thus, with this mixture of alphabets, the inscription now reads:

1l oin Gp<o> ‘Hpakider "1oAn of
making the beginning of a section of the Cuaralogue which deals with Iole, who comes
somewhere, together with* Herakles; and perhaps even of the section of which 229 MW s a
part.

Further and convincing support for this comes from Immerwahr’s analysis of 38 vases with
representations of book-rolls, and his conclusion that the writing on papyrus rolls on vases was
always intended to indicate a text, and that the texts, moreover, were always poetic.*® When
faced with the inscription on our cup-fragment, assuming it to be prose, he later modified this
conclusion.” But he had no need to do so.

SUARV 1670 (for further details. see my List of Plates); and see H. R. Immerwahr, ‘More Book Rolls on Attic
Vases’, Ant. Kunst 16 (1973), pp.143f. My especial thanks go to Professor Herwig Maehler for drawing my
attention to this cup-fragment.

52 By Beazley and Immerwahr — see n.51 above.

3 P. Kretschmer, Die griechischen Vaseninschriften (Guetersloh, 1894); and see especially the table on p.105.

* And note that if this inscription is read as Beazley and Immerwahr have it, using only the Attic alphabet. Herakles
lacks his aspirate.

3% And &pa is a poetic word. and is used (except by Herodotos) almost exclusively in poetry and not prose.

* H. R. Immerwahr, ‘Book Rolls on Attic Vases®, Classical. Mediaeval, and Renaissance Studies in Honour of
Berthold Louis Ullmann, ed. C. Henderson (Rome, 1964). pp.17-48.

37 Immerwabhr (see n.51 above), p.143.



- - g oam o

62 THE CREATIVE POET

DEIANEIRA AND HERAKLES IN SOPHOKLES AND BAKCHYLIDES

The earliest extant works that we possess which connect the centaur Nessos with the death of
Herakles are Sophokles’ Trachiniai and Bakchylides® Dithyramb 16. Here both Sophokles and
Bakchylides tell of Deianeira killing her husband in all innocence, by using the lovecharm
which Nessos had given to her and thus hoping to win back Herakles’ love. These two works
show such distinct similarities of vocabulary, content and treatment, as detailed below, that it
appears highly likely that one of them depends on the other.

In the short poem by Bakchylides, Herakles, after sacking Oichalia (Bakch. 1.14, cf. Trach.
750), goes to Cape Kenaion —

Gueikvpov” axtav (Bakch. 1.16),

axth . .. qpoeixiuotog (Trach. 752) —

to make sacrifices. He is about to sacrifice —

Buev . .. perie (Bakch. H.18-20),

HEALOVTL . . . oAV BVTOVG TEVYELY opayag (Trach. 756) —

bulls taken from his booty —

ano Aaidog (Bakch. 1.17),

Aetac (Trach. 761) —

when, we are to assume, the deadly robe is delivered. A messenger has brought Deianeira the
news (Bakch. 1.26, cf. Trach. 335ff) that Herakles was sending lole home as his mistress —
‘lodov 6Tt AeukGAEVOVY

Atog viog dTopBouoyog

GhoYov MTopov TOTL SO0V NEUTOT™ —

whereupon she had embarked on her tragic course and had innocently — there being a

dvopeoy . . . kolvupo Thv

votepov épyouevmv (Bakch. 11.32-3) —

used Nessos’ doupoviov 1epag (Bakch. 1.35) which he had given her at the river Lykormas, the
same river as Sophokles’ Euenos.™ This dark veil over the tuture (Bakch. 11.32-3) ruins
Deianeira, just as in Sophokles she acts in ignorance —

AL gldevon xpiy dSpdoay, g ovd” el Sokelg

Exey, £yorg av oo, uiy newpouevny (Trach. 592-3) —

and learns too late to what future disaster her action must lead.

These clear similarities between the two works led F. G. Kenyon in his 1897 edition of
Bakchylides to comment that Sophokles ‘has had Bacchylides in his mind’ (p.148). But this
does not necessarily follow, since it is chronologically possible for either of the two works to
have preceded the other. Sophokles™ first victory was in 468 BC,* and Bakchylides was
composing until at least 452 BC, since of his preserved poems V1 and V11 belong to that year.
Thus there was a long overlap in the working lives of these two poets. Now Snell dates
Bakchylides® Dithyramb 16 on stylistic and metrical grounds as a late poem (p.182); and an

W Bakch. 11.27-9. Cf. Trach. 365-8. To Kamerbeek. nEUnot is an obstacle to his accepting thal Bakchylides was
influenced in his poem by the Trachiniai. Hoey (pp.214-5) answers this doubt satisfactorily.

M Trach. 559. See RE XII1. 2, 2385, v.v. Lykormas.

% Marm. Par. 5-6: IG 1. 2. 11 2325. But this was probably not Sophokles’ first production. It is Irue 1hat Plutarch
(Kim. 8. 7-8) states that this was his first tetralogy: but at the VIIth FIEC Congress held in Dublin, 27 Aug. — 1
Scp. 1984, S. L. Radt argued most persuasively that Plutarch (or his source) had in fact conflated Sophokles’ first
victory with his first production, since Plutarch’s own context implies that the Athenians had wilnessed at least
onc performance of a Sophoklean tetratogy before that date.
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early dating for the Trachiniai, even a very early dating indeed in Sophokles’ working life, is
accepted by most scholars.®’ Clearly either work could have preceded the other, if we judge
them by chronological criteria. However they both show such striking similarities that it seems
highly unlikely that they depend on a common source. Hoey, on this point, asks (p.214): ‘Why
should two separate imitators copy their model in such a strikingly identical way, especially if
one of them was an original genius like Sophocles? Denys Page . . . where the resemblances
between Herodotos and a fragment from a lost tragedy are certainly no more striking than those
between Bacchylides and the Trachiniai, declares® without a shadow of misgiving that one
writer had the other in his hands or his head at the time of composition.” Adding to this the fact
that Bakchylides’ poem is- extremely allusive — so much so that it would be quite
incomprehensible without prior knowledge of the story in Sophokles -— we must conclude that
Bakchylides® Dithvramb 16 depends on Sophokles’ Trachiniai.**

This conclusion is further strengthened by the conspicuous similarity between Bakchylides’

tragic interpretation of Deianeira’s fate® and that of Sophokles. In Bakchylides her fate is the
work of an
duoyog doipwv (Bakch. 1.23), cf.
a0Th oV aOThc Sapov’ dvokaiovugvn (Trach. 910);
and Schwinge notes that this is the only time in his work where Bakchylides uses the word
daipwv in the new tragic and not the conventional sense (p.132 n.2). This duayog Saipwv
weaves for Deianeira a noAbdokpuv pufittv (11.24-5); a ¢0ovog edpuPiag (1.31) destroys her: and
a dvoeeov kaivpua (11.32-3) hides the future from her (cf. Trach. 841-50). The end is tragedy:
& Suopopoc. & Tédouv’, olov uricato (Bakch. 1.30);
edvnkev 1§ taroava (Trach. 877).
Certainly Bakchylides ‘seems to suppose a fresh and vivid remembrance in his audience and
surely the likeliest source for this would be a recent presentation in the popular theatre’.*
Perhaps he himself had been particularly moved by this representation of a new Deianeira. so
different from his own conception of her in his Ode V of 476 BC.

So if we accept, as I believe we must, that the Trachiniai was earlier than Bakchylides”
Dithyramb 16, then we must further accept that perhaps Sophokles himself introduced the
arrowshot which killed Nessos and produced the lovecharm, and thus himself first connected

SU1 accept the arguments for an early date. and do not discuss them here. See E. R. Schwinge. who gives the fullest
discussion and concludes on a date prior to 450 BC: T. F. Hoey. passim. who gives a good survey of literature on
the subject and dates the play at about 450 BC: and G. Ronnet. *Sophocle: Poete tragique™ (AJP 92 (1971).
pp.694-95). who dates it before the Oresicia of 458 BC. Alphonse Dain and Paul Mazon in their Budé edition
(Paris, 1955) think it is the earliest play (p.9). V. Leinieks (The Plays of Sophokles (Amsterdam. 1982), p.8)
agrees: ‘The Trachiniai is probably the earliest of the plays. Many of the ideas characteristic of the later plays are
absent in it, the connections among the ideas are not as frequent and as explicit, and the imagery is more exotic
and Aischylean.” P. Easterling (1), p.23. dates it as one of the two earliest plays (together with the Ajux). and adds
*any date between 457 and, say, 430 would not be implausible: many scholars nowadays would prefer the earlier
haif of that period’. See also Reinhardt. pp.34ff and n.l, pp.239-40; and Winnington-Ingram. Sophocies: An
lnierpretation (Cambridge, 1980), pp.341-2.

2 D. L. Page, A New Chapter in the History of Greek Tragedy (Cambridge, 1951), p.6 and p.39 n.2,

4 This argument is fully developed in Schwinge. The same conclusion is reached by Machler. p.xlviii. Kamerbeek
notes (p.7): ‘It goes without saying that Sophocles did not borrow his subject matter from Bacchylides™ allusive
treatment.’

™ Kamerbeek notes (p.6) the remarkable way in which Bakchylides treats her story more tragico. as though he were
drawing on a tragedy.

3 Hoey, p.214. Kamerbeek adds (p.0): *Nothing prevents us {rom assuming that Baceh. did compose this dithyramb
for an Athenian public, as is generally believed of the "Hideot.” I so. perhaps this is why Bakchylides changed
Herakles™ sacritice to Zeus in the Trachiniai (7531) 10 a sacrifice to Athene and Poseidon. divinities particularly
important to Athens, as well as to Zeus.
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Nessos with Herakles’ death.* Certainly it is possible that he took the story from an earlier
source of which we know nothing. But we must not assume that this is so; and the inescapable
fact remains that, on the evidence we possess, the earliest mention of this story comes, as far as
we can tell, in the Trachiniai, and therefore Sophokles himself could well have been the first to
make this connection between Nessos and the death of Herakles.

I would suggest that Sophokles did make this connection: that he was the innovator of the
arrow-shot which killed Nessos, and thus of the lovecharm, composed of the centaur’s blood
and the Hydra’s venom, which was in the course of time to kill Herakles himself. Further
considerations support this suggestion. Certainly the idea of apparently right and well-
motivated action in the past finally bringing man in some way to ruin or death seems
thoroughly Sophoklean. Oidipous, for instance, leaves Corinth with a passionate urgency to
escape the very fate of murdering his father and marrying his mother which awaits him on his
journey; and here the Sphinx plays the same role, in a sense, as do Nessos and the Hydra with
Herakles, for it is Qidipous’ own triumph over the Sphinx which leads directly to his doom.
Ajax and Hektor, too, both die by the gifts which they exchanged when neither could worst the
other in heroic fight: Ajax by Hektor’s sword, and Hektor by Ajax’ belt with which he was tied,
still living, to Achilles’ chariot and dragged to his death. Here Hektor’s death by the belt is
certainly not in Homer, so was perhaps a Sophoklean innovation also.

So too does the idea of the dead reaching out to kill the living seem a favourite Sophoklean
concept. This occurs in five of our seven surviving Sophoklean plays, as Kitto points out.*’
Here in the Trachiniai Nessos’ blood and the Hydra’s venom kill Herakles long after the deaths
of these two monsters. Ajax dies by the sword of the dead Hektor — Teukros cries:

. . . E10eC OC YPOV®

EueAdé o “Extop kol Savav anogdicewv;®
In the Elektra, while Klytaimestra is being killed, the chorus sing out:

1eA000’ &pai- {owv ot yig Lot Keipevorl.

noAippuToV Yo aip’ dneEanpodon tév

KTOVOVT®V ot Tddon davovtec,®
Antigone sees herself as dying by the dead hand of her brother:;

{w Svondtpwv

KOGLYVITE YOUOV KUPTIONC,

Bovav €1 0VoaY KOTVAPES pIE.
And Oidipous in the Oidipous Tyrannos wishes to go to Kithairon to die, so that his dead
parents will at last kill him as once, long years ago, they meant to do:

70

QAL €a pe vaiev Speatv, Evia kAt Letan
odpog Kidarpwv odtoc, v unmp € ot
natip T €9€odnv {hvie xUpLov Tagov,

% As Snell first suggested (p.182): ‘Es wiire das Nachtsliegeﬁde und Verlockendsie, dabei an das Drama des
Sophokles zu denken.” Perhaps Sophokies took the idea of the @iAtpov from popular folk-tales: see S. Trenkner,
The Greek Novellu in the Classical Period (Cambridge, 1958), p.47 n.2.

67 See H. D. F. Kitto, Form and Meaning in Drama (London, 1956), p.193, and Poicisis (Berkeley and Los Angeles,
1966), pp. 1791, for detailed discussions of this concept.

% Aj. 1026-7. Do you see how in time Hekior, though dead, was 1o desiroy you?’

% EIL14176f. “The curses are being fulfilled; those under the earth are alive; men long dead draw from their killers
bload 10 answer blood.”

™ Ant. 86917, My brother, you found your fate when you found your bride, found it for me as well. Dead, you
destroy my life.’
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v’ €€ éxeiva, ol |’ dmwAivy, Save.”
This concept of the dead killing the living is, as Kitto says, habitual with Sophokles.

Perhaps also Sophokles’ invention of the arrow-shot would account for his setting of Nessos’
molestation of Deianeira in mid-stream and for the &konpog 1oégia of which Dio, as we have
seen, complains: if all previous versions of the story had Herakles kill Nessos in close combat
on or near the bank, then maybe he would have felt that a mid-stream setting of the incident
would give a better reason for the innovative arrow-shot,”” and would thus make it more
plausible to an audience familiar with the old version. Furthermore it is possible that evidence
from vase-paintings supports this suggestion that Sophokles invented the arrow-shot and thus
created a new version of Nessos’ death. Paintings of his death -— by sword or club — had been
extremely popular for a very long time, particularly on black-figure vases;” but, from about the
time of the Trachiniai, Athenian interest in vase-paintings of the Nessos episode seems to have
died out.™ This was perhaps because the new Sophoklean version of Nessos’ death made the
old traditional vase-compositions seem invalid.

I would further suggest that Sophokles, by introducing the arrow-shot which killed Nessos
and the consequent lovecharm, made two other crucial changes to the myth of Deianeira and
Herakles which had existed before his Trachiniai. First, he created a transformed Deianeira
who, in using the innovative lovecharm, was no longer a jealous and deliberate murderess but a
woman who acted foolishly, but in all innocence, from love. This is the kind of change
suggested by Auistotle’s words where he distinguishes between a character who acts
consciously and in full knowledge of the facts, as in the old poets — ol maAouol énoiovv
€ldotag kot ymyvwokovtag ~— and one who acts in ignorance of the consequences —
dyvooivtag . . . kpdEon 10 dawvov.” Two out of the three examples which he cites for the latter
type of character are from Sophoklean plays, the Oidipous Tyrannos and the Odysseus
Akanthoplex. This suggests that the idea of changing a Deianeira who acted with full
knowledge of the facts into one who acted completely in ignorance may well have particularly
appealed to Sophokles.

Second, he entirely and completely changed the manner and meaning of Herakles’ death,
turning it from a sordid one at the hands of a jealous murderess, and one perhaps set in motion
by the hatred of Hera, into a quite different death brought about by the monsters which the hero
himself had killed for the benefit of mankind. Thus he made it, in fact, a death through
Herakles’ own great dpetm.

"MO.T.1451-4. ‘Leave me live in the mountains where Kithairon is. that's called mv mountain, which my mother
and my father, while they were living, would have made my tomb. So I may die by their decree who sought
indeed to kill me.’

2 He may also have meant it to stress Deianeira’s chastity, as Dugas suggests (p.24).
73 See Brommer's list, pp.153ff.

M 1t is true that two late fifth-century cups by Aristophanes (Boston 00.344, Brommer B.2, p.157 (my Plate 25). and
Boston 00.345, Brommer B.3, p.157), painted long after the Trachiniai was first produced. still show Herakles
killing Nessos with the club. But see B. Shefton, ‘Herakles and Theseus on a Red-figured Louterion™. Hesperia 31
(1962), p.342: *Aristophanes on his two cups in Boston puts the centauromachy at the wedding of Peirithoos on
the outside of the cup, but in the roundel inside. having painted what in effect is Theseus rescuing Hippodameia.
he boggles ana writes Herakles, Nessos and Deianeira against his figures, not forgetting to give Herakles his club.
yet leaving him with a cloak falling off in the manner we see on our louterion as being peculiar to Theseus. He
prefers to change the subject rather than face what he might feel to be faulty mythology.” And he adds: ‘I do not
put this forward as the only possible reason for this inconsistency. Some. considering the painter’s capacities. will
no doubt think this explanation too flattering.” (But even if Aristophanes had intended this scene to show the trio
as named, this can be explained on compositional grounds, since it is clear that if he had wanted Herakles as part
of his picture he had no space for a distant arrow-shot, and was compelled by the shape of his surface to depict
Nessos killed in close combat.)

3 Arist. Poet. 14. 1453b. 26ff. See on this Heey, p.220.
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If we accept this theory — that Sophokles was the innovator of Nessos’ death by the arrow-
shot and of the lovecharm with which Deianeira poisoned Herakles, and thus the creator also of
a transformed Deianeira and of this new manner of Herakles’ death — and if we reconsider the
Trachiniai in the light of this acceptance, then Sophokles’ treatment of both Deianeira and
Herakles is brought into a new perspective.

Deianeira in Sophokles

In the long prologue to this play, Sophokles carefully depicts for his audience his own unique
characterisation of Deianeira. This prologue has sometimes been criticised for its unnecessary
length and slowness.” But these features are neither surprising nor unnecessary it Sophokles
had to take time in putting across a character totally different from the one which his audience
was expecting. This is no heroic and bold-hearted woman, but a timid and gentle creature.
Time and again, both here in the prologue and throughout her whole part in the play, Sophokles
stresses Deianeira’s fear and dread. Fear has filled her life from her youth onwards; first, fear
of her suitor Acheloos:

voiovs” €17 év ITAgupdvt vupeiov dkvov

&Anotov Eayov, € Tig AltwAig yovn.”’

TOWOVS’ €y LVNOTHpa TPOGSESEYUEVN

dvotvog alel katdovelv énnuyouny.”™

£yw Yop AUNV EKTERANYUEVT QOP®

UN pot 10 KGAAOG BAY0G EEVpOL TOTE. ™
Then fears throughout her marriage:

... A€xoc yop ‘Hpoxhel kprtov

EvoTdo’ et TV €k poBou gopov TPEQ®,

Kelvou mpookmnpaivovoa . . .
fears which, she believes, are the lot of every woman in marriage:

.. - TG AVTL TOPVEVOL YUVT

KANOT, AaPn T° év VUKTL @povTidmv uEpoG,

fTol Tpog Avdpog 1 TExvav gofoupevn.”’
Now, as the play opens, she feels the greatest fear of all:

gvtodda & poiiota TapPriooc’ Exw.*
She is afraid of facing life without Herakles:

oY NOEwe eLdovoaY EXTNdY €UE

@opw, eilan, TapBoioay, €l pe xpi HEVELY

7 As by, for instance, Whitman (p.107): “This prologue lacks the usual well-molded dramatic naturalness of other
Sophoclean prologues, and the action fairly creeps at first.’

7711.7-8. “While 1 still lived in Pleuron I conceived an agonising fear of marriage. No other Aitolian woman ever
felt such fear.’

7 1.15-16. ‘1 had to'think this suitor would be my husband, and in my unhappiness | constantly prayed for death.

7 11.24-5. I sank down, overwhelmed with terror lest my beauty should somehow bring me pain.’

¥'11.27-9. *Chosen partner for the bed of Herakles, ] nurse fear afler fear, always worrying over him.’

*11.148-50. *She is no longer called a maiden, but woman, and takes her share of worry in the night.’

821.37. ‘Now I lind [ am more than cver afraid.”
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NAVTIOV APIGTOL QOTOG €0TEPNUEVIV.Y
And she is later afraid — with reason — of what future evils fate may bring.*

Sophokles also depicts at an early stage Deianeira’s strange lack of will:* in all of the fifteen
critical months of Herakles’ absence she has made no inquiries for him, and now it is the nurse
who has to suggest that she sends one of her sons to seek him (54-7). This same lack of will
appears again later, when she must get the Chorus’ approval of the lovecharm before she sends
the robe to Herakles (586-93). But she is not here cast as ‘the obverse of the wilful male’.*
This contrast is not, I suggest, the point of her characterisation. Rather she is the obverse of the
traditional Deianeira, and here again Sophokles is stressing their differences.

Thus he makes it clear that his Deianeira is a weak and timid woman, and he leaves no doubt
also that she is one who loves her husband. She misses him deeply in his absence:

......... ATV €UOL TLKPOLG
®divog abtoD npocfoiwv dnoiyeton . . .Y
as the nurse also says:
S€onotva Antavelpa, TOAAOL UEV G £y
Koteldov 718N novddakput’ ddvpuato
v ‘Hpakigiov ££0d80ov yowuevny. ™
And she is concerned and anxious for him continually.

A more general tenderness and compassion shine from her pity for the Oichalian captives

(283-306) and for Iole in particular:

1 8" 0VV 8600w, KO TOPEVEGDH® GTEYOG

oVtwg Ormg HidoTto, UNdE TPOS KOKOig

101G olo1v &AANY pOg ¥’ €U0 AVmmv AGBN:

g yop My mopodoo. . .
and also, of course, from her speech when she seeks to persuade Lichas to tell her the truth
about lole (436-69). This is by no means the stuff of which a deliberate murderess is made.

But the audience who watched this play for the first time, being ignorant of this new
treatment of the myth which depends on Nessos and his lovecharm, may still have expected this
gentle woman, when she learned the truth, to become the intentional murderess familiar to
them. It seems to me that Sophokles encouraged this expectation for a time. handling his
material with great skill. He began by creating a dramatic contrast between the first two stage-
exits of Lichas, who at first lies about Herakles’ motives in sacking Qichalia and about Iole.
After these lies Deianeira turns to the house with him and says, ‘let us go indoors . ., ":

......... npog SE dwuota
xopduey §idn navtec, g oV O ol Dérelg

83 1L175-7. *. .. so that I leap up from pleasant sleep in fright. my friends. terrified to think that 1 may have to-live
deprived of the one man who is finest of all.”

* Her fears are referred 1o in 296-7. 306. 550. 630. 663. 666. 671. And see Winnington-Ingram. p.75: *One migh
say the rhythm of the first half of the play ts the rhythm of Deianira’s fears.”

%5 What Waldock -alls her *extraordinary passivity™ (p.90).

¥ As Gellie suggests (p.55): *Deianeira. who is cast as the obverse of the wilful male. must seem to lack will. and
the nurse is only the first person supplied by the play to make good the lack.

%7 11.41-2. “I only know he’s gone, and left with me a sharp pain for him."

*11.49-51. ‘Deianeira, my mistress, many times before 1 have waiched as you wept and sobbed. bewailing vour
absent Herakles.’

*911.329-32. “Then let her be, and let her go into the house however she please. She should not have fusther grief on
my account to add to her present unhappiness. What she has already is enough.”
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onevdng, €yw 8¢ tévdov eEapri T1HRD.*
But only Lichas goes inside, and she herself remains to hear the truth about Iole and Herakles
from the first messenger. When Lichas returns she persuades the truth from him, too; then again
turns towards the house, saying ‘let us go indoors . . . .” But this time she speaks ominously of
*suitable return gifts’ for Herakles, in return for Iole:

& 1T’ vl dwpwv ddpa xpn tpocapudcar . . .
and mpocapuocal is particularly ominous with its hint of the deadly clinging robe. She adds:

...... KEVOV Yap 0oV dikoud o€
YOPELV, TPOCEATOVY’ BSE GLV TOAAD GTOA® . . .

93

with bitterness in her words.”” The audience must think at once of the expected yi1twv and
papuoaxov.* They have until now seen a quite unfamiliar Deianeira, one who in her hesitancy
and fear has seemed quite incapable of carrying out her expected role of murderess. But here,
as soon as she learns the truth, she speaks simply a few decisive words which must refer to the
poisoned robe, then goes indoors to make her preparations. Here the audience feel themselves
again on familiar ground. Then after this, until Sophokles finally brings in the story of Nessos
and the lovecharm, he keeps them swinging tantalisingly between doubt and certainty as to
what the outcome will be.

With Deianeira’s mention of return gifts they think that they see her intentions clearly. But
then in her absence the chorus sing of Herakles’ fight with Acheloos, and they are reminded of
Deianeira telling this tale in the prologue, and of her fear and timidity; and here too they see her
again as lonely and afraid:

KGO potpog dpop BEPakev

toTe ropTig éprua.”
So once again they must doubt her intentions. But then she comes back on stage together with
the wrapped-up robe (108’ &yyog, 622), and speaking words which seem to point to murder.
She tells of what she has done, ‘ateyvnoaunv’ — and the connotation ‘cunningly’ is almost
always implied in this verb.*® She speaks with extreme bitterness of lole, whom she has had to
accept into her home:

KOpMV Yorp. otpon &' 0VKET", GAL’ élevyugvny,

TOPEIGOESEYLOL, POPTOV OTE VOUTIAOG, .
Awpnrov éunoinua tiig ufic Epevog:

Kol viv 8V ovoau pipvopey pidg Hro

yAodivng vmaykoAiopo.”’

“111.332-4. “Let us all enter the house, so you may hasten wherever you wish to go, and I may see to the preparation
within.’

“11.494. * ... and there are gifts to match the gifts you brought.’

“211.495-6. 1t would not be right to leave empty-handed when you came so well provided.’

9% See Easterling's comment ad loc.

* Scholars disagree as to whether the thought of the robe is already in Deianeira’s mind. Given the very pointed
contrast between the two exits of Lichas, there can be no doubt that it is, and that the listener too is meant to think
of the robe and the poison.

9511.529-30. *And then she was gone from her mother. like a calf that is lost.”

9 Sec especially Soph. Anr. 494,

“711.536-40. ‘For here | have taken on a girl — no. | can think that no longer — a married woman, as a ship’s master
takes on cargo. goods that outrage my heart. So now the two of us lie under the one sheet. waiting for his
embrace.”
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This is the reward which she has been granted for long years of faithfully keeping house for
Herakles:

...... To10d” “HpokAfig,

6 mMoTOC UV KAYOr30G KOAOVUEVOG,

otxoVUpl’ &viéneuye 100 pakpov ypovov.™
But then she hesitates and says she cannot be angry:

£ym 8¢ Yupotodan pev ok EricTapon

voooDvTL Keivy ToAAa Tiide Tfj voow.”
Then again she returns to bitterness; she cannot bear it — Ttig &v yuvi) dvvouto — and she is
old, too old, in comparison with Iole’s youthful bloom:

opd yop fifnv v pev €provcay npocw,

v 8¢ pdivovcay: OV Goprdlely GLAEL

d@BoAuog dvdog, Thv &' LREKTPEREL TOdC.

100

It is only with the words

GAL’ 0V YO, iromep elnov, GpYOvELV KAAOV

yovaika vodv &govoay . . ' o
that she begins finally to show her real intentions. It is at this point, significantly, that the
audience hear for the first time the whole unexpected story of Nessos and the lovecharm. Now
at last they are in no doubt that Sophokles has changed not only the character of Deianeira but
also her motivations and the whole manner of Herakles’ death. This crucial scene ends with a
moving reiteration of Deianeira’s unquestionable love for Herakles and of her belief in the
lovecharm:

i 8T v 8o ¥ €vveémorg; dEdoika yYap

un Tpw AEYoLg Gv tov modov Tov €€ €10,

npiv eldevou Tédxeldev el modovpeda. '

This presentation of the new Deianeira makes possible certain dramatic effects and ironies.

for instance in Deianeira’s own words:

KaKOG 3 TOAOG UNT” EmoToUUNV €Y

UNT EKUABOLUL, TS TE TOAUMOOS oTuyd. '™
It has been suggested that this is intended to remind the audience of Medea; or — and perhaps
more suitably, since their situations were similar — of Klytaimestra.'* But how much more
dramatically effective it is if it reminds them instead of the traditional Deianeira.

9 11.540-2. “This is the gift my brave and faithful Herakles sends home to his dear wife to compensate for his long
absence!”

9 11.543-4. *And yet, when he is sick as he so often is with this same sickness. I am incapable of anger.”

1™ 11.547-9. ‘For I see her youth is coming to full bloom while mine is fading. The eyes of men love to pluck the
blossoms; from the faded flowers they turn away.”

101 11.552-3. “But no sensible woman, as I've said before, should let herself give way to rage.

19211.630-2. *What else is there 1o tell him? For | am afraid you would be talking too soon of my longing for him

before | know it '1e feels longing for me."

103 11.582-3. ‘1 am not 2 woman who tries 1o be — and may [ never leam to be — bad and bold. 1 hate women who
are.’

I See, for instance, Gellie, p.65 and n.18; Reinhardt, p.34 and p.241 n.2. Certainly this sounds to be a reference to
murder, as was pointed out in the scholia: ph eideinv. @noi. kaxoig mpdyuooty Emyelpeiv. olov
Sodogovijoon adTov, § Tt tototov.
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But certainly this new Deianeira is also in some places set in deliberate contrast to
Aischylos’ Klytaimestra.'"® Her gentle and sympathetic reception of Iole and her willingness to
let her go into the house in silence are very different from Klytaimestra’s haughty attempts to
make Kassandra speak. There is also a clear echo of Klytaimestra’s murder of Agamemnon in
Herakles' accusations of Deianeira: '

. . . | doAdmig Olvéwg kOpN

Kodfiyev wpoig toig éuoig "Eptviwmv
VavTov dueipAnctpov, & StoAkvpon. %
adrelpov dueipAnctpov, donep ixdvav,
neprotryil®, thobTov elpatog kakoy. '

. . . bpavToig €v némAolg "Epivouav.'® o

And the robe in the Trachiniai is likewise called a fetter:
.. . GPpaoT TN xe1pwdELG NedN . . .7
as it is in the Choephoroi:

nedong v dyodkevtolor Onpevdeic . . L0

nEdag e Xe1polv kod modolv Euvepidor. '

Here there is a dual irony, in that Herakles is grossly misjudging Deianeira who has acted
throughout from love, and is like neither Klytaimestra nor her own traditional self. Herakles,
tortured by the pain of the poisoned robe and wholly ignorant of her real motives, bitterly
wishes to kill her himself:

GAL £ ¥ 101 108 ToTE, K&V 10 Undev O,

KGv undev £prm, TV ¥e Spdcacoy TOdE

YEPOOOU O KAK TOVOE: TPOCUOAOL LOVOV,

v’ k8180 01} méoLv AyyeAAelv OTL

kot AV kakoUg Ye kol Sovwv ETELoounV.

12

Perhaps he is echoing an earlier Herakles: perhaps in the pre-Sophoklean version of the legend,
instead of committing suicide by the sword as here, Deianeira did die at his hands. Her own
words may hint at this death:

Koitol d€dokton, Kelvog el opoinoeta,
To0OTH oLV OpuTi KGpE cuvdavelv Gua. '

1" Ay has often been noted. See, for instance, Hoey. pp.216ff: Webster, pp.168ff; Segal (1), pp.119ff; Kimerbeek,
p.-14.  And if the Trachiniai was indeed an early play of Sophokles. and thus chronologically close to the
Oresteia. then this new Deianeira would have been set in even greater contrast to Aischylos’ Klytaimestra, as
well as to the raditional Deianeira.

" Trach. 1050-2. ~The false-faced daughter of Oineus has fastened upon my shoulders a woven, encircling net of
the Furies. by which I am utterly destroyed.’

7 Ag. 1382-3. " Ay fishermen cast their huge circling nets, [ spread deadly abundance of rich robes, and caught him

fast.”
" A¢. 1580. °...in the woven robes of the Furies.’
' Trach. 1057. ... conquered by these unspeakable fetters.
" Choeph. 493, °. . caught like a beast in fetters no bronzesmith made.’
" Choeph. 982, . . . coupling fetiers for his hands and feet.’
"L107-11. *But 1 tell you this, even if | am nothing. nothing that can even crawl, even so — only let her come

who has done this 1o me — these hands will 1each her. and she can tell the world: alive 1 punished the evil, and 1
punish them in death.”

"11.719-20. "And yet | have made a decision: if Herakles goes down, under the same blow [ will die with him.
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If Herakles did kill her thus in an earlier version of the legend, then his most likely weapon
would probably have been his sword rather than his great bow or club. And, if so, perhaps this
is why Sophokles had Deianeira kill herself by the sword too, which was a method of suicide
unusual for a woman. For an audience used to the old version of the myth, this would have
been a means of greatly increasing the pathos of her death, by emphasising both her essential
innocence in Herakles’ murder and the loneliness of her own self-destruction. '

Sophokles’ audience would surely have recognised a very real irony in this new and loving
Deianeira, who wishes only to conserve Herakles and still ends by killing him. There is
supreme irony in Hyllos’ bitter condemnation of her when he tells of what her robe has done to
Herakles and thus sends her in silence to her death (734ff). He wishes that her nature were
changed for the better:

O uftep, g v ... o ... eldduny . ..

...... ADOVG PPEVOG

10V VOV Tapovadv 1vs’ duelyoosdol todev.'"*
But her nature has been changed — and by Sophokles. She no longer has an aggressive and
masculine nature, as Herakles himself says:

yovii 8¢ BiAUc oD o Kdvavdpog UGty

uovn ue 8 kadelie, pacyavov dixo.'*
Yet still she kills him.

There is a deep and tragic realisation of what she has done — and perhaps an echo of Hesiod
— in her words

op® 8¢ W Epyov dewvov g€aipyaopusvny. '’

She has acted only from a deep love for Herakles, but she has achieved the same results as
Hesiod’s Deianeira — 8ewv’ £pEev — despite their different motives.

Herakles in Sophokles

Herakles is onstage only for the last three hundred lines or so of the Trachiniai. Nevertheless it
is he who gives the play its unity, since he is virtually present from its beginning: all that is said
and done in the play converges on him; his fate and achievements are in the minds and mouths
of all the characters, from Deianeira’s first mention of him (19) onwards; and his arrival
onstage is expectantly awaited by characters'® and audience alike. From the play’s very first
verses he casts his great shadow. As Taplin has pointed out,'" this is a nostos play: the return
of Herakles is the dominant subject throughout, and the final scene after his arrival is "the focus
and conclusion of the tragedy’.

"4 This. to my mind. is a more direct and satistactory explanation of this unusual method of suicide than that
proposed. for instance. by Winnington-Ingram (p.81 n.28): *Why did a woman, instead of hanging herself (as any
decent conventional woman would). commit hara-kiri? . . . The answer is simple, and should attract a Freudian!
For a woman to hang herself is not sexually suggestive: for a woman to strip herself half-naked in the marriage-
bed — as she had often stripped herself for Herakles — and stab herself in the belly is very suggestive indeed.”

1511.734-7. *Mother! 1 wish I could have found you not as you are but . . . somehow changed and with a better
heart than now.”

"¢ 11.1062-3. *A woman, a female, in no way like a man. she alone without even a sword has brought me down.”

"171.706. °1 see myself as someone who has done a terrible thing.”

""" See V. Ehrenberg, “Tragic Heracles'. Aspects of the Ancient World (New York. 1946). p.148: “In the large first
part . . . the absentHeracles is always present in the mind of every single person on the stage.”

19 Q. Taplin. The Stagecraft of Aeschylus (Oxford, 1977). p.84.
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Moreover it is these final three hundred lines which give the play its full significance, to
appreciate which we must be aware that we are meant to see Herakles as approaching his
apotheosis. Certainly to the other characters onstage Herakles is simply a man, though also
indeed the best of all men (177, 811, 1112-3) and a great and splendid hero, superhuman in the
way he seems to bestride ‘the canyons of the sea, the continents of the world’ (100-1). His life
has been spent in helping mankind. He is AAeEikaxog, averter of evil, as he was worshipped all
over Greece, killing beasts and monsters and combatting the savagery that stalks the world:

TOAADL HEV 8V TOVT®, KOTQ TE Splat TavTo Koo pwv

QAEKOpaY 6 TOAOG. ' )
= Before he tells of the labours which he has endured on behalf of mankind, he truly says of
himself:

TR S R A SSIOR NN 21 i Smr .

( oML 81 KO VEPUO KOV AOY® KOKOL
KO XEPOL KO VOTOLOL poy 3rjcog €ym. '
: The Chorus with justice exclaim on the loss which he will be to the world:
; ® tAfpov “EAAGC, mEvdog otov elcopd
' gEovoav dvdpog T008E ¥ el cpoinoeton. '™
After his death his like will never be seen again:
... Onowov &Alov ovK Oyel TToTE, '

3 So to the other characters in the play Herakles is simply the greatest of all men, not a god in the
: making. It is vitally important that there should be no direct reference within the play itself to
' his apotheosis, since part of the significance of Sophokles’ depiction of Herakles depends on
' his going to his death completely in ignorance of his coming divinity.'*

| But to Sophokles’ audience Herakles must have been seen as approaching his apotheosis,
since his becoming a god was the familiar and fully-accepted ending to the legend of his life on
earth. A cult of the divinised Herakles had been in existence in Attica since the beginning of
the sixth century,'* and indeed Diodoros has it that it was the Athenians themselves who first
: made Herakles a god.'** Herakles being led by Athene to Olympos in the presence of the other
: gods was a favourite subject of Attic vase-paintings from the middle of the sixth century.'” His
: apotheosis was also a familiar subject of Attic sculpture: it was shown on archaic temple
Y pediments on the Akropolis of the sixth century;'* perhaps also on the east pediment of the
Temple of Hephaistos;'™ and quite possibly a sculpture of Herakles lying at ease among the

P .

12011 1012-3 (Herakles speaking). I destroyed myself. purging so many beasts from ali the seas and woods.”
2111.1046-7. *Many are the toils for these hands. this back. that [ have had, hot and painful even (o teil of."
P2L1112-3. "0 unhappy Greece. | can see how great 2 moumning you shall have if you lose this man.’

1221812 (Hyllos speaking). “{a man) such as you shall never see again.” ‘It would certainly be rash 10 deny that
Heracles . .. in Trachiniae is a supreme exemplification of arete” — Winnington-Ingram, p.309.

124 See below, pp.761. See also C. M. Bowra, Sophoclean Tragedy (Oxford, 1944), pp.159f; and H. Lloyd-Jones.
The dustice of Zeas (Berkeley. 1971). pp.1271.

133 See references in n.43 above.

120 Diod. Sic. 4. 39. 1. The Athenians were also the innovators of the story of Herakles’ initiation into the Eleusinian
Mysteries. which may well have arisen in the sixth century and was certainly current in the early fifth: see
Woodtord. chapter 3 passine: also Boardman (2). passim.

127 See Plate 26, and references in n.44 above.

'3 See Boardman (1), p.70. and (2). pp. 1.

12 See Ho AL Thompson. “The Pedimental Sculpture of the Hephaistcon®, Hesperia 18 (1949), pp.230-68.
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Olympians was very soon to be carved for the east pediment of the Parthenon itself.'* It is clear
also from the Catalogue of Women in the sixth century'® and from Pindar’s work in the fifth'*
that Herakles’ apotheosis had certainly been established in literature before Sophokles’ time;
and Prometheus’ prophecy to Herakles in Aischylos’ Prometheus trilogy is likely to have ended
with a prediction of his deification."” Thus to its audience the Trachiniai would not have raised
the question of which version of the legend Sophokles was using here. Other plays had various
differing versions of legends: Aischylos in his Eumenides had, like Euripides in his Elektra, the
Furies pursuing Orestes, while Sophokles in his Efektra, like Homer, had not; Euripides in his
Helen had, like Stesichoros, only an €idwhov of Helen at Troy while the real one stayed in
Egypt, and in his Troades had, like Homer, the real Helen at Troy. But the legend of Herakles
was different: by the fifth century there was only one version of ‘his death — he died and
became a god. So, although Herakles’ apotheosis could have been ignored in a play not dealing
with his death — like Euripides’ Herakles — where it was not relevant, it would automatically
have been recognised as the aftermath in a play which told of all the events leading up to that
familiar death.'™
Thus, references made in the Trachiniai by the oracles to what might have meant death in the

case of an ordinary mortal would automatically have been taken in Herakles’ case to refer to his
divinity:

¢ i TEAeVTHYV 100 Biov pEALeL tedely,

fi Todtov &pag ddrov eig 10 v Hotepov

Tov Aowrov 1dn Blotov edaiwv’ Exav.'™

TOT’ 1) Bavelv ypein coe THde 1§ xpovd

fl 1000’ rexdpopovia 100 xpOvou TEAOG

10 Aowmov fidn Liv dAumnto Biw.

¥ As Figure D, a beardless man, with nude, powerfully muscled body, reclining on a lion or panther skin. and
present with other divinities at the birth of Athena. F. Brommer (The Sculptures of the Parthenon, transl. M.
Whittall (London, 1979)) assumes this figure to be Dionysos. J. Boardman (The Parthenon and its Sculplures
(London, 1985), p.230) suggests ‘Dionysos rather than Herakles’. But see E. B. Harrison (*Athena and Athens in
the East Pediment of the Parthenon’, AJA 71 (1967), pp.43ff) who argues strongly for this figure to be Herakles.
C. M. Robertson (A History of Greek Art (Cambridge, 1975), 1, p.302) adds: ‘The skin suggests Herakles. and the
case has been strongly argued and may be right, but he is more often thought Dionysus.” However Pheidias. as
we know from Paus. S. 11. 8, certainly included Herakles among the gods present at the birth of Aphrodite on the
base of the statue of Zeus at Olympia; and on this disregard of genealogical chronology Robertson comments
(p.318): “Herakles led his mortal life and became a god long after the birth of Aphrodite; but we have seen that
this is not the kind of point to worry a Greek artist, and it seems a particular feature of these bases for cult-statues
that an cvent is taken as ostensible subject. but treated undramatically as the centrepiece of an assembly of
immortals who take no part in the action.” Thus Herakles" presence at the birth of Athena should not be seen as
anomolous. Also, as Harrison points out (p.45): “It is Athena . . . who made Herakles able to perform his labors.
As such she is the wellspring of his immonrality.” Thus Pheidias, ‘who expresses in the cosmos of attendant
divinities the fullest meaning of the goddess who is being bom. can have had no motive to omit Herakles. for in
him we see the fulfilment of Athena’s promise to humankind’. Moreover she notes two archaic vases showing
Herakles present at the birth of Athena (pp.44-5. n.145), which demonstrate the archaic artist’s “valid conviction
that Athena and Herakles belong together’. Perhaps Herakles was present also at the creation of Pandora on the
base of the statue of Athene Parthenos: see Woodford, p.247.

13 See West (p.xi n.1 above), p.130: "The divinity of Herakles is a firm article of the Caralogue poet’s belief (1.22.
25.26-33. 229.6-13)."

12 Pind. Neni. 1. 69-72; 10. 17-18; Isthm. 4. 551F.

'3 See G. D. Thomson. Aesclivius and Athens (London, 1967). p.335.

'3 Particularly in a play where careful details of the familiar means of death (how the pyre was to be built. who was
1o light it) were referred to — see further below. p.75.

IS 11.79-81. *1t said that either he would come to life's end. or have by now. and for the rest of his time. a happy life.
once he had carried out this task.”

"% 11.166-8. “Then he would either die exactly at this time, or. by getting past this time limit. he would in the future
live a life without grief.”
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EQaoKe HOY DOV TRV EPECTOTMOV ELLOL

AVoLv teAeioBon kGdOKOUV TPAEELY KAADCG -

10 & v &p’ 003EV EAAO ANV Bavelv eug.'V
Perhaps line 1270 also points forward to Herakles’ apotheosis:

To uEV 0OV HEALOVT' 0VSELG EpopdL. '™

Moreover the frequent references throughout the play'® to Herakies as the son of Zeus would
also have reminded the audience of his coming acceptance among the Olympians.

The story of Herakles’ death on the pyre on Mount Oita — the pyre which was to extinguish
the mortal part of Herakles and leave his spirit free to be taken among the Olympians — was
clearly also a familiar part of the legend by Sophokles’ time. ‘The myth that Heracles met his
end there must have already been current as the aetiological explanation of a cult established
long before Sophocles’ time, in which bonfires were lighted on the top of the mountain and
offerings made to Heracles. Excavations have yielded figurines and inscriptions which confirm
the literary tradition. It is therefore very likely indeed that the direction to light and buiid the
pyre on Oeta would relate for a contemporary audience to an institution and a story which were

- perfectly familiar to them.’'** Thus the references to Oita throughout the play would have been

recognised by the audience as pointing ominously forward to Herakles’ death (200-1, 436-7,
635), and with particular significance when Deianeira, full of premature joy at Herakles’ safety,
cries:

@ Zeb, Tov Oltng &ropov d¢ Asiudv' Exeig,

Edwkag UiV GAAL oLV XPOVe xopav. '
But Mrs. Easterling expresses doubt as to whether “allusion to the pyre naturally carried with it
thoughts of the apotheosis, and vice versa’. since 'no specific link is made between the
apotheosis and the pyre on Mt. Oeta in any of our sources before the middle of the fifth
century’.'* Yet it is difficult to see how this association between pyre and apotheosis could
have failed to exist, given the general acceptance (which cannot be doubted) of the story that
Herakles died on the pyre and after his death became a god, since the one was the means to the
other. Doubt of a connection between pyre and apotheosis would seem to show an excess of
caution. Moreover, to refer once again to vase-paintings, there exists a vase which gives
evidence of divine attendance at Herakles’ death on the pyre: on the fragments of an Attic bell-
krater of about 460 BC (Plate 27),'* one of the few vases which depict this scene, Herakles dies
on the pyre while nymphs quench its flames and Athene stands waiting alongside — Athene
who is almost invariably the goddess who takes Herakles to Olympos after his death;'* and for

AL 1170-2 (Herakles speaking). ‘It told me that release from all the toifs imposed on me would be complete. And
I thought that then | would be happy. But it only meant that [ would die then.’ .

% No one can loresee what is to come.”

¥ Lines 19, 139-40, 288, 513. 566, 644, 753, 826. 956. 1087-8. 1106, 1148-9, 1168, 1185, 1268ff.

0 Easterling (1), pp.9-10. See also the articles in n.45. The reference in Hdt. 7. 198 also points to the story of the
pyre being well known.

HH11L.200-1. O Zeus, master of the unharvesied meadow of Qita. though it has been long, you thC gwen us joy.’

2 Easterling (1), pp.17-18. But she admits that ‘this of course may be purely accidental’.

43 See J. D. Beazley, Erruscan Vase-painting (Oxford. 1947), pp.103-5; C. Clairmont, *Studies in Greek Myihology
and Vase-painting’, A/A 57 (1953), pp.85-9. Brian Shefton ("'The Krater from Baksy’, in The Eye of Greece, ed.
D. Kurtz and B. Sparkes (Cambridge. 1982). p.175) says of these fragments: ‘Herakles is on the pyre, lifeless’,
and there is no “direct allusion to his apotheosis, as far as we can tell.” This is surely incorrect, because of the
presence here of Athenc.

144 See n.44 above: also T. B. L. Webster, Potter and Patron in Classical Athens (London, 1972), pp.261-2.
Sometimes Herakles and Athene pass to Olympos on foot. sometimes in a chariot. A Munich pelike (Plate 28) of
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a myth to appear in the market-conscious medium of vase-painting would certainly suggest that
it had been current even earlier.

Thus when Herakles gives Hyllos careful instructions for building his pyre -— it must be
built on Mt. Qita of oak and wild olive, and set alight with pine torches, and there must be no
mourning or lamentations (1191ff) — the audience would have recognised this familiar story;
would have remembered, too, who was to light the pyre when Hyllos shrank from being
polluted by lighting it himself,'** and would have thought of the pyre as Herakles’ gateway to
Olympos. '

So Herakles, this fipwg 9¢o¢ as Pindar calls him (Nem. 3. 22), is brought by Sophokles to a
familiar death and apotheosis,'”” but in a new and unfamiliar way, since this death here on the
pyre is caused by Nessos and the Lernaian Hydra, two of the monsters which Herakles himself
has killed. This is graphically emphasised by the Chorus:

el Y&p ope Keviaipov povia vepern
xpier Boronorog avaryka
TALVPA, TPOCTAKEVTOG 100
Ov 1e€xeT0 BAvatog, ET1pege & aiorog Spakmv,
nixg 88 &v dEdov Etepov 1 Taviv 1801,
Sewvotat pev Vdpog
MPOCTETAKNG
PACHOTY, pEAOYYOLTO T
Gppya viv adkiler [Nésoov 9 Hmo]

©oVLIa BOMOpL-
So kevip’ émlgoavto;

the last quarter of the fifth century (Brommer B.5, p.188; ARV 1186.30; AJA 45 (1941), p.371) shows Herakles
and Athene driving off in a chariot above the pyre: and similar scenes are on a krater of S. Agaia de” Goti
(Brommer B.2, p.188; ARV 1420.5), and a krater in New York (52.11.18; Brommer B.4, p.188; AJA 66 (1962).
p.305 and pl.81).

145 Either Poias (see Apollod. II. 7. 7) or his son Philoktetes (see Frazer on Apollod., pp.270-1). *If the audience is
not supposed to know already who did put the torch to the pyre. Sophocles is at best an incompetent bungler. for
he has raised the question in the most emphatic terms” — B. Knox, AJP 92 (1971), p.695.

146 See also H. Lloyd-Jones, The Justice of Zeus (Berkeley, 1971), p.128; B.Knox (see n.145 above). pp.694-5.
Segal (1), p.138, comments: ‘It is inconceivable that the ending of the myth could not have been present in his
[Sophokles’] and his audience’s minds.’

147 Because of this we should be careful not to judge Herakles in this play in human terms, as he is all too often
judged — and particularly not in modern human terms. He is often condemned, for instance. for hurling Iphitos to
his death because of a slight, or for sacking Oichalia for the sake of Iole, or for murdering Lichas because of his
apparent treachery. But an ancient audience would not have reacted to these things in the same way as a modemn
one, for are these not ways in which they saw their gods as acting. particularly the older gods of epic? (On
Herakles® being characterised more as divine than human, see Bowra. Sophoclean Tragedy (Oxford. 1944).
p.136.) And the gods who appeared in their tragedies generally had. as far as we can tell from the plays left to us.
little or no concern with the effects of their actions on humankind. Our reaction 1o these deeds are surely meant
to be the same as Deianeira’s and as those of Sophokles™ audience would have been: ntiag 8° 0Ok £yiv yaipop”
av, dvdpog evtuyf / kKAvovsa pdiv Trvde, ravdike @pevi (293-4). Herakles' disposal of lole on to Hyllos
too is often seen as shocking. But gods not infrequently settled their loves on mortal men: ¢f. Zeus and Europe.
Apollo and Kyrene, etc. On this point cf. J. K. MacKinnon. ‘Herakles" Intention in his Second Request of
Hyllos: Trach. 1216-51°, C@ ns 21 (1971). pp.33-41. and Woodford. p.65: also Winnington-Ingram. p.215: “A
ruthless Heracles . . . is more like the gods than such human-beings as Deianira and Hyllus who are capable of
pity . . . If Heracles became a god . . . he earned his status by the same ruthlessness and wrathfulness by which
Oedipus in the Coloneus earned his status as a fieros.” Perhaps also we are meant 10 see Hyllos as much subject

"to his father, Herakles, as Herakles is 1o his father, Zeus. Certainly Herakles makes continual references to his
father/son relationship with Hyllos: 11.797-8. 1023, 1032, 1064. 1070. 1076. 1137. 1146. 1159. [174. 1177-8.
1200-1, 1204-5, 1221, 1224, 1227. 1244, 1253. (Also of course. Hyllos and lole were known as the ancestors of’
the Herakleidai, who had a definite historical reality for the audience — see Hdt. 9. 26. Thuc. 1. 9.)

¥ 11.831-40. “If there clings 10 him in a murderous cloud the centaur’s treacherous. sure trap. and his sides are
soaked with venom that Death begat and the shimmering serpent bred. how shall he see another sun after today .
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So just as Pindar, aiming at making the myth relevant to his times, reshaped the character of
Herakles.'* so Sophokles with a like aim reshaped his death ' to make it a fitting end for the
son of Zeus — and we are continually reminded that such Herakles is, from the first time that
we hear him mentioned."' This death is new. So then the oracle predicting this death is also
new:

ot yop NV mpOeavTov €K TaTPOC mAAon

TPOC TV TVEOVTOV UNdevog BVELV TOTE,

GAL’ Bomig Atdov @dipevog oixritwp nedo.'
So after the mention of Nessos’ name in line 1141 Herakles’ attention, and that of the audience,
must be centred on this new oracle and its results. This is why there is no thought here for
Deianeira, nor need for wonder that she is forgotten: she has played out her all too human part
— has suffered, in fact, the frequent fate of the human in contact with the god and come to
destruction — and now at this point all attention must be concentrated on Herakles and his
death, which dominates the play as it was always meant to do.

It is significant that before he hears the name of Nessos, Herakles shrieks and groans in his
torment'** and prays for death, for any death,'** sounding as he does so like any moital man in
the grip of physical agony. But with the name of Nessos all is changed, and Herakles prepares
heroically for the death which he now knows is the will of Zeus:

10T’ oVV . .. Aapnpa cupPBaivet.

He groans and laments no more, for he now knows that the gods will have him die, and he fully
accepts this death and the ordained means to it. He now has a divinely-appointed role which he
sees clearly and takes on wholly, and he goes to this god-decreed death with an unforgettable
heroism and nobility which are all the more striking because he does not know that this death
will lead to his apotheosis. His audience knows. But Herakles himself expects only to die;'™*
and he is made to go to his agonising death on the pyre with a fierce and splendid courage,
made all the more splendid because he has no hope:

&yevuv...

when the Hydra, horrible and monstrous, has soaked in? From the black-maned beast’s treacherous words there
comes to torture him a murderous confusion, sharp points brought to burning heat.” Easterling comments (1, ad
{oc.): "The Chorus trace the disaster to its sources, Nessus and the Hydra, metaphorically representing Heracles®
struggle in the robe as a physical encounter with these two monsters. His agony has two aspects: he is stung by
excruciating pain . . . and “stuck fast” in a grip he cannot escape. The first is seen as the doing of Nessus, the
second as that of the Hydra. which being a snake is easily imagined holding him in its grip.” We note that the
poison attacks Herakles — mAgupa, 833 — where it attacked Nessos — mAgvpay, 681.

¥ See Galinsky, pp.37-8. )

1% It would seem that Sophokles had a particular reverence for Herakles, for from Vita Soph. 12 (cf. Cicero de divin.
1. 54) we learn that according to Hieronymus (fr. 31 Wehrli) he established a shrine to him — see M. Lefkowitz,
The Lives of the Greek Poets (London, 1981), pp.83f.

'S See references in n.139 above. Easterling says (3, p.59): ‘Zeus has a special role in this play as Heracles® father
and we ought to be wary of treating him as if he were in any way comparable with Zeus in Aeschylus': and (1.
p.176): "The theme of Heracles™ relationship with Zeus'is insistently repeated’.

3211.1159-61. Long ago my father revealed to me that [ shouid die by nothing that draws breath, but by someone
dead. an inhabitant of Hell."

33 Lines 787. 790, 805, 986-7, 1004-6, 1026-30, 1072.

IS Lines 1013-7. 1031-3, 1040-3, 1085-8.

33 1.1174. -What splendour, it all coheres’: Ezra Pound (Women of Trachis (1956), p.66) recognises this as the ‘key
phrase for which the play exists’. In Herakles’ subsequent preparations ‘it is.natural to assume that he is recalling
the commands of Zeus' — Easterling (1), p.9.

156 11.1148-9: Alkmene was ALOG oty dxottic, 1.1202: vépdev. 11.1255-6; TodAo Tot Kok@v / oy, TEAELTH
10088 TGv8pog LoTATY.
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... @ yuyn okAnpa, xoAvBog

AMBOKOAATTOV GTOULOV TOPEXOVT”,

dvanave Bonv, Gg éniyaptov

1eA€0V0” dexovotov Epyov.'Y
This is the right and fitting end for Herakles, this son of Zeus, and one that has been granted
him by his divine father who, in this final scene of the play, seems almost to be on-stage with
his son, so often is he mentioned.'® Herakles’ first words on waking are & Ze® (983). Zeus is
the cause of all his torments:

iep®v olav olwv €ni pot

UeAEQ xaprv Rvicw, & Zed-
olav u’ &p’ é9ov AmPav, otav . . .'¥

.. . o100t vEpeL Zevg . . . 'Y

and their only cure:

...... 6¢ 1avd’ &rtov

XOPLG ZNvog Katakn AT o€L; !
The oracles of his death and, by implication, his apotheosis are from Zeus (169-72, 1159-73),
and the place of his death is to be Oita, shrine of Zeus (200, 436-7, 1191). It is Zeus who has
given him this death, answering in no uncertain terms the question that the Chorus asked at the
beginning of the play:

......... Tic @de
Téxvolol ZAv' &Poviov eldev; '

For if Sophokles introduced the bowshot which killed Nessos, and thus made possible the
lovecharm of Nessos’ blood and the Hydra’s venom, then this is no paltry death at the hands of
an avenging woman, but the death of a hero killed, in the final analysis, by his own glorious
deeds. It gives new meaning to the very last words of the play:

x0V8ev TovTV 8 T ph Zevg, '

Zeus has indeed been mindful of his son: Herakles has been made worthy of his death and
apotheosis.

15711.1259-63. ‘Come. my hard soul. fit on a bit of steel set with stones; come. cease your cry. and fulfiil your
reluctant task like an act of joy.’

I8 Zeus is mentioned by name in lines 983, 995, 1002, 1022, 1041, 1048, 1086, 1106, 1148, 1185, 1188, 1191,
1278: and by allusion in lines 1159, 1168, 1269.

%9 11.994-6. ‘Is this all the thanks you win me for all the sacrifice | made you, Zeus: torture, torture is all you give
me!.’
160 1.1022. *Such is the will of Zeus.'

'“T11.1001-2. ‘Who can exorcise this curse, but Zeus?' And at other places in the play Zeus has been frequently
mentioned as being in contro!l of events: lines 26. 127-8, 251, 275. 303. 1188.

162 11.139-40. *When has Zeus been unmindful of his children?’
1631.1288. ‘There is nothing here which is not Zeus."






