tpoma 3ejrauH

Tearapor,
MOEHTHTETOT U cebHocTa*

Iocneanoro nojasyBamke Ha @efpa Ha cHeHaTa € e/eH
Aobpo cMEENER Téeatapekl YuH. Teae) ITOTYRY ce HMa
BPATEHO O] HEFOBATA 3403493 KAKO CBeT HAlUEyayEad, T.e.
theords (792). Josnasajid 2a HejaEHATA CMpPT, TOj I'o
OTppaYRa IWIeTEHHOT Berell, DefieroT Ha HETOBOTO CRekHO
safo/KeHHe, 8 NPOrIACYEA 34 HecpekeH TIenav
(theords, BO6-7) BO 04eEyBalbe HA CHEHATA UITO e ce
CTBODHM NPEJ HErO IITOM EDATHTE C& OTBOPAT If IUTOM ja
amornena ropanHea raerka” (pikra théa) Ba mewna .
BHayeTHHOT 10K HA XHIOART € yiuTe noroaes. Camo
HITO ja OCTABMA, BEJH TO), C& ¥INTE .3arnefaHa Bo
creraunata [phaos tode...eisederketo]”, Tnegajén ro
oDnHaY HEj3HHOTO RS 34 NPEIAT OTKAKO & MPTE, TOj
HIPasyBa BUYAOBHAEHOCT HA Habkyavead (thaumea) on
JIETHATA Npel HerorrTe oan (go5-8).

KoH KpajoT Ha TEKCTOT € HAlpaseHa ATy3Hja Ha TeaTtap-
CKATa TTNETKA NpPeKy efeH cpoaex 3bop, KoTa oTKPOBRE-
HHeTo 33 BoMjaTa cHAa OHOBO TH 3PVAYEA IBETE COTHIIA
~ 38 BHJLH OV - KO XHIOJUHT M HMA O BOEHO: HRjlpRHH
CAMO CAYXOT, @ HOToa BAAOT ¥ ¢nvxoT 3aegao. [Ipn
NPBHOT DOJ3EMEH TPECOK JAATATS ¢ KpeHa 10 Hebo, Bem

* Crarwjara "TeatapoT, HAEHTHTETOT # ceOHMOCTA" 33 IPENAT &
ofjapena kako nen on Zeitlin, F. 1906. Playing the Other: Gen-
der and Society in Classical Greek Literature. Chicago and
London.
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Froma Zeitlin
The Theater,
Identity, and the Self*

Phaedra's last appearance on stage is a well-devised aet
of theater. Theseus has just returned from a mission as a
sacred observer, a theords (792). Hearing the news of her
death, he flings off the woven garland that was the sign of
his happy errand, proclaiming himself an unfortunate
viewer (theords, Bo6-7) in anticipation of the sight he will
see when the doors are opened and he gazes at the “bitter
spectacle” (pikra théa) of his wife. Hippolytos's visual
shock is still greater. He had just left her, he says, still
“gazing al the light [phaos tode . . . eisederketo].” Regard-
ing her fiace to face for the first time now that she is dead,
he expresses the beholder's astonishment (thauma) at the
sight that meets his eyes {(go5-8),

Reference to theatrical spectacle will recur in a cognate
wortl at the end of the text, when the epiphany of di-
vine power rejoing those two sensory affects of sight and
hearing that Hippolytos had earlier sundered: first, hear-
ing alone, then sight and hearing together. At the first
sublerranean roar, the wave rose up to heaven “so that

" The article *The Theater, Identity, and the Self” was first pub-
lished as a part of Zeitlin, F. 1006, Playing the Other: Gender
and Society in Classical Greek Literature. Chicago and Lon-
don.
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[Frema Zeithin® The Theates, [dentty, and the Self

ITACHHKOT, ,TAKA IITO MOHMBE OUH HE MOWea O TH
agornegaatr CkuponckuTe Gperaj (1207-8)". Ho ona mro
CACIVER UWIToM Aanrara ro nedpainia Bukor o MopeTo e
YVIITE e/€H VACEH 3BVK KOj ja HCIOVIHYES 1IeN1aTa 3emMja.
M toramm ce mojaen Taxea raetka [theama...ephaineto]
NPE[ O4YHTE HA TPHCYTHHTE, , TONIKY 3acTPANTYRAYKA®, LT
rH NpeUTAnH KOmKUTE M MY BTypHia so Becen Tpe (1215-
18). BHKOT MOCTOJaHO ce NOjaBvVea npen” Hue (prou-
phaineto, 1228), HO CeTa MOJKYM I'H BOAH KOHBHTE H
KOJATH KOH IIPOMACT, C& O0AeKA HA KpajoT, BO CTHIOT Ha
BAKBHTE HeHAZejHH dyaii, He HeYeaHe of Norienor
ZaeqaHo oo KomuTe (1247-48). 3a rnacHuKOT, BAKBOTO
NPHEBHIEHHE MDETCTABYEA €1HA BIEYATIIHEA H VAEACHA
rIETHA Koja Toj ja Buen caMo oanatery. Ho aa Xunom,
OHEOT Ol MOPETO € HAjAPAMATHYHHOT MOMEHT 04
HETOBHOT HHEOT, KOTA TOj C8 COOUYBA CO 3APYIKEHHTE
CHJIH Ha SEEpOBH K GOToBM H KOTa e 003eMeH off CHIXTE
Ha TPHPOIATR.

Bucruna, AdpoanTa H [locejnoH ceé THE KOH MY TO
NOArOTEHIIE BAKBOTO HERHAESHO NpeMpee Ha XHIoIHT.
Teaej DT HeNOCPETHATA TPHYHHA 33 Toa, HO Peapa Huna
BHCTHHCKHOT NpHukanTen, Taka, 3a na ja carnme
CMHCTATA HA BAKBOTO OTEPOREHHE BO DAMEHTE Ha
EHIYEMTHHOT KOJ KOj I'o CIeNHME, 4 C8 CBPTHME Hazaj
KOH EjeH IPeTX0NEH MOMEHT BO TEKCTOT, [I0 ENEH [PYT
afop O TEATAPCKHOT NEKCHKOH KO] XHNOMNT 'O KOPHETH
IPH KPAjoT Ha HETORHOT AOJT TOBOP CO KOj CE OTKAMYEA
of meHnTe: JKe cH 3aMuHaM H Ke 3aMoTdaM, HO Kora
TATKO MH e ce Bpatd, de ce BparaM u jac, # ke Gunam
Hab/eynyeau [theasomai], ke BHAAM KaKO Ke TaegaTe
[prosopséi] Bo Hero™(661)."

Hamecto 1a ce cavay Toa, Taa ke Gupe théa, orerkara”
KOJE CHTE Ke ja rensar nomerna XumonHT ke Buae obppaan
{Ia r0 IPHKAXE CBOjOT prosdpon mpen TaTka c (047, cf.
1458). Ho wro ke oTkpHe oBoj prosdpon? ODBHHET 33 aKT
LT HE Mo WABPINHI, TO) € IPECTOPEH BO aKTep - RO 0heTe

my eye,” says the messenger, “was prevented from see-
ing the Scironian shores” (1207-8). But once the wave
has cast up the bull from the sea, what follows is another
terrible sound, which fills up the entire earth. Then a
“spectacle appeared [theama . . . ephaineto]” to the on-
lookers” gaze, one “too overwhelming to behold," which
terrified the horses into their mad stampede (1215-18).
The bull keeps “appearing before” them {prouphaineto,
1228), but now in silence it redirects the horses and chari-
ots to roin until at last, in the manner of such sudden
prodigies, it vanishes from the line of vision, together with
the horses {1247-48). For the messenger, the appari-
tion had provided a great and terrible spectacle, which
he had seen only from afar, But for Hippolytos, the bull
from the sea provided the most dramatic moment of his
life, when he confronted the combined powers of beasts
and gods and was overwhelmed by the forces of nature,

Aphrodite and Poseidon, it is true, arranged this re-
markable ordeal for Hippolytos, Theseus was its more
immediate cause, but Phaedra was its true agent. Thus to
grasp the import of this epiphany within the visual code
we have been tracing, let us look back to an earlier mo-
ment in the text for anather word from the theatrical lexi-
con, which Hippolytos uses at the end of his long de-
nunciation of womankind, “I will go away and keep si-
lent, but when my father returns, so will I, and T will be a
spectator [theasomei], looking at the way that you will
look at [prosopsél! him™ (661-63).°

What happens instead is that she will be the théa,
*spectacle,” that all will behold, while Hippolytos will be
obliged to present his prosdapon before his father (947, of,
1458). But what will this prosdpon reveal? Accused of an
act he did not commit, he is turned into an actor - in

9
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anavemna Ha 36opor. Toj cera mopa jAa ja npeseme
rAaRHATA YJIOTA BO JpaMaTa Ha Hexoj apyvr (Ha $eapa) v
fd Wagese Npejf TATHA CH 00 Prosspon Koj BCYINHOCT B
npunara Hejse. Hameeres fa nrpa yaora o Heroj ApyT
MYy ja BOASTHT, KHOOIHT ¢ 0BBHHET CAMO HOPAJH HIpahe
HEKAKEA YAOTA; HETOBHOT prosdpon ke Duae riefan camo
KAKO MACKa, KOjA JARA caMo JMaKHA CIHKa 33 cebe Bo
OUHTE Ha APYTHOT.

JHenbara, KaMo 03 MOMKER A4 SacTAHAM clpoT cebe |
A4 Ce OIS HaM, Ta J1a of IiagaM Ha anot moj” (1078), e
adunaton, T.e., HEROSMOMHO A C2 RCITOJHH, OCBEH AKO
He ce CTOM OPeZ OTAefAn0, Koe i ja jaka npeata TEKIH]ja
Ha cefHOCTa BO OJHOCOT KOH CONCTBEHATA MEHIHROCT.
3aITO KOra MOBSK ¢ IAefAa BO OrJenano, ce riejna
HCTOBpEMEHO H Eake cyBjesT koj rmead, W xaxo objexT
Kaj e raeaad. Ha Toj HauwsH, TAeJajiH 1o cONCTBEHHOT
DAPA3 BO OTTEAAI0, SOBEKOT I'0 PABH TPEHOT 9EKOD KOH
OCOZHABAKGETO AEKA MASHTHTETOT Ha cefHOCTA CeKOraln
MOpa fa ja BEAYYYBA ,IPETCTABATA 38 HEJEIHHATA
cyfijeRTHRBHOCT BO OAHOC Ha Hekoj pyr”.? Ornemanoro,
Kako o 3abenesxyea Bepuan (Vernant), .e cpeacTeoTo
OPEKY KOE Y0BEK MOJKE [a Cf CrioaHae, Aa ce Haryhu
cefecH, H DA Ja Ce IPOHAJae, HO CaMO IOJ VCIoE axo
YOBEK 0 OJUIIH, PA3TenH, H ce oajanedn on cefecn,
KaKo 01 cefecH B Hexoj ApyT, 32 Aa ja JoI0BH o0jeRTHE-
HATA CTHKA Ha OHA HITO 10 NOJUI0HHI Ha Habmsyaysaike” s

Hapupe Haoia OrIelanc B0 Koe Toj 00 rpeika HAMecTo
cebecH rnena Heroj apyr. Kora Apyrare He ja npenoida-
paar cebHocTa Ha XHNOMHT, TO] 34 NPBENAT OTKPHAR MEKa
My € norpefHo ornefanc koe Ke My gafe ofjeKTHBHA
OOTEQA 3a JOEHEYBAETO HA cehuocTa. Cenak, Hapiue
1 XHIOOAHT cé MOKI0IYBAaT Ha HeToTo mectd. Bo oreveran
HA HEKD] APYT, THYHOCTA MOMKE CAMO A4 ce nogeny (i
yiaaou), H Moske camo DesHaATeRHO B3 YeIHEe O TH HIpa
obete ynorn Ha cefecH H Ha Hexoj Apyr. ParTeH Bo
OT/IEIA/IHATA MATENCAHOCT HA £1EH HEBOIMOMEH KOTTHER,

both senses of the word. He must now take the leading
part in the other's (Phaedra’s) drama and assume the
prosapon before his father that rightfully belongs to her.
Slated to play a role that the other had transferred to him,
he will find himself accused of only plaving a role; his
prosapon will be viewed as a mere mask, offering only a
false mirror of the self to the eyves of the other,

The wish, “would that I could stand opposite and look at
myself so that T could weep for my sufferings” (1078), is
an adunaton, impossible to fulfill, except in the experi-
ence of a mirror, which teaches the self the first lesson of
perspective on its own alterity. For in regarding oneself
in a mirror, one views oneself both as a subject seeing
and as an object being seen. Through one’s reflection,
therefore, one takes the first step toward the recognition
that the identity of the self must always include “the rep-
resentation of its subjectivity in relation to an other,™**The
mirror,” as Vernant observes, “is the means of knowing
oneself, losing and again re-Anding oneself, but only on
condition of separating oneself, dividing oneself, taking a
distance from oneself, ns self to other, in order to attain
an ohjective figure of the subject.”?

MNareissus finds a mirror in which he misrecognizes the
self for the other. Hippolytos, when others misrecognize
his self, discovers for the first time that he needs a mirror
to return to him an objective acknowledgment of the self's
experience. Yet Narcissos and Hippolytos meet at the
same point. In the absence of an other, the self can only
divide (or double) and can only hopelessly yearn to play
both parts, self and other. Narcissus wastes away, caught
in the specalar fascination of impossible desire, doomed
to gaze at the surface of the water but never to fathom its
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Froma Zedtling The Theater, Identity, and the-Setfs

M OCYZeH Aa IMefa Bo NOBPUIMHATA HA BOJATA HO HEKOTAL
fia He npoipe o HejsuunTe Anaboummn, Hapuwe
nponata. XHOonwT, DAK, Kord BASTYEA BO KOJATA H [H
rpafHyBa Y3OHTE O] KOMHTE KOH Ke o OfBeIaT 8o
OPONACT, 8 OAHECYBA COOJBETHO HA NOCIENHLIHTE O]
HErOBOTO ORAGHBARE 1A 10 NPOHA]Te OKOTo (WK JonHpoT)
Ha HeKOj ADYT Npeky H0BEYKH KOHTakT. Ta) 1o npasm toa,
KAKO IITO BEKE BHAOBME, CO AKTHREHO DOBTODPYBAIRE Ha
OHHE H3Da3H KOH H NPHOATAAT HA FKEeHATa, HETOBHOT
NOTaeH AROJHIK, H3PDA3H KON IPETCTABYBAAT NPHMEp 34
KVJTYDH# MeplennHja Ha Hej3HHOTO Teno, OHaa
dustrapos harmonia, onaa nogenesa ceHOCT Koja IaTH
01 HETALETO HA EPOTCKHOT KOMHER B DOPOIYEALET),

KomuTe co KOH Taj cé HagRTWdHKYEa HaeTyBa JeKa ce
CYIITECTRA TYIH 3a ceDHOCTA, HAKD KOTA TH VEODYRA BOAH
QKA Ce HEMOBH 4efa  JIOPacHATH B [IeIAaH Of HETORH
pane” (1240, 1356). Bo seruor sams Toj bapa Hekoj apyr,
HeKnja IHYHOCT Koja ke Ouae kpaj Hero 3a oa 1o #atasn
{1243). Ho THe apyrH, HETOBHTE NPHJATENH, ¢8 JAJTeKy
aaa Hero (1244-45), He MoEejkH gypu nenocHo Aa Gagat
CEEAONH HA ODOCNENHATA [METKS O/ HETOBATA OPONACT.

Tpr spagatkeTo Ha XHIIOAHRT Ha CUEHA 10 HeCperaTa,
ApTemuaa JeKa oTKako ro saMomuia Tesej na ja ucanua
NPHEA3IHATA IITO Taa Ke ja packaxe (1283, 1206, 1314).
Bo Toj MOMEHT BO HIDa CTANYEA KOHEUHATA NOYKA 01
LUTYLIARETO HA I7acoT Ha GO0KHIATA, A HerNelameTo Ha
Hej3HHOTO oKo”. Kako Ofrosop Ha DOSIPaBOT O]
AprenMia, XHNOART 0B0] AT I'o NPeN03HARE HEJaWHOTD
NPHEYCTRO TPEKY e1EH APVT OCET, 2 TO& & GAarnoT MHPHT
HA Hej3HHOTO DoMecTeeHO 3payveme (0smés pneuma,
1391-92). Ho oHa mwTo cers HAJMHOTY IO 3arpHEyea e
npobaemor co raegamero. Hako Ha eMprHiHTE HE HM 2
AOAROVIEHO Ja TH riaegaar GoropMTE, HHIOTOD HE TO
copedyBa odpaTHHOT nar Ha ooraernot. Coopein Toa,
Xuanoaur Gapa npaus na Gane sugen of 3esc (1363), une
oko (emma) ¢nopen obsuHyBawara Ha Teaej Toj ro

depths, Hippolytos, however, as he mounts the chariot
and takes up the reins of the horses that will lead him to
disaster, goes on to act out the consequences of having
refused to meet the other's eye (or touch) in a human con-
tact. This he does, as we have already seen, through an
active reprise of those terms that belong to the woman,
his secret double, terms that exemplify the cultural per-
eeption of her body — that dustropas harmonia, that di-
vided self, which suffers in the pangs of erotic desire and
childbirth.

The horses with whom he identified himself prove to be
creatures alien to the self, although, as he reproaches
them, they were his own, “reared and nurtured by his own
hand” (1240, 1356). In the same breath he now calls for
an other, a person, who would be present at his side to
save him (1243). But these others, his companions, are
left far behind (1244-45), no longer even able to witness
in full the final spectacle of his ruin.

Upon Hippolytos's return to the stage after the disaster,
Artemis is waiting, having bidden Theseus to hear the
story she will recount (1283, 1296, 1314). Now the final
implications of “hearing the goddess’s voice, but not see-
ing her eve” come into play. In response to Artemis's greet-
ing, Hippolytos recognizes her presenee, this time through
another of the senses - the perfume of her divine emana-
tion fosmes priewma, 1391-92) — but what now concerns
him maost is the question of vision. Although mortals may
not look upon gods, nothing precludes the reversal of the
gaze, Accordingly, Hippolytos insists that he be seen, first
by Zews (1363), whose eve (omma)} Theseus had aceused
him of dishonoring (886), and then by Artemis herself:
“Do vou see me, in my wretched state?” (1395). In other
words, he demands that she play the part he conld not
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nocpamori (886), a noToa u op Apremuaa: , Me aaedai
au konky Geauo narnegam?” (1395). Co apyrn aGoposn,
T0j Gapa 07 Hea [ia ja HIpa YIoraTa Koja Toj caMHOT He
MOJEE 14 ja GEHIpa, & T0A ¢ Taa na Brje oHo) OpyTHOT Koj
CTOM OTCOPOTHEA H IEHd BO HETO 3a J4 MY NAaue Ha
cyabuHara(1078-79). Pasbupam,” sesn Taa, HO cnopen
npaBHiaTa JHe ¢ themis enna GoxHna 1a POHHE CONSH 0
OUHTE", 4 VIITE NOMANKY NAK Hejae i e J03B0NeHo Ja Io
Banka BecMPTHOTO OKO CO TAETKATA HA HEKO] CMPTHHE
(13096, 1437-38). OrpannJyBamaTa KOH C& HAMETHVRAAT
BO OfHOCHTE HA CMPTHHTE ¢0 DECMPTHHTE CE TAKBH 1ITO
fes HCKMYMOK ja HAMAMTYRAAT BpeAHOCTA Ha DomecTeeHH-
OT OOTNED KOH CRETOT Ha ayfeTo.

H noxpaj Toa, Ha XHIOMKHT My & HCOOJIHYEA E1HA BEP3Hja
Ha Heropara nopasemua xenfa. [pogonxyeajiun ga
naage 3a cebecH, Toj 3AMHHYEA CO CBOKTE JDYTApH 02 ce
couun co crojor kpaj (1178).4 Ho urroM Toj ke npecrane
Sl TTIENA B0 CEETIHHATH", K& HMa KOj 18 IIa4e 00 Hero.
XopoT B0 CBOHTE 3ARPITHA PEIORH KE CIIOMHE 38 ONUTATA
Boutka (koine achos) Ha cHTe rparfany, H 34 TEMIKHTE CONEH
WITO K& ChejaT off Toj MOMEeHT HaTaMy (1462-64). Bo
KYJITOT KO & OCHOBAH BO HEMOBA SeCT 34 HIHH BpEMHIba,
mythas-oT BCYIIHOCT cTAHVBA koinos (en. 609), meiyToa
ounj koj Geme 3aepanury 38 #Hero o Peapa (en. koing
metaschan, 731). JpyTHTE, MOMHTE, 33CEKOTAT K2 THAET
N0 HETO KAKO 38 HEeKOj APYT, a BCYIIHOCT TakejkH 3a
caMuTe cebe.s

Camo Kora OBaa IPAMA H OBAA TIETKA Ke 3ARPIIH, H Kora
TEFIOTO Ke SAMHHE BO , CRPMILHHTE MECTa HA [[PHATa 3enja
B0 KykaTa Ha HepHueHnoT An” (Theognis, 243), Toram H
CAMO TOTAN CIVXOT M BHOOT K& Ce NOBPATAT BO LEJIOCT,
Bo saxnerTeaTa WO ja NONara npes TaTka oM, XHOoaHT
CE MOUTH BENejKH JeKa JAK0 Hanese npoct worex [kakos),
Tpeba aa saruue akleés [Gea kleos, 1.e., .cnapa®] o
ananumos [Gez ame]” (1028, 1031). 3aKNETBATA HE TO
H3fasyea 0 nponacra, Ho abopPOBHTE Ha APTEMHAA BO

accomplish alone: that she be the other who stands op-
posite and looks at him so as to weep for his sufferings
(1078-79). "1 see,” she says, but aceording to the rules, it
is not themis for a goddess to shed tears from her eyes”;
still less is she permitted to pollute an immortal eye with
the sight of the dying (1396, 1437-38). Such are the con-
straints imposed on the relations between mortals and
immortals that necessarily limit the value of a divine re-
gard in the human world.

Yet Hippolytos will obtain a version of his earlier wish.
Continuing to weep for himself, he goes forth with his
eomrades to meet his roin (1178).4 But once he no longer
"looks upon the light,” there will be others to weep for
him. The chorus in its closing lines will refer to the com-
munal grief (koinon achos) of all the citizens and to the
tears of grief that will follow hereafter (1462-64). In the
cult that is founded in his honor for the future, the mythos
has indeed become koinos (cf. 609), the one, however,
that he had shared with Phaedra (cf. koinéi meraschdn, 731).
The others, the maidens, will forever mourn for him as
the other, mourning in truth for themselves.

Once the drama, the spectacle, is over and the body has
gone to the “hiding places of dark earth into the house of
Hades, the unseen” (Theognis, 243), then and only then
will hearing and the voice come fully into their own. In
the oath sworn before his father, Hippolytos had prayed
that “if he proved a base man fkakos], he should perish
akleds [without kleos, "renown™] and ananumos [with-
out a name]” (1028, 1031). The oath did not save him from
destruction, but Artemis's words, in forecasting his cult,
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Froma Zettlin: The Theater, Identity, and theSelf

BPCKA CO NPEJBHAYEARBETO HA HEMOBHOT KYIT MY ja
CHACYBAAT CAaBaTa co nNpechpakaihe Ha YoIoBHTE 01
HETOBATA 3aKIETEA, 3aMITO, KAKD WITO HPEIEHIyBEa Taa,
~MOMHTE CEKOTAII Ke e NOTPHAET 12 HMa NecHH 3a Tebe
{mousopotos...merimnal”, ¥ epocor Ha Pexpa no Tehe
HEMA fa 3ardHHe B0 MOJAK H Ja ucyeade Hes ume
fananumos]® (1428-30).

o cMpTTa OCTAHYBAAT CAMO HMETO H IPHEAIHATA 33 OHHE
koH goafaar noroa. Toa e aHauemero Ha kleos, koe nva
NEHTPATHO MECT) BO NENMTe HA FPYKATA NOETHKA 3a
HAIPAJMYBALE HA HATIPABEHHTE Xepojckn Aena. Becmpr-
HATA CI4Ba 3aBHCH O MpefafenocTa eHa NPpHKAZHA 8
ce packamyea B cayina (klud) o apyru ayie 3a goare
BEEMItHRAE, KAKD mythos-oT 3a Xunoaet 1 Peapa, YHjammo
#enba aa ja sauyea mejaunarta eukleia (nodpa cnasa)® o
HABEBA CHTE THe Cay4yBama,” [Ipexy opoj TPAIHIHOHA-
JIEH MeTOM 38 3auyBYBAHKE HA KyITYPHATZ MeMOpHja,
XHoosauT crekHysa GecMpTHa IojieMHHa Koja TONKY ce
HafeBale JeKa Ke ja A0CTHIHE AK0 BOsHIaTa My cTaHeme
COMPYTa, H KOjJA MY @ JAIEHA KAKO NOCTeqeH N0Japok IPH
paanenfaTa co 0HAA YHJIITO TAAC TO CAYIIHA, HO SHEITO
oKO He To BHae. [IponecoT e Beke IANOYHAT YUTE CO
HAMOCTA KOja jA ITIENaMe Ha CLUeHaTs, 4 C8 IPOUTHPYEa H
BO WHHHATA IPEEY NOIeaHATE 360D0BH HA OTOPYEHHOT
Teaej ynaresn o Adpomera; ,Ke rit nonmam (mnésomai]
BJATA IITO MM HaBea TH (1461).

Berypawero va Tesej e ToUKaTa Ha OPEMHHVBABETO 011
AMYHO HCKYCTBO BO KONMEKTHEHO YECTBYBAILE, 4 CETO TOA
B0 HMeTo Ha AdpoauTa. Toa e norojHa 3aspiiHHIa 34
NOCIEAHATA CLUEHA BO KOja XHIONWT, TPH KpajoT off cBojoT
CMPTEH #HBOT jd MOOPAEA BPCKATA CO JPVIHOT, T.¢., C0
Tarka cH. Co ApyrH 360poBH, TOj cera ja npeobpaka
ARYTOCTA KOja TATHO MY jd OTIPENe i 334 HEro Ha pararme
MPERY COZHAHMETO 33 HETOBATA OIOTECTBREHA [ooHha
KAKD KOMNHJE, H HEOITO MOJONHA KAKD OTVIeH Xenos
OPACHIHG HATEPaH Bo NporoHeTso (1085).

redeem his honor by reversing the terms of his self-im-
precation. For as she predicts, “maidens will always take
care to make songs for you [mousopoios . . . merimna],"
and Phaedra's eros for you will not disappear into silence
to vanish “without a name fananumos)!” (1428-30).

After death, only the name and the story remain for those
who come after. This is the meaning of kleos, central to
the goals of Greek poetics for rewarding the accomplish-
ment of heroic deeds. Immortal renown depends on the
transmission of a story for others to tell and hear (klus)
over the long span of time — the mythos of Hippolytos
and Phaedra, whose own desire to preserve her eukleia
(good fame)® brought all these events to pass.” By this tra-
ditional means of preserving cultural memory, Hippolytos
achieves the immortal status he had longed for in con-
sorting with the goddess, granted to him as a parting gift
by the one whose voice he heard but whose eve he did not
see. The process has already begun in the grief we wit-
ness on stage, and it extends into the future through
Theseus's bitter last words, addressed to Aphrodite: “I will
remember fmnésomaif the evils you have wrought”
{1461).

Theseus's promise is the point of transition from personal
experience to collective commemoration, all in the name
of Aphrodite. Itis a fitting close to this last scene in which
Hippolytos, in his final mortal moments, repairs his rela-
tionship with the other, his father. That is, he now reverses
the otherness his father had assigned to him — at birth by
reasan of his social status as a bastard and more recently
as an alienated xenos, foreibly sent into exile (1085).




Identities J Joumal fer Felitics, Gender anmd  Culturs, Wol, I, He, & Winter 2080

TIpeTogHOTo CODYYBatee NoMely TATKOTO H CHHOT
NOKAA IOTO SHAYH J4 He C2 HMA HeRoj ApyT - HIUT0 Kako
CHEO ITH EAKD OILTakyBad, Ho pasmedaTa Ha yaorame
npegnseukana of Pejpa ro sanosHapa XHOOANT CO
NPHENHOOT HA pennnpovHocr. Kora on nero ce Gapa 3a
[pE NAT A3 3ACTAHE HA MecToTO Ha ApyrroT (of Peapa),
Of1 HET'D, 33 [0 HA yheyBakke, HOTO Taka ce Gapa i ja
NPHIHEA PETOPHHKATA HACHTH(HEANN]A CO OPYTHOT
{Tezej). 3aToa Toj ¥ ce ofuayEa [a FH OPERPTH YJIOTHTE
noMely MOBOPHHE H CIYIIATEN CO N 1A NOTAeiHe W 0f
AroaoT Ha Apyruot. Jla Ges jac TATKOTO & TH CHHOT®
(1042), renn 1oj. Onoj bl He yenesa, MelfyToa e aobpa
NOATOTOBKA 38 HIHHHATA, KO BO 3@ HHYKOTO CTPaga-
e C0 TATKA CH PAIMEHVEAaT UYYBCTBA Ha mefveeOHo
coomanypame. Taxa, na abopobaTe Ha XHnoaut: Sa tebe
WANAM MOBEKE OTEOAKY 38 MEHE", TATEO MY OATOBADA:
LKAMO 8 CVM jac Toj mTo Ke ympe mecto refe” (1409-10).
Mon MeTHTE OBHE VOIOEHR CHHOT MOME I3 My TPOCTH Hi
TATEA CH, JAMITO 18 Ce MPOCTH" 00 TPYEH suggigndskein,
£ .Jla ce 3HAe HeINTO 3aeHO O HeKOj APYT, W HpPeKy
CBECTA 38 CNOJEeeHOTD SHABKE, 1A C& Jafe Npomka.
Orryka, 33 BOBPAT HA KJISTBATE YHja Rephamna MoK ja
ocnoboamrn Tezef (aphiémi, 1324) 34 a4 10 COTPE CHHA CH,
Xunonut ro ocnobonyea Tatea cH (aphiémi, 1450) oj
KpBHATA BHHA, JaBajiy ro ceojot 3Bop npen Apremiia
Kako chenox (marturomai, 1451). Ilpea Toa Toj Mmome a2
ro opepse (aphiémi) jaauroT camo J0KOAKY € NpHaYIeH
na 3bopyea Bo camoonfpasa (001), a jJAIHKOT MY €
VCEPATEH NOPaiH KIETBATA INTO ja AABA NPE N NIKaTa.
OBae TOj KOHEYHO ja ONpaBIyEa MOKTa He HETOBHOT logos
Opeky COOTETeHOTD HEKYCTREO CO ADYTHOT.

Osaa clieHa HCTO Taka HCOPARd efeH OpYT CETHJEH
HEZOCTATOK KOre XHITOUTHT 1o CTERHYBA NOPAIH HEroBaTa
BpcKa co ApTemuza, a Toa e gonuport. Oabusajin ro
JONHPOT HA JAPYTHOT (14, 606), T0j HeMa ga Guae Jonpes
O, HHEGPD C& J0ASKA He TOMEHE HHI HA3ATa HACTAHH KOH

The previous confrontation between father and son
showed what it meant to have no other — whether wit-
ness or mourner. Bot the exchange of roles brought about
by Phaedra introduces Hippolytos to the principle of reci-
procity. When required for the first time to stand in the
place of the other (Phaedra), he is also required, for pur-
poses of persuasion, to invoke a rhetorical identification
with the other (Theseus). Hence he attempts to reverse
the roles between speaker and listener in order to share
the perspective of the other. “If I were the father and you
were the son” (1042), he says. This effort does not suc-
ceed, but it does prepare him for the future when in their
shared suffering, he and his father exchange sentiments
of pity for each other. Thus to Hippolytos's statement, “1
grieve for you more than for myself,” his father replies,
“If only I could be the one who dies in place of vou™ (1409-
10). On these same terms, the son can forgive his father,
because "to forgive” in Greek is suggignaskein, “to know
something together with” someone else, and throngh the
consciousness of shared knowledge, to grant pardon. In
return, then, for those curses, whose verbal power Theseus
had released faphiémi, 1324) to destroy his son,
Hippolytos now grants his father release faphiémi, 1450)
from blood guilt, sealing his word with Artemis as his wit-
ness (marturomai, 1451). Before he could only release
faphiémi} his tongue to speak under duress in his own
defense (gg1), a tongue constrained by the oath he had
sworn to the nurse. Now he validates at last the power of
his own logos through his shared experience with the
other.

This scene also repairs the other sensory defect to which
his relation with Artemis had consigned him — that is,
touch. Having refused the touch of the other (14, 606), he
could not himself be touched until he had lived through
the sequence of events that followed from his seeming to
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NPOHANETYRAAT O] HeTOBOTO NPHBHIHO JOTHpake” HA
oHa Koe My Do saGpanero ga ro aonpe (652, B85, 1002,
1044, 1086). MMajitn r1 npenesg DpeMACHTE 00 KOH Ce
BOOH MHEOTOT HA XHIIOJINT, HETOBHOT NopaneteH logos
& OCY/IEH Ha Heyenex, 3aliTe OHoj Koj He e OTBROPeH 3a
EpOCOT HE e OTBOPEH HCTO Taka 3a yDeaysarme, a cnopen
HCTHOT PHHILHIL, TOj HeMa A0EOIHO EPCTH CPECTREA 34
vihemveame HA apyruoT. Kora Xunonut ce ofinysa na ce
NOCAVIAKH CO CEOHTE TOBOPHE BelITHHY peiths (yhemgyea-
We), APYIHOT FH OHEHYRA HeroruTe abopoBH Kako
SABEAYBAGE H HKAKD S0EH BHA JHKHA peTopiKa,®

Crnopes HeTaTa JIOTHKA, OHOj KOj € OTBOPEH 33 KOHTAKT
€0 JPYTH € HeTO TAKA OTBOPEH 3a epoc; 4 HAa KPajoT 1 34
voemveame. Ha Kpajor Ha KPaMIOTATA, METHOT CILUTeT O
CAYYYBalhd € CTAREH BO JBHMEE NPEKY JONHPOT HA
PAKATA Ha HEKOj Apyr, a TOa ¢ Kora JajinikaTa ja
npexonaysa Peapa. Taa ja crera nejannara paka
KOJTHEjRM ce eka HHKOrall HeMa Ja ja senyurrd {326,
. 335), ynopuo Gapajin kpanuuara da foztedne npaso
BO Hea (300) 1 dotiupajiuja Peapa kora camo Berno To
CHOMHYEA HMETO Ha XunmonuT (310), Cenak, cnnetoT of
CAVYYEAE 3ABHCH HCTD TAHA M 01 OHAA MHHIITO O4H
POHAT COMAH # KOjAlITO 3acpaMeo ro CEPTYEA OKOTOD
HACTpaHA (245-46). 3a 1a of SalITHTH cebecH Bo ciIydaj
na Omae eudera mery oHue aan cMpTHALH (428.450),
denpa o7 cBoja CTPAHA CTAHYEA 370 3a Xunoant [(729).
O6BHHYBA]EH 0 BO HEj3HHOTO THCMO 33 CPAMOTERE Ha
BENTHYEHCTREHOTD 3ERCOR0 0K0™, Tad MY I'0 Japa OHOj
Prosopon Koj e opas Ha HeJanHHoT.

Bpemero, orneganoTo M AeEdUaTa

Edextor co OrA8ganoTo € onepaTHBHNOT TEPMHH BO
ApaMaTa koj IpeHHYH B0 PAKOBOAEILRETO CO NOOMIITHTE
THERTH Hit MEMETHYMRO nejereo. Beke ro RUI0EME AHAYCH.C-
TO Ha HEBO3MOMCHATA wenba Ha XMmoauT a4 3acraHe
enpoTH cebe 1 aa ce noraegue” (1078-79), # Kako HeTaTa

have “touched”™ what he was forbidden to touch (652, 885,
1002, 1044, 1086). Given the premises that ruled
Hippolytos's existence, his earlier logos can only fail, for
the one who is not open to eros is also not open to per-
suasion, and on the same principle, he has no convineing
means by which to persnade the other. Instead, when he
tries to exercise the verbal skills of peitha (persuasion),
the other judges his words as deceitful seduction and a
species of false rhetoric.®

By the same logic, the one who is open to contact with
others is also open to eros and finally also to persuasion.
After all, the entire chain was set into motion by the touch
of another's hand, when the nurse supplicated Phaedra.
She held fast to her hand, vowing never to let go (326, of.
135), insisting that the queen look at her directly (300)
and touching Phaedra first with the simple mention of
Hippolytos's name (310). Yet the chain also depended on
the one from whose eves tears flowed and who turned her
own eye away in shame (245-46). To protect herself lest
she "be seen to be among those wicked of mortals”
[428,450), Phaedra became in turn an evil to Hippolytos
(729). Accusing him in her letter of “dishonoring the
majestic eye of Zeus” (886), she gave him that prosapon
that mirrored her own.

Time, the Mirror, and the Virgin

The mirror effect is the operative term in the drama that
will prove to govern the more general patterns of mimetic
action. We have seen the import of Hippolytos's impos-
sible wish "to stand opposite and look at himself” {1078-
70) and how it can be understood in reference to a
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MOKE 14 ce 00jacHE aK0 ja HOBPIAME 0 OTVIEIATO CHTEHD
woH cefie, Hyajin npeasna eqno nopaHeliHo JHPEETHD
COOMHYBaMS Ha orneganoro (katopliron), XHIOARTOROTO
HIBPTYBARE HA HCKA30T JOOHBA BO SHAMEHE HA CKPHEHO
NOTCETYRAME [0 HAC 33 DHAA NPEA ANMYSH]A B HEJ3HHHOT
koHTeRCT. Penpa € Taa koja abopyea, a peYEHHIATA CO
KOja 10 SABPIIYEA HEJAHHHOT BIEHATITHE NOBOD 34 TAjHIETE
HA HHBOTOT e HeoDHYHO saragodHa: CaMmo oBa, Besar,
OTCHOKHYE2 BO MMBOTOT, J06pOTO B YECHO MHCNERE
[gndmé] aa OHOj WTO MO WMA, HO Ha PACHIIAHHTE Mery
nyfeTo BpeMeTo HM nokasysa fekphénfe]...chronos], nero
KAKD [0 C8 CIVHYEA, KOTa TPE] HHE, HeDape mpes Hexoja
JIERHIA MOMA, BPEMETO 10 NOCTARYEA CBOETO OIVIENATO.
Mery TakeuTe, He Aaf Hoxe ga me eugar™ (426-30).

Oraepanoro, kako wro sabenemysa B.C. beper (W, S.
Barrett), e » cefeoTkpHBAYKO, BO KO HEKO) cE TIIeda
caMHOT cebecH, H APYTOOTKDHBAYHG, BO KOE HEKO)
BHJIEH, H NOKAKaH mpea Hekoj gpyr.* Ho, 3HANEHETO HA
OTAEOATOTO OBAE € MHOry molmupoxo Gupejkn ce
OAHECYEA HA IBA IHKA, A He caMo Ha exed. Bo Taa canena,
Guaejkn ropopoT Ha Penpa rd NOBP3YBA BPEMETO,
OTAETANOTO M ASBHUATE, OTAGIAN0TO 0O cROjaTa QyHEIH-
ja ru cobnpa Bo cebe cuTe 3HavajHR npofaems Bo
ApasmaTa. OrIeqanoTo e KIYHoT 34 CTPYKTYPaTa H 33
MUTCEHTE HIEMH BTKAEHH BO ADAMATA, KOPHCTE]RH CE CO
CHTE SACAeNyBAYEH (IOMEHOCTH TG TH OBOIMOACYEA
efHA HTPA C0 OrMeana. 3a pasnnka off XHnoJuT, HeHata
e Tad Koja I'H pastupa cHTe SHAUSHA HA OTIS1ai0To, 38
cefecH i 3a ApVrHOT, a nocebHo HeroBaTa cnocobHOCT J4
ja yapou cebDHOCTA NpeRy OAPA3CHAOT JHE. JIpaMaTa ce
rpajid Bpa Basa Ha KOHTPACTOT HA TPHCTAT 0 HAYHHKTE
HA ITefae, NEPUHTHPpakLe, H 3HACHE, HCTO KAKO IITO
XHOONHTOBATA NOr0JEeMA HAKNOHETOCT KOH YEOTO
OTKOAKY KOH OKOTO € COpoTHCTABeHA ¢0 PegprHOTO
mpoko odakaike HA KOPHCTA 1a ce TNeda, | Aa ce Guge
BuaeH. CeBo 0BA € UPETCTABEHO NPEKY KOHTPAHKTOD-

selfregarding mirror. But in view of an earlier direct men-
tion of a mirror (katoptron), his turn of phrase gains in
significance as an oblique reminder to us of that first al-
lusion and its context. Phaedra is the speaker, and the
statement that closes her great speech on the mysteries
of life is strangely enigmatic; “Only this, they say, com-
petes in life, a good and upright judgment fgnémé] for
the one who has it, but for the wicked among men time
shows forth fekphénfe]...chronos/, as it happens to, when
before them as before a young virgin, time sets up its mir-
ror. Among these may I never be seen” (426-30).

The mirror, as W. S, Barrett remarks, is both self-reveal-
ing where one sees oneself and other-revealing where one
is seen, revealing it to another. * But the notion of a mir-
ror here is far more inclusive because it applies not o one
character but to two. Further, because Phaedra's ex-
pression links together time, the mirror, and the virgin,
the mirror concentrates in its optic all the significant prob-
lems of the drama. The mirror holds the key to the play’s
structure and its underlying mythic patterns, making use
of all the dazzling complexities that a game of mirrors af-
fords, Unlike Hippolytos, the woman indeed has knowl-
edge of the mirror in all its meanings — for herself and for
the ather — especially in its ability to double the self in its
reflected image, The drama is built on the contrast in ac-
cess to modes of vision, perception, and knowledge, as it
counters Hippolytos's preference for the ear over the eye
with Phaedra’s heightened awareness of the uses of see-
ing and being seen. These are exemplified in the contra-
dictory, even antithetical gualities associated with the
MiITor.
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HHTE, Na IYVPH H AaHTHTETHYEHTES EEDjCT‘i]E. COOPGEAHH B
O Iaaom,

Enno kpaTeo Habpojypamke Ha OBHE CBOjCTEA Ke HE VIIATH
Ha Toa 3oimo HeobivaaTa sabenemka va Geapa sacay-
WYBA MOTOMNEMO BHHMAHHE, H 30I0TO BPEAH Ja ce
pasrnena ApaMeKUoT CRI0N 0] DePCiekTHRATA Koja Hi
ja Hyne opoj kayded cumbost. OrigfnanoTo e oHa Koe ja
OTEPHBA BHCTHHATA, 4 KOE CEMAK NpYHKA eJHa Na#UIHBa
wryarja. Toa ja ppaka oApaseHaTa CIHEA HA MEHCKATA
CYETH, HO HOTO TAKR HVIH MOMHOCT 32 CefeuenTyRARE.
Bo canjara HajopofaeMaTHHMHA NPEKAONMHKILA, OTIENEm0-
TO NMPAEH Dogeaba Mery OHA IITO €, H 0HA ITTO HITnena
AeEa e, noMely oHa Kako Hewoj ce riefa cedecs aa cebecy,
M KaK0 Hexoj e raegan o apyrare,'” Ondagajgn ro cuor
ipeHOMEHONDIIKH cBET, a phainomena, OTIeJAT0TO BO
cebe ro cOOp:H palTHYjeTo Ha OHA IITO HEKO] 0 MIEIa H
G0 OKOTO HE &P, H 00 0R0TO Ha 3HALHLTO,

Bophara so $expa oo BoJH MeTy 1HA BHATPEIIHA ce0HOCT
W HEj3HHATA HAIBOPEMIHA CAHEA BO OvMTe Ha JyTeTo. Ha
HAPAOKCANEH HAYHH, TAA PEIIaFa A3 ja 3anITHTH TakBaTa
cefnoct (Ho HeTOBPeMEHT | A ja ODeaBpeHN) NOYHTY-
BajkH I'H KOHBEHIHHTE CO KOH & OApeIeH MHBOTOT Ha
eaua mena, [a me aafopaBHMe Neka HANHHATA Ha
HEj3HHATE Jella HCTO TAKA € JoBeleHa B0 Npamaibe,
AAITO HEUM 1M e norpeda pogurencrara enklio (noGpo
HMe) 3a na Momar crobogro ga sbopyeaaT Bo ceeToT (421-
25). Bo nIpamame e QOBEIEHA HCTO TAKA H IHYHOCTA KOja
fe MOYYBCTEYRA HEBHIEH CPAMOTHIIAK HH3 300pOBHTE Ha
Heroj Apyr. MefyToa npexy HOBATA NPETETARA 38 THKOT
Ha Peapa so gpamara, cefHOCTA ja HMa MOKTa A4 TpOape
B0 JUHjA/IEKTHKATA Ha CTEAPHOCTA H HA NOJaBATA, HA OHA
LEITO €, B IT0 warena qexa 6. Co noMom Ha oraesanoTo
Koe B npunara #Ha Adpognra, cebHocTa MoMe [a TH
HOKPCHE OCHORNHTE SITHCTEMONOINKYE Npalldka 3a
HOBEMKHOT HHBOT,

A brief inventory of these properties will suggest why
Phaedra’s curious remark merits closer inspection and
why it is worth looking over the ensemble of the drama
from the perspective afforded by this key symbol. The
mirror is that which reveals the truth and vet offers a de-
ceptive llusion. It reflects back the image of feminine van-
ity, but it offers too the means for introspection. It poses
at its most problematic conjunction the division between
being and seeming, between how one sees oneself for one-
self and how one is seen by others.” In embracing the
whole of the phenomenal world, ta phainomena, the mir-
ror encompasses the spectrum of what one sees both with
the eye of eros and with the eye of knowledge,

Phaedra's struggle is betwesn an interior self and her ex-
ternal image in the eyes of society. She chooses paradoxi-
cally to protect (yet also to dishonor) that self by honor-
ing the conventions that regulate a woman's life. Let us
not forget that the future of her children is also at stake;
they require their parents® euklefa (good name) in order
to speak freely in the world (421 -25). At stake too is the
self that will feel a radical dishonor in the words of an
other. But in the play’s new representation of the figure
of Phaedra, it is empowered to probe the dialectic of real-
ity and appearance, being and seeming.* Through the
mirror that belongs to Aphrodite, it can raise the basic
epistemological questions about human life.
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Josmonere 0a NOJACHAME IUTO MOME A C& IAKMYMH 01
DENEAANOTO Ha AQPOIHTA JOKIVIKY 1T CIOPEIHME CO eEH
apyT, nopooGHYaeH METON Ha SHACH:E B0 TParemHjaTa Koj
My mpHnara #a Anoson. Bo Ecxnnosara apasa Ceqym-
smuda opotas Tefa® wecrHor Dopen e ApraBckuoT
upopox Ampajapj. Toj e equacTeennoT o cute Dopin
KOj HOCH HeODRIHaH IITHT HITO He NOTCETYRA HA HHIITO
of HaasopemHHoT ceeT. Toa e 3aToa UITo Toj IPeTHoMHTa
na Guae aristos (Graropoged) orkonky da uszaeda nexa
& TAKOE, ,Napajks anaboxa Opasna BO HETOBHOT yM
[phrén] o xane aukHAT cHrypan cosetn” (Cedymmuna
591-94). Bo ounte Ha Tebanenor Ereorne, Amdujapnj e
OHO] KOj ' NOCeVBa YeTHPHTE HajinavajHyd JolnecTH:
npopoxoT e dikaios (npasHuen), agathos (xpabap],
eusebés (wecen), n npey cé saphran (Myzap, 610), Gunejin
3HAE KAKO Ja TH Kame BHCTHHCKHTE 300posH (legein ta
kairia, 619). Toj ja ogpwysa crabRIHOCTA Ha eZHA
BHATPEINHA cefHOCT KOja 3HAS INTO Jia KAXe, a IITO Ja
npemora, Ho Toj @ HeTo Taka B APOPOKOT KOj HOCDEIyEa
mery cgeroT Ha GorospTe W ceeTOT Ha nyfero. Kaxo
NPOPOK TO] MMA CHHOOTHYKA BM3M)a 3a MHHATOTO,
CeralMoCTa B HAHHHATA, HO TO) HCTO TAKA I'M aHae
HEFOBHTE OUPANHYYBARA KAKO CMPTHHE KOj JVPH CH ja
Npopexysa concreedata cMpt. Toj HeTO Taka BHae 3a
EYJITOT KOj T'0 UeKa OTEOTA Ke I'0 3aK0laaT B0 3eMJaTa Ha
onoj apyr rpaa Teba (Cedysemtina, 587-88). Taxa, na ce
sbopysa ta kario 3Ha9YH AeKa TOj MM KOHTPOIHPA
NONHCEMHYHHTE BPEIHOCTH Ha jasukoT. Toa & HeTO Taka
NOTEPIA 33 HEMOBATA YMEIIHOCT A3 To 360pyBa nBochuc-
AeHnOT NPpOpouYKH jaswk Ha Hekoj Apyr (Eteoxne],
uHjamTo cyaiHHA ke ja NOTBPAH BHCTHHATA Ha ATIONIOHD-
sHoT 300p Koj Aoafa on Jendna.”

Bo npamara Ha AdponrTa, Epoc ro aamenysa AMoioH
(uMcTo 1 Sepc), KAKO WITO HABMAYM XOPOT HH KamyBa
OTKAKO AafgHJAKATA ja BHecyea Tajuata Ha Peapa o
Ey.RaTa, 1 #HEHHTE ja 3anovHyBaaT HHBHATA BOSEHIIEHS
XHMHA Ha DOIOT L0 YHHINTO OYH Kane konnex” (525).

Let me clarify what we might infer from the mirror of
Aphrodite by contrasting it with another, more typical
mode of knowing in tragedy, which belongs to Apollo. In
Aeschylus’s Seven against Thebes, the sixth combatant is
the Argive seer Amphiaraos, who alone among the other
warriors carries a blank shield that bears no visible zign
to the outside world. This is because he would rather be
aristas (noble) than seem so, “reaping the deep furrow in
his mind {phrén] from which trustworthy eounsels grow”™
(Seven 59i-94). In the eves of the Theban Eteocles,
Amphiaracs is acknowledged as possessing the four car-
dinal virtues: the seer is dikaios (just), agathos (brave),
eusebés (righteous), and above all, sdphrén (prudent,
610), becanse he knows how to speak the appropriate
words (legein fa kairig, 619). He maintains the stability
of an interior self that knows what to utter and what to
keep hidden. But he is also the prophet who mediates
between divine and human worlds. As a seer, he has a
synoptic vision of past, present, and future, but he also
knows his own mortal limits, even prophesying the day
of his own death, He knows too the cult that awaits him
after he is buried in the earth of that other city, Thebes
{Seven 587-88). Thus to speak ta kairio means that he
controls the polysemous values of language. It also attests
Lo his ability to speak the ambiguous langouage of oracles
o an other (Eteocles), whose fate will confirm the truth
of Apollo's word that comes from Delphi.=

In Aphrodite’s play, Eros takes the place of Apollo (and
Zenus too), as the chorus seems to tell us after the nurse
has taken Phaedra’s secret into the house and the women
begin their great hymn to this god who “drips desire from
the eyes” (525). “In vain,” they say, "we offer sacrifice by
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~SATYAHO", BENAT THE JPHHECYBAME MPTRH Kpaj pexata
Anpej (Onmmvmuja) # va Jendgi, so va Epoc, THpas#HOT
HA MAXHTE, He MY ce noxnodysame. Mecro ga My
OAOaBase IOMHT HA HajCKpHeHHoT oaTap Bo Jendm on
Kaj IITO HEAEMPAAT DPOPOIITRATE, MOPAME 1A I'0 YECTRYBA-
ME YYBAPOT Ha KIVHERHTE 0l HAjeKPHEHOTD KaTde Ha
wyfiorra [philatan thalaman kleidouchon, 5407, vage
wro logos-or vema mantis [(npopok), kairos-or (norog-
HOTO BPEME,/MECTO ) He € 0OpefeHo, H HHEO] He SHAe KAKD
Aa TH 9HTa aHanuTe Oea rpemka (269, 346, 386, 585).1

Ha npopokoT, Kako HOCHTEN Ha ANOJoHOBHOT 300D, He
My e noTpeben Hexoj APYT, H TOj MoXe 14 riega B Oes Ja
Bume preH (HeobenesannoT et ). AleHaTa, DaK, Kako
NPETCTABHHYEA Ha AdpoanTa, ce Haola Ha JAPYTHOT Kpaj
of oeoj ciexktap. Hejae it Tpeba Masnara nospuiHya Ha
oraefanoTe DHIE K OMITECTROTO It HATAra npef cé Ja
ce rmesa cefecH npexy OMHTe Ha JpYyTHTe. JAaaukoT HA
DpazfgaTa H HHEATA (KaKo H JONHPOT HA NPOPOKOT CO
BRPEMETO B NPOLECOT) ce no3ajMeHH 0j CBETOT Ha
3eMJOEACTBOTO, KALEe MEeHCKATa IEMja NOCeaHa
OfcHEeaNa O MAKOT CoTa Mo NPeTeTanysa MeTaopruroTo
MoJTE HA HEerOBHOT YM, TPOLEC KOj HOYECTO C8 NOBPayEd
co npadecijara ua parthenos. Hero kako ¥ eaHa Jeamsa,
Tad HE CMee OOANJID Bpeme ga octade neobpaborena,
TYKy MOpa [a ce NPeTBOPK O/ 1{EETHA NOEPIIHHA BO
nnaboxn Opasan. Menara, kaxo B AmdujapH), HMa
sdphrosuné, Ho, KAKD ITO BEAH XOPOT BeAHAall 10
DeApHHATA ATY3Hja HA OMASAANOTO, TOA CUYyHM 32 [a
scuee Gnaropoana doxa (cnasa/yrnen 431-32), TEPMHE
KOj MOPA MCTO TAKA [ BEJAYYVEA H NOTEPAYBAILE BO
JARHOTO OMIITECTEEHD OIKPYHYBaH:E.

Bo ceetor Ha AdpoapTa, MeHATA LPOH 3HAETLE TIPEKY
HEJ3HHOTO HCKYCTEO 33 COIHJATHOTO M GHAHMKOTO TEI0,
GHejiH ,BPeMeTO ja HAYMHIO0 MHOIY HEIITO 0 KOe Taa
Mogke Aa ce noyan” (375-76) B B a0 OrRenano Kako

' AMATEA 34 IBOJHO ITIEAA:E: Y TPEO Kak0 BHCTHHA 3ae/HO

the river Alpheios (Olympia) and at Delphi, but Eros, the
tyrant of men, we do not worship. Rather than give rever-
ence to the inmost shrine at Delphi from which prophecy
issues forth, we must honor the keeper of the keys of the
inmost chambers of love [philatan thalaman kleidouchon,
540]," where the logos has no mantis (seer), the kairos
(the opportune time/place) is not clear, and no one knows
how to read the signs without error (269,346,386,585).2

The seer, as the bearer of Apollo's word, needs no other
and can see without being seen (the blank shield). The
woman, however, as the agent of Aphrodite, is at the op-
posite end of the spectrum. She needs the polished sur-
face of the mirror because society requires her above all
to see herself through others’ eyes. The language of fur-
row and field (as well as the seer's contact with time and
process) are borrowed from the agricultural world, where
the feminine earth sown and reaped by man now sup-
plies the metaphorical field of his mind, a process more
usually associated with the career of the parthenos. Like
the meadow, she must not lie unworked for too long, but
must be transformed from its flowering surface to a deep
furrow. The woman, like Amphiaraos, has a séphrosuné
but, as the chorus says just after Phaedra’s allusion to the
mirror, its function is to reap noble doxa (glory/reputa-
tion, 431-32), a term that must also include validation in
the public social domain.

In Aphrodite’s world, the woman draws insight from her
experience of the social and physical body, because "time
has taught her much from which she can take her coun-
sels” (375-76) and has given her a mirror as an instru-
ment of double vision:* firat, as the truth together with
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0 HATHKOT HA BHCTHHA, 8 BTOPO, Kako 0k0To Ha cefHocTa
i OKOTO Ha APYTHOT. A BPEMETO M HABHMCTHHA Ke ja
npHEase npes camata cebecn. Cenax, bunejin cefHoeTa
W IPYTOTO 08 COBMACAAT BO CIRKATA Ha parthenos, koja
MOTCETYBA HA &1Ha NOPAHEIHA coeTojfa of HBOTOT Ha
denpa, 2 KOja e DOBP3aHA CO MOMEHTAHATA COCTO DA Ha
Xunonut, Pefpa € Taa Koja ro NOCEOYEa eAHHCTBEHOTO
CPEACTEO €O K0e XHIUINT, MOMEHTATHHOT parthenos,
MOGKE /1A ja BHAH Ce0HOCTA H TOA BO BPEMEHCKA IEpCnek-
THRA,'"

MpeepTyBatbe Ha CAMKATA

Ornenanomo & HyRHOTO CPECTRO, 2 HErORATA [I0JIHA CHIIA
EO APadMaTd MOoEeMe U4 ja cpaTHMe aKo Ce NOTCETHME
Aeka Toa ofpasyea (peapidlena CHKE KOjd 08 BPAKA 10
oHO) koj THesa so Hea (cn., np. [naron, Tusmal 46a-b).
[Tpuansajky ja ciRKaTa cO OTNENAN0TO H NOBP3YRAjkH ja
c0 BpeMeTo, Peapa ro AKTHERPA JRIAMHIYHHOT MEXAHH-
3aM HA efeH zanaer koj pafors Tokmy Bpa Haza na
NPEeRPTYBalLe Ha CAMKATa o7 enen sa apyr. [lpexy
APAMATHYKATA HH3A 0O HACTAHH, 3ATUIETOT TH BajN HA
DOBPIIHHA DHHE MEryOIHOCH Ha NOCTOJHOTO M NpHRH/-
HOTO, KOH OTAEIAM0TO HAJNOTOAHD MOAE 1A TH ITPHKRHE,
Bo onTexkaTa Ha APEBPTEHATA CAHEA KOJA PAKOBOJAH CO
APAMATH, IITO € NepHneTHjara, T.e. fopManaara npeob-
pasiia Ha efHa CHTYALM]4 BO COPOTHREHA, AKO HE Npecupr-
HHIla KOja ja NPEeBpPTYEa CAHKATAE HA AHYHOCTA H ja
HNPOEKTHPA BPA APYTHOT? A MTO € Dak nopakaTa Ha deltos
(,T0] Me nocakyea” HACNPOTH Jac ro DocakysaM™ ), ako
HE 8EH BH/ MPEBPTYBAHC KOS M MoMene 1a 1o Hapedene
LOrAeganie nueMo™? OcBen TOH, PETOPHYKATE HIPA (O
abopor saphrosuné, KojITo NOPaHo 1o OGJACHUEB KAKD
XHjasMa, MOMEe HAJBEPOJATHO Ja Ce DPEKOOHpA BO
BHIAYEJHA CMHCIA 33 /14 YKAKYEA Ha TOA JeKa nppata
PEUEHHMIIA HE € HHIITO APYTO TVKY HpPeCiIHEYBAhe HA
BTOpaTa.'®

the semblance of the true and second, as the eye of the
self and the eye of the other. Time will indeed reveal her
to herself. Yet because self and other coincide in the im-
age of the parthenos, reminiscent of an earlier state in
Phaedra's life but corresponding to the present moment
of Hippolytos's, Phaedra possesses the only means by
which Hippolytos, the current parthenos, can see the self
and see it in a temporal perspective.'s

Reversing the Image

The necessary medium is the mirror, and we can only
grasp the full extent of its power in the play if we recall
that the mirror reflects a reversed image that is returned
to the one who gazes in it (cf., e.g., Plato, Tirmaeus 46a-b).
By invoking the image of the mirror and linking it to time,
Phaedra activates the dynamic mechanizsm of a plot, which
warks precisely by reversing the image of one for the other.
Through the dramatic sequence of events the plot plays
out those interrelations of being and seeming to which
the mirror naturally lends itself. In the optic of the re-
versed image that governs the play, what is the peripeteia
— that formal reversal of one state into its opposite — if
not a turnabout that reverses the image of the self and
projects it onto the other? And what is the message on
the deltos ("he desires me” vs. "1 desire him”™), if not a spe-
cies of reversal we might call “mirror writing?”" Furthermaore,
the rhetorical play with the word sdphrosuné which [ earlier
identified as a chiasmus, might well be recoded in visual
terms to suggest that the first sentence is but the mirror

image of the second. ™
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YViuTe NoNopenH3HE ce 300pOBHTE KOM CJIVIATa # MH
YHATYEA HA CTATYATa Ha AQPOAHTA BO NPOIOTOT BEHAIL
OTHOTA XHNOMHT ja HanyiiTa cuenara. Bosunara rpeba
oa i mpocTH (suggnoméen echein) Ha myioeTa Ha OBoj
MIaguy, EeNH TOj, 3AIITO MOBeK He Tpefa pa ru
noypasasa {ou miméeteon] MIAIUTE KOH DASMHACIYEAAT
raxa” (117, 114). Mecto Tea, Toj ja Monw ga Guge fowydpa
o0 cmpilinuyuilie B 8 ce Tpasi KHKO A8 HE 10 CAytiHa-
Aa” (mé dokét toutou kfuein, 119). AdyponsTa He arosapa,
Ho Defpa, HEjaHHATA 3aMeHa, OIroBapa H ce Hadaka aa
ja Hrpa yaorata Ha GosKHIA BO 38MCKHOT CBET Ha YTeTO,
Monbara Ha CAYTATA, MAK, HAMETYRI ACKA & H0TH0/IHATa
ofpaTHOCT Ha OHA INTO BCYINHOCT KE CE CAYYYBA BO
APAMCKATA CTPYKTYpA Ha genoro. @empa Mopd ga My
uzzaeda Ha XHNOAMT KAKO A HE I'M HMa cayuHaio
abopoBHTe KOH TOj TH Kamxysa npen sparata. Kawo
PEIVATAT Ha TOA, TAA MOME /12 HATPARE MIaAHY0T I3 T0
Nogpaasa BOSPACHHOT JaBajkM My ja ynorara koja
NPeRpPTYBALETO HA Prosopa Ke My HAMOHKH 14 JA Hrpa.

Sourro Toa Tpeda na Buae Taxa? [TpHYHHATA TeXH B0 TDa
wto Peapa ja oxiHBA NPAKTHYHATAE MOPANHOCT Ha
JAJUAUTEATA KOja TH HAPDEKYBA MYUCDU Ayde Medy cMmpili-
HUITE OHKE KOW I'H 3AHEMAPYBAAT HEMITATA KOH HE CE
KakeH mmo Tpeda aa Guaar [ue ce kalal® (465-66). Ha
KpPajoT HA KPAHINTATA, BEAM AQJHNAKATA, RONEYMHHA
MECAHNI 0] OHHE 3APaBOPAIYMHH JIVTe u3zaedd Kaxo 53
He raegaat [me dokein horan] xora ke sugaT npemys-
HHukH HemTa?™ (463). Ho ®eapa kaveropruno oabrna
na Guae sugeHa (0a AYPH B JIA H3TJIEOA JEKd € Off
TAKBHTE), T.2., Kpanunara ofbuea aa BHae ryMuna,
MACKHPAJKH ja ce0HOCTA HA TOj HaYMH WTO e ja Wrpa
yaoraTta of Hexoj apyr (413-18). Taa wero Taxa oabuea
fa ri nojpaxara H GoroBHTe He NOZPaEABAjKM TH
HHBHHTE MHTOIO0UIKH JLYDORHH BDCKH, IITO COgQHCTHY-
KaTa PETOPHKA HAa JaauakaTa ke ja ybenw newa e fiubris
aace ondne (474-75). Ho 0o ornemanoTo Kako Hej3HH HH-
erpysenT, Pepa BOVINHOCT B cTaHyBa pikra thea, He camo

Maore precise still are the words that the servant addresses
to the statue of Aphrodite in the prologue after Hippolytos
has left the stage. The goddess should pardon Suggnomeén
echein) the foolishness of the young man, he says, for “one
should not imitate fou miméteon] the voung who think
in this fashion” (117, 114). Rather, he implores her to be
wiser than mortals and “to seem not to hear him” (me
dokéi toutou kluein, 119). Aphrodite does not reply, but
Phaedra, her substitute, does, as she goes on to play the
part of the goddess in the human domain. For the servant’s
plea proves to be an exact reversal of what will actually
ocour in the dramatic structure of the play, Phaedra must
seem to Hippalytos not to have heard the words he speaks
at the door. As a result, she can arrange for the young to
imitate the adult by giving him the role that reversing the
prosdpa will require him to play.

Why should this be so? The reason is that Phaedra rejects
the nurse’s practical morality, which names those as “wise
amang mortals who overlook those things that are not as
they should be Mmot kalaf” (465-66). After all, says the
nurse, “how many do you suppose of those who have good
sense, when they see adulterous affairs, seem not to see
[me dokein horan]” (463). But among these Phaedra will
emphatically refuse to be seen (or even seem to be such a
one). That is, the queen refuses to be an actor, masking
the self through playing another's part (41:3-18). She re-
fuses too to imitate the gods by taking their mythological
amours for her model, which the nurse’s sophistic rheto-
ric would have her believe it would be hubris to reject (474-
75). But with the mirror as her instrument, Phaedra does
in fact become the pikra thea, not only the bitter spec-
tacle {théa) but by a mere shift in accent, the pikra thed,
the bitter goddess (ef. 727), who can transform one into
the unhappy mimetic double of the other when, like the
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ropra 2aeiika (théa) TYky co eHA MANA NPOMEHA Ha
akLeHTOT, pikra thed, ropxa Gomuna (cf. 727), koja moske
Aa npeofpasH HEKOro BO HECPERHHOT MHMETHUKM
[BOJHHE Ha HEKO] JIPYT, KOTH, MCTO karko 1 fosuiaTa npen
Hea, Taa ke ro NoYYBCTRYEA npesupoT Ha XnonomauT. Geapa
MOMKE [a OTEPHE JeKa Hej3HHATA CIHKA NOBTODHO CE
AAPYIYEA CO OAPAZOT O OHAA ApyTa cefHOCT, Hej3SHHHOT
ABOJHHE BO OPBAaTa gpama, Ha Koja taa Geme UBpeTO
pemrena aa @ ce coporHcrasd. Ho co nejansoro
npenfpakameé Ha 0APA30T BO OTJENANOTO, K4aKO INTO
BHAOEME, XHIIOAHT Ke OTKPHE INTO 3HAYH Ja He C& HMa
ofpas of cefecH HIH 08 HeKoj ApyT.

Ona wro Peapa ro npeAHIBERKYEa TPEKY HEjIHHATA
rpH¥Ea 3a ONMTECTBEHOTO Ornenano, 6 Moweno ga
MBTTEAA feKa JoBedysa Ao H3bpsaH B HPpOHHuUEH
KOMEHTap Ha efeH no3dar Texcr of Ilnatow, so koj Epoc
¢ oHOj koj Tpeba Ja ro noKEme DaToT 40 CHOSHABARETO
Ha JAMMHOCTA npeky Metadopata Ha ornenatoro. Kaxo
mrro 3abenescgyea Coxpar, ,aunero [prosspon | Ha oHOj KOj
r/Iefia Bo OYHTe HA Hexoj apyvr [thedmenos] e npakamsano
RO ONTHKATA KOjd CE MCOPENYRA Mpej| Hero Kako Bo
OFNEAND, & TOA IO HapekyBaMe kore [3enmnal, aamwmo Toa
e elddlom-or MM cAMEATa Ha Taa THYHocT., Toram kora
EIHO OKO TR BO PYTo, H TOa B0 HeTOBHOT HAjCOBPIIEH
Aen [seHunaTa uaH koré] ¢ 4Hja noMoIn ¥ riega, Toa ke
ce puan cebecn” (Aucufiyad 1.132e-33a).7

denapa, K0ja I NOBP3YBR BPEMETO, ACBHIATA, H 0T84~
A0TO, HArNeaa fexa e npeata koré, parthenos Ha
MHHATOTO, E0ja o Kput Aonnoeyea Bo ATHHA 34
HejsHHaTa cBaaba co Tesej. Taa npercrasyna prosapon
aa apyrata koré, parthenos ua Xunoaur, koj €2 noMuHe
HH3 HIEHTHTETOT HE NPROTO KAKO HHI OIVIENAN0, AMa
OTTIENANO HA WIYSHjaTa, a He Ha eHeTHHAaTa. Ha xpajor,
BPEMETO KE ja IPHKAIKE, KAKO WT0 Benn Tag, B0 kakon 3a
HErD, DPpeqBHAYEALE KO ¢o 3500poBHTE Ha ApreMuia ke
Ouae mpedeceHo of Hea Ha Tedej KAKO TPET H KOHEYEH

goddess before her, she feels Hippolytos's scorn. Phaedra
may discover that her own image rejoins the reflection of
that other self, her double in the first play, which she had
been determined to resist. But through her inversion of
the mirror's image, Hippolytos will discover, as we have
seen, what it means to have no mirror of the self or of an
other.

What Phaedra brings about through her concern for
society's mirror might seem to provide a premature and
ironic commentary on a famous text of Plato in which Eros
iz shown to provide the route to that knowledge of the
self through the metaphor of the mirror. As Socrates ob-
serves, "the face [prosspon] of the person who looks into
another's eyes [theamenos] is shown forth in the optic
confronting him as in a mirror, and this we call the kors
[pupil], for it i the eidolon or image of the person. . . .
Then an eye viewing another eye and looking at its most
perfect part [the pupil or koré] wherewith it sees, it will
thus see itself” (Alcibiades 1.132¢-33a)."

Phaedra, who brings together time, the virgin, and the
mirror, would seem to be the first koré, the parthenos of
the past, who sailed from Crete to Athens for her nuptials
with Theseus. She provides the prosopon for the other
koré, the parthenos Hippolytos, who will pass through
the identity of the first one as through a mirror—a mirror
of illusion, however, and not of truth, At the end, time
will show her forth, as she says, a kakon to him—a pre-
diction that, in Artemis's words, will be shifted from her
to Theseus, as the third and final agent of Hippolytos's

:
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NPHYHHETE Ha TPONACcTa Ha XHIOIHT, TOKMY 3AT04 [IT0
TOj HE CAKALNE Ja MOYEKA BPEMETO Aa MY I'H jaje
norpebanTe gokasn. Ho B0 BpEMEHCKHOT PAcHoH HA
ApaMaTta, Kora usateda AeKa BPEMETO ro OTEpHUBa
XHOOAHT Kako MOCTOPHHK, ormefanoTo Ha Penpa
YEAAY B HA TOA QLKA COOMYBANETO CO J2eMHOTO JAEjCTRO
O BHCTHHATA ¥ WIVIHjATA € eHA CVIITHHCKA PAsBOjHA
tha3a Koja I MpPYHKa HAJBEKHNTE TEKLHN N0 TepenexTHs
H Koja ja obnHkyea cefHOCTA BO EOHO LETO KAKO .o
BHATPENIHKE Taka H CO HAOBOPENIHH AHMen3an. Toa
FAEMHO JSjeTBEO NoMey BHATPEIIHOTO W HaAROPEIIHOTO
NOCTOJAHO0 ja COPOTHCTABYBA AHAMPKATA HA CEROjHER-
HHOT RHBOT Dpeky cpeafn na eana cebuoct co apyra. Toa
€ HCTO TAKA BO CPUERWHATA HA TEATAPCKOTO HOKYCTED KO
TH BEJIVIYVEA OOHOCHTE METY SKTEPHTE, 4 C8 KOPHCTH H ¢
CPEeNCTRATA HA CLEHATA Kako B co HeoDHYHATA nomomkba
IITO ja MME TEATAPOT KAKO FPaHHIa Mely HIMHCIEHOTO
H PEATHOTO, COT/IEMAHOTO H BHCTHHCEOTO,

3amemasocTa BO TEATAPCKHOT OPOMEC MY T'O OTBOPA
OATOT HA XHUOAHT Aa J0CTHIHE eiHa objexkTHRNA
nonoDa HA cvBjexT B0 CBETOT Kazle Ahposira, Kako [
ofjarysa Apamara, Baanee cama (mona kratuneis, 1281),
CHET HA BHCTHHHTOCTH K0j HEaxy OH 61N HAZEOD 0/ HEron
pHjiokpyr. Kpajor Ha gpamarta, B0 ¥0j XHOOJHET My ce
BpaKa HA TATKA CH a4 HETOBATa YecT € OAMA3JeHa Ha
CHEHATA OJ1 CTPAaHA Ha (oxnngTa ApreMuja (saeapo co
HEjIHHOTO BETYBAILE 34 HETOB HASH KYJIT), YKR#YBa HA
TOA JeKA HAYAHOT Ha OIBHBAME Ha 3aIIEeTOT € H HY:KEeH
H onpasgad. Haraena jexa TparuusoTo HEKYCTRD €
noTpelHo 33 NOTERAYEARE HA HASHTHTETOT Hi CHHOT 4M)
CTATYC HA KOMHJE CeROoTall Ke My TH 3aceHyBame obuaaTe
i 0 A0KSNEe CROSTO IEMOTE) BO ONMIITECTREHHTE
cihepn. Inegano B0 NOMHPOK KOHTEKCT, BILIETKYBAET)
Ha XHIOIAT B0 NOTPe0HTE 07 0BO] CRET HETO TAKA MY JaBa
OPHIHKA 18 UM Ce OTHPA HA HCTHTE, N NPaBe) ki TaKa, 1a

L= ]
;I ja noTEpar aobnecta saphrosunég mTo OCTAHAN BEPEH HAa

S

HAEA0T 34 CBOjaTa cefHOCT KOja NpOmODKYEH 48 j8 TyBa.

destruction, precisely because he did not wait for time to
bring forth the necessary proofs.”® But in the temporal
span of the drama, when time seems to reveal Hippolytos
as wicked, Phaedra’s mirror suggests that to confront the
interplay of truth and illusion 15 an essential phase of de-
velopment that teaches the critical lessons of perspective
and configures the self as an entity with both internal and
external dimensions. This interplay between inside and
outside continually subtends the dynamics of daily life in
the encounters between one self and an other. It also lies
at the heart of the theatrical experience, which involves
relations between actors, and uses the resources of the
stage as well as the curious status of the theater itself as
the frontier between the fictional and the real, the per-
eeived and the true.

Involvement in the theatrical process opens the way for
Hippolytos to achieve an objective status as a subject in a
waorld where Aphrodite, as the play declares, rules alone
{mona kratunets, 1281), a world of realities that would
otherwise lie beyond his ken. The ending of the play, in
which Hippolytos is restored to his father and his honor
is vindicated on stage by the goddess Artemis (along with
her promise of a future cult), suggests that the workings
of the plot are both necessary and valid. The tragic experi-
ence is required, it would seem, for authenticating the
identity of a son whose bastard status would have forever
cast a long shadow on his claims to nobility in the social
domain. More broadly, Hippolytos™s entanglement in the
demands of this world also gives him the oceasion for re-
sisting them and in so doing to prove the virtee, the
saphrosuné, of remaining steadfast to the ideal of a self
he continues to cherish. Only in this way can Hippolytos's
life take on meaning as he makes the transition, once his
span of time on earth is ended, from a mortal yvouth
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Camo Ha TOj HE4HMH #HBoTOT Ha XHNWINT MoKe 1a nobne
CMHCNA TPH ODPEMHHOT OTKOIE HEMOBHOT BEK Ha 3eM]aTa
SERPIUIYEA, 0] CMPTeH MAaZHY OCYIEH HA MHHAKBOTO
DEOE H CEra BO BeYHHOT CTATYC Ha KyITeH xepoj. Herosoro
NEAEVBARE HA Dosika ke 1o 0BO3MOEH CHMBOMHYKHOT
MOE] 33 (hHINGKD JOKHBYRAEE HA APVIHTE, T.€., HA
CTACAHHTE MOMH Ha JeHOT COPOTH HHBHATA ceanba. Ho
ITAYMEJRH 110 HErD, Kako IUTO YHHAT M OPH PACKARVBI-
HBET0 HA HETORATA MPHKAIHA 33 oAhHeHHEOT Epoc, MIAINTE
NEBHIH BO HCTO BpeMe NOTEPAYBAAT Jexa HEroBaTa
MpHKAAHA € TAKEA INTO THE HE cMeaT OGyvkBanHo ja ja
DOOPEMARAAT.

Avo cBeToT Ha AQpPOJHTA C& YABOH, MHOTYIATH CO
HIHEHAAYBAYKA BEPHOCT, BEP3HjA HA BHCTHHCKM CBET CO
CHTE HETOBH 3a0YVHH i NPOTHEPEYHOCTH, TO] HOTO TAKA
HETMIENA HCTOBETEH H CO TEATAPOT YHH MAHHITVIALNE CO
peanHocTa HYOAT HASAMHO CPEACTEO 33 CAHO TAKLO
nogpasans e, HTvarjaTa e 0HA Koe TEaTaPOT HMa 33 1e
74 TO MOCTHTHE NMPEKY HEMOBUTE MEMETHYKH KOHBEHITHH,
3a jAa ja HaMaMB nyOnHKaTa €0 CBOWTE BHAYENHH
NpeTeTaARH 38 BHerHHeKoTo. Toa e HerosaTta dhopmiHa
dyrkgHja. Ho B0 cMpuena Ha cnoaHaHHeTD, TPaIaibeTo
3a WIV3IHIa OfH yITe nogaaboko BO CONPKMEATE Ha
APAMATA, KANE BO 3AILUTETOT H PAIBPCKATA HA JaNNETOT
MOpa Aa NOCTaEH HA CLUEHATA ABOCMOTHO LNOfipARKaRATLE
HA AejeTEO” 3a J@ r'o HaBajH Ha BHIAEAHHA OHA Koo ¢
CEKpHeHO 3a7 dacalaTa HA BHIVENHATa raeTka. Camo
TOTall AHATHOPHIHCOT & KOMIIETEH, KAKO IIT0 Heagae-
BETD NONYIITA NTpel 3HABHKETO H HAVIHJATA Hpej
CTBAPHOCTA.

‘MeifyToa, Koe e TDA IHASEE H KOjd € Tad BHCTHHA aKo He
AOTYINTAKETO QKA HAYIHJATa H HIMAMATA 0 HYHKHH
KOMIGHEHTH HA PeAtHOCTA 3a cefinocra BO cBeToT, Ges
KOH g0 Tanpa cefHocT He DN Moskesia Ja oo coagames™
XHIWIAT € COMHAT Kora GHEOT 0ff MODETO C& HCpedyna
H il TEpA KOHMTEe 1a MY ja npeppTar KomaTa (1232). Ho

doomed in the here and now to the permanent status of
cult hero. His experience of pain will provide the sym-
bolic model for the phyvsical experience of others—nubile
maidens on the eve of their marriage. But in weeping for
him, as they will when retelling his story of eros refused,
the young virgins are acknowledging at the same time that
his story is one they themselves must not literally imi-
tate.

If the world of Aphrodite replicates, often with startling
fidelity, a version of the real world in all its confusions
and contradictions, it also seems to be equivalent to the
theater itself, whose manipulations of reality offer the ideal
medium for such an imitation. Hlusion is what theater
aims to achieve through its mimetic conventions in order
to deceive the audience with its visnal representations of
the real. This is its formal function. But in cognitive terms,
the question of illusion goes still deeper into the content
of this drama, where in the binding and unbinding of its
plot, it must stage a two-level "imitation of an action” in
order to bring to light what lies behind the facade of the
visual spectacle. Only then is the anagnorisis complete,
as ignorance gives way to knowledge and illusion to truth.

Yet what is that knowledge and what is that truth if not
the admission that illusion and deception are necessary
components of reality for the self in the world, without
which such a self cannot be constituted? Hippolytos was
tripped up when the blocking action of the bull from the
sea led the horses to overturn his chariot (1232), But this

:
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oBa ce cyayea Guaejin, kaxo wro my sean Tesej Ha cuHa
cH npu kpajor, 088 CONHAT 0 eIHa HWAY3IH)a, egaa doxa,
Koja Hanese o 6osje HaBop” (1214).%°

BreTHHATA aHATHOPHEA, ce pasbipa, € OTKPHTHETO AeKa
Adpoauta Guna npraparTenot. [Iponorot ja cnogenysa
OBad KAyuHA HHbopManHja co nyHnHkaTa, HO Ha
XHIOOIHT MY € KamxaHa IYpH Ha camuor kpaj. Toj e
NOCTEIHACT Off CHTE THKORH KOj ro 3700HEa TOA 3HASHE.
«T0 paziupam [phrond],” penn Toj, ,60MecTBOTO Koe Me
vaumTH" (1401), TpH3HAEAjEH ja CO ToA CHAATA Koja
foMHuaTa ja moceaysa, a AYPH H BP3 CaMHOT HEro,
AHATHOPHIHCOT J0afa AOTTHA 1 MOMTHE TEIKD, H TO3 CAMO
cO MOMOIITA Ha eaHa apyra Gomma, ApreMuza, Koja
HAJIPBHH Ke MY ja OTEPHEe BUCTHHaTa Ha Teaej, a moroa i
Ha HeroeMoT cHH. Hejannara nojass e O CYIUTHHCKO
aHavene, bea ApreMuia, YOBEYKHTE THKOBH BO JpaMaTa
HHKOTAIN He D1 3Haee,

I'mapmaTta npeyka 3a aHarHopueara e camara Megpa, wmja
#esiba 18 ja NOTHCHE H 18 ja 0 peKyBa CBOjaTa TajHa Ha
KpajoT ja BOAM KOH TOa Ja To NOCTAEH [eNTpaNHAaTA
MH3IaHATHOPHCA BO CPUERHHATA HA IPAMATA, KOTA TAA TH
nperpryEa 3DOPOBKTE O/l NOPAKATA HA MNOYEATA, M KOTa
BACEKOTANI ja cHeMYBA O cueHata. Ho BHCcTHHCKaTa
OpeYka cMEeTAM JIeKa NesM yiuTe noanaboko, ¥ Toa Bo
CTPYKTVPATA HA JPAMATA K0ja VINTE OF CaMHOT NOYeTOx
& OPTaHHZHPAHA OKOITY eaH0 DodVHIAMEHTATHO npec-
BPTYBaILE, A 32 KO XOPOT HH CHIHATHIHPA BO TIAPOA0COT.

Bo HHBHHTE NPETIIOCTABKH CKOTY MOMHHTE IPHYHHA 33
fomecta Ha Qegpa, HEHATE NOCTABYBAAT HEKOIKY
Npaliathd KOH 8 MOYETHH NPHMEDH HA TPeCEPTYBAYKHOT
edeKT Ha OTMIENANOTO KOj Ke YIIPABYEA co Apamara. The
MPAIYEaaT AAAH Hej3HHHOT MAX WMA TajHa yGoB BO
KyEaTa (151-54), KOra Hue sHaeme gexa Pegpa e Taa koja
e ofizemera o epoc. Man moxelH € HEKAKBA BecT 01
ganevHHoT Kput (155-59), ce OpallyBaaT THe, KOTa
HATPOTHE JHAEME Jeka XHIOIHT KOj € NPHYHMHATA 38

event comes to pass because, as Theseus says to his son
at the end, "I was tripped up by an illusion, a doxa, that
emanated from a divine source” (1214).%°

The true anagnorisis is, of course, the revelation that
Aphrodite was the agent. The prologue had shared this
erucial information with the audience, but it is imparted
to Hippolytos only at the very end. He i5 the last of all the
characters to attain this knowledge, “1 understand
[phronal,” he says, “the divinity who destroyed me"
{1401}, thereby acknowledging the power the goddess has
wielded, even over himself. Anagnorisis comes late and
hard and only with the help of another goddess, Artemis,
who will reveal the truth first to Theseus and then to his
son, Her appearance is utterly essential. Without Artemis,
the human characters in the drama would never know.

The primary obstacle to anagnorisis is Phaedra herself,
whose desire to repress and deny her secret ultimately
leads her to install the central misanagnorisis at the heart
of the play, when she reverses the terms of the message
on the tablet and disappears forever from the scene. But
the real obstacle, [ suggest, lies even deeper, in the strue-
ture of the play, which is organized from the outset around
a more fundamental reversal, one that the chorus signals
to us in the parodos.

In their conjectures about the possible causes of Phaedra’s
sickness, the women pose a set of questions that are ini-
tial examples of the reversing mirror effect that will regu-
late the drama. They ask whether her husband tends a
secret love in the house (151-54), when we know that it is
Phaedra who is gripped by eros. Or perhaps it is some
news from faraway Crete (155-50), they suggest, when we
know that, on the contrary, the cause of her malady,
Hippolytos, has just been present before us on stage. But
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uejarHara Gonect camMo wmo GHA pen HAC Ha CLEeHaTa.
Ho ey iiTHHCKHOT KAYY Ce HA0TA BO MPeTXOAHATA cTpoda,
B0 KOJA XOpOT JAOrHYEH ja 3a00YHYE3 DOTPATATA 10
oproBop Bapajin Gomgja npU4HHa Bo ofjacHyBAETO HA
CHMITOMHETE Ha KpanHuarta. [locTojar Ape MOMHOCTH.
Janm e Taa entheos, ,oncegnara of Hewxoj Bor wau ge-
MOH", M AOKOAKY € Taka, Janu ce paboTH 3a egHO OX
foscectnara [an, Xexara kopudanTekara, wnH l'opexara
Majra {141-44), cexoe 0f HHE MOMHEN DPHMHHUTENH Ha
IPOMEHJHBO OjHecyeame? MUIH mak, NPAyBaaT THE,
AATH OPHYHHATA JIEXH BO HABPEAVEAILETO Ha [IRKTHHA
(kpHTcKaTa Apremuaa) nopags PeapUHOTO 3AN0CTARY-
pame Ha DoecTBoTO (145-47)7 Tpeba na ce sabenesmn
[EKa MOCTETHOTO NPAANLE MO YIBOJYEA IPEBITYBAMKHOT
etert HA ormeganoTo. Boxdmara aa koja cranysa sbop
oBje, ce paszbupa, e AdpoanTa, 4 HE HEj3HHATA TOIAPHA
COPOTHEHOCT ApTenMHuaa. YiTe NoBawHO, He Deapa aMu
XHUNoAUT e OHOj KOj ro 3anocTaBysa oBO#YBARETO HA
enuo Goxecrso. Kora magmnkara ja gos3apa TajHaTa 3a
myGOBHATA CTPACT HA KPAMMIATA, TAA j4 WHTA CHTYALH-
jaTa OHAKA KAKO WITO CEKOj OH OYeKYBAI: THEBOT HA
Gomunarta [Adponura) ce nerypH sps $egpa” (4238, of.
476). Ho kako WTo AQPOEHTA HE HEBECTYEA BO IPONOTOT,
XHNOINT & [EefTH HA Hejammurr THEB, H Tad Orgé, T 00
CHTVPHOCT PEARMZYEA JIEKa Ke e  HCTYPH B3 HETOBOTO
reno” (1418), kako wTo ApreMHga H HH IOTERAVBA HA
KpajoT oft ApaMaTa OmMHIIYBAjkH ja HEropaTa MKamHa
cocTojba.

Kako mTo Hariacysas 3a ceTo Bpeme, HoBata Penpa e
AHAYAJHA 10 HEj3HHHOT OTNOP KOH HATATamara Ha
CTPACTA, & 00 TOA H KOH HadATARATA HA CAMHOT MHT.
HejamauoT oTrop ja SaMariIyes BHCTHHATA KOja CaMo Taa
ja aHae, @ TOA & TAJHATA 34 /BYHOBTA 1T ja HOCH BO CPLETO.
Ho on kage $enpa 01 ja 3HAENA LEAOCHATA BHCTHHA, T.€.,
OPHYHHATA HOPajiH koja ja obzena Taxsata crpact? On
kane 6H ro 3Haen Toa Koj GH10 Ha CLIEHATA, 3310T0 IIAHOT
urTo ro ckoBana AdpoanTta ro npeofipaka soofHYaeHACT
HAYHH HA HEJAWHO Mellatbhe Bo yoseurnTe paboru?

the preceding strophe furnishes the essential clue, where
the chorus logically begins its query by speculating on a
divine cause to explain the queen’s symptoms. There are
two possibilities. Is she entheos, “possessed by some god
or daimon,” and if so, is the deity in question Pan, Hecate,
the Corybantes, or the Mountain Mother (141-44), all pos-
sible agents of erratic behavior? Or, they inquire, is the
cause an offense against Dictynna (the Cretan Artemis)
occasioned by neglect of her worship (145-47)2 This last
query, let us note, doubles the reversing mirror effect. The
zoddess in question is, of course, Aphrodite and not her
polar opposite, Artemis. Even more critical, it is not
Phaedra but Hippolytos who has neglected the worship
of a divinity. The nurse, when she learns the secret of the
queen’s amorous passion, reads the situation as anvone
might expect: “the wrath of the goddess [Aphrodite] has
swooped down upon Phaedra”™ (438, cf. 476). But as
Aphrodite informs us in the prologue, Hippolytos is the
target of her wrath, and this orgé, she confidently pre-
diets, will “swoop down upon his body” (1418), as Artemis
confirms at the end of the play in describing his pitiable
condition.

The new Phaedra is remarkable, as [ have emphasized
throughout, in her resistance to the dictates of desire and
therefore to those of the myth itself. Her resistance ob-
seures the truth she alone knows, the secret of the love
she bears within her heart. But how could Phaedra know
the full truth—the reason why this passion afflicts her?
How could anyone else on stage know, since the plot
Aphrodite has devised reverses the usual mode of her in-
tervention in human affairs?

;

'
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rweeot Ha Adpogura

Cnopen HeyMOMHEHOT 3aKOH Ha OJMAa37IaTa, COOpEeR
KOJUITO Ce BOAH MOTHKATA HA TPYKHOT MAT, Ha CCKOj CTAR
IWTH MOBEHEHHE KOS 010 BO KPAJHOCT 08 BOSBDAKA C0 nog-
ENHAKBO0 HENpH{ATAHBATA COPOTHBHOCT, OIPH WTO
OpekpuHTenoT JobHBa KasHa BO NOTIOIHA COTTTACHOCT
€0 HeropHoT npexpiok. Ha Toj HAYMMH, 0HOj KO] 1O
ordpaa epoc 1A ja npesHpa AdpoanTa, 33 BOSEpAT €
HajuecTo ob3eMen 0 NTPEKVMEPEH epoc Koj 0o OpHpoja
£ HPEeCTATTHHYKH, HeJOAROJICH, HIIH (8K & HEMOMHO 8
ce ganosonn.® Baksara ogmazna Moxe ga aodue ofmmk
HA BAHOCTABHA MPECEDTHHIIA KAKO BO CAYYAjOT HA
Arananta H MenanuoH, KoHmTo # ofajuaTa IpeTXoIHo
C& NPOTHBEAE Ha HPAKOT, 4 NOAOUHA BIETYEAAT BO £1HO
CTpACTHO M DECPAMHO SIHHETRO BO XPAMOT HA CAMATA
Bommna.* JlymoTo mro ri cnonara kepruTe Ha [pojr
H LITO IH DOTEPYEa TPHYEIIKYM KOH NOPaTa e epoTer 10
NPHPOAHE H A0ACE KAKO KA3HA on DOroBHTE, 0BOj IAT OO
Xepa (mau op Jlnonnc) 3a NPeKpIIok KOj YKa#YBa Ha Toa
AEKA W THE Ce TPO3ETe o] IOMHCTaTa 3a fipas.® Bo apyri
CITYHAH, THE, AKIEHTOT MO#e fa OHae CTABEH Ha HecpekeH
H300p HA NpEIMEeToT Ha BYHOE, TEMAa Koja OBAe AHPEKTHO
Hé zacera. TlonudonT, KAKO EXCTPEMEH PHMED 34 TOA €
obaeMel 0 HECKPOT/AHBA CTPACT N0 Meyka. * Ymre
NoAnatoKo M NOBEPHO [0 HAWHTE cpakamd Ha 1eHxe-
JIDIIKHTE HATOHH & Of0HEAKETO 14 C8 KOTHEE N0 HEKOj
IOpYT, TT0 3HAYH ASKA KOTa KOMHEKOT Ke Ce jaBH, HeMa
la ¢ HACOYH HAHAZTROP, TYKY HABHATPE KOH cefHOCTE,
Kako wro Geme Toa cayvaj co Hapuue, wan co oHue
anaboro noepsaHy co cebHocTa Bo cemejeTBoTo. Mupa
ce BEYOVBa BO TaTia o, JIeRKHN Bo cecTpa o, kata ménin
Aphrodit#s,*® B cnOPe TAA NOTHER MOMKEME 8 04eKyBa-
me Xunomwt fa Guge obsemen of pojiOCEBEDHABETRH
KOIHER IO JMEHATA HA TATEA cH. Beymnoer, KoKy mmo
MH @ HO3HATO, HHEAAE HA APYTo MECcTo OCEeH BO OBAA
fapama, sropaor Xudoauil, AdpogaTa He ro KasHyBa 0HOj

The Wrath of Aphrodite

According to the inexorable law of the talion that regu-
lates the logic of Gresk myth, any extreme attitude or form
of behavior is countered exactly by its equally unaceept-
able reverse, and the offender is punished exactly accord-
ing to the nature of the offense, Thus the one who refuses
eros or scorns Aphrodite is typically smitten in turn with
an immoderate eros— transgressive, illicit, or impossible
to fulfill.* This retaliation may take the form of a simple
reversal, as when Atalanta and Melanion, both of whom
had previously resisted marriage, consummate a passion-
ate and sacrilegious union in the temple of the goddess
herself.** The madness that afflicts the daughters of
Proitos and sends them running wildly to the mountains
is erptic in nature and results directly from a god's pun-
ishment, this time Hera {or Dionysos), for an offense that
suggests they too have been loath to marry.®® In other cases
the emphasis may fall on a disastrous choice of love oh-
ject, the theme that directly concerns us here. Polyphon-
tes, 1o take an extreme example, is struck by an outra-
geons passion for a bear,* But more subtly and more faith-
ful to our own understanding of psychological drives, the
refusal to desire an other will mean that when desire
comes, it will turn not outward but rather within: to the
self as an unattainable object of love, as was the case for
Narcissus, or to those intimatelv connected with the self
in the familv. Myrrha falls in love with her father,
Leukippos with his sister, kata ménin Aphrodités,® and
by this logic we might expect Hippolytos to be strock with
incestuous desire for his father's wife. Indeed, to the best
of my knowledge, nowhere else except in this play, the
second Hippolytos, does Aphrodite punish the one who
has rejected desire by inspiring an illicit passion in an in-
nocent other,™
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KOj ro.oafnEs KOITHESHETO CO BAAKHYBAC HA HeJ0360Me-
HA CTPACT OO HEKO] HEeBMH ApYT.*

HaswnHor Ha ko) XANoIHT 3aEpIyea, Kako Tepad Ha KO
MOKPAJ9eH 01 CONCTREHNTE KOGHIN, € COOABETHA OMaIa
na oHOj Koj, onfusajin no DPAYHHOT japem, ce HAMON
paTeH BO JAPEMOT HA CMPTTA, IUTO NAK & B0 COIVIAcHOCT
CO MOFHATATA AHANOTHja noMely GpavHWTE BPCKH H
CKPOTYRAETO Ha Kotkd. MuTtor 3a Unasx [loTeHu]j, can
Ha TTocejaon koj OHA H3eNeH O/) HEMOBHTE KOLH, HH J4BA
emHa 3HaYajHA napanena GHAefin TpagHuMjaTa sabene-
AATIA IEKA H TOj ja HMa Haspegeno AdpoguTa.™ Bo craon
Ha CAY4ajoT WTo ro paarnemysase, ITocejnod AypH Mo#He
£A Ofiy paka noJ paka co AdpoauTs, 3aTo mo xeaba Ha
cuHA cn Teae] Toj ce BMenTysa nmpexy yaorara Ha TapakeHn
JEOmomaamaaor”,??

VyeHHTE HM DOCEETHJIE JOCTA BpEME HAa 9YIHHTE
AHOMATHH RO [IPHKATIHATA 33 XHIOMHT BO KOja HEKOJTKY
PA3HAYBAYKH MHTOBH C& CHOOSHH HAa eIeH HeobHweH
HaunH. Tyka cOAraaT: NOSHATATA TEMAa 5a JKEHATa Ha
[MoTRdgap Koja o jasyra Bo BIHCKOMCTOMHH HABOPR H Ha
JPYIH MecTa BO IPUKATA MHTOMOTHjA, OJHOCHTE HA
npegrpykata GoEHIA-MAJES O MARAHOT COTPYT, H
KOMOMHMPAHHOT kT Ha BHEOT B0 MOPETO # CTIOVIABE-
ueTe Kowbl. [pes EspHIHD 33 BaKeaTa TRAAHIUHN]E o8 JHAS
MaZKy, HAKD KyATOT Ha XHOOIHT BO Tpanot TpeseH e
NOTRPAER BO ApyTH Hssopd (np. IMamssannj 2.32.1-3).
MoTparara N0 HIBOPH & KOPHCHA NPH CNEIEHeTD HA
HCTOPHCKHOT PRaB0j Ha METCEKHTE TPAAHIHH KAKD H IpH
PasrTeIYEARETO HA TOA, KAKD BAPHJAHTHTE HA JANEH MHT,
MM MOTHEH 33eTHWYKH 34 NOBCKE PAlIHYHH MHTOBH,
MOMAT Oa (¢ BEJOMNAT BO €EH TNOTO/eM CHCTEM Ha
oaHauyBame.™ Ho HameTo BHHMAaHHE e CBPTeHO KOoH
nenrro Apyro. lto mose ga ce sakiydH o nocebHaTa
thopma Ha pepaujaTa Ha EBpunmma, B KaKe HOBOCTHTE IITO
TOj 'H BOBEYVBA C8 OIHECYBAAT KOH THITHYHO TPATHYHITE
npaiara? 3a Taa medT, CAKAM NOBTOPHO Ja IO OTBOPAn

The manner in which Hippolytos meets his end, as a driver
of horses done to death by his own mares, is a fitting ret-
ribution for one who, in refusing the yoke of marriage,
finds himself instead bound to the yoke of destruction in
accordance with the familiar analogy between conjugal
relations and the taming of horses. The myth of Glaukos
Potnieus, son of Poseidon, who was devoured by his own
horses, supplies a significant parallel, as tradition reports
that he too had offended Aphrodite.® As in the case we
are considering, Poseidon can even make common canse
with Aphrodite, when at the appeal of his son, Theseus,
he intervenes in his role as Taraxippos, “frightener of
horses.™#

Scholars have long pondered the strange anomalies of
Hippolytos's story in which several divergent motifs oddly
converge: the familiar theme of Potiphar’s wife, found in
Near Eastern sources and elsewhere in Greek myth; the
relations of the pre-Greek mother goddess with a young
consort; and the combined effect of the bull from the sea
and the stampeding horses, Little of the tradition, how-
ever, is known before Euripides, although the cult of
Hippaolytos at Troezen is attested from other sources (e.g.,
Pausanias 2,32.1-3). The quest for sources is useful for
tracing the historical development of mythic traditions
and for considering how variants of a given myth or mo-
tifs shared with other myths can be integrated into a larger
signifying system.™ Qur interest lies elsewhere, What may
be implied by the particular shape of Euripides’ version,
and how do his innovations pertain to typically tragic con-
cerns? To this end, T want to reopen the question of
Aphrodite’s intervention in the drama as a character on
stage, along with the explicitly stated motif of her wrath.
Given what we know about the first Hippolytos, there was
no need to introduce this motif, The first Phaedra, in her

:
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NPAARKET) 38 BMELVBARETO Ha AQpojiHTa B Apamara
KAKO CHEHCKH NHE 33eH0 CO HEJ3MHHOT OTBOPEHD
HCKAAH MOTHE Ha rHes, Cnopen oHa WITo IO 3HAEMe 33
nperoT Xufioauill, Hemano noTpeda off BPHECYBARKE HA
BaKBHOT MoTHE. [IpeRata $egpa, Bo HEjaHHATA VAOTA HA
aoia #eHa, Draa [EMIEHA Ba CH PO 3Ra0a00H DOFTEH0T
0o cexoja uesd. MHoTYMHHS ce COrMacyBaaT Jexa ko 0Baa
nocrapa gpada Peapa H AaAHIKATA MOPA JIA I' CMEHITE
VAOTHTE, TAKa WITO CAMATA KPATHIA ja NIPHANBA MOKTA
Ha AdpoamrTa, AOAEKa AATHIKATA € TAA Koja ce ouHpa.?”

Hmajks ja npegens Hosata Denpa, nojasara Ha Adpomm-
TA BO NPOAOTOT & O/l HE3AMEHTMBO SHAMEHE 34 3aILIETOT.
Bo najmana paka, Taa HH € noTpebHa 3a 1a HE 1O OTKPHE
oHa rTo $enpa He caka Aa T OTEPHE KAKO OPHYHHA 38
HEjIHHATA TaHNCTReHa HosiecT, Bo nommpoka eMuc1a, Taa
HH ¢ noTpedHA 338 13 HH 10 OTKpHe 0Ha wro $eagpa He o
3H3E, T.€., JEKA € HEBHHA JKPTEA Ha AdpoaHuTa BO LIAHOT
Ha DomHOara ma ro kasun Xunonurt. Yecronat ce
safenexysa aexa 0e3 PAMKOBHOTO CPenCcTBO HA JBeTe
cesnajan bommnuy Adpoauta 1 ApreMHaa, JpamaTa Bo
TOTEM JIEN HMa CMHCIA HA ODCHXOAOOIKG HHEO, TPeTH-
pajiu ro aaxcuoTo obprHeRwe Ha Pegpa KAKO oaMasga
HA NPe3PeHa #EeHA H HA /bY0O0B NpeTBOPEHA BO OMpPa3a.
MoTtusoT 3a %enaTa HA IToTHQap I'd COAP&KH cHTE
eNeMeHTH noTpebHH 32 efeH HAMHAT i HHTEPECeH SarLneT
c0 TOa WITO F'H HAC'CKYBA CTpacTa cnpor# gobnecra u
JIATATA COPOTH BUCTHHATA HA HAMHHH KOH JeIyMHO ja
ofjacHyBAAT HETOBATA MOMVIADHOCT KAKD eMH300A Koja
ce NOBTOPYEA BO MOJOIHERHHTE MPUKH poManH. TToxr-
PYBAEETO 00 eHI0BCKH TEMH KOH BEAYHYBAAT (OCTADA
MEHE, MAAAHY, M HAIYTEH TATKOBCKH JIHE, & HCTO Taxa
dakTop KOj ja 0BO3IMOMYBA BEYHATA NPHANEYHOCT HA
efHa Takea npukaszua. Ho jac Tepjas JI0KA FrHEBOT Ha
AdpoanTa, KO) ja cHenH JOTHKATA HA CONCTEEHHTE
MPABHAA, HMA VI0TA HA 3HAYA]HO NPOTHETEYEHHE BO
ONHOC HA MPEIBHTMBHTE CTPYKTYPH Ha NpBOGHTHHOT
MOTHE, IITO PE3yITHPA CO TOA WO APAMATA CETA MOXEe

role as the “bad woman,” was determined to satisfy her
desire at any cost. In this earlier dvama, it is agreed,
Phaedra and the nurse must have exchanged roles, so that
the queen herself invoked the power of Aphrodite, using
sophistic arguments to justify her transgressive actions,
while it was the nurse who demurred.

But in light of the new Phaedra, Aphrodite's appearance
in the prologue is indispensable to the plot. At the sim-
plest level, we need her to reveal what Phaedra will not
reveal as the reason for her mysterious ailment. More
broadly, we need her to reveal what Phaedra does not
know— that she is an innocent vietim of Aphrodite in the
goddess's plot to punish Hippolytos, Without the fram-
ing device of the two omniscient goddesses, Aphrodite and
Artemis, the play, as has often been observed, makes
ample sense on the psychological level in treating
Phaedra’s false accusation as the revenge of a woman
scorned and love turned to hate. The motif of Potiphar's
wife contains all the ingredients needed for a suspenseful
and engrossing plot, pitting lust against virtue and false-
hood against truth in ways that explain in part its con-
tinuing popularity as a recurrent episode in later Greek
novels. The flirtation with Oedipal themes involving an
older woman, a young man, and an angry paternal figure
is also a factor that assures the perennial appeal of such a
tale. But I argue that the wrath of Aphrodite, which obeys
the logic of its own rules, works as a significant counter-
current against the predictable structures of the original
maotif, with the result that the drama may now profit from
the unusual interplay between the two themes.®
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na Aohue nopeke npexy HeoDHYHHOT CIIET O ABEBE
TeMH,

On exsa crpaHa, ofiMKOT HA gpaMaTa O OTKPHBA CO
HATTIACEHA JACHOCT TPArHMHHOT ja3 nonely YoRedKHTE |
fomjure paboTH, B AQPOAHTHHOTO KPEBame Pale o
NOAHDATA HA HEJAIHHHOT NOCPeAHHK & CMECNEeHA He Deg
HEKOja HeJ, aMH KaK0 JOUKES 38 KAPAKTepHCTHYHHOT
OfHOC HAa EBDANHI KoH TPAAHUMOHATHATA OAHMIHCKA
reosmoruja. On fropManna rinegra TOYKA, OTBOPEHOTO
COOMHYBAKE Ha APpoauTHHHOT ments ¢ ToTEpAa JeKa
DeppuHoTe OOBHHYBAILE, NOKOIKY O 3EMEME [TPETRH
HEMHOTO [EKNAPATHEND AHAYEHE, CTPOr0 FH HCIOTHY B
YCAOBHTE Ha APPOAHTUHHHOT THIHYEH HAYHH Ha BMEITY-
paike. Tod 3HadH gerd nolHBaseTe Ha YIOTaTa erastes
{(&yHoBHHK) o CTPaHA HA XHOOAHT ¢ CEPTEHO BO
HEjJ3IHHATA JTOTHYKA COPOTHEHOCT, FHUTH TIOTOMHO PEHeHO,
BO MPHMEBH/T HA TAKBATA CAPOTHEHOCT, KOTA TOj € TPHMODAaH
fa ja Hrpa Y/IOTZTa HA erastes Koj oiriIyMHI HeKaksa
HEAO3BOSICHA AITH HenpasddHa” crpact.® Ha toj vaunn,
TO] CHMBOIHMHO Ke ja NPETPITH KATHATA KOjd € COOJBETHA
Ha HETOBHOT OpBHYEeH npecran npej Adgpoanra, H
NOPaAN Koja, Kako DOCIETHIA Ha SaeIHHYKOTO AEjCTRO
HA OMKOT H KOMHTE, TENOTO Koe ofbHAD Oa ce Bpse co
HEeKO] APYT € TPArHYHO PACKHHATO.

Oraefanore Ha HAYIH]jaTa IITO 34 MAEHoT parthenos
ro oBoaMomyEa $eapa, cnopes TaTeHTHATA MHTCKA 1IEMa
& DPOMHITAHWOT OITHYKH MeIHyM HH3 Koj Tpeba na ce
7142 De/IHOT CIAeT O ACOUMjA1IHE NORP3aHHE CO OPraHoT
32 BHJ] BO HEFOBHTE COLMJATHM, CEKCVAIHH, H CTI0IHAJHH
ACHEKTH. XHNOJAHT Mopa da uszaeda Kako ja ro
LIOCPAMOTHA OKOTO Ha S€BC”, H KAKO [a TH TAeLan
MEHCKHTE TAJHH Ha AEHATA 0/ TATKA ¢, kol ce 3abpaneTn
{ou themis) aa rnegawe. Bo Baxxu, ckpHinHata senfa
Ha [lenTe] HaneceHa Ha BRAEI0 OPEKY AYKABCTBOTO Ha
JuouHEe, He @ HHIITO APYTO aMi KOUHERO0T A4 ja BHIn
rofoTHjaTa Ha Majka cH, npa mro [Tesre) saMrHyRa

Omn the one hand, the shape of the play reveals with un-
blinking clarity the tragic gulf between human and divine
domains, and Aphrodite’s careless dismissal of the plight
of her innocent intermediary has been construed, not
without reason, &5 evidence of Euripides’ characteristic
attitude toward traditional Olympian theology. In formal
terms, however, the explicit mention of the ménis of
Aphrodite ensures that Phaedra’s aceusation, if taken at
Sface value, strictly fulfills the terms of Aphrodite's typical
mode of intervention. That is, Hippolytos's refusal of the
role of erastes (lover) is reversed into its logical oppo-
site—or rather, the semblance of that opposite—when he
is compelled to play the part of an erastés who has acted
out an illicit and “unjust” passion.®® Thus, he can sym-
bolically undergo the punishment that fits his original
offense against Aphrodite, which as a result of the com-
bined action of the bull and the horses, inflicts a tragic
rending of the body that has refused union with an other,

The mirror of illusion Phaedra provides for the male
parthenos is therefore, according to the latent mythic
pattern, the proper optical medium through which to view
the entire network of associations that cluster around the
organ of sight in its social, sexual, and cognitive aspects.
Hippolytos must seem to have "dishonored the eye of
Zeus” and to have gazed at the feminine mysteries of his
father's wife, which are unlawful {ou themis] to view. In
the Bacchae, Pentheus's secret wish, brought out of hid-
ing by the cunning of Dionysos, is none other than the
desire to see his mother's body, and Penthens goes off,

literally dressed in the costume of the female other, to

}

;
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BykeaTHO ODIEYCH BO BMEHCKH AUTHINTA [3 j8 HIpa yaoraTa
ua Halieyaysayd Ha cretire obpenn. BooGuuaen npecran
38 efjeH ToBel Karo XHOOMHT Koj OCTAHYEA BO ZPYIUTEOTO
Ha Apremuaa OB GHA Kora Toj OH HanmeTan Ha rojara
DoMHIA KOTa TAa oF Kane, o kora 60 1 cHoce nociesn-
UHTe o TakRaTa 3afipadera rierka. AkTeon, GpaTyaenor
H MHTCKATA JAHES-TpRANKA HA [lenTe), MpHBMKAH KaKo
npeaynpenyBavuEs npaMep (Bmoar 230, 336-40, 1227,
1201), € Ka3HET Of camaTa ApPTeMHIa Koja I' HaBpTYEa
HEMBATE MITH OPOTHR HHBHAOT CTOMEH 38 08 10 COTPAET,
eyaADHHE MOLTHE CTHYHA HA oHAd o Xunonut.® Ho
KApakTepoT Ha XHNOMHTOBATA BpCKa oo Apremuia (He
BHAVBAjKH 0 HEjIHHOTO 0KO) HE JO3BOAYBA TO] /id 1o
HOBTOPH NPecTanoT Ha AxTeoH, Koj O Moaene 1a pevenme
JEKA Ke ja HaTepanie APTEMHIA fa TH aIpVHH CHINTE C0
Adipoanra® Kako HalubyayRay K0j eAMHCTEEHO Tend
oiANery, XHIOIHT He € Boajep. 3aToa Toj He MOME 12
OHIe HAMAMEH [a BJIE3E BO HH3ATA CAYUVEARA KOja BoJit
Of TOEAAHE [0 KOMHGCHE, 1 Ot KOIHEeSHE 210 DIy
AOIHp o0 apyraor, OTTyEa 1 HEONXOQHOCTA O YI0TaTa
KOja B e gomenena Ha Peppa. ImegaHo o acnexT Ha
MHMTCKATA LHIEMA KOja ja MpoyuyBane, Ha Hea MOme Ja ce
rnefa {(co YIITe eAH0 CBPTYRAEC HA OTNSAN0TO] KAKD HA
HEHO] KO0 A(PPOLHTA MO HA]MITA T3 Ja HTPa VJI0TaTa Imo
CO pAB0 MY TpHNara Ha XHIOJHT, BO KOja CMHCTA Taa
MOTIMUTHO OMPABAAH0 MY ja Bpaka HeMy.

BaxkeHot BPTAOT 0 MHMETHYEH DediiecHn MosKeMe 1a
O OHEHMME AKO 34 Kpaj PasrnefaMe emeH Cay4a) Ha
MHMECA KOj Ce jaByBa BO HOMETOKOT Ha ApaMarta. Pejpa
HANETYBa O] KyEH AyDH Goete NpBata nojasa €a Xumoar
Ha cuesata. He ja wapasypa JiH TOTAIN TAd HEjIHHATA
aenba ga ro nogpasasa XHIOMKT, T.8., Ja 0iMopa Ha
3eneHH NaAWHE B Ja oue GHCTpa BOJa Ol KNageHnm, 1a
O CAE/IH IHBEYOT W 3aArapHTe 00 Komje u Hoaex B paxa, B
HAjHAKpaj, MYA0 [4 jaBd BEHETCKH ATOBH BO NPEIeIHTE
Ha Apremuna (208-12, 215-22, 228-31)? Ho KOHTCECTOT
Ha PegpuHaTe 300PORW HAAMHHYEA Kaxksa Owao

play the voyeur at the secret rites. The standard trans-
gression for a hunter, such as Hippolytos, who remains
in Artemis's company would have been to come upon the
naked goddess bathing and to suffer the consequences of
an illicit gaze. Actaeon, Pentheus's cousin and mythic
counterpart, invoked as a warning example (Bacchae 230,
436-40, 1227, 1291), is punished by Artemis herself, who
turns his hounds against their master to destroy him, a
fate that closely resembles Hippolytos's own.® But the
nature of Hippolytos's relation with Artemis (not seeing
her eye) precludes him from replicating Actaeon's offense,
which would have compelled Artemis, we might say, to
join forces with Aphrodite.® As a spectator who only sees
from afar, Hippolytos is no voyeur. Hence he cannot be
tempted to enter into the sequence that leads from sight
to desire and from desire to physical contact with the
other. Hence the indispensable role assigned to Phaedra.
From the perspective of the mythic pattern we have been
exploring, she might be viewed (in vet another turn of the
mirror) as the one conseripted by Aphrodite into playing
the part that should rightfully be that of Hippolytos,
which, in this sense, she is perfectly justified in returning
to him.

We may assess this whirl of mimetic reflections by exam-
ining one last instance of mimesis, which oceurs in the
beginning of the play. Phaedra exits from the house after
Hippolytos has made his first appearance on stage, Does
she not then express her desire to imitate Hippolytos?
That is, to recline on grassy slopes and drink the pure
spring waters, to follow the hunt and the hounds with
spear and javelin in hand, and finally to race Venetian
horses on Artemis’s terrain (208-12,215-22,228-31)7 But
the context of Phaedra’s words surpasses any simple or
single mimetic identification. In its impossible amhbigu-
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C/{HOCTABHA WIH €IHOCTPAHA MEMETHMKA HIeHTHDHKS-
uuja, Bo HepepojaTHHTE ABOCMHCIEHOCTH, HEJ3HHHOT
roBOP NOBEKE 01 jacHo VKAKYEA HA 3a0YHHTE BHECEHH BO
CONHJATHROT (# NOSTCKROT) cuereM wora kouros (Maa-
A0CTA) ja mpezen yaorata na parthenos (esmiara), 1 co
noMoil Ha AQDOIHTA 1O NPHBNEKYEA OKOTO HA QUIE
{(enara). Crencreeso, XAOomHT rd NpeBpTyEa Boobnya-
EHHTE KIHIIEA HA J0IBOPYBAELE, TAKA 10 KOra NoJ0IHA
¢ NPHHYAEH A48 10 HANYIITE PONHHOT Kpaj, MOMHETE 0]
XOPOT TAMAT 3ATOA IMITO HEMA Ja MOJKAT OOBEKE [Aa ce
HATTIPEBAPYEAAT OKOITY TOA KOji (/1 HHE Ke [0 38Me 38 Maw
{114-41). Panrasmpamara Ha Peapa ce napas Ha MEIHABH-
Ha 0] MANIKOCT H EeHCKOCT, AKTHBHOCT H [MACHBHOCT,
cyvOjerr u objext, na ayps ¥ CMpTHOCT H BecMpPTHOCT.
3ropa HA TO&, THE Cf NOTEPIA 34 TOA feKa IPaHHIaTa Mely
WEHOTO H EpOTCKOTO ¢ MolnHe Tenka. Koj caxa Taa na
bupe? Komueejku, B of JPYTa cTpaHa KONMHESjKH Ja
KOMMHEAT N0 HEjae, [a YIITe H KOMHeE|KH 1a He KOIHee,
Taa I'H HTPA CHTE YAOTH HCTOBPEMEHO - camara cefecn
(cera smena, HEKOTAUIHA AesHIE), AdpoanTa, Xunoaur,
u Apremuza (seurnoT parthenos).

Ho BaEBHOT MHMETHIAM Cf HAOTA CAMO BO TEATAPOT HA
HMATHHALMjATA KAKO NpoekiHja ua Haumot yu. Ha Toj
HauHH, jodeka Peapa ja noCTARYBA CHEHATA 34 OHHE
OAneMHE MECTA Kaje Taa KofHee Ja ro dpaa Komjero
(eramat...rhipsai, 220), ZIagHAKATA ja NpeKOZHpa
HejaHHATA CAHKA BO TeKCT, ofjacHyBajEn rd epos
(sBoporuTe) kou Pegpa ru ppanna” (erripsas, 232)
CAMO KAKO QOKAA 33 HEJSHHHOT ganjiucan ym (para-
phran), cé mogera MOCTANKHTE HAa QaiHIxata He ja
HATEpaaT KPATHLIATAE J4a npeohjacHyesa, T.8,, A4 Hajae HoR
logos 3a ga ro pasaspae ja30JI0T HA €eH VIITe T0CTOKER
logos. Toa e HenrroTo koe Pegpa YCnesa g 1o NOCTHTHE
KOPHCTEJIH MAMETHYKN [OCTANKH 0L TEATAPOT €0 Hen
04 M3BPIITH JejCTEO 33 APYTHOT, T.2,, J0JPAKABAE HA
AEjeTEO” KOE HE & HHIITO APYTO TYKY CAMATa QpamMa 34
UHH CAYYEH CBENOYHME Ipexy ouuTe H viunTe. Bo Toa,

ities, her speech makes abundantly elear the confusions
introduced into the social (and poetic) system when the
kouros (youth) has appropriated the role of the parthenos
{maiden) and, through Aphrodite, attracts the eye of the
guné (woman), Hippolytos has, in effect, reversed the typi-
cal patterns of courtship, so that when he is compelled
later to depart his land, the maidens of the chorus lament
that they will nolonger be able to compete for his hand in
marriage (114-41). Phaedra’s fantasies express the mix-
ture of masculine and feminine, active and passive, sub-
ject and object, even mortal and immortal. Moreover, they
attest to the slippage of the boundary between the chaste
and the erotic. Who does she want to be? In desiring and
desiring to be desired in turn, yet also desiring not to de-
sire, she plays all the roles at once— herself (now woman,
once virgin), Aphrodite, Hippolytos, and Artemis (the
eternal parthenos).

But such a mimetism lies only in the theater of the imagi-
nation as projections of the mind’s eye. Thus, while
Phaedra sets the stage for those far-off places where she
desires to cast the javelin (eramai . . . rhipsai, 220), the
nurse recedes her image as text, interpreting the epos
{words) that Phaedra has “cast” {erripsas, 232) as evi-
dence only of her wandering wits (paraphran), until the
actions of the nurse herself lead the queen to reinterpret—
to find a new logos in order to unbind the knot of a still
more complex logos. This is what Phaedra accomplishes
by recourse to the mimetic deviees of theater in order to
stage a plot for the other: an “imitation of an action,” which
iz none other than the drama itself whose events we wit-
ness through eve and ear. In this she proves indeed to be
the didaskalos—the teacher and the producer—who binds
Hippolytos into her mythos and who, through her insis-
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Taa BCYIIHOCT Maserysa peka e didaskalos, yawrenxara
¥ COAJTATENKATA KOjA IO BP3YEA XHIOMHT BO HEJ3HHHOT
mythos 1 KOja MPExXy HEj3HHOTO HECHCTHPAIRS [ TOj Ja ja
COOmenH HejsHHATa GomecT” Hé NOTCETYEA HA CYIUTHH-
CKATA YIOTa [IT0 Ja HIrpa MUMEecaTs g0 GopMHpameTn Ha
cebHocTa. Kako IUTO HY KAMYBAa APDHCTOTEN, TDa €
HIBOPOT HA .MNPBOTO ¥YUeHe 3a cuTe” (tas mathé-
seis...pratas, Hoefuxa 4.1448b).

[Mpesoa og anrnuesy jaauns: Fopas Croes

Beney

 Thea w theaomai (1 theates) TOMONAA CTAHYBALT TEXHHYKHM
TepmiHE B0 TeRTAROT. Thea karo ruetka’: Teodpact, Jukosu
5.7. Thea kaxo jreatapeko cepmirre”s Eexun, De falsa legahione
o558 Hemoeren, De corona 18.28: Meidios. Hero Taxa
theaomuai: Apucrodian, AMabu 2; Ofaauyn 518; 1 Haokpar, Pan-
BT 4.44. Prosapon ¢ pooBeyacy abop aa macks (persona).
Ja psamu:&unaﬁnmr WIHEE" HA BHTTHCKH Ja300N, 704 He & DHa
Koe Tefie Te TIena Kako JPYT, TYKY NHEATI, Koja T8, Kawo gpyr
Ja U AL MUTH OCMATPEL,

* eapu (Schwartz) 1 Kas (Kahn) (1980, xiii);"Bo KoHTH-
HYHTETOT Ha OfHOCoT nosely ceBaocTa B ApyrroT.. IpongcoT
£ KPYHEH, 8 PR3B0] HMA KOTA o8 [THPH BAKBHOT KPYT Hil MOAHY
ApETeTA R,

1 Bepran 1981d, 485, norneapers ja HeroBaTa AHCKVCHA BO
UEN0eT, 457-05.

1 [Ipexy DeAOTO BpeMe & OYHIAEIHO AEKa BPCHALMTE HA
Xunonsr we ce pipojyEasaT BO COIHO-DOMHTHYENOT CRET HAa
po3pacHiTe. H Mokpdj Toa ITO TEKCTOT Mo ONMIMYVER KAKO
HJ-D.’!HPEH O APYFHTE, BEQ HETO & ]-]E'F.!EI[}".BE H HETOROTO
ApYrapyRate oo BRCHHIHTE (cm.996-1001), Toa cé sepojario
OHHE HOTH Kako Hero™,

tence that “he share in her disease,” reminds us of the
fundamental role mimesis plays in the making of the self.
As Aristotle tells us, this is the source of “the first learn-
ing for all” {tas mathéseis . . . pratas, Poetics 4.1448b).

Mnokes

*Thie and theaomai (and theatds) later become technical terms
of the theater. Théa as “spectacle”: Theophrastus, Characters
5.7 Thiso as "seat in the theater™;: Avschines, De folsa legatione
2.55:; Demosthenes, De corona 18.28: Meidias 21278, Also
theaomai: Aristophanes, Frogs 2; Clouds 518; and Isocrates,
Panegyric 444, Prosapon is the standard word for mask (per-
sona). Unlike the English “face,” it is not that which "faces” vou,
the other, hut rather the visage, that which vou, the other, look
at or regard,

® Schwartz and Kehn (1680, xiii}: “In the continuity of relation
between sell and other ... the process is cireular and develop-
ment is the broadening of the circle of possible representations.”

*Vernant 1981d, 485, and see his entire discussion, 457-65.

4 1t is evident throughout that Hippolyvtos’s age-mates do not
count in the sociopolitical world of adults. While the text shows
him as isolated from others, it also suggests a social life with
his peers (cf. gg6-1001). These are presumably the ones who
are “identical to himself.”
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s Perthopa ( Reckford) 1972, 431, 3a ofipenor, Por (Fauth) 1959,
AHo-07.

" Bo BpCKE ©O CAOKEHUTE 3HAYeha Ha Penprrara euklio
norneauere ja Jlopo (Loraux) 1978; & Huyna (Gilula) 1981

' TIp., Theognis, 237-54. HosratoTo ofpakame #a opoj
apxaudyen noet go Kaph ce sinomyvea swolnye 1ofpo, ocofens
NOCASAHATE HEROIKY peaa: Kora fe saapenm aa expuimmre
MECTH HA SEMJATE BO MEOIY CILTAKVIAHATA KV HA AR, HaKo
MPTOH, TH HHEOTAID HeMa 18 ro marybonn eeojor kleos, aMul ke
Gunem rpuma [meléseis] Ha ayreTo oTH Ko HMam ume
[ephithiton onomu] wro ke suaee pedpo.. Bleckapame TapoRn
Ha Myaie OBEHYAHN CO TEMJAHAKN Ko T8 HCNPAEaaT 40 CHTe
OHHE Ha KOH CH 1M norpefed, a Ha olHe KOW qonpea Tpeda aa
mojaar ge wm Gupem acide, mecrs, ce aypu semiaTa B EeBOTD
noctojat,” Torneguere ja wero Taka [naroposara loaba®
208d, aa spekaTa moMely KonHeewmEeTo Ha cefmocra mo
fecMpTHOCT B 3pobusamero co athanatos mnémé na arete
(GecMmpTed noMeH Ha qo0paTe qena). Moxe yurme i3 oe gogane
NEKA 08 PARTHEA 04 BoodHYacHATE SARPIIHAIMN BO FPMEATA
TPArEaija, He Ce CIOMHAYRERAT HIKAERN MOS00PIBKE 33 3aK0NHA
ofipenn, Hefiape CCHOBLLETO HA KEYATOT ja NPeMABHYEA BAKEATI
HEONXOAHOCT CO 3AMEHA HA MPYTATA BAPHjAHTA 33 KPAjoT HA
MPHKAIHATA O XnnonuT: ofil 34 BOCKPECeRHE CO NOMOLT HA
peUrTANETE Ha Ackaemyj (op., Eapanes, Atweedia, 3-4).

£ TMlornenuere ro Typato [Turato) 1976 2a epexata Hi
FABSIYREATHETD CO PUTOPHEITA Bo KOHTEKCT Ha Codmerire.
[Meoniomo 3a Toa kaj Jerjen { Detienne) 1973; Kan (Kahn)ig78,
119-6f.

v Mpyrn asTops kou 300pysaat sa ornenanoto ce Ejpepu
(Avery) 1068, 31n.26; Baamay (Willink] 1068, 16; 4 nooncemo,
Muron (Pigeaud) 1976,

* 3a cROJCTBATA Ha OTNEAAR0TO, noraeayere kaj Bepnan 1981d.
* TMornepuere xaj Ejpepu 1068; # Ceran (Segal) 1970.

@ [lornegHere kaj 3ejrans (Zeitlin} 1082a, 114-35.

2 age eAyMHEO UHTHDAEM B TETYMHEC HETCROpeTHpaM Bpa
OCHOB B HERON HCHAEN Bo gpamata. Bo oBaa xuMHA 10 Epoc
BOjA LIy Ba BeAIAL 0 BTErVERFRETO HA AN AT BO KVEATH
co TajHara Aa Peapa, TeXCcToT # ja npemaBa ApaMara Ha
Adpogura. Paspojor Ha ooaTs € MmomwHe snagacu, [Ipsa
crpoba/aHTHeTpodia: ce HOTBRAYBAa MokTa Ba Epoc u Adpo-
OUTA H NoTpeDaTa HHEHOTO OOKIOHYBAIRE XX MO SAMEHH OHA

5 Reckford 1072, 431. On the rite, Fauth 1959, 389-97.

% Om the intricate connotations of Phaedra's eukiefa, see Loraux
1978; and Gilula 1981,

? E.g., Theognis, 237-54. The archaie poet’s famous address to
Cyrnus is remarkably relevant, especially the last lines: “When
youl go beneath the hiding places of the earth to the much-la-
menting house of Hades, never, although dead, will you lose
your kleos but vou will be & concern [meléseis] for men, pos-
segeing an imperishable name [faphthiton onoma] forever. . . .
The shining gifts of the violet-crowned Muses will send you off,
to all those to whom you are a care, and to those vet to come
you will be an aoédé a song, as long as earth and sun endure.”
See also Plato, Symposiurm 2084, for the link between the self's
longing for immortality and the winning of an athenates mnemes
of arete {immortal commemoration of virtue), We might fur-
ther note that, unlike usual finales in Greek tragedy, there is no
mention of burial rites to come, as though the cult foundation
obwviates this necessity by replacing the other variant ending to
Hippolytos's story: attempbed resurrection through the skills
of Asklepios (e.g., Euripides, Alcestis, 3-4)-

i Sep Turato 1976 for the relationship of seduction to thetoric
in the context of the Sophists. More generally, see Detienne
1074 Kahn 1078, 119-6.4,

" Others who have discussed the mirror include Avery 1068,
a1n,26; Willink 1968, 16; and more fully, Pigeaud 1976.

0 {n the properties of mirrors, see Vernant 19814d.

» See Avery 1068; and Segal 1970.

12 Bep Zeithn 1982a, 114-35.

a | partly quote and partly interpret here on the basis of other
statements in the play. In this hymn to Eros that follows the
nurse’s entry into the house with Phasdra'’s secrel, the text gives
the play over to the power of Aphrodite. The progress of the
ode is significant. First strophe/antistrophe: there is acknowl-
edgment of the power of Eros and Aphrodite and the need to
substitute their worship for that of Zeus and Apollo. Second

:
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na Senc w Anoaon. Bropa erpoda/armactpodia: NroRHzMjak
H3JETYREA HA CIEHA Mo NPHTHCOUHTE ua AdpoguTa 1 @
IpHBAeded B0 Hejanuara opbuTa, TAKE mro Joga, Koja ce
cnopeayRa co DaxaHTEa, @ HenpaTera of AQpoaETa Ha Kpeasa
coamha, d camara Cesenn, Majka Ha IBATATH pORerssT JHoHae
ce MamH 38 Epraka cypba. Mornendere ja morope Geneinxkara
fip. 22. O 1o} MoMedT tapamy Pengps CTAHYEE BMAHCTREHHOT
OFHAYHTEN, SIHHCTREEHROT NTHUjH 3HAK 34 TOIKYBake (750,
Bz7: nornesgnere kaj Ceran 1065, 183), ¥ HUKEKEN JAKTETEH,
SEBETH, IWTH TPOPOXYEAA HE MOMAT J4 Io OpOMENAT Tod, |
AOPATH Toa e crpactd Ha Teae] ¢ pacnnamTesa mopamn
EPOTCEATE HABPENA KOj MY B HAHECEHA, W NMOPAAH TOA WTe
LABOJHOTO 300PYBAEE" HA EPOCOT M0 3AMEHYBA ABGJHOTO
afopysawe” #a npaoponute. Kaxo mro segu [Tayrapx
(Stobaeus, Florilegium 64.31), Epoc e afnigma dueureton kai
dustuton (eana eHRTME A0 KOj8 & TENIKO 13 02 HAjAe 0aToT, Koja
TENTKO C& pasnpayea, Eqsa geranua paspaborTsn HE enucTeMo-
AOIIKHOT jazuk Ha Jpamata {oida, katoida, sunoida, gignaska,
epistamai, | cponauTe manthand, ekmanthand) ke an aadarn
FOJIEM [IPOCTOP GEAE, HO MECTATA NOjaka HA JHe 3HaM” B0 £AHa
HIH ApYTA popMa e 3a onfenemysae (40, 56, 92, 240, 271,
277, 346, 394, 517, 509, 904, 919, 81, 1033, 1091, 1248, 1335).

“ Muro {1976, 14-15) CO OPABO I'H NOBP3YEA BDEMETO,
DrASAANDTD H FeRHIATS, M N0 pasiHps OIIeIToTo KEkD HEurmo
KOE& NOKANCYBA ABOCH ozpaz, Ha cefmocTa W BpE cefHOCTa, B
KOS ¢ HY®OH DPETYCIOE 38 caMocrnozHanie. Mefyroa moj ja
paarnenyra @eppa Ge3 XHNoMT, 04 H D0Epaj Tod, ja cnegs
BAHHCTREHO KAKD MOpanso ana. Bo cexnj cnyaj, Herosara uen
e ma ro seMe Espamen 3a cnopenba co [Thamon,

% KomenTapor Ha ©paj (Frye) (1976, 117) 3a manpoT Ha
POMAHTHYHATA TPHEASHA OBAE ROATE 0 H3pas: Bo ofmannor
WHEOT DOCTOJAT ABA [AIABHH MCEVOTBOHK NOJETONN KON HE
MOACEME JTA T3 BRAME (a3 oM O[HANBOD: HADIHTE JIHILE, 1
HAMET MOCTORRkS BO BPEMeTo. 34 A4 ro BuauMe npeoTo Tpeha
JA DOTAETHEMNE B0 OTMENARD, & 38 I8 PO BHIHME apyToTo Tpeba
A8 moraenEeMe Bo GpojkETe HA YacosuBxoT. .. KiscsuHETe
PoMAHCHEDH MOPANE 08 NOMPHAET CAMO OO TROJHAH, OHRejKH
HACOBHMEOT TOTRIE He U oTRpHeH.”

strophe fantistrophe: the Dionysiac now enters the scene un-
der the pressures of Aphrodite and is drawn into her orbit, so
that Inle, compared to a bacchant, is delivered by Aphrodite to
a murderous wedding, and Semele herself, mother of the twice-
born Dionysos, is wed to 2 bloody doom. See above, note 14,
Henceforth, Phaedra herself will be the only signifier, the only
bird sign to interpret (750, B27; see Segal 1965, 183), and no
oath, pledge, or seercraft {1055, 1:321) will avail, both because
Theseus's passion is aroused by the erotic insult he suffers and
because the “double speaking” of eros replaces the "double
speaking” of oracles. Eros is, as Plutarch says (Stobaeus,
Florilegium 64.31) an ginigma dueureton kai dusluton (an
enigma difficult to find a way through, diffieelt to unbind/re-
solve). A study of the epistemological language of the play foida,
katmida, sunoida, gignésks, epistamai and related manthand,
ekmanthand) would require too much space here, but the fre-
guency of “I don’t know™ in one form or another is remarkable
{40, 56, 02, 249, 271, 277, 346, 304, 517, 509, 904, 919, 981,
1035, 1091, 12481335

“ Pigeaud (1976, 14-15) rightly links time, the mirror, and the
virgin, and understands the mirror as indicating a double re-
flection — of the self and on the self — as necessary prerequi-
sites for self-knowledge. But he treats Phaedra without
Hippolytos and even so, views her merely as morally wicked.
His aim, in any case, is to use Euripides for comparison with
Flato.

= Frye's (1076, 117) comment on the genre of romance is rel-
evant here: “In ordinary life there are two central data of expe-
rience that we cannol see without external assistance: our own
faves and our own existence in time, To see the first we have to
ook in a mirror, and to see the second we have to look at the
dinl of a clock.... The clazsical romancers had to make do with
doubles only, as the clock had not been invented.”

9
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* Haa Muory OpHEMepn 5338 HDpeciiEyBalLE B0 IPAMATA.
HajrneuarmsenoT BU3Yetes NPHMED o8 CIYUYRA BO IPOAGroT
gage Adponnta, sfopysajin aa HEjEIMHOTO CRETHAHIOTE BO
ATHHE MO EHATO 0] ':IJE,II;pa B3 3HAK HA CERABRERD HA HEJ S HDTD
OPBO EPOTCED SROTAEAyRase Ha XUnoaaT (27), ro HapeKyna
katopsion wa opaa seMja (Tpezed), T.e., NOTRED BHAEH O
COPOTHEHATA WAK Aypy o obparHara crpana (of. 973-74).
Bragign qejersoma ko MPEHOT Xurfoauil oo oapena 1o ATHHAE,
BAKBOTD PERGO CIIOMEYBAIRE HA CODHATE CAMHA TOMER CHIVPHO
e IO IIOTCETH MHTATENOT HA TOH KOVIKY GB3A IDaMa CHH KaKD
MPECIHEYBANE Ha NPBATA.
" Kako ® 00waro, Hlexcnnp uajiobpo ro kakyea Toa (Tpowr
u Kpecuda, TLiii. 103, Axvn go Ogsaee)):
¥iocra o AHUERO IO BpEcH
CTONaHOT He ja 3HAL, BMH 338 JPYrH 049H
E cxpoena 1aa. Haty nag ogorn,
Toj myx HajuHeT HA pagyMOoT c¢ raena cebe,
O oy cele He Hanerysa, Ho oko ¢ 00 KOTA e of
CpETHAT
JOpano#HBo CH NPABAT C0 HATNEA0T HHEHH.
OTH BHAOT He ce Bpaka o oele
Cé noaexa He 3ajne OTNEAND A HAjAR
Bo xoe cefie e oe piam.
(pedea: Nopax Cifioes)
# EneH BayqeH MOoMenT upeHelipersaT of KpNTHYApHTE e
(pakTOT ITO 10 HecpekaTa mTo My o8 CAY9yBa Ha XHITHT
HUEG] nopeke e BeTi Aera Dogpa Guna kol mery Apremun,
BuTy Teaej, smuty nax XuooauT. Mecto Toa, SeapruoTo
LIPETCKABEAHE" 38 OTIEZRNOTO KOoe I'o OTKpHEA (ekphen(&])
anoBHHOT BDOHHYEC (HO NpasegHG ) & npedpaena o Apre-
mpzia Ha Teaej, koj € caMBOT DPHYWHHTEN Ha KOGHATA cyabusa
O elid oA (1043): Bo osipre a XMIoauT B 8o MOHEE 09H TH
ci npukassan [phaingt! ko anonej [kakas, of. 1316], camo asroa
WITO He TEKAIIE HA YBEDYRALATE M HA [MACOT 01 TPOPOLWTE,
HHTY THE HANpanH HERAKDO COLTVITVEATRE, HHTY MAK Cakaime
A4 ¢& pacnpamam oapepeso speme fefrnol makrail, amn
mofpao oTroEy Wre Tpedane, HaHAKA®RA KNIETEH 10 CUH TH B
ro ¥6u" (1320-24). Tne abopoen #a Peapa ce 0AHECYBIAT Ha
TETHOT BEMENCKH DACTICH 1IT0 IO HAME EEH TORSUEHN MHB0T,
Tese], Ha HERD] HEHHH, ATPeLUNL 80 obpaTHATA Hacowa. Bumejin
HE COMEKAN BPEMETO A8 j& OTEpHe BMCTHHATA, Cera Toj e

Jousnal fen Peiitics, Gesader amd Culvers, Yed. 11, Ko, 2, Winter 2003

* There are many instances in the play of mirror images, The
most striking visual example oceurs in the prologue where
Aphrodite, in speaking of her temple in Athens founded by
Phaedra to commemarate her first erotic glimpse of Hippolytos
{27), calls it a katopsion of this land (Troezen) — that is, a “look-
out” seen now from the opposite or even reverse perspective
{ef. 373-74). As the first Hippalytos was set in Athens, this early
mention of a reversed point of viewing may well remind the
audience how much this play functions as a mirror reversal of
the first.

7 Shakespeare, as usual, says it best (Troilus and Cressida, TIL
iii. 10y £f., Achilles to Ulysses):
The beauty that is borne here in the face
The bearer knows not, but commends itself
To Others’ eyes; nor doth the eye itself,
That most pure spirit of sense, behold itself,
Not going from itself; but eye to eve oppos'd
Salutes each other with each other’s form;
For speculation turns not to itself
Till it hath travell'd and is mirror'd there
Where it may see itself,

B A crucial point, overlooked by critics, is the fact that after
disaster befalls Hippolytos, no one ever says that Phaedra was
kaki—neither Artemis nor Thesens nor even Hippolytos, In-
stead, Phaedra's “prophecy” about the mirror revealing
{ekphénfe]) the wicked is ironically {but justly) transferred by
Artemis to Theseus, who was the aetoal instrument of his z2omn’s
doom (1403): "In Hippolvtos' eyes and in mine you are shown
[phainéi] wicked [kakos, ef. 1316], precisely becanse you did
not wait for pledges or the voice of seers, nor did you conduct
any interrogation, nor did you press an inquiry in the length of
time [ehronsi makrdi ), but swifter than was necessary, you cast
vour curses at your son and killed him” (1320-24). Phaedra's
statement had applied to the entire time span of a human life.
Theseus, in a sense, erred in the opposite direction, Because he
did not wait for time to reveal the truth, he now stands morally
condemned. Note, however, the critical difference between
Phaedra's language and that of Artemis, which involves a small
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mopanio oeyaesn, SafenemajTe ja, MefyToa, KpHTHHEATAE
PASANKA NOMERY ja3HKOT Ha Penpa H 0HO) HA ADPTEMHIA, BO
KOj HMA MATO HO HHAHEATHERO NOMOCTYRA D BG KOPHCTERETO
Ha npercTaexata ek- (KOja 03HAYMYES OOIHO OCTRADYEARE HA
AKTHEHCCTA 33 Boja oo paborH). fenpa sbopyea sa ek-phaing,
T, EOHEHHOTO LI'T.E}.'IHHEH:E HHE IMOTTHUTHD HOJTHATL CEﬁHﬂET.
ApPTEMMAA, 07 APYTE CTPaHA, cyaejin ro Teze], ja kopueTa camo
npoctara dopea, phaing. Tas ja HameHyEs HEHMHATA IEHKS
NOPaaH HEMOBOTO HE3HASKE BO TO4 BDEME, H Topald Tad
MpHYMHA Taa OoTHOIRG MOoxe a3 ro ocnobogn (ormvorrm
oTexre, ek-luet) on oferHeHReTD 38 ANoaejeTRo (kakss, 1335).
By Moogen ga gogamaM geea AdporuTd @ Tas 38 Koja e ro
‘-].}'EH.i.I.T HHBHHOT I'HOR,

4 Karo MoMe HERO] 14 He of MOBHKA Ha NOSHATATL H3jaba A
loprigja oa Tparessijara? Joacsa NOeToT TRACMSAD KOj MAsi
€ MOTMPREHHMEH OTKONEY OHOJ KOj HE MEMH, H3MAMEHNOT & HCTO
TAKA TIOVMEH of oHo] koj Be e Hsmamen” (dpar. 23 DE), Bo
enua gpyra dacoka O MOMELe A8 MR SeMeMe DPEARHT,
SHAMEJHITE OJLTHEN HA MAaTEHTE MyDepTeTCRH 00peiH 53 KOH
afopyea Buaar-Hawe (Vidal-Naquet) (10864,  Lpsnor nosen”™,
#1986k}, a nocebEo oHHE HA coapraHcRaTa krupleic Ko
NOAPAEYBAAT MOCTANKH HA JAYKABCTBO, MIMAME, HEpeD,
HepazyMH0cT". BaRapTe fTHEN, KAKO H TPATHTE 0 TPAHCESC-
THTCKA ofjexa po cAMYMHH pUTYanH, ce objacHysaaT ¢
LAAKOHATE 33 CHMETPUYER HHBSPAH)A" 00 KOH SXHHDT oA I'H
JeMd OHNHENTE Ha NPYrEoT TOKMY OpE] BIETVBARETO BO
BOIPECEHE XODILTHTCKHE [I-E‘.I'I,, I HATIATaarT }-‘ij}".ﬂ-ﬂ'[-ﬁﬂ Ha He[B0-
CMHCTEHHTE MANIER Hopmd. Bo Taa cMECAE, MoMYeHUA ja
HIPAAT YIOFATA Ma NDYIHOT, BHA0 84 ¢ TOd SHBjAKOT WA
menara. Momeme na npogouTENMe B nosaTamy. Hmajin ro
MPEEHT] HArTACYBARLETO Ha TajHOCTA (Krupleia) H HA HaMaMaTa
(erpat &, epia eTHMoIoria Ha ATHHeEnoT deecTanin AnaTypga,
K0TS TATHOBIHTE TH MPETCTABYBANS HHEHHTE CHHOBH 34 04
GHAAT OpHMeRH B0 MHBEATA QpaTprja), HCTHTE THE AKTHE-
HOGCTH Ht]}B.'EﬁI{ DAHaMYRAJE HellTn HHHE‘I;ZE‘ (31 T[pH'BpEME]-[D
npudakarse a Kedcky UpTH. THE HOTO TAKA HAATE S1HA
D HPOEE HET 08 FH 3AT0EHEAAT MAATATS 0O EOCTHNESHHOT CReT
K] TH 09EKYEA, H TEDajii M Ja r¥ DRaRLT OfiHe Besxby Koy co
OUIMEVBAAT C0 EIHA DePOENTH]E HAa peATHOCTA BANCHA Ha
rOSpacHuTe. Tpareanjarta, mocehHo, ce CIVEH 0 HejIHHETE
TEATADCKH CREACTIA B8 O NpHESRE TO] IPONec HE Y9ere 38

but telling shift in the use of the prefix ek- {connoting full ac-
complishment of the activity in question). Phaedra speaks of
ek-phaing, that is, the definitive revelation of a fully base self.
Artemis, on the other hand, in judging Theseus, uses only the
simple form, phaing. She modifies her censure because of his
ignorance at the time, and for this reason she can fully absolve
{release/unbind, ek-luei] him from the charge of evildoing
{kakés, 1335). It is Aphrodite, I might add, for whom all re-
serve their opproboum,

# How ean one resist invoking here Gorgias's famous statement
on tragedy? “Whereas the tragic poet who deceives is juster than
he who does niot, the deceived is also wiser than the one whao is
not deceived” {frag. 253 DK). In another perspective, we might
consider the significant features of masculine puberty rites as
discussed by Vidal-Naguet (1986a, “Black Hunter,” and 1986b),
especially those of the Spartan kruptefa, which promote acts of
“cunning, deception, disorder, and irrationality.” These fea-
tures, along with evidence of transvestite garb in related ritu-
als, are explained as obeying the "law of symmetrical inversion™
wherehy one sex takes on the characteristics of the other just
before entry into adult hoplite stutus will require the adoption
of unambiguous masculine norms. In this sense, boys are play-
ing the role of the other—whether of the sevage or the female.
We might go further. Considering the emphasis on secrecy
{krupteia) and deceit (apaté one etymoelogy of the Athenian
festival, the Apatouria, when fathers presented their sons for
admission to their phratry), these same activities perhaps sig-
nified more than the temporary assumption of traits assoei-
ated with femininity. They would also serve the broader func-
tion of introducing the ephebes to the more complex world that
awaits them, obliging them to practice the very exercises that
represent an adult perception of reality. Tragedy, in particular,
makes use of its theatrical resources to stage this learning pro-
cess for such figures as Orestes in Aeschy-lus's Choephoroi and
Neoptolemos in Sophocles’ Philoctetes (both treated by Vidal-
Nagquet 1981a, 1981b as ephebic exemplars). Euripides’ fon is
another case in point. See below, chapter 7.
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TAKAH MHEOBER rako Opect po Ecxunormor Xoediopu o
Heonrosem so CodokmennoT Puaoxiiedd (# obere ompaTeHn
o7 Bugan-Haxer 10814, 19810 xaxko smnanemun npasepn].
Enpunanorsor Hom e yvirre ¢1ed OpaMep 3a Toa. Brgere
MOIOUTY, CanE 7.

# Opoumy aBopoBN 38 Collkaiee B npenkame (sphallo), sisere
xaj Hoke (Enox) 1052, 25-26.

* 3a BakRNTE HECpekNH JBYDema nornenseTe kaj Pose (Rohde)
1913; Panepmaxep {Radermacher) 1916, 3-5; TpenrHep
{Trenkner} 1058, 26-27n.5; a nocefno [letjen 1977, 64; derjen
19793, 25-26. [Teanuep {Pellizer) 1982 ja paspaboTyea TEMans:
MOIETLTHG; MOTASIHETE IE HCTO Taka npaMepiTe Ha Pyaxapr
(Rudhardt) 1082, Motneor 3a reepor wa AppoodTa o8 jaRVES
BO CROJATA DOMHOCT B0 HEACHHCTHYKATA DOBRHia B 0poda,
MEFYT0a HETORATS NOAOIHEHHA VIoTpela BepojaTHO ce ioms
MENYMHO HA RAMjAHRETO Ha ERpII BEpa epOTCKHTE 3aNNeTH.
Bupere xaj ®or (Fauth) 1058, 572-73,

= Bunere kaj MeTjen 19793, 26-34.

# Bunere waj Kanam 1977, 218-21, 416-18.

M Nerjen 1979, 26; TTennyep 1982, 23,

* 3a Mupa norneguere kai Jetjen 1977, 63-64, B0-83. go-g1.
3a JTeskun (Partenius, Erotika Pathemala 5), DOTABIHETE Ka]
TMearuep 1gH2, 66-60. PyaxapT 1082 masa yviore nopeke
HPEMEPH,

* Mennnep (1982, np. 23-24, 20-30) ja HomymITa OBaa PATHKA
H ro Bpojyea X#noasT Bo ApyTHTe OPECTANHHYKH J0EIH
BEJIEJRH JICKA TOj CTAHVES WPTEA Ha CTPACT EOjA 8 KOCH o0
SAKOHITE HA CEMECTEHOTO H Ha KpRROTD cpoacten”. Enua apyra
NPpHEAIHA Koja TOj ja IETHpE, OHaa 53 Aopepor Tamane, B0
TOTNOARGET ja cneni meMara. (Ps. Plutarch, De [Tueiis 14.1).
«Tatanc feme KpajHo HENOPOYRHOT cHH Ha Bepoc u Juanna
(amaaomea), Toj ro Helre HAMPARNN BMEHCKHOT PO, B PO CAKAITE
camMo Apec, BOroT HE BOJHATA, W CNOTHT HE TOA, TIOMBCTETE 23
weEHNAGA jA cMeTallS KAk Hajnoreo Berrro., 3atoa AdpogaTa
BAANHA BO HETD KOIHEH 10 CONCTBEHATA MEjra. Orupesd
Tauase yoea Ja ¢f ONPe HA TAKBATHE Heatpapa ¢TpacT. Ho
NPHTHCHAT 07 MAKWTE Ha byGoRTa, 4 HCTORPEMEHD CRKAJEH 18
ocrane eo yuer obpas [eusehds], ce dpnn 8o pexara AMason
koja oTroram ce Hapexysa Tamane”, Gowranpoa (Fontenrose)
(1981, 160-61) HoTo Taka ro opbersyes opoj opofmem aamTo
HMA 58 TET 3 N0 BEA0NH XHOWIHT BD HETOBHOT MOMEN HE

= On words of tripping and stumbling (sphalla), see Knox 1952,
2R-26,

# D these unhappy loves, see Rohde 1013; Radermacher 1916,
3-5; Trenkner 1958, 26-27n.5; and especially Detienne 1977,
64; and Detienne 1979a, 25-26. Pellizer 1082 treats the topicin
greater detail; see too the examples in Rudhardt 1982, The motif
of Aphrodite’s wrath comes more fully into its own in Hellenis-
tie poetry and romance, but its later use is probahly indebted,
it part, to Euripides’ influence on erotic plots. See Fauth 1958,

57273

%= See Detienne 1079a, 26-34.

= See Calame 1977, 218-21,416-18.

% Detienne 1979, 26; Pellizer 1982, 22.

= On Myrrha, see Detienne 1977, 63-64, 80-83, 90-91. On
Leukippos (Parthen-ius, Erotika Pathemata 5), see Pellizer
1982, 66-60. Rudhardt 1982 gives further examples.

= Pellizer (1082, e.g., 23-24, 20-30) elides this distinction and
mchudes Hippolytes among the other transgressive hunters by
saying that he “becomes the victim of 3 passion contrary to the
rules of the family and of kinship.” Another story he cites, that
of the hunter Tanais, fulfills the pattern exactly (Ps.-Plutarch,
Defluviis 14.1). “Tanais was the exceedingly chaste son of
Berogsos and Lysippe (an Amazon). He hated the female race,
honoring only Ares, the god of war, and naterally, he held the
idea of marriage in great contempt. Aphrodite therefore inspired
in him a desire for his own mother, At first, Tanais suceeeded
in resisting such an insane passion. S4ll bound by these tor-
ments of love and wanting to remain righteous [eusebés], he
leaped into the river Amazonios, which henceforth was called
the Tanais." Fontenrose (1981, 160-61) also avoids the prob-

.
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METCKH A0BEN: , XHMTHT, .2 TOTIOMHO HEBHH, 1 HE MO®0 15
frne ofBHHET 3a HAnad, Kako o feme Toa cmyaaj co Opron
# Axrajor. Cnopen toa, 0BEMHEHHETD 38 HANAA Mopa Da Gane
EAMEHETN, A TEMATA 33 weAaTa Ha Morsdap ja wua taa ocobHa.
Cepen ToR, ToBUHELTA [T, ApTeMuas) He @ HAROTHATA WOTeA
BMH TOA & HejaHHATA conepHuYka (T.e., Adpoanra/deapal.”
Safefesere geka POHTAHPOI ¢ TPHMOPSE I8 KOPUCTH JBojHa
HHESPINja ©0 TeA Aa ja 3aJpxH Heropata mesma. Oene ru
HCTIVIUTAM OHHE MHTOBH 233 GEIBIHE YeHN NeB0jEH (Kako
Hadhsa) xow 3aEpUYEIAT c0 METAMOPDOI NOPA/IH TOA LITO THE
HYZAT VIITE £H0 PEIIEHNe 33 TPofneMoT Ha 3A9YBYBAE Ha
WeTHOCTA.

= Cayaaior na Dnank, cusor g Mocejmos, osge & o ocofeso
apageme (eHa TOONCEXHS THCEYCHjA ke Hajaere kaj Pagep-
maxep 1916, 8-13). Murerkara rpatnuija 3a I'nasx e camkesa
H £ [OBPIEHA 0O HEXOJIEY MECTA, 3aT0A Ke HATR0IAM HeRIKY
nozxHaqajEn aerann. Cnopen [Tassanuj, 6.20.19, Caasx Boan
no npertakara wa Kopaut kao doimon Koj 'l SEEDH KoHbHTE,
nero kakn ¥ Goror Mocejaos Tapakcwn. Cepruj, koMesTapajis
ro Beprivtej, Neopausu 3.268, an xaxoysa nexa bunejin Mnask
ru pactypua obpennTe Ha AQponuTa, Taa ru HOTyAETa
HEPOBHTE TPEAYEH KOOIWIH KoM 1o packARane oo zabure. Exna
MAanKy NoApYTa Bep3Hja, NPONOAMXYEA TOj, T0 NPUNHITYRA
ruesor Ha AgpognTs HA eAHE ApYTa NpHYHHA: [nask e
PACKHHAT Ol HETOBHTE KOGHIM Kou Gine BTepans BO Y0
MOPAAH HHEHATA HEHAMEPHE NOXO0TA, DHASTHH TO) He WM Japan
713 C2 TTAPAT 34 JIa TH Hanpas yirre nofpss. Jorukara xoja m
MOBPAVEL OBHE ABe Bapijanry Gu rpedanc na & oTHTTIETHE-

* Bypeepr {Burkert) (1979, 112) ro saorpysyna npodnesmor:
«HOBEK MOME 03 C6 YYIH...0R0TY HeodHYHO ROMILTHKYBAHHOT
METO o AJpOTHTA 1O KOPHETH 38 T8 0B OIMASTH: Taa MPaRH
@eapa na ro Aatepa Tezej na HIpede KIETE KOja npass
Mocejmor Aa Henpati GHE 04 MOPETO, K0j 08X O CBOjA CTPaAa
't Teépa KomuTe Ha X#noanT Ja 36ecHaT, KOe Hemrmo Hajnocne
ro youea xepojor. Ja Ger 14 mecToTo Ha AdopanTa, HeMale
MA BepyYEAM ORKA BAKBETA KA3HEHA MallHMepHja £ pafioms
venemuo, Kako B ga e, Adipoaura sooKena caMaTa ga TH
crodyians KORHTE, KIKD TITO H HANPasH Bo cry4ajor va Pnask
Moranj,” 3a viaorata sa [locejaon kako Tapakcan B TaMackn
(womsOCEpoTHTEN), BMASTE ocobeno kaj Jerjen n Bepuan 1978,

lem, since his aim iz to fit Hippolytos into his model of the
mythic hunter: "Hippolytos ... is wholly chaste . . . and so can-
not be guilty of assault, as Orion and Aktaion were, Hence an
accusation of assault must be substituted, and the Potiphar’s
wife theme supplies this feature; furthermore, it is not the hunt-
ress (i.e., Artemis) but her rival (ie., Aphrodite/Phaedra) who
is the supposed victim." Note that Fontenrose must resort to a
double inversion in order bo retain his pattern. T omit here those
myths of reluctant virgin girls (such as Daphne) that end in
metamorphosis, as these supply another solution to the prob-
lem of maintaining chastity.

= The case of Glaukos, son of Poseidon, s especially relevant
here (for further discussion, see Radermacher 1916, 8-13). The
miythic tradition of Glankos is complex and is attached to sev-
eral sites. [ therefore select a few significant details. According
to Pausanias, 6.20.19, Glaukos drives along the Isthmus of
Corinth as a doimdn who terrifies hotses, exactly like the god
Poseidon Taraxippos. Servius, commenting on Vergil, Georgics
3.268, tells us that since Glaukos had spurned the rites of
Aphrodite, she maddened his racing mares and they tore him
apart with their teeth. A slightly different version, he contin-
ues, attributes the wrath of Aphrodite to another cause: Glaukos
was torn apart by his mares who were goaded into a frenzy by
an excess of [ust, since he had prevented them from coupling in
order to increase their swiftness. The logic relating these two
variants should be obyvious.

38 Burkert (1979, 112) sums up the problem: “One may wonder
.. . dbout the curiously complicated method Aphrodite uses to
take her revenge: she has Phaedra cause Theseus to pronounce
a curse, which moves Poseidon to send a bull from the sea, who
in turn causes Hippolytos' horses to go wild, which finally kills
the hero. If I were Aphrodite, I would not trust this assassina-
tion machine to work properly. At any rate, Aphrodite could
have driven the horses mad herself, as she did in the case of
Glaueus Potnieus.” On the function of Poseidon as Taraxippos
and Damasippos (tamer of horses), see especially Detienne and
Vernant 1978, 190-206, whose discussion illuminates many
details of the messenger’s narrative,

i
.-
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190-2040, THH JHRCKYCHH OCDETIVEAAT MHOIITED JETAAH 0
MPHEATHATS Ha TARCHHHOT.

“ Camuor XHEIOAAT HMA HARECHH CPOAHOCTH C0 MEOTY JDYTH
JTHEOBIL, BEETYyHYE|E ja o $eipa woja KOHKPETHD CF CHOMEHYE
B HALTHOR TEKCT, 8 YIOTe nosele o0 XHMeHe], 38 KOTO C8 Bemit
JIEEA HCMEIAN 53 BPEME HA TpeaTa Dpaysa Hok, 33 BAREHTE
P3THYHA ETEMEHTH BRIETE HA PUMED Kaj: Pagepaaxep 1016,
Cexan {Séchan) 1911; Yumen (Tschiedel) 1069; Xeprep (Herter)
1o40; Byprepr 1954; » ®or 1950. Mocelro z2a Numens]
normegsere kaj Myt {Muth) 1054; muesycujara kaj Caca (Sissa)
1987, 128-31; u JejramH 1086b.

# Awo Pedpa na Cenera e 1obap NaTokas, mpeaTa ApaMa ke ro
NPHIEAAA HATHEOPOT 38 FHEOT Ha ADPOTHTA Bps Denpa KK
WEHCHA HACTEIHITKA Ha CoHneTo, Gugejin Xesuos ¢ oo Kaj
ja orepun npesyBara na Apec B Adpognra (Cenexa, Pedpa
124-28). Ax0 Taka crogja paforHre, TOMAW OHIITOTO VRAAY-
RAELE HE JANMAKATI 34 ,JHEBOT Ha Adipomera” (438, e 476)
Kako H PenpraaTd LryaHjd 33 HecpeKHAT ePOTCKA HCTORH]A
HA MEHHTE 0] HEj3HHOTD ceMejeTeo (337-41) momeln ke ja
NOTCETET MyGIHEATA NONHPEETHO J8KA KonHemoT He Seapa
BO [PETXOIHATA PEMA CUEAen cHA TOTHIHYMNA eTHOMOTHjA
HA MPHYHHA 1 I0CRETHITE, 0F0] TAT BP3 OCHOBE HA HUCASIHUTS
OCOBHHH,

HOxoay MOTHROT 3a MeHaTa HA MoTudap o MHETOT H
npuEasHaTa BRAeTe kaj Bpenux (Brelich) 1058, 302-4;
Papepmaxep 1916, 4:51; Pofe 1913, 33-34; Tpenrsep 1958, 64-
66; 1 PoT 1958, 565-67. Momeme o 400a0eMe 8K HATY e1eH
TTRHMER 0 BAKOE THI HE 0 BEIYIYEE MHeBOT Ha AdipoaHTa 3a
cBoja MoTHENpaYEA npudrna, Bo pamsos cayaaj, G momeno
Aa oo gane fera Meapa e camo amesa 34 SosaiiaTa HajnpRHE
HEJANHA XHPTEA, & [0T04 H DPHYHHATED H SaMeHE [KaKo 1ITo
dewle HarnacyRAHO Npery Ue0Bo Bpeme). Ha xpajor ma
KpaesnTe, caMata Geapa TRpAn mexa e weno Ha Sepc (683)
mpexy HejarnoTe noresno of Espoma, 8 Taa MCTO Taka Moe
Af Ce NOMCTORETVRA €O KPHTCKH THEGEH Ha Gosuum, YIsojyea-
FRETD HA #eHaTa M D00HIATS, CI0PEen Toa, MOSE A8 IPeTeTa-
BYBA €1HA BTOPHYHA (E38 0 Paseojor Ha MHTOT BO KOja ce
CAVIHIIA CMeHE HE BIeH THE 0, G0secTao o 9osexr. Ha cangen
HAYHH, BPCRATA HA XHmoanr o oo ApreMina o oo Adpomara
(B0 EYATOT) MOME J3 C2 TORHKR HA EIEH MpPETXOACH THI HA
MPHEAZHA KOj8 BEIYHYBE MAAL MANIKH COMPYKHNE B0 cmyixba

= Hippolytos himself has certain affinities with many other fig-
ures, including Phae-thon, who is specifically named in our text,
and even more Hymenaios, of whom it is told that he disap-
peared on his wedding night. On these various elements, see,
for example, Rad-ermacher 1916; Séchan 1911; Tschiedel 1969;
Herter 1940 and 1971; Burkert 1979; and Fauth 1959. On
Hymenaios, see especially Muth 1954; the discussion in Sissa
1987, 128-91; and Zeitlin loBoh.

# If Seneca’s Phaedra is a reliable guide, the first play would
have invoked the excuse of Aphrodite’s wrath against Phaedra
as a female descendant of the Sun because it was Helios who
had exposed the adultery of Ares and Aphrodite (Seneca,
Phoedra 124-28). If this were the case, then the nurse’s gen-
eral reference to the “wrath of Aphrodite” (438, cf. 476) along
with Phaedra’s own allusion to the unhappy erotic history of
the women in her family (337-41) might remind the audience
more directly that Phaedra’s passion in the earlier play had fol-
lowed a more typical actiology of cause and effect, this time on
hereditary grounds.

= Dn the motif of Potiphar’s wife in myth and story, see Brelich
1958, 302-3; Radermacher 1916, 4:51; Rohde 1913, 33-34;
Trenkner 1958, 64-66; and Fauth 1958, 565-67. No other ex-
ample of this type, we might add, includes the wrath of
Aphrodite as its motivating cause, In our case, it might be ar-
gued that Phaedra is only a stand-in for the goddess: first her
victim and later her agent and substitute (as I have emphasized
throughout), After all, Phaedra herself claims origins as a child
of Zeus {683) through her descent from Europa, and she may
perhaps be identified with Cretan goddess figures. The dou-
bling of woman and goddess may therefore represent a sec-
ondary stage of the myth's development, in which a shift from
divine to human personage has taken place. Likewise,
Hippolvtos's relationship to both Artemis and Aphrodite {in
cult) may recall a prior story type involving a young male con-
sort in the power of the Great Goddess, whose ambivalent qual-
ity is maintained by the splitting of her figure into antithetical
apposites, Theseus, for his part, can bring about Hippolytos's
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pa Beanxara bosowua wujmmo aMONBaNEHTEH KRDAKTED: O
DAPEYEA OO AETEHET0 Ha HEJIHHHOT JIHK Ha APE ANTHTETIHN
CHPOTHEHOCTH. Teasj, o enojad cTpaHd, ro IPETHIENEYES
YHHITYEARETO B XHIOANT Dopams HErosoTe HkecTREND
norernn o Mocejnon, 32 HajuenocHa IHekycHja normaeHeTe
kaj Mor 19509, Cemik, MMEoT Ha XHIINT ¢ TPEMHOTY CIOMeH
38 8 T OOAESTEMe HA 0Rad mema, Toj e w nopel o jabag Ha
KoM, H PAIIHYjeTo Ha HeronpTe ocolnnN YEAKYEA HA
HEPDBHTE CAMMHOCTH 00 TAKAN HECTIOHEH JTHKORH Kako Exreay,
Benepodron, Paask, Atananra, i Xuvene) . Orryea Tpefa ma i
MPNCTANTHME HA BAKRATA HOBA paspaborxa Ha mMuTtor (xoja
BEDOJATHO O AOUIHCH BO FOUIEME MEpa lHd ERpHITH) OHAKA KakD
IWITO HA CE HANEYER Tad W 683 08 TH YIPoCTVIME HeJaRHITTE
CAOKEHOCTH, 38 A3 MOGKeME Jd ja OTKPHEME JOrHKaTa Ha
HCJIHHUTE ONEPHpPaka H3 HABO HA HEj3HHOTO ApaMEKo
npercrapypaike. Ce pastupa, Enpumig rir ctaga o mrpa
Bosjorn HECITPOTH MOBEYKOTO, H TH HenpenneTyes ofens
CTARAJHH MOPOEM AKIEHT Hi CBETORHOTO M HA 40BCYKATA
HETPHTR,

2 (IMUTECTROTD BEPOATHG GH OUeine kakns GHa0 ey He
ppoka ety Deapa o XHuET KRKD IPECTAMHNMER, 8 OTTYER |
HEMPARNYHA COOPE] HEFOBHTE CTAHIAPAH (014, 672, 676, 042,
1081, 1171). Ho rpdseTe popMin DpenoaHARIAT VIITE SI0H R
HA HENpaBEEa” TOMery epOTCKHTE MAPTHEDH Koja & o rutemo
AHAYEHE 33 AKTYCAHOBO TPpamae. (JBAA ENOTCHE HENPARTA™
CE COCTOM BO OAGWBARETO Ha By0eHHOT 4 BOARPATH Hi
UYRCTRATE 0f LyDOBHHKOT, HAKo o0 CAMATE TAE BYO0E
seyBeroT e 00epaan o 11 BoaEpeTH. Boofiiaesara Ka3Ha 34
EAHD TAKED DODHBAE ja CNALH JAKOHOT HA BOABNATY BEEOTH
O KO] o ONPUNIINY B HAHD pRAMeHA HA VIOIHTE. Cropen
TEKBHOT ZaKDH, Eromencs co BpeMe Be Noctale orastds
(Hajueern Ha wexo] cocema ApYT) B He IO ADEHEEE HOTOTD
0AONBAKRE R CTPANARE KAKD HEJ3HHHOT/ HEMORHOT NPETHOMEN
erastés. TlocramxsTe Ha Peapa B0 HERBUHROT MAPIHET 14 TH
]'.I'PEBP'I’.II: YAOTATE HA Erastes W eramenos ]'_I-I:IIH-E.'f"_‘," Hea H
XUNOIHT HIGTENN KAKO Sogpuunest G2 1o HeTHUTHYBRaT oB0j
BEKOH HA peumnpoyMrocT. Crnopen Toa G1 Momee 1a ja olsnmnme
MIEMATE Koja Dopano ja uaewridurkysaens [HEMeTHYBIRET)
Ha safipager epoc 3apajd epoc Koj Hun opfuen) kako
EXCTPEMEH NpHMED Ha BAKOB BHL CpoTeEa npaeaa”. Cera e

destruction because of his own divine ancestry from Poseidon.
For fullest discnssion, see Fauth 1950, Nevertheless, the figure
of Hippolytos is too eomplex to be reduced to this schema. He
is both hunter and horseman, and the variety of his attributes
sugpests his affinities with such disparate tvpes as Actason,
Bellerophon, Glaukos, Atalanta, and Hymenaios. Hence, we
need to approach this new elaboration of the myth (probably
duein large parl to Euripides) on its own terms without dimin-
ishing its complexities, so as to uncover the logic of its opera-
tions on the level of its dramatic representation. Certainly,
Euripides is playing off divine against human domeins and is
inlerweaving the two with greater emphasis on the secular and
human intrigue,

* Society would obviously judge any sexual relationship be-
tween Phaedra and Hippolytos as transgressive and hence un-
just by its standards (614, 672, 676, 042, 1081, 1171), But Greek
norms identify another kind of “injustice” between erotic part-
ners that is highly relevant to the issue at hand. This "erotic
injustice™ consists in the refusal of the heloved to reciprocate
the lover's affections, even though by the very fact of that love
the beloved is placed under an obligation to return it. The typi-
eitl penalty for such a refusal obeys the law of the talion in pre-
seribing a future exchange of roles. According to this rule, the
eromenos will in time become the erastds {often of still another)
and will experience the same rejection and anguish as his/her
former erastes. Phaedra’s actions in contriving to reverse the
roles of erastds and eromenas between herself and Hippolytos
then seem on the surface to TulfEll this law of reciprocity. We
might therefore judge the pattern we earlier identified (the af-
fliction of an illicit eros as the penalty for eros refused) as an
extreme example of this kind of “erotic justice.” Now the
erofends may change or seem to change into the erastés (e,
Hippalvtos), but it i3 too late to enter into the game. This ex-
change of roles can only come to & tragic end, because its initia-

|
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MIGKHO EPITIENOS BA CF CREeHH HITH I8 HATNE/E ISKA 8 CMEHILT
goerasies (T.e, KHMoaHT), Ho peke ¢ BpeLoHa 0h 08 RIe3e 5o
wrpata. Paamenata Ha VIOTH MOXE CaMo Ja J0Bele 1o
TPArHUEH KR 33Tod IO HEJSHEHOT MOYETOK (4 K Ja e
afopyBase 33 HEISHHNOT KPaj) NpeTeTRByia MOpATHa HENPARIE
PEMRCH DPOTHE UEAROT OMUTTECTRER CICTEM.

[MoMMOT epoTeka npagta” ¢ JAcH0 HIDASEH BO APXAHYMHROT
mepaog, ceoBeHG BO THPCEATA TOE3H]A, BD COPFACHOCT £0 BAEH
HOOMIET 30HP HA PAZMECIH 34 HAMIMEHHYHTE [HETVCH HA
pazMeHa Bo ceeror (on. AHakchwmanmap, gipar. 1DE), u ce
OAHECYER KAKD HE NeTEPOCSHCYATHHTE, TAka H HA XOMOCEH-
cyamunTe Bpoks (en. Cado, dpar. 1 LP; 1 Tearne, 1283-93). 3a
HOHATAMOIE] JHCKYCHjE Bngere kaj [IpueaTepa (Privitera)
1667 1 1074; Hewrwnn (Gentili) 1972; Bonano (Bonnana) 1973;
1 [Hawomenn [Kapeor](Giacomelli [Carson]) 1980,

7 Noxasor an AKTE0H Kako soajep na ApTemmuia QolHEA
(Kamuwmax, Xuuuo 5.110-16), HO TO] CEHOTLN OCTAHYEL Eak0
coxcyaned mpectaning. Bo Cresnxop, 2360 ([Taszann, 9.2.3)
TOj HArIEA AeKa IO HARTEKYBA THEBOT Ha Senc nopaau 08uuoTr
Aa ja sapege Tetha cn Cestana. BoomuTo 33 BogjepuTe o aa
HHBHETA BPCEL 00 CEECYATHOTO MTPSCTATHUIITED BHAGTE Kaj
Baxcror (Buxton) 1g80.

% Adypoppara #t ApTeMHIA H HABHCTHHS C& CPETHYRAAT [BaciHo
eo Juonnc, Man, n gpyro Goxecrsa) B0 BPCKa O HATIAIHTE Bpa
cefHOCTE KAKO KAIHA 33 MPEMATHOT HTH TPEIAeMHOT KOHER.
Bo 03 KATENODH]A jac FI BETYHYBAM H TAKBHTE TPHUHAATETN
KEHD OGHHE KOM CE BTEPAHH BO TVANI0 33 48 1 yOMjaT spTRETE
Ha GoroauTe BiLno ToW 48 08 HHBOTHE (DD, NIHTE Ha AKTe0H o
KOEMTE Ha XHOoaHT W Tnaee) won abup og ayle. Opdej to
ofHea epocoT [HUTH BO HAJMARA PAKA XETEROCEKCYRTHIOT epoc)
oo saryGypamkere A ERpIaMEs, B KaK0 NOCTEIHNS HA TOa 8
packasat o menaaure (Bepriumgg, Neopeun 4.516-22; Onawj,
MemMasopgioau 10.78-83, 11.7; op. $apowne, @par. 1 [Nayen]
{Powell); u Xurinve, Poetica Astronomiea 2.7}, Humdata Exo
MOCAKYRA BETTHO Aa OCTAHE TEBNILA, # N0 Hapeaha va [Tax taa e
PRCKMHATA 0 CHOYTABEHIT OBMAPH M KOJAPH KoM 02 Hadpnaat
Bp3 KyTPETA Aen0jKa KaKo sOecHarTd s s kyunmsa” (MTow-
rve, dagdinue u Kae 3.22) Bo Baceu [Tenrej & Dogmokes Ha
MAJTAHOTO AUOHRANCKD HACHACTRED, HO & oDajuaTa po
NOYETOROT ONGHTe A8 MY Ce NOKIOHVEAAT Ha OOMECTROTO.
[Mosefie oxoay Olida TEMA KE HAjAETE B0 MIROHPEAHATA CTY A2

tion (et alonea its conspmmation) constitutes a moral injustice
as well against the entire social system.

The notion of “erotie justice” is articulated in the archaic pe-
riod, especially in lyric poetry, in accordance with a more gen-
eral set of reflections on alternating cycles of exchange in the
world (of. Anaximander, frag. 1 DK), and it applies to both het-
erosexual and homosexual relations (of, especially Sappho, frag.
1 LP; and Theognis, 1283-93). For further discussion, see
Privitera 1067 and 1974; Gentili 1972; Bonnano 1973; and
Giacomelli [Carson] 1980.

H The evidence for Aclacon as voveur of Artemis is late
(Callimachus, Hymn 5.110-16), but he is always a sexual trans-
pressor. In Stesichoms, 2360 [ Pausanias, 0.2.3), for example,
he seems to have incurred the wrath of Zeus for attempting to
seduce Semele, his aunl. On voyeurs in general and their can-
nections with sexual transgression, see Buxton 1980,

» Aphrodite and Artemis do, of course, meet up (along with
Dionysas, Pan, and other deities) in connection with assaults
against the self as a punishment for too much or too little de-
sire. In this category 1 also include such agents as those who
are driven by madness to attack the god's victims, whether ani-
mals {e.g., the hounds of Actaeon and the horses of Hippolytos
and Glaukos) or a human collective, Orphens refuses eros (or,
at leagt, heterosexual eras) after his loss of Ennvdice and is con-
sequently torn apart by maenads (Vergil, Georgics 4.516-p2;
Ovid, Metamorphoses 10.78-83, 11.7; of. Phanocles, frag. 1
[Powell]; and Hyginus, Poetica astronomica 2.7). The nyvmph
Echo wishes to remain a virgin forever and at Pan's instigation
is torn apart by maddened shepherds and goatherds who “fall
upon the poor girl like enraged wolves or dogs” (Longus,
Daphnis and Chioe 3.23). In the Bacchae, Pentheus is.subject
to his mother's Dionysiae violence, but both initially had re-
fuged the god's worship. For further diseussion of some of these
themes, see Borgeaud's splendid study (1979, especially 124-
34, 165-75). Even in this grouping, Hippolytos occupies an odd

:

.
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ma Bopseo (Borgeand) (1979, nocelao 124-34, 165-75) dypu 8
BO &HG BAKBD FPYIHPERe XHnoanr sadata seolnauo Mecto
GHAEjEH 33 HETORATA KASHA & moTpelHa egHa NpyTa Karanu-
THYKA CHIA Wa Mackncrad [Gwxor].
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