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Abstract

The character of Creusa in Euripides’ Jon is rarely examined by scholars. Her
repetitive narrative, the disturbing themes of infant abandonment and rape, and the
abruptness of her forgiveness for Apollo have steered scholarly inquiry toward less
problematic characters. Recent interest in women’s lament likewise ignores the lon.

Examining the speech of Creusa in the Jon, I first show that Creusa laments.
Next, I consider the ways in which her lament forges connections between herself and
her audience. Finally, I explore the effect of this reading of Creusa’s speech on plot
and character. I discover that, viewed through the lens of current thought on the
purpose of lament, the character of Creusa displays a discrete arc. Mourning propels
her development and allows her to reconcile her unhappy past and the happy future

foretold in the prologue.
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For the modern reader of the classics, tragedy, with its characters mourning publicly
over horrific personal circumstances, is often discomfiting. The tragic &loL or olpOL
is rendered uncomfortably as “Alas!” or a perfunctory “Ah me!,” perhaps ornamented
with a titter. Even in the era of talk shows and tell-all books, our society still values a
stiff upper lip. The nature of lament for the modern American is above all intensely
private.

Margaret Alexiou, in her book The Ritual Lament in Greek Tradition,
discusses the nature of lament for the ancient Greeks. For the Greeks, lament was
either thrénos, a composed dirge or lament sung by someone unrelated to the
deceased and answered with a refrain, or goos, the unscripted or improvised wailing
of the deceased’s kinswomen. Whether painstakingly composed or an
extemporaneous expression of grief, the lament was shared with family members and
community, who listened and participated. Over time, the refrain was abandoned as
the unscripted lament developed into a poetic form.'

The kommds, a lament sung by actor and chorus, re-established, with its
alternating lines and collective refrain, the ancient form of lamentation on the tragic
stage.” While laments do survive in written form, they reflected, to varying degrees,
actual funerary custom. The most direct evidence for spoken lament is epic, lyric,
and tragic poetry; for the practice of funerary, ritual lament, it is the legislation

concerning these practices, much of which attempts to restrain the excesses of a

1. Alexiou 2002, 12-13.
2. Alexiou 2002, 13.



grieving family.> For the purposes of this study of the Jon of Euripides, I focus on the
identification of mourning speech and the analysis of this mourning speech and its
importance, in order to draw attention to the Jon and to place it within the tradition of
tragic lament.
Sources

A few scholars in particular have grappled with lament in recent years.
Alexiou covers lament tradition from the ancient world through the post-classical and
Byzantine eras into modern lament, tracing the modern lament back to its earliest
recorded form, in the epics of Homer. She offers a categorization of lament and a list
of characteristics shared by lament, but also a definition. Alexiou defines ritual
lament primarily on the basis of its function, according to what it does, rather than
how it sounds or the form in which it is usually expressed. What she says it does is to
connect. It connects the past with the present, the dead with the living, and the living
with one another.* Casey Dué and Nicole Loraux have explored lament in tragedy,
and the significance of lament to tragedy, concluding that tragic lament is also
connective; both speak of the connections forged by tragic lament.

Dué, in The Captive Woman'’s Lament, focuses on the lament of the captive
woman in Athenian tragedy, which explicates for the Athenian audience a connection
between Greek and Other. This connection sometimes reinforces the audience’s

belief in Athenian superiority and sometimes persuades the audience to identify with

3. Alexiou 2002, 14-23, contains an excellent and very interesting breakdown of common legal
restrictions on funerary practices, along with speculation regarding the reasons for these
restrictions.

4. Alexiou 2002, 10-11, 21-22.



the Other and experience her sadness.” In the first chapter of her book The Mourning
Voice, “Greek Tragedy: Political Drama or Oratorio?,” Loraux compares the
mourning song of tragic women to modern expressions of grief in which lament is a
weapon for the unarmed. In questioning whether tragedy is political or personal, she
finds tragedy to be both political and personal: in essence, a link between the two.°

Alexiou identifies lamentation for the dead as an activity inseparable from the
ritual practices surrounding the dead and their honors.” As the work of Dué and
Loraux shows, however, while the function of lament begins in the cultural context of
the actual burial ritual, it does not end there. The occurrence of lamentation on the
stage, shows that the verbal act of mourning can itself convey meaning to the
audience, and scholars have written on the lamentation of traditional mourners such
as Andromache, Hecuba, and Electra, as well as on lamentation in The Persians and
the lament of Cassandra in The Trojan Women. Creusa and her lament in the /on fall
into a gap in the study of tragic lament. Although scholars do mention Creusa,
sometimes at length,® there has not yet been a careful examination of her speeches in
the Jon in the context of lamentation. I believe that there are two factors that are
largely responsible for this gap.

First, the lament in the Jon is not as straightforward as the lament of Hecuba in
Hecuba or The Trojan Women, the chorus of Persian elders in The Persians, or

Electra in The Libation Bearers. Second, the lon contains themes disturbing to the

Dué 2006, 6-7.

Loraux 2002, 11-13.

Alexiou 2002, 22-23.

Chong-Gossard 2003, Conacher 1959, LaRue 1963, Rabinowitz 1993, Wick 1992, and
Zacharias 2003, as well as brief mentions in Foley 2001 and Loraux 1987.
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modern audience, such as child sacrifice, infant exposure, and sexual violence.
Further, the Jon obscures these disturbing topics with a layer of issues of ancient
cultural importance such as Athenian attitudes toward the claim of autochthony,
inheritance issues and epikléroi (female heirs), and the relationship between humans
and gods. These more palatable topics have received the majority of the scholarly
attention given to the lon.

The modern conception of lament, into which the funerary speeches of
Andromache, Hecuba, and Helen in Book 24 of the /liad easily fall, may not as easily
encompass the idea of a mourning dialogue, but Alexiou points out that from the fifth
century on, dialogues often occur in epigrams and funerary inscriptions, and that
these dialogues take the form of a brisk question and response pattern, leading the
interlocutor through the details of the life and death of the deceased.” This is
precisely the pattern of many of Creusa’s dialogues in the Jon. The story of her life,
from her escape from sacrifice as a babe in arms to her childless marriage with a
foreigner, is told in dialogue form. It seems useful, therefore, to examine both
Creusa’s longer speeches and the dialogues in which she engages for the
characteristics of lament.

Does Creusa Lament?
Alexiou identifies the key characteristics of lament as being ternary structure,

collectivity, repeated lines and phrases, reiterated cries, antiphony, statements of

9. Alexiou 2002, 138.



death, and appeals by name.'’ While it is not necessary that a given lament include all
of these features, these are the general characteristics that typify lament. Alexiou
gives the laments for Hector in Book 24 of the //iad as examples of ternary structure.
In each lament, the mourner first addresses Hector, then offers a narrative concerning
Hector and the effects of his death, and then a renewed address to Hector.!" As an
example of collectivity as well as repeated lines and phrases, she offers a passage
from the Persians in which Xerxes mourns the Persian land and dead and the chorus
answers, both with appropriate sentiments and with wailing cries.'” Reiterated cries
and antiphony are seen in the Choephoroi, when Elektra’s libation to Agamemnon is
accompanied by the shouts and wailing of the chorus.”” Statements of death and
appeals by name occur in the ancient epodé and in the refrain of Byzantine and
modern lament."*

Just as Creusa’s situation is unusual, so too is her form of mourning, but she
expresses herself in tripartite speech, invokes the collective nature of lament through
repetition and reiteration as well as appeals to her female audience, and makes
statements of death and appeals by name as she speaks of her troubles and how the
god has wronged her. In order to demonstrate that Creusa’s speech in the /on can be
characterized as lament, and that her lament is intended to allow her a voice and an
identity with which the audience might sympathize and identify, I will first discuss

the characteristics as listed by Alexiou and their use in Creusa’s speeches and

10. Alexiou 2002, 132-37.

11. Alexiou 2002, 133.

12. A. Pers., 11. 1066-77; Alexiou 2002, 135.
13. A. Choe., 11. 156-9, Alexiou 2002, 136.
14. Alexiou 2002, 145-46.



dialogue in the play, and then examine in more detail a few of the key speeches and
show how they contribute to the development of Creusa as a character and to the
audience’s acknowledgement of her and her experience.

Creusa does not use a strictly ternary structure as defined by Alexiou, but her
speeches are often broken into thirds structurally. In her introductory speech at lines
247 to 254, for example, she first addresses lon (11. 247-248), then hints at a painful
memory from her past (1l. 249-251), and finally (1l. 252-254) addresses the women of
the chorus—or perhaps all women everywhere. Her second long speech, at lines 384
to 400, is likewise divided into three parts. She addresses Phoebus (11. 384-385),
offers a past and future narrative (1. 386-391), and then addresses Ion, imploring him
to keep silent (11. 392-400). She finishes this speech with a restatement of the
wretched condition of women.

In Creusa’s monody (1. 859-922), Lee suggests a five-part structure in which
Creusa asks if she should speak out (1l. 859-69), decides to speak (11. §70-80), calls on
Apollo and “[evokes] the rape” (1. 881-896), relates the birth and death of the infant
(1. 897-904), and condemns Apollo (I1. 905-22)."> Lee’s breakdown of the monody’s
structure does pay strict attention to the specific topics Creusa addresses in her
speech, but I see a more general division into thirds (1. 859-80, 881-906, and 907-
922), each third beginning with an exclamation of distress and the first and second
ending with a brief transition into the next division. Rather than using only the

content of the lines to form divisions within the monody, which does yield Lee’s five

15. Lee 1997, 257.



structural elements, I consider the narrative arc of the entire speech as well in
breaking the speech into three segments.

Although Alexiou is careful to state that this ternary structure is not an
unfailing indication of lament, as some ternary speeches do not include lamentation
and some lament is not expressed in this symmetrical tripartite structure, she seems to
feel that it is one of the important features of ritual lament, in part because it is a link
from the very earliest recorded forms of lamentation down to later recorded
lamentation.'® In the speeches cited above in which Creusa does use a tripartite
division, often the first and last sections both address a specific audience, whether an
individual or group. Her introductory speech addresses Ion and then the women of
the chorus, her speech reproaching Phoebus addresses Phoebus and then Ion. Each
contains an intervening narrative section, just as the funerary speeches in Book 24 of
the Iliad do. Though this does not appear to be the classic ternary structure of lament
described by Alexiou, the first and third sections of the speeches perform the same
function, even though Creusa addresses two different characters or group of
characters in each.

Collectivity is expressed throughout Creusa’s speeches and the dialogues in
which she takes part. Her introductory speech and dialogue with Ion take place in
front of the chorus, made up of her Athenian attendants. This dialogue, in which we
discover Creusa’s identity, her reason for coming to the oracle, her “friend’s” sad

situation, and lon’s own upbringing, is answered by a statement from the chorus,

16. Alexiou 2002, 132-33.



expressing a platitude regarding life’s misfortunes.!” Alexiou states that the most
common Homeric formula following a lament is €TTL € OTEVEXOVTO YUVXIKEG
(and the women groaned in answer).'® This Homeric formula describes the reaction
of the chorus. In Creusa’s speech to her manservant, she explicitly states the role of
collectivity in tragic lament when she says:

O'UV TOLg @iloLg yo<p nov uev npowcew KOADC: 730

0( ur] YEVOLTO d’, €L TL TLUYXXVOL KOKOV,

€C OppaT elvou WTOC EPPBAEYNL YAUKD. (730-732)

(For it is pleasant to do well in the presence of friends;

but if—Ilet it not be so!—some evil should befall,

it is sweet to look upon the face of a kindly man.)

The manner in which Creusa tells her story—as though it had happened to
some friend—also expresses collectivity. While she is ashamed to repeat the events if
she herself is connected too closely to them, by delivering the narrative as though it
had happened to someone else, she distances herself from the narrative, as well as
gives the story an added layer of collectivity. By placing the events at a remove in
speaking to Ion and to the chorus, she implies that she was the first audience for this
story: it seems that the experience and the narration are made more valid as they are

shared with others. The reinforcement of the chorus validates Creusa through the

intermediary of her friend.

17. Ion 1. 381-83.
18. Alexiou 2002, 135.



This collectivity is even more pronounced in the passage in which the chorus
of Athenian women and the aged servant report the oracular response to Creusa.'”
Creusa first addresses the chorus at lines 747-751:

YUVOIKEC, lOTAOV THOV EPROV Kol KepKidoC

OOVAELUX TTLOTOV, TLVX TUXNV AWV TTOOLG

BERNKeE TTXLdOWYV, WVTTEP OVVEX’ NKOHEV;

onuAvVaT’: €l Y&p &yoB& pot pnvOoETE, 750

o0k €l¢ &TTLOTOUC BETTTIOTHC BAAETC X&KPLV.

(Women, trusted servant of my loom and shuttle,

what outcome concerning our children—

the reason we came—has my husband taken away?

Tell me! For, if you give me good news,

you will not waste a favor on an ungrateful mistress.)

Creusa addresses the women directly, and involves them in the outcome of the oracle,
echoing the sentiment from lines 730-732 above. The chorus answers her “{0)
datpov!” (O fortune!),” and when she responds that this introduction does not seem
favorable, they cry again “l0) TA&HOV.” (O wretched one!)*' The content of the
oracle, and Xuthus’s response and recognition of Ion, his “son,” is told in alternating
lines by the aged manservant and the chorus: Apollo has given to Xuthus as a son the
first male he sees as he exits the temple. That young man was Ion, and Xuthus has
joyously claimed him and is performing the sacrifices attendant upon the birth of a
child.”

Creusa’s aged manservant tells her:

DETTTOLVX, TTIPOOEDOPETO — TUV Y&p 0OL VOO —

19. Ion 11. 747-858.
20. fonl. 752.
21. Ionl. 754.
22. ITon 11. 780-807.



To0 000 TIPOC AVOPOC, KUL HEUNXKVNHEVWC

OBPLCOHETO dwpdTWY T 'EpexBEwg 810
EKBOANOPETDX. Kal 0OV 00 OTLYWDV TTOCLY

AéYw, 0€ HEVTOL HEANOV N KETVOV PLAGV: (808-812)

(My queen, we—for I am as sickened by this as you—

are betrayed by your husband and, being schemed against,

we are wronged, and exiled from the halls of Erechtheus.

And I say this, not out of hatred for your husband,

but because I love you more than I love that man.)
The chorus, however, is more direct.

olpoL, K&KOUPYOUG GvdPaC WG alel OTLYW,

ol OUVTLOEVTEG TBOLK’ ElTA PNXXVAIG

KOOHOOOL. (PaOAOV XpNoTOV &v AXBETV pilov

BENOLUL HEANOV 1 KKKOV OO@UWTEPOV. (832-835)

(Alas! How I continually despise wicked men,

those who contrive injustices and then with plots

embellish them! I would prefer to have as a friend

a person foolish and good over someone wiser but evil.)
The manservant, having speculated that Xuthus had all along known of the child and
had been plotting to supplant Creusa’s offspring with his own,” suggests that Creusa
deprive her husband of his son just as she has been deprived of her own children.**
The chorus, however, rather than specifically endorsing the manservant’s plan of
murder, instead responds to his declaration that he is willing “Qavelv Te TOV Te

péyyoc eloop@v” (to die or living, see the light of day):*

KXYW, PiAn déoTrove, oLUpWOoPAV BEAW
KOLVOUHEVN TAVD' N Baveiv N TAV KOAWDC. (857-58)

(And I too, dear mistress, taking common cause
in your misfortune, I wish either to live nobly or to die.)

23. Jon1l. 816-29.
24. Ion 1l. 843-56.
25. Ion 1. 853.
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The chorus conveys information and responds to and participates in Creusa’s feelings
of dismay and anger, but it does not suggest a course of action for Creusa or attempt
to interpret the actions of others in the way that the manservant does. This response
and participation, receptive but passive, is at the core of the collectivity of women’s
lament.

Alexiou states that repetition, reiteration, and antiphony are elements of
traditional lament that work to build tension and sometimes function as a refrain.
There is not a great deal of repetition of lines and phrases in Creusa’s speeches,
although she, like many lamenting women, uses several words meaning “wretched”
or “miserable” repeatedly.”’ Reiteration and antiphony survive from traditional ritual
lament into tragic lament in stichomythic dialogue.” Choral passages, or passages
where the chorus answers a character or engages in internal debate also shows these
reiterated and repetitive cries, but Creusa’s monody uses repetition and reiteration,
particularly at lines 859-75.

® WYux&, TG OLlYKOW;

TIC 8¢ TKOTLHG AVAPAVW 860

eOVAG, ald00C &’ XTTONELPOW;

TLYOXp EUTTODLOV KWALM’ ETL pOL;

TIpOC TV’ &ydvag TIBEPeod’ &peTAc;

00 TTOOLG UMV TTPODOTNG YEYOVEV,

oTépopaL &’ olkwv, OTEPOHAL TTXLOWV, 865

PPoUdaL &’ ENTTLOEC, B dLoBETOmL

XPNTouoa KaAWGC 0Ok €duvnony,
oLYDOoX YXHUOUG,

26. Alexiou 2002, 136.

27. For example, TANHWV at 252, 905; TO’AGLTTWPOC at 320, 364; TRAXLVG at 324, 764;
d0aTNVOC at 348, 897, 941, 979; HEAEé twice at 900.

28. Alexiou 2002, 137.
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OLYOQ TOKOUG TTOAUKAXUTOUC;

AN’ 00 TO ALOC TTOADXOTPOV €dOC 870
Kot TAV €TT’ EPOTC OKOTTENOLOL Bedv

Alpvng T’ év0dpou TpLTwvikdoc

TTOTVLOV KKTAV,

OOKETL KPOYWW AEXOC, WC OTEPVWY

GTTOVNOXHEVN PRWY ETOUAL. (859-75)

(O my soul, how will I be silent?

How will I make known my dark marriage bed,
And leave behind my shame?

What still hinders me?

Against whom am [ set in a contest of virtue?
Has my husband not become my betrayer?

I am bereft of house, I am bereft of children,
My hopes proved false, and the things

I wished to accomplish I could not,

Though I kept silent about the rape,

Kept silent about my much-lamented child.
But, by the starry seat of Zeus

And the goddess high upon my cliffs

And the shore of watery Triton,

I will no longer hide the rape, so that

casting it from my breast I might be easy.)

In the initial lines of the monody, Creusa repeats some key words: forms of
oLy&w three times (11. 859, 868, 869), and three different words indicating her bed or
marriage bed (euné 1. 861, gamos 1. 868, lekhé 1. 874), as well as two different words
for child (pais 1. 865, tokos 1. 869). She also uses repetitive or parallel phrasing at
points in the opening of this monody: “TTC TLYGOW; TTAC dE...XAVRPAVW;”
(How will I be silent? How will I make known...? 1l. 859-60); “CTépopaL O’
olkwyv, oTépopat TTLdwWV” (I am bereft of house, I am bereft of children, 1. 865);
“OLly@ox YRHMOUC, oLly@oa TOKouc” (Kept silent about the rape, kept silent

about my much-lamented child, 11. 868-69).

12



The repetition of words for silence and the words for bed or marriage bed,
signifying, not her marriage to Xuthus, but her rape by Apollo, emphasizes these
concepts, which are key to the play. The initial repetitive questions, by showing her
great distress and focusing that distress on specific elements of her situation, increase
the sense of Creusa as a woman in an unbearable situation. The repeated parallel
phrasing also emphasizes Creusa’s plight and contributes to the audience’s sense that
Creusa is lamenting her situation: the rape, her childless marriage, and her equivocal
feelings about the loss of her only child. Euripides’s use of antiphony, reiteration,
and repetition, particularly in dialogue, allows a pattern of statement, restatement, and
elaboration that can function as exposition or emphasize important themes.

The tropes that Alexiou refers to as “statements of death” and appeals by
name also appear in Creusa’s speeches. Alexiou says that these elements, unlike
antiphony, which recalls the refrains of early lament, are tied to the ritual function of
lament. Specifically, she notes that statements of death and appeals by name were in
part an incantation intended to summon the deceased.”” Calling the name of the dead
person is intended to attract his attention, and statements of death may have been
intended to orient the deceased and provide context for his relative’s prayers and
offerings.” Creusa does not call out to her son by name—this would be difficult,
since she exposed him unnamed—but she frequently appeals to the god Apollo,

particularly during speeches expressing anger.

29. Alexiou 2002, 136-37.
30. Alexiou 2002, 136; see also n. 14 to ch. 7.
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Statements of death are easily found in a play that concerns itself with the rape
of Creusa and her subsequent decision to expose her child. At lines 344-352, Creusa
tells Ton about the exposure of her “friend’s” son, saying that he has been put out of
the house (1. 344) and that he was presumably killed by wild animals (1. 348). In the
speech of Creusa which ends that dialogue, she says at line 386 that Apollo has not
saved what he should have saved, and at 897-901, she repeats that she exposed her
infant son at the site of her rape, in fear of her mother. In her monody Creusa says:

0 &’ €nog yevéTacg kol 00¢ Y, Auadnc,

olwvoig éppel oLABELC,

OTTIXPYOXVO HXTEPOG EEXANKENC. (916-18)

(O my offspring and yours, unknown,

is gone, snatched by birds,

having lost his mother’s tokens.)

Also in this monody, Creusa states baldly “T€OvnkKev, ® yepaLE, Onpoilv
ékTeBelc.” (He is dead, old man, having been exposed to wild beasts.)’' Although
the statements of death during Creusa and Ion’s first dialogue seem rather tepid, the
awkwardness of the emotional distance made necessary by Creusa’s transfer of the
sad experience to her “friend” could account for that. When she relates the story to
the aged servant and chorus, her statements regarding the death of her child are much
stronger and more poignant. These statements of death, occurring as they do on

stage, are ritually null but certainly contributed to the fulfillment of the audience’s

expectations about lament.

31. Ion 1. 951.
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The elements of lament as identified by Alexiou—ternary organization,
collectivity, repeated lines and phrases, reiterated cries, antiphony, statements of
death, and appeals by name—all figure in Creusa’s speeches and dialogues in the Jon.
Because dialogue does not lend itself well to multipart organization, the ternary
structure that Alexiou identifies as a distinctive characteristic of lament appears only
in the longer speeches. Collectivity, repetition, and reiteration, statements of death,
and appeals by name occur in dialogue as well as in Creusa’s speeches. Collectivity
in particular, encompassing as it does responses from the speaker’s audience, is
expressed in the dialogues of Creusa with the chorus of Athenian women, the old
manservant, and even in her dialogues with Ion.

Lament, particularly in tragedy, need not rigidly follow the form of the ritual
lament in order to perform its function. Even in literal, rather than literary, lament
there is a place for goos, unscripted wailing, and Creusa’s lamentation—organized,
impassioned, and persuasive—has a great deal more in common with the formal
thrénos, particularly when considered as a whole across the breadth of the play.
Given the presence of these identifying characteristics and the function of her
speeches and dialogues in the play, it seems obvious that Creusa is indeed engaging
in lamentation in the /on.

If we accept that what Creusa is doing in the /on is in fact lament, if non-
standard lament, we must ask what function it serves to the play. Alexiou, Dué, and
Loraux have made it clear that the function of lament is not to be a static retrospective

on loss, but to make connections: between the dead and the living, Greek and Other,

15



and public and private. In the case of Creusa, the connections she makes during the
course of the play are not just between her and her listeners, as she weeps and they
respond. She also forges a link between her past and her present that allows her to
acknowledge her history, have it validated by others, and move beyond it into the
happy future foretold by Apollo.
Lament in the Ion

The play opens with a prologue delivered by Hermes, who gives us the story
in brief: some years ago, Creusa, a young girl raped by Apollo, found herself
pregnant, concealed the pregnancy, and exposed the infant. She left him in the cave
under the Long Rocks where she was raped, furnished with the ornaments of a
daughter of her father’s house, where Hermes, sent by Apollo, found him. Hermes
conveyed the child to the sanctuary at Delphi, where Apollo inspired pity for the
infant in his priestess, and she adopted the infant and raised him to manhood. Hermes
has returned to Delphi in order that he might see Apollo’s lengthy plan come to
fruition: that Creusa and her husband Xuthus, having come to Delphi to inquire of the
god concerning their childless state, might encounter the young man, whose name
will be Ton.”> The action of the play begins with a monody from Ion reflecting on his
role in the temple and his joy in fulfilling it.>> Ton’s monody is followed by the
parodos of the chorus, establishing that the chorus is made up of women of Athens,

servants in the household of the king.**

32. Ionll. 1-81.
33. Ionll. 82-183.
34. Ionll. 184, 235-37.
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Creusa arrives onstage heralded by the chorus of Athenian maidservants at
line 236, and has already begun to weep.”” Ion asks her why she weeps at the sight of
the god’s shrine when it gives pleasure to other viewers, and she addresses him:

W €€ve, TO P&V 0OV OVK KTTALOEDTWC EXEL

€C BaxOpOT ENBETV daKPOWVY EPMDV TTEPL:

Eyw &’ (dodox ToLTd' ATTOMWVOC dOUOULC

HVAUNY TTGAXLAV KVEUETPNOEUNY TIVA: 250
EKETOE d€ TOV VOOV EoXoV EVOGd’ 00T TTOU.

W TANHPOVEG YUVKIKEC: W TOAPUAUTX

Bedv. TL SATA; TTOT diknVv dvoloopev,

el TOV KPpATOOVTWYV &dLKioLg OAOVLUEDN; (247-54)

(O stranger, your amazement at my tears

shows that you are well brought up.

It is just that I, seeing these halls of Apollo,

retraced a certain old memory,

and found my mind there although my body is here.

O wretched women! O, the undertakings of gods.

What now? Where do we obtain justice

if we are overcome by the injustices of our overlords?)

This speech, Creusa’s first words in the play, introduces elements that the play
will continue to expand upon and grapple with: memory, the suffering of women, and
the misdeeds of the gods. Creusa, addressing the young temple servant before her,
begins by complimenting his bearing and manner, observing that his concern for the
tears of a stranger shows him to be “not uneducated.”® She next mentions the
memory which caused the tears that Ion asked about. In the prologue, Hermes has

already told us that Phoebus “yoked the child of Erechtheus in marriage by force:

Creusa;™’ Creusa’s tears and her hesitation in mentioning the “old memory” show

35. lon 1. 241-42.
36. Ion 1. 247, “O0K &TTOLOEDTWC.”
37. ITon 1. 10-11.
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that she is still troubled by it. The final element of Creusa’s introductory speech is an
exclamation concerning the injustices women suffer at the hands of KpXTOUOVTWV,
directly addressing the women of the chorus and then announcing the specific form of
injustice with which she is concerned. Even in this brief introductory speech, Creusa
explicitly claims the collectivity of lament when she exclaims “Q TANUOVEG
YUVOIKEC...TT0T diknv dvoioopeyv, / el...0NoVpeBN;” (O, wretched
women...where do we obtain justice if we are overcome...?)""

Her appeal to the chorus of Athenian maidservants, which has been present
since line 184 and the end of lon’s monody, consists of more than just her
exclamation “O wretched women!” Although first person plural is often used in
tragedy as a more dramatic or grandiose form of self-reference, here Creusa seems to
use it to voice a more general female complaint, as she will several times throughout
the play. Her concern is not only with her own experience, variously described as a
HVARNY TTOAXL&Y, aloX0VNV TV, an &diknp&, and herself as vooolow,
TOAXLTTWPW, for example,” but also with the experiences of other women who
have suffered as she has.*® Also, her use of the word KpXTOUVTWV suggests that
she is speaking more generally. In Creusa’s case, OUP&VLWYV or OUP&VLOL might
be more accurate, but the women of the chorus, to whom she is speaking, will

presumably have suffered injustice at the hands of husbands or masters of the

38. Ion 1. 252-54.

39. Ion, 11. 250, 288, 325, 320, 364.

40. In addition to her exclamation in Il. 252-54, the dialogue between Ion and Creusa contains a
number of such references, such as when she remarks at line 320: “How I, ailing, have found
ills!”
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households in which they live rather than at the hands of a god. Creusa’s use of the
more generally applicable term gives her words greater weight.

After Creusa’s opening speech, lon responds, and she and Ion engage in a
lengthy stichomythic dialogue*'—the longest in Greek tragedy—in the presence of
the chorus, which interjects only once.* Throughout the dialogue Creusa addresses
Ion as “stranger” and Ion addresses Creusa as “madam” or “lady,” a common feature
of recognition scenes.* The length of this stichomythic passage heightens the
audience’s anticipation of the recognition scene they have been led to expect from the
stichomythia as well as the prologue of the play, when Hermes says at lines 71 and 72
HNTPOG WG ENBWV dopOoLG / YVWOBR Kpeodan, (...after coming to the halls
of his mother, he will be recognized by Creusa...) Much of the exposition that drives
the rest of the play occurs during this lengthy dialogue. If this information had been
simply baldly recounted, as Hermes lays out the shape of the play briefly in his
prologue, this passage might have dragged. When it is conveyed instead in this very
rapid stichomythia, however, the dialogue informs without boring the audience. The
swift changes of subject, driven by Creusa’s discomfort as well as Ion’s eager
curiosity, hurry the audience through the conversation, and the signposts pointing to
an imminent recognition scene make the longer passage of dialogue acceptable to the

audience.

41. 143 lines long, 11. 237-380 ; Lee 1997, 186.

42. Ion 1l. 381-83, expressing a common Greek sentiment and response to human suffering.

43. Zéve at lines 247, 264, 266, 312, 360, and 392; Lee 1997 notes the use of “stranger” as a
foreshadowing of the recognition scene at 187.
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In this dialogue, the audience discovers three important pieces of information:
the precise identity of Creusa and her family history, the circumstances surrounding
Ion’s residence at the temple of Apollo, and that Creusa herself relinquished a child
many years ago. Each part of this dialogue is punctuated by a statement by Creusa
concerning her suffering. First, we learn Creusa’s name, and that she is the daughter
of Erechtheus, and hails from the city of Athens. We know from Ion’s reaction at
lines 262-63 and line 265 that Creusa’s family and she herself are of some note. Upon
hearing Creusa’s name, Ion answers: “G KAEWOV 0lkoDa” &aTu Yevwaiwy T’
XTT0 / TPUWELoNK TTRTEPWYV, ¢ o€ BaxvpdTw, yYOvaL.” (O dweller in a
famous city and from well-born ancestors born, lady, how I honor you!)* Creusa’s
answer, far from accepting his respectful sentiment, makes it clear that she has more
weighty matters to consider. “TOOCXITX KEOTUXOGHEV, B EV’, 00 TTEPX.” (So
far am I fortunate, O stranger, but no farther.)45

Ion pursues the question of her identity with an eager request for further
information: “TtpOC eV &ANBWC, WC HEPVBELTAL BPOTOIC . . .; €K YAC
TIATPOC TOL TIPOYOVOC EBAXOTEV TTTAP;” (By the gods, is it truly as the
story is told by men...that the father of your father, your ancestor, sprang from the
earth?)*® Creusa confirms this story, adding “T0 €& yévog P’ 00K WQPENEL.”
(...but my ancestry does not help me.)*’ Ion continues to ask for details about her

family, including about the sacrifice of Creusa’s sisters, and about the death of

44. Jon 11. 262-63.
45. Jon 1. 264.

46. Ion 1l. 265, 267.
47. Ion . 268.
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Erechtheus, which Creusa also confirms. At line 280, having been asked by Ion the
reason why she alone of her sisters was spared, she reveals that as a Bp€wpog
VEOYVOV, a new-born babe, she was safe in the embrace of her mother. This
statement regarding the “safety” of a mother’s arms will be recalled later in the play,
as we discover the safety that Creusa’s arms afforded her son.

The portion of the dialogue from line 269 to 282 allows Creusa, and the
audience, to step back from Creusa’s previous distress, but at line 283, lon brings up
the Long Rocks, which visibly upsets Creusa at 284: “TL &’ loTop€ig TOd’; (g Y’
AVEPVNOKG TLVOC.” (Why do you inquire about this? You remind me of
something.) Ion’s response, “The Pythian and Pythian bolts honor them,” provokes
Creusa to wail “TIH& TIU&: WG PATTIOT WPENOV o’ (d€elv.” (Honors, honors!
I wish I had never seen them!)* but she quickly regains control over herself “00d€v:
EOvold’ avtpolowy aloxOvnV TwE.” (It is nothing; I share with the cave some
certain shame.)*’ Ton politely passes on to a less upsetting subject.

From 289 to 302, Creusa and Ion discuss her husband Xuthus in barely more
detail than Hermes gave during his prologue.”® From Hermes we learn that Xuthus, a
son of Aiolus in the line of Zeus, fought on the side of the Athenians in the recent

war, and was afterward married to Creusa, the epikleros5 Lof Athens, as a reward for

48. Ion1.286.

49. Jon 1. 288.

50. Ion 1. 57-64.

51. An epikleros is, in the simplest sense, an heiress. She comes to her marriage “with the goods”
of her father, as an only child or the only surviving child, and her genetic duty is not to her
husband but to the oikos of her father. When possible, the epikleros would be married to her
nearest male relative (or to an adopted, unrelated male heir), even if she were already married.
The fact that Creusa is an epikleros has obvious implications for her marriage to Xuthus and
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his loyalty; Creusa tells Ion that Xuthus had sacked Euboia and won her hand.” Ton,
naturally, asks if she has come alone or with her husband, and she answers that they
have come together.” Knowing that they are the king and queen of Athens, Ion
inquires as to the nature of their question for the oracle: is it public business,
concerning the fertility of the land, or private, concerning children?>*

Creusa answers “We are childless, having been married a long time.” Ion
asks her, very specifically, “Have you never given birth—are you childless?” Creusa
answers evasively “Phoebus knows my childlessness.” This statement, both bitter and
pathetic, allows Creusa to speak truthfully. Ion seems to interpret the form of her
answer as further evidence of her devout nature, and is diverted from his line of
questioning. He exclaims, “Oh wretched woman! Though fortunate in some things,

you suffer regardless.””

This evidence of Ion’s sympathy for even that part of her
misfortunes of which he is aware seems to touch Creusa, and she inquires in more
detail about his own circumstances, discovering that he knows nothing about his birth
or ancestry except that he belongs to the temple. Creusa remarks “AU€EIG ¢’ &p’

0(69Lg, 1) TéV', dvTolkTipopev.” (I likewise feel pity for you, O stranger.)™® Ion,

at line 313 as at line 305, very precisely reiterates the source of her pity: “0¢ MR

its childlessness, as well as for the substitution of Ion for a child not of her father’s bloodline.
Foley 2001, 68-70, contains a brief but informative discussion of epikleroi and their use as a
thematic element in Greek drama.

52. Ion 11. 296; 304.

53. Ion 11. 299-300.

54. Ion1.303; Lee 1997, 192, notes that it is a reasonable assumption on lon’s part that the
concern which brings the royal couple to consult the oracle could be either private or on
behalf of their kingdom.

55. Ion 11. 304-06.

56. Ion1.312.
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€ld00’ NTLC Y’ ETekev €€ OTOL T  EuV.” (I do not know she who bore me and

from whom I sprang.)’’

Now Creusa begins to question Ion about his circumstances:

Kp  voolol & olkeig TOLG’L6 ﬁ KXTX O'réyag,

“lwv  &TTaV Beod Kot dp’, W 0(v >\0(|3r] p’ OTTVOC. 315

Kp 1ol & v depikov vo<ov N VERVLXC;

“lwv Bpecpog AéyouaLv ol dokoDVTeC eldéval.

Kp KO(L TLg YO()\O(KTL o’ (-:Eeepeq)e AeANQidWV;

“lwv OUT[U)T[OT EYVWV HO(OTOV no (-:Qpque We .

Kp TG, W TOAXLTTWP’; WS VOoOoDC' nUpPOV vocroug. 320

“lwv Poifou TIPOPATLE, PNTEP’ WC VOULTOHEV.

Kp €écd avdp’ &pikou Tiva TpO@RV KEKTNHEVOC;

“lwv Bwuol p’ EpepBov oLTILLWV T’ &el EEvoc. 323

Kp  éxelc 8¢ BloTov: € ya&p ’r']crmjcou TTETTAOLG. 326

“lwv TO1G TOD Geou Kocuouuee’ w 600>\euouev

Kp ou6 nEO(g elg epeuvow eEeupew YOVKXCG;

“lwv  Exw Y&p ouBev w YOVAL, T(—:Kuanov 329

Kp  T&AXw& ¢’ N Tekoboo: TLg ToT’ r]v XpoL; 324

“lwv  &dLkNU& TOL YUVOLKOC EYEVOUNV LOWC. 325

Kp QeD:

éTovOE Tig of) uNTpt TadT’ GAAN YuvR. (314-330)

(Cr. Do you dwell in this temple, or in a house?

Ion  All the gods’ halls are mine; wherever sleep takes me. 315

Cr.  Did you arrive at the temple a child or a young man?

Ion  As an infant, they say—the ones who ought to know.

Cr.  And which of the Delphian women nourished you with milk?

Ion  Inever knew the breast; she who raised me—

Cr. Who, poor child? Oh, how, myself pained, I have found pains! 320

Ion  The prophetess of Phoebus; I am used to consider her my mother.

Cr.  What sustenance brought you to adulthood?

Ion  The altars have nourished me, and the daily visitors. 323

Cr.  You have a means of living; you are well clothed. 326

Ion  Iam dressed in the habit of the god, the one I serve.

Cr.  Did you not leap into the search to find your parents?

Ion  No, for I have nothing, madam, no token. 329

Cr.  Oh, the poor woman who bore you, whoever she was. 324

Ion  Perhaps some woman’s wrong produced me. 325
57. Ion1.313.

23



Cr. Alas!
Some other woman has suffered the same as your mother.) 330

This portion of the dialogue shows the rapid-fire pattern of question and
answer that occurs throughout this section of the play. As in her initial greeting,
Creusa seems interested in lon’s bearing and circumstances; she is also very
interested, as Lee 1997 notes, in the minutiae of Ion’s upbringing, “expressive of a
woman obsessed with her failure to provide for [her] own child.” ¥ Creusa makes
exclamations of suffering three times in this section, at lines 320, 324, and 330. At
line 320, responding to lon’s revelation that he never knew the breast, Creusa
exclaims in pity, and then relates Ion’s pain to her own. At line 324, Creusa again
expresses pity, this time for Ion’s unknown mother; the audience cannot fail to
appreciate the irony of this, particularly after she begins to tell the story of her
“friend” to lon.

Line 330, however, is a cry of lament, introduced by the exclamation ¢e0:
“Some other woman has suffered the same as your mother.” The sympathy for the
plight of a stranger shown in Creusa’s careful questioning of Ion, as well as her
willingness to mourn for a woman she does not know, provide an appropriate
introduction to Creusa’s pity for the “friend” whose story she will tell beginning at
line 332. Creusa’s willing acceptance of the charge laid on her by her “friend,” and
her wholehearted involvement in her “friend’s” problems are not inconsistent with the

demeanor she displays toward Ion and his circumstances.

58. Lee 1997, 194.

24



At line 331, Ton asks Creusa who has suffered the same things as his absent
mother, and she answers “The woman on whose account I have come here before my
husband arrives.” Over the next thirty lines, Creusa relays the story of her “friend” to
Ion: how she was raped by Apollo and conceived a son, which she exposed. Going
afterward to the place where the child had been abandoned and finding no trace of
him, she assumed that her child had died.”® Ton, at line 357, suggests that perhaps
Phoebus took the child and raised him in secret, but this idea is no more pleasing than
the assumption that the child had died: “T& kowv& xaipwv o0 dikatx dp&
MOVOG,” Creusa says. (Enjoying alone those things that ought to be common, he acts
unjustly.)®

Ion, addressing the concern that brought Creusa to the oracle, points out that
Apollo is unlikely to answer. Despite the importance of the oracle, lon admonishes
her, “alox0OVETHL TO TIPAYHA: PR "EENEYXE VLV.” ([Apollo] is shamed by the
matter. Do not interrogate him.)®' Creusa retorts “GAy0OvVeTaL 8€ Y’ 1) TTaBolo
TR TOXN.” (But she, suffering mischance, feels pain.)®® Creusa has previously
referred to the shame that she feels, at line 288 when she says she shares a certain
shame with the cave under the Long Rocks, and again at line 336 when Ion presses
her to speak and she says she is ashamed, even though she has established that the

story she is about to tell is not her own. These two lines bring together the two of the

59. Ion, 11. 338-52.
60. Ion, 1. 358.
61. Ion, 1. 367.
62. Ion, 1. 368.
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play’s themes that dominate this section—shame and suffering—and identify shame
with both Creusa and Apollo, but suffering with Creusa alone.

After lon cautions Creusa about demanding answers from the gods against
their will, the chorus utters a platitude about the difficulties of a mortal life.” Here
Creusa begins her second long speech:

u’u CDO”LB(-: KAKET K&VG(’XS’ o0 6'L|<0(Log el

eg TI’]V omouoow ng 'ITO(pELO'LV ol )\OYOL 385
0¢ 00T’ ECWOoNG TOV OOV OV crwcrou ¢’ ExpRv,

oue’ io‘ropoucrn ur]TpL H&VTLC OV epELg,

wg, €l pév OVKET’ EOTLy, oykwen TROW,

el d ’(-:OTLV ENONL unTpog elg oYLV TToTéE

AN’ €GV XpR T&D', €l TTpoO¢ ToD Beod 390
KWALOUETOX PR paBelv & BoLAOUGL.

AN, W €€V, eloopd yap edyevi TTOOLV

Zo00ov TTEAXC O TOVOE, T&g Tpowwviov

ALTTOVTO BXAKP G, TOUC AEAEYUEVOUC AOYOUC

olya Tpog avdpa, uﬁ T aloxovnv A&Bw 395
6LO(KOVOUO'O( KpU‘I'l'TO( kal TTpoBi AOYog

00X NTTEP NUETG RVTOV (—:E(—:LMcrcrouev

TO( Y&P YOVXLK®DV dLOXEPH TTPOC o<pcrevo<g,

K&V TKIG KO(KO(LO'LV ayaBoal ueuewuevou

HLOOOHED’: 0UTW SUOTUXETG TTEPUKAHEV. (384-400)

(O Phoebus, both here and there you are unjust

to her who is not present, whose story is told.

You who neither saved what should have been saved,

Nor gave an oracle to the mother who asks,

So that if the child no longer lives, he might receive burial,
And if he lives, he might then come within view of his mother.
But such things are necessary, if we are hindered

From knowing what I wish to know by the god.

But, O stranger, for I perceive my wellborn spouse

Xuthus near us, having left the Trophonian chambers.
Keep silent from my husband what I have said,

Lest I take some shame, helping in secret, and lest the story
Not proceed as we unfolded it.

For the affairs of women are annoying to males,

63. Ion, 11. 381-83.
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And good women are mixed up with the bad,
And hated: thus we are by nature unfortunate!)

She begins by addressing Phoebus, and complaining that he is unjust, though
still through the filter of the friend. She details his wrongs: he did not save the child,
and now he refuses to provide an answer to the mother, even so that she might
provide a proper burial for her son. After the recitation of Apollo’s injustices, she
addresses lon again, and cautions him not to reveal what she has told him to her
husband, again in fear of the shame that will accompany general knowledge of the
circumstances around her query. This speech, which was introduced with a platitude
from the chorus, ends with another platitude. Where the chorus’s statement speaks of
the general human condition of misfortune (CUP@OpPKL), Creusa’s specifically refers
to the suffering of women (T& [TIp&XYHXTA] YUVXLKQV), a suffering in which she
partakes.

She makes this clear as she exits after the arrival of Xuthus from the
Trophonian oracle and his departure for the oracle of Apollo. Xuthus announces “€v
8’ 00V elTTev: 00K &TTXLO& pe TTPOC olkov REEWV 00dE Te ék
xpnoTnpiwv.” (But he has said one thing: neither you nor I shall go home childless
from the oracle.)®® After a brief exchange with Ion concerning the particulars of his
question for the oracle, Xuthus exits, urging Creusa to take laurel branches to the
surrounding altars, and to pray that the oracle will return a favorable answer.®’

Creusa says:

64. Ion, 11. 408-409.
65. Ionm, 11. 422-24.

27



€oTaL T&d’, €EoTaL. Aokiag &’ EO(V 6(—:>\r]

vuv AN TO(g anv O(VO()\O(BELV AUXPTLHG,

omag Hév o0 YévouT’ &v (-:Lg nuag @ilog,

000V &€ XpNTeL — BedC Y&p ETTL — dETOHAL. (425-28)

(These things will be done, they will be done. And Loxias,
if he wishes now to repay those previous wrongs,

would not become a friend of mine completely,

but I will accept what he wishes—he is, after all, a god.)

These lines show a brief softening of Creusa’s attitude toward Apollo.
Although she will display grief and anger again later in the play, after telling her story
and having her audience acknowledge and sympathize with her friend’s suffering, she
seems less bitter toward Apollo. He will not become her friend completely, she says,
but she will not spurn an olive branch, should he offer one. After Creusa, in turn,
exits, Ton asks rhetorically “Ti TTOT€ AOYOLOLV 1 £V TTPOC TOV Oedv
KpuTITOlOLV alel Aodopolg’ alviooeTar;” (Why then does this strange
woman always riddle the god, attacking him with secretive words?)*

He goes on to say, however,

VOULBETNTEODC OE HoL

do1Bocg, Ti TT&OXEL: napeevoug Bl yopv

TTPOodLdWaL; TTRIdXG (—:KT(—:Kvouuevog )\O(Gpa

evnchOVTO(g XHENET; U O'U Y’ 0()\)\’ ETTEL KPOTETLG,

XPETAC DLWKE. KAL Y&P oo-rtg Qv BpoTiv 440

KXKOG TTEQUKN, TnptoboLy ol Beol.

TG 0LV dikaLoV TODG VOUOULG DUGC BpoToiC

YPEPOVTHG, KOTOVG XVOULOV OPALOKAVELY; (436-43)

(...But Phoebus must be admonished by me,

what has happened to him? Having taken maidens by force,

he betrays them? Having gotten children in secret,

he abandons them to die? Don’t you dare, but, since you rule,
seek virtue! For whoever of mortals

66. Ion, 11. 429-30.
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is by nature evil, the gods punish him.
How then is it right for you, having made laws
For mortals, to incur the charge of lawlessness?)

Creusa, of course, is offstage and does not hear Ion admonishing the god, but the
audience and the chorus both see the impact that Creusa’s story has had on Ion. After
Ion too exits, the chorus sings about the joys of children and the unhappiness of the
childless life.*” The ode concludes with a summary of Creusa’s story, and yet a third
criticism of Apollo:

va TekoOo& TLg Poipw

TTapOévoc, W PENER, BpEpoc,

TITXVOLg EEOpLOEV Boivav

Bnpoi Te @olviav daITAH, TILKPWV YXUWV 505

OBpLv: o0T étri kepkiov olTe Aoyolg

EATLV KLOV EVTUXLOG HETEXELV

BebdBev Tékva BvaToic. (502-509)

(Here some wretched

maiden bore an infant

to Phoebus and exposed it:

a meal for birds and a bloody feast

for animals, the transgression of a bitter bedding.

Neither at loom nor telling stories have I heard

that the offspring of mortals and gods partakes in good fortune.)
This retelling, though succinct, shows that the chorus has listened to Creusa’s story
and her criticism of Apollo. It mentions the important elements of the tale as related
by Creusa, and suggests that, it being an established fact for the chorus that the

children of humans and gods are uniformly unlucky, Apollo is to blame for the

supposed demise of his child.

67. Ion, 11.474-91.
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After the choral ode, Ton and Xuthus enter and begin a lengthy dialogue® in
which Xuthus reveals that the oracle has declared that Ion is his son. After the exit of
Xuthus and Ion at line 675, Xuthus having expressed his intention of taking Ion to
Athens as his heir, the chorus predicts, “Op® dXKPULK KKl TTEVOLHOULG
<OANOAXYXC> OTEVOXYHXTWYV T’ EOPONKC,” (I see tears and sorrowful cries
and the beginning of groans).”” The chorus goes on to sing about the revelations that
Xuthus made, and finishes the ode by expressing worry and its intention to inform
Creusa of everything that has gone on. At line 725, Creusa and the aged servant enter
with mutual protestations of devotion.”’ After they reach the area in front of the
oracular building, Creusa asks the chorus what the outcome of her husband’s question
was, and after a few hesitations, the chorus responds:

elpnoetal Tot, kel Bavelv HENAW BLTTAT.

o0k EOTL 00L, déoTroLV’, ETT’ AYKAAOLE A BETV

TékV’, 000€ HXOTW OW TTPOCTKPUOTAL TTOTE. (760-62)

(I will speak, then, even if I must die twice over.

It is not to be, my lady, that you should hold a child

In your arms, nor press it to your breast.)

Creusa replies “COpot, B&voluL.” (O god, I wish I were dead.)”’ The old
man interjects a word (“OUyaTEP—"), and Creusa continues:

W TéAKLY’

€YW) TLPPOPEC, EAXBOV ETTOOOV &XOC

&BioTov, pilaL.

OLOLXOMETOX. (764-67)

(O wretched me,

68. Ion, 1. 517-645.

69. Ion, 11. 676-77.

70. Creusa to the old man, 1. 733-34; the old man to Creusa, 11. 735-37.
71. Ion, 1. 763.
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O misfortune, I have taken—I have suffered pain

Beyond life, my friends,

[ am completely destroyed.)

Lee points out that the style of these lines, full of interjections, “staccato sentences,
broken syntax and asyndeton” is typical of a character’s reaction to horrible
revelations like the one related by the chorus; he compares it to Medea in Medea at
lines 144 and following.”” The sounds in these lines as well are very suggestive of
weeping and lament. The sounds of the phrase “EAaBov ETTOOV &XOC
&BloTov,” with the repeated “ah” and “oh” sounds mimic the inarticulate cries and
groaning that the chorus foresaw at line 676.

Creusa continues to cry out and groan her sorrow until she learns that she is
alone in her childlessness—that Apollo has made known to Xuthus a son, Ion, whose
existence had not previously been known.” At line 769, she explicitly categorizes
her cries as yoot, “wailing,” and at line 777, she describes the news as &X0¢ €pol
OTEVELV, “a pain for me to groan over.” At line 781, the chorus affirms that it is
true, saying “Trakpf &’ €yw.” (I was there.) Throughout this passage, Creusa cries
out as each new piece of the puzzle is revealed, using repeated words and phrases
such as the repetition of &(pO(TOV at line 782, &Tekvov at line 789, and olov at line
799. Beginning at line 808, the aged servant makes a long speech assuring his
mistress of his support, and offering a possible origin for her husband’s son, one
which involves trickery and ill-will on his part toward his wife. He then suggests that

Creusa should murder her husband’s son, and promises to assist her, even if it means

72. Lee 1997, 248.
73. Ionm, 11. 774-75.
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his own death.”* The chorus, who has previously exclaimed, in support of their
mistress’s woes,

olpoL, KaKkoUPYOUG Bvdpag Wg alel aTLYW,

ol oLVTLOEVTEC TEOLK' elTA pPNXXVAIC

KOOHOOOL. aOAOV XpNoTOV &v ABETV pilov

BENOLUL HEANOV 1 KKKOV OOPUWTEPOV. (832-35)

(Oh, how I despise evildoing men,

who arrange unjust deeds and then conceal them

with plots! I would rather count as friend

one who is slight but worthy than one wiser but full of evil!)

agrees with the aged servant:

KXYW, PIAN déOTTOVX, CUUPOPAY BEAW
KOLVOUHEVN TAVD' N Baveiv N TAV KOAWDC. (857-58)

(And I, dear lady, I too wish, sharing in your troubles
to die or to live nobly.)

The support and affection expressed by these servants toward Creusa in the
face of her current troubles helps to break down the fear and shame that surround her
old secret. Where previously she had told Ion, in front of the chorus, that it was her
friend’s story, she now cannot be silent.”” She has been given the worst possible
news, and has been completely overset by it, but rather than shaming her, the chorus
and the old manservant have sympathized with her, reiterated her grief, and expressed
their unfailing support, even if supporting her means that they should die. Creusa
responds in the form of a monody in which she first outlines her plight in a series of
questions, then swears that she will no longer hide the rape, and finally castigates

Apollo, pronouncing on him what is almost a curse.

74. Ion, 11. 850-53.
75. Ion, 1. 859.

32



She begins:

W PUux&, TG OLYXOoW:;

TTOC 5& OKOTLAG AVAPAVW 860
eOVAC, xl(dolc &’ XTTONELPOW;

TL Y&p EUTTODLOV KWWALY' ETL pOL;

TIpOC TV’ &y@vag TIOEpeoO’ &peTAC; (859-63)

(O my soul, how will I be silent?

How will I make known my dark

Marriage bed, and how will I leave behind my shame?
What impediment yet hinders me?

Who is my opponent in this contest of virtue?)

The first three lines outline her dilemma: how can she continue to be silent? Her rape

and the subsequent abandonment of her child has caused her a great deal of grief and

regret. She has already ventured to speak of it, when she told Ion the story of her

“friend,” but in a guarded and evasive way. Equally troubling, however: how can she

speak of it? She has already seen, when she related the story to Ion, that she might

not be believed, or might be thought to be hiding a personal shame by slandering a

god.

She resolves, however, to speak:

OVKETL KpOWYW AEXOC, WC OTEPVWYV
GTTOVNOXHEVN PRWY ETOUAL. (874-75)

(No longer will I hide the rape, so that,
casting it from my breast, [ will be easy.)

She tells the story of the rape more personally and in greater detail: she was gathering

flowers, like Persephone,76 she cried out for her mother.”” She bore a son and

76. Ion, 1. 888.
77. Ion, 1. 893.
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abandoned him, (pp'LKQ( HOTPOC —in fear of her mother.”® Now, however, rather
than keeping it secret, she says “€l¢ 00C a0SGV KapOEW” (I will say it in the
light.)”

Both the chorus and the old servant are shocked and sympathetic. The chorus
responds first:

olpot, ueyag encompog w¢ GvolyvuTatl
KKV, €@’ olol TT&G &V EKBAAOL D&KPUL. (923-24)

(Ah! What a huge treasury of evils
is opened, over which anyone would shed a tear.)

Then the old man:

1) BOyaTep, o0TOL OOV BAETTWV EUTTIUTTAXMOL
TIPOCWTIOV, EEW &’ EYEVOUNV YVWUNG EPRC. (925-26)

(O daughter, looking upon your face, I am not relieved,
but out of my mind.)

He asks for more information, and Creusa says, “{OX0OVOHGL pHéV C', 1) YEpPOV,
AEEW &’ OpwC.” (I am shamed before you, old man, but nevertheless I will tell
you.)*® The old man answers, “0¢C TUOTEVATELV Y’ 0O YEVWRIWG PINOLC.”
(Oh, I know how to join suitably in the lament of my friends.)®' Again, we see in
these lines an expression of the core of lamentation. The mourner is hesitant to
speak, and the respondent explicitly states that he knows the proper way to respond to
lament: he will join her. Creusa is reassured that her story will be received well; the

appropriate response to the mourning of another is to join in her lament.

78. Ion, 1. 898.
79. Ion,1.911.
80. Ion, 1. 934,
81. Ion, 1. 935.
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Creusa and the old manservant engage in a dialogue in which she gives the
story of her abandonment of the child in greater detail. Though he sympathizes, he
does not hesitate to ask searching questions. At line 958 he asks, “K&t TG €V
GVTPW TTIATOX OOV ALTTETV ETANG;” (And how did you undertake to leave your
child in the cave?) and then at her answer, he exclaims “@€0: TAQUWV GV
TOAUNG, O &€ Bedg pBANOV 0€O€ev.” (Alas! Wretched you, doing this, and the
god even more than you!)* Although this seems critical at first glance, Creusa plays
along, saying “el TTId& Yy’ (-:E6€g X€Elpag €kTelvovTa pol.” (If you had seen
the child, stretching out his hands to me!)* After another exchange that makes the
picture of the abandoned infant even more vivid and pathetic, the old man asks “cot
d’ &g TL BOE’ EONABeV EkBAAETV TEKVOV;” (In what kind of spirit did it come to
you to expose the child?)** Creusa answers simply, “W¢ TOV BeEdOV oWToVTa TOV
Yy’ a0TO0 YOVOoV.” (That the god would save his son.)* At this answer, the aged
retainer covers his head and weeps,*® saying “olpoL, d6pwv gdv OABOC WG
X€ELM&TeTAL.” (Oh, how the happiness of your house is beset by storms!)®’

The recognition scene promised in the prologue begins at line 1418; when
Creusa and Ion have established to one another’s satisfaction that they are mother and
son, she tells him:

TEKVOV, OUK XO&KPUTOG EKAOXED,

82. Ion, 1. 960.
83. Ion,1.961.
84. Ion,1.964.
85. Ion, 1. 965.
86. Ion, 1. 967.
87. Ion, 1. 966.
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YOOLG §€ HXTPOC €K XEPWV OpiTN:

VOV € YEVELXOLV TTIGPX O€EBEV TTIVEW

HOKXPLWTETAC TUXOUC ROOVEC. (1458-61)

(Child, you were brought forth not unwept,

and you were ripped from your mother’s hands with wailing.

Now I breathe next to your cheeks,

Having chanced upon the sweetest blessing.)
Creusa’s mourning is at an end, but she reminds Ion and the audience that she has
suffered; she did not abandon her infant son because she did not love him, but out of
fear. Her joy is not only on her own behalf, though:

XTTOLOEC OVKET’ ETUEV 0V’ XTEKVOL:

dWp’ €oTLodTOL, Y& &’ EXEL TUPEVVOULC:

avnB& &’ EpexBelc,

O TE YNYEVETAG ODOUOC OVKETL VOKTOX DEPKETAL,

XEALOL &’ GVAPAETTEL AXPTIXOLY. (1463-67)

(I am no longer childless and without an heir:

the house is well-hearthed, and the land has its king;

Erechtheus is restored,

And the house of the earthsprung ones no longer sees night,

but sees again in the rays of the sun.)
There is a last impediment to her joy, however. lon asks that his father share in the
pleasure of their reunion, and Creusa responds “Q TEKVOV, Ti ®Ne; otov olov
&veAéyxopaL.” (Oh, child, what are you saying? How, oh, how I am convicted!)*
“&AN0BEeV YEyovag, GAN0BeV.” (From elsewhere you were gotten, from
elsewhere.)® The repetition in these lines, the rhetorical questions and the use of the

dramatically emphatic verb &veAéyxopat (I am convicted utterly) give an

impression of renewed lamentation. Ion’s response to his mother’s revelation also

88. Ion, 1. 1470-71.
89. Ion, 1. 1472.
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gives this impression: “COpoL; vOBov pe TTapOEvevp’ ETIKTE TOV;” (Ah, no!

% “olal: TTEPUKX DLOYEVNC.

Did you bear me as a bastard in your maidenhood?)
HATEP, TTOBEV;” (Alas! Was I misbegotten, mother? From whom?)’' In a passage
of broken stichomythia, Creusa confesses for the final time that she had a child with
Apollo.”

In this final retelling, however, she emphasizes, not the rape, but the birth and
abandonment of her child. She details both the horrible act of exposure and the
tokens that she left with the infant,”® and while Ion responds “Q dEWX TAGOX
UNTEP.” (O mother, what terrible things you undertook!), he seems less to condemn
than to sympathize. He goes on to caution her not to blame Apollo for her own

shame, and when she assures him that she is telling the truth, he decides to ask Apollo

himself.”* Here Athena appears:

...0pOPW OTTELTKG’ ATTIOANWVOG TTRPK,
0G €C HEV OYLV TPV HONETV OLK NELOL,
U1 TOV TTRPOLOE PEPWPLG EG HETOV HOAN,
AUEC € TTEPTTEL TODG AOYOUG DUV (PpaOKL:
W¢ NOE TIKTEL ¢’ €€ ATTOAWVOC TIRTPOG, 1560
didwal &' olg Edwkev, o0 YOOKOL O,
GAN W¢ vopiln ' olkov ebyevéaTaTOV. (1556-63)

(...speeding in haste from Apollo’s side,

who does not come in your sight,

lest blame come on him on account of his previous behavior,
and so he sent me to speak these words to you:

that this women bore you from your father Apollo,

90. Ion, 1. 1473.
91. Ion, 1. 1477.
92. Ion, 11. 1486-87.
93. Ion, 11. 1488-96.
94. Ion, 11. 1522-48.
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and he gave you to the one to whom he gave you, not because he sired you,
but so that you might be brought into the noblest house.)

After Athena’s speech, which includes instructions and a prophecy regarding the
future happiness of Creusa and the fate of lon, Ion professes himself satisfied, and
Creusa makes a brief speech, in which we see that her anger toward Apollo has
softened. The speech of Athena, offering acknowledgement of her rape and suffering
from Apollo, however back-handed, the promise of future happiness, and children of
her present marriage, along with the restoration of the son she was forced to abandon
as a young girl, seems to have wrought the change that allows her to declare:

TQU& VOV Gkovoov: alvi ®oiBov olk alvodoa Tpiv,

161000vex’ o0 10T’ AUEANTE TTALOOC &TTOdIdWOL poL.

alde &’ edwTtrol TTOAXL pot Kol Beod XpnoTHpLy,

dUOHEVA TT&poLBEV OVTX. VOV d€ KXl POTITPWYV XEPKC

NOEWC EKKPNUVAHETOX KL TIPOTEVVETTW TTOAKC. (1609-13)

Now hear me: 1, who previously did not, praise Apollo,

Because the child he once abandoned he now restores to me.

These gates and the oracle of the god are a friendly sight for me,

Though previously hateful. And now I happily hang

On the knocker with my hand, and greet the doors.)
Conclusion: Lament and the Narrative Arc

The speech of Athena appears to be the decisive moment in which Creusa’s
anger toward Apollo is appeased. The message from Apollo conveys
acknowledgement of the pain he has caused Creusa even as it assures her that she has
been under Apollo’s protection at every point since the rape. At first glance perhaps it
seems that Creusa pointlessly weeps her way through the action of the play, her grief

and anger ending abruptly upon Athena’s facile assurance that everything has

happened according to the plan of Apollo. However, when the speeches of Creusa
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from her entrance at line 247 to her final statement at line 1617 are examined through
the lens of lament tradition, a very different pattern emerges.

Creusa repeats the story of her rape and the abandonment of her child three
times throughout the course of the play. She first relates the events to Ion and the
chorus before the doors of the oracular shrine, and attributes the story to a friend. The
second repetition is spoken in the first person to the aged manservant and the chorus,
and the third is again to lon, this time admitting her part in the narrative. In each
retelling, she emphasizes a slightly different element of the story, moving from a
distanced third person perspective to an intensely personal and sorrowful first. These
retellings of the story contribute to the narrative arc of the play, not only by providing
the details lacking in Hermes’s succinct exposition in the prologue, but also by
propelling the character of Creusa through the process of grieving for her missing son
as well as for her truncated girlhood.

As she tells and retells her story, she is validated by each audience. Ion, the
chorus, and the old man each reflect and respond to her pain and anger, and this
acknowledgement of her suffering allows her to arrive, by the end of the play, at a
kind of peace with it. Athena’s statement that Apollo fears to appear before her lest
she and her son find fault with him implies that he is aware that there is some fault to
find. The assurance that her future will be a happy and fulfilled one, with her firstborn
restored to her and children of her long marriage yet to come allows Creusa to accept

her past, lay it to rest, and ready herself to move toward the promised happy ending.
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Creusa’s lament, though ostensibly for the loss of her son, allows her to tell
the story of her rape and the abandonment of her infant, and to have this story heard
and validated by others. Until she first relates the sad experience of her “friend”
before the shrine of Apollo, she has not spoken of her rape, her pregnancy, or the
abandonment of the child. Having once spoken, she is empowered to tell it again and
again. Does Creusa lament her son, or herself? After Ion is revealed to be her son,
she continues using the characteristics of lamentation in her speech, and Ion continues
to respond appropriately, as the old man has defined appropriate response. Her
lament ceases at the point when Apollo, through the intermediary of his sister,
himself acknowledges her pain and anger, and promises that she will be compensated
for her suffering. Perhaps her lament is only intended to convey her grief at the
supposed death of her son—but perhaps it is intended all along to serve as a vehicle
for assertion of her self and her experience in a way not usually allowed to women in
tragedy.

The common denominator in the lamentation of a woman in Greek tragedy is
that her lament—whether for husband, son, brother, city—becomes the lament for the
woman herself, and by extension for all women everywhere who hear or experience
her misfortunes. Creusa exemplifies this: her lament for a dead infant, first spoken to
the young man who, unbeknownst to her, is that infant, is only the first of the

contradictions that define her character and situation.
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If, as Gregory Bateson said, information consists of differences that makes a
difference,” Creusa herself is an exemplar of women’s lamentation, not because she
artlessly delivers a standard mourning song, but because she consciously tailors her
lament to the traditional model, at once reinforcing its characteristics and
demonstrating its true goals: the reception of the female voice and the
acknowledgment of the speaker as an individual capable of suffering. When Creusa
laments the loss of her son, she mourns in the only way she can for all the other losses
she has suffered in the past and will suffer in the future. The dead infant she mourns
is a signifier for the living woman; the fact that the “dead infant” is a live youth
standing before her does not negate the power or purpose of her lament. Her
lamentations are intended not for him, but for herself, and for the living ears that can

hear and participate in her lament.

95. Mind and Nature, 1979.
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