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Abstract

The Judgement of Paris has been one of the most influential and popular myths
throughout antiquity. Significant work has been done by previous scholars on
the collection and analysis of artistic representations of the Judgement. This
thesis is also looks into the Judgement of Paris in ancient Greek art, but it mainly
focuses on the collection and analysis of the references to the myth in Greek
literature from the eighth century B.C. to the second century A.D. Special
attention is paid to recurring themes and the problematic that the Judgement
story raises, as well as to the interaction between those themes and specific
genres. The detailed account and analysis of the references available sheds light
not only on the perception of the myth itself, but also on conceptions of morality,
beauty, life choices, gods, free choice, responsibility and even humour in
antiquity. "Through this thesis it is possible to see the transformations of the
Judgement of Paris throughout centuries of literature, from its very first
appearance in Homer’s Iliad to the enjoyable world of Lucian, realising the vast

possibilities of this mythological tradition.
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Introduction

At the wedding of Peleus and Thetis, the goddess Eris (Strife) causes a dispute
among three major goddesses, Hera, Athena and Aphrodite, concerning who is
the fairest." As the argument among the three proves insoluble, Zeus commands
Hermes to guide them to Mount Ida for Paris to judge their beauty. Paris is a
shepherd in Ida, unaware that he is the younger son of king Priam and queen
Hecuba, and thus a prince of Troy. The goddesses each offer Paris a bribe to
win him over: Hera promises kingship over Europe and Asia, Athena promises
to make him the best warrior, whereas Aphrodite promises him Helen, wife of
the Spartan king Menelaus. Paris chooses Aphrodite and with her help goes to
Sparta and abducts Helen. Menelaus, his brother Agamemnon, king of
Mycenae, and the rest of the Greeks seek revenge for Paris’ folly, which leads to

the Trojan war.

' Eris’ motive for causing the dispute vary. In the Cypria (fr. 1 West) and Apollodorus (Ep. 3.2)
there is no reason given, but in Hyginus (Fab. 92) Eris was not invited, while in the much later
(6™ c. A.D.) Colluthus’ Rape of Helen (35-40) she is disregarded by Cheiron, in whose grove the
feast is taking place, and ignored by Peleus. Sources also vary on how Eris caused the dispute:
the Cypria (fr. 1) mentions only that Eris ‘set up a dispute about beauty” (veikos mepi k&AAous
¢viotnow), while in Apollodorus, Hyginus and Colluthus Eris causes the argument by tossing

an apple towards the three goddesses as a prize of beauty.



The Judgement of Paris constitutes the main cause for the Trojan war
and thus a key portion of the "I'rojan mythological cycle; yet it is not always
included in accounts of the war. The variety of concepts encapsulated in the
Judgement of Paris and the variety of its references in literature render it a topic
worth pursuing in more depth and in regards to the various literary and artistic
environments in which it is encountered in antiquity.

In this Introduction, I set out recurring themes that arise from, but also
affect, the role of the Judgement of Paris in literature and art. "T'here are various
clements of the myth that have made it possible for the story to be manipulated
artistically in different ways within different literary environments and thus these
themes are discussed throughout the thesis cither individually or combined,
depending on the genre and the period. As specific artefacts and texts are
discussed in detail throughout the thesis, this introduction will be only lightly
referenced, as full referencing of both primary and secondary sources will be
provided in the chapters on individual genres. Overall, this is an overview of the
recurring thematic elements of the Judgement of Paris that provide its
adjustability to a variety of writers and texts, but also its deep ideological and

philosophical significance.

Myth and Folktale
The distinction between myth and folktale is not an easy one. Myth is normally

about gods, especially in relation to the understanding of the world.” Thus, as

* Radermacher (1938) 64.



Stinton argues, ‘typical myth is cosmogony’? Accordingly, Rose suggested
before Stinton that ‘we may define a myth proper as the result of the working of
naive imagination upon the facts of experience’, + meaning that myths are an
attempt to explain natural phenomena, historical events or anything that is part
of an experienced reality. In that sense, the Judgement of Paris is a myth, not
only because it is about gods, fitting Stinton’s wider sense of the term, but also
because it is an attempt to explain the Trojan war, an event based on historical
reality.

Folktale, fairytale, or Mzirchen in German, on the other hand is much
harder to define. T'he three terms are more or less equivalent and certainly refer
to traditional, imaginary, prose tales that have been handed down through the
years,” but also denote stories narrating events that take place in an unreal world
filled with the marvellous, according to Thomson.’ Stinton, on the other hand,
argues that “Mirchen is about men or animals, often in their relation to the
supernatural’.” While these are fine definitions, it is hard to tell the difference
between myth and folktale, particularly in regards to the latter’s connection to
the supernatural; myth also deals with the supernatural since it is often about

gods. There is, however, an element of folktale, that is crucial to its distinction:

3 Stinton (1965) 4 = (1990) 20. Note, however, that he suggests that this is the narrow sense of
the term and that he also uses the word in a wider sense of any story involving gods.

+Rose (1928) 12.

5 Thomson (1946) 4.

*Thomson (1946) 8.

7 Stinton (1965) 4 = (1990) 20.



it aims at amusement, as Rose argues, rather than explaining or attempting to
find the truth.® For the J udgement of Paris this makes all the difference, as both
painters and writers have exploited the frivolous and potentially humourous
nature of the story, especially in satyr play and comic dialogues. 'The Judgement
has a certain autonomy to stand as an individual folktale, but its connections to
the wider Trojan cycle and the Greek gods mean that it can also be considered
amyth.

Scholars who have written about the Judgement of Paris (Reinhardt,
Stinton, Davies) have pointed out the myth’s affiliation to folktale. The presence
of three goddesses follows a long tradition of the triplet motif, found elsewhere
in Greek myth (e.g. Moirai, Charites), but often in folktale, too: three little pigs
in the homonymous fairy tale, three fairy godmothers for The Sleeping Beauty,
three bears for Goldilocks and so on. The motifis so familiar that it can be found
in a variety of stories: from the three Magi travelling to see baby Jesus in the
Bible, to the three Deathly Hallows of Harry Potter.

Nevertheless, apart from the triplet motif, the Judgement of Paris is
drawn closer to the universe of folktale due to the overall setting of the story, too.
Several of the folktale motif categories, as set out by Thomson, can be found in
the story.” The ‘mythological motif is obvious, due to the presence of gods, but
one can potentially trace ‘the wise and the foolish’, based on whether Paris chose

wisely or not, ‘deceptions’, in regards to Aphrodite’s dangerous bribe, ‘ordaining

¥ Rose (1928) 14.

? For the full index see Thomson (1946) 488-500.
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the future’, as all the bribes promise Paris something for his future life, ‘sex’ in
Aphrodite’s lustful gift and ‘traits of character’, as Paris’ choice is one of a moral
standing. Relevant too to the traits of character and the wise and the foolish is
the motif of the ‘test. Three agents, in this case the goddesses, offer the hero,
Paris, bribes/prizes, the evaluation of which will ultimately determine his moral
standing.” Paris encounters a group of women who embody different lifestyles."
These women are initially placed in the role of helpers, who offer a piece of
advice, here in the form of a bribe, but will eventually cause the hero’s downfall,
a motif common in folktale.” Under this scope, Paris is at first the ‘hero’ of the
story, who has to make a choice, but after the abduction he becomes the ‘villain',
because he has chosen lust over kingship or heroism and raped somebody else’s
wife.

While this three-fold test appears to stem from the world of folktale,
there is also an overlap and a connection with Indo-European mythological
tradition. According to Dumézil, among Indo-European traditions there is a
system of a ‘tripartite hierarchy’, three functions connected to particular social
classes: 1) sovereignty or religion (rulers and priests), 2) force (warriors), 3)
fecundity (producers of food and other goods; women in their sexual capacity).®

"The correspondence to the three goddesses of the Judgement of Paris and their

° But, see Davies (2003) 34-5 on the variation of the triplet as found in the Judgement of Paris in
comparison to folktale.

" Davies (2003) 42; Louden (2006) 265.

 Davies (2003) 36-37.

3 Nagy (1990) 201-2.
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bribes is obvious, as too is Paris’ role at the time as a shepherd, who is a producer
of food and other goods, choosing a woman as a reward. That is not to say that
the tripartite hierarchy of the Indo-European mythological tradition is not
potentially also rooted to folktale patterns. However, it appears that the
Judgement's structure is a combination of deeply rooted traditional material
from backgrounds of Indo-European and Greek mythology and of folktale.
The Judgement of Paris is, thus, a non-heroic myth, a feature that is
partially dependent upon the story’s affiliation to folktale. Paris is no hero or
king, but a shepherd, and in this mundane capacity he has to make a choice
among three different lifestyles, and any choice he makes has consequences. In
that sense, the myth is didactic, since Paris’ bad decision brought destruction
upon his city and his people.* The reasons for which Paris faced such a
challenge, on the other hand, and caused the "I'rojan war, are surprisingly found
in the events of a wedding that took place in the world of the gods and sparked
a fight about beauty among the three goddesses. "The frivolous nature of the
wedding, the argument over who is the most beautiful of the goddesses and the
concept of the beauty contest portray the gods and their actions in a light that
resembles folktale, especially in terms of narrating events that belong in the
sphere of the supernatural and the divine,” while the storys aftermath

constitutes the quintessence of heroic mythology, the Trojan war.

*# See Reinhardt (1997 [1938]) 171: “The story appears too didactic to be heroic’ and Stinton (1965)
4 = (1990) 19: ‘the didactic tone is proper to folktale’.
% Reinhardt (1997 [1938]) 178-9 on the Judgement resembling farces about gods, which, as a

genre, came before epic. Reinhardt argues for this resemblance based on the story’s light and

12



'The Beginning of Evil
It is a natural human urge to seck and identify the beginning of things. The
Greeks in particular were fascinated with beginnings; the large number of early
cosmological texts and theories only attests to that. Hesiod’s Theogony as well
as Orphic and pre-Socratic fragments on cosmology and the composition of the
world and the universe indicate that Greek thought was quite early oriented
around the search and questioning of the beginning or the source of things. In
this context, there is an early interest in the concept of the first inventor (mpétos
eupeTris), which features first in Hesiod (Op. 50-2) and the pre-Socratics and
becomes a common topos from the fifth century B.C. onwards. This
conception of the primary source is naturally often accompanied by an element
of causation; finding the initial event in a series of events entails a search for the
causes of what has happened. Herodotus, in the first lines of his Histories,
declares that he will display the cause (aitinv) of the Persian wars and then he
goes on to discuss [o’s abduction, which, according to the Persians was ‘the first
wrong that was done’.” T'he beginning is not only important in terms of timeline,
but also represents the point in time when everything affected by this beginning

that follows has been set in motion.

potentially humourous character and on the gods’ portrayal. Due to this element, the Judgement
appears to be a very old story, according to Reinhardt; its affiliation to folktale patterns is an
extra testament to that.

16

On the protos heuretes see further Kleingtinther (1933) and Murray (1989) 9-31.

71.2.1 TGV ABIKNUATWY TP TOV ToUTO &pEal.
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One of the most intriguing aspects of the Judgement of Paris is its role as
the primary cause of the Trojan war, or the beginning of evils (apxn kako).
The story is crucial to the mythological unity of the Trojan cycle as it provides a
further layer of causation that incorporates divine interference. The Trojan war
can be attributed to the abduction of Helen and the insult that Paris has
committed against the Greeks. This is discussed or exploited in various texts,
such as Herodotus or Euripides’ Trojan Women. 'The Judgement of Paris,
however, takes us before the abduction, or rather to a cause of the abduction,
and, thus, leads both to Paris’ crime and to the war. "T'aking into account that the
gods participate in the war, too, the Judgement of Paris is an explanation behind
their motives, that further demonstrates the common background of the whole
tradition, especially in regards to the gods taking great interest in human affairs
before and after the Trojan war.

In terms of the Judgement of Paris, causation lies within defining
responsibility, especially in terms of whether gods or any of the mortals are to
blame for the war. As the Judgement encompasses both mortals and gods the
distinction is not easy. Was it Zeus with an overall plan or Aphrodite, who
promised an immoral bribe, which would raise conflict? Was it Paris or perhaps
Helen? Ultimately, there is a question of whether divine intervention excludes
the possibility of human responsibility. Nowadays, it is often the case that
fatalistic views of the world do not allow much room for the impact of human
action, but for the Greeks these boundaries are not as solid. Divine intervention
and human responsibility do not appear to be mutually exclusive by definition;

rather there is a constant problematic on these boundaries and their
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significance.” The Judgement of Paris entails both immortal action and clear cut
mortal choice, so it balances exactly in the middle of the two and, depending
how writers exploit it, can shift the impression of blame.

Not all writers mention the Judgement. The story affirms divine
intervention and thus is used with caution by writers, especially when the main
focus is on human responsibility or the mortal sphere, without any hint of
supernatural influences. In Herodotus' Histories book 2, for example, the
Judgement of Paris is omitted, as the abduction of Helen is one in the series of
abductions of women narrated earlier in the work.” Dio Chrysostom in his
Trojan Discourse rejects the story altogether as absurd, while proposing an
alternative, realistic series of events in which Paris was one of Helen’s suitors and
agreed with 'T'yndareus to have her as his wife, resulting in Menelaus’ anger. In
poetry, the Judgement is also included or omitted depending on whether the
poet desires to attract attention to divine or human responsibility, along with
other factors that may be affected by the effect of the Judgement. In Aeschylus’
Agamemnon, for example, the Judgement of Paris is not explicitly refuted, but
conveniently eschewed. This omission serves not only the focus of the play on
human responsibility and the unpredictability of divine will, but also the image
of Clytemnestra as an adulteress in the light of Helen’s portrayal via attention to

the abduction and her following Paris. On the contrary, Euripides, for example,

™ For a diachronic view of the gods in ancient Greek literature and thought see Lloyd-Jones
(1971).

¥ Hist. 1.2-3.



not only includes the Judgement of Paris in his plays, but in the 7rojan Women
even renders it an item for debate.*

Narrations of or allusions to the Judgement of Paris treat divine
intervention and human responsibility in different ways. There are cases, such as
the Cypria, where the Judgement fits into a wider plan of Zeus either to punish
humans or to depopulate the Earth. In this context, Zeus, as controller and
knower of everything, would have predicted and controlled all the events that
unravelled after the wedding of Peleus and Thetis, rendering the element of
divine intervention, or even control, exceptionally strong. Aphrodite could also
be considered responsible in promising a king’s wife as a bribe to another man.
Yet no matter what the planning, Paris’ choice among the three goddesses and
their bribes is free, thus always maintaining mortal responsibility as a valid
factor. Maybe Zeus chose him as a judge knowing how he would decide, but
nevertheless the decision among the three goddesses was Paris’, even if it was
expected due to his character.

Judging a beauty contest presupposes close observation of the
contestants, but direct gaze signifies shamelessness or, otherwise, a close
connection™ that Paris, a mortal shepherd, could not have possibly established
with the goddesses. Paris is therefore drawn into a situation where he has to
choose one goddess over the others in order to obey Zeus' command, while there

is no guarantee that if he had made an alternative decision the war would have

* For both these examples see further chapter 3 of the thesis.

* See Lovatt (2013) 71.
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been avoided (since either to be king of Europe and Asia or to be proven the best
warrior, a war between East and West would be essential, in which case, even
with a Greek defeat, lives would still have been lost). Whatever his choice, it
would not have ended well for Paris, especially as he would always end up with
two goddesses hostile to him. However, Paris still made the lustful choice and
no amount of divine intervention, even by Zeus himself, can reverse that. Even
Isocrates, who attempts to defend Paris’ choice at the Judgement, does so by
arguing an alternative motive to lust for his choice of Aphrodite;* however, the
decision still belongs to Paris.

The case is similar for Helen. Despite divine intervention or Paris’ trip
to Sparta, there is an element of Helen following Paris to Troy and ending up in
his palace that makes her an adulteress. Thus, for her the Judgement is even
more crucial: what can you do if you are the prize promised by a goddess? And
what could she have done if Aphrodite actually escorted Paris to Sparta for the
abduction? These are all arguments that Helen herself appears to be using in the
agonof Euripides’” Trojan Women. Nevertheless, the Judgement appears not to
have been enough to exonerate Helen fully. "This notion clearly contributed to
the conception of the eidolon tradition (probably invented by Stesichorus and
exploited in Euripides’ Helen), which definitely absolves her from any

wrongdoing. According to this tradition, the real Helen never got to Troy, but

* 10.42-3: in this case becoming Zeus’s son in law through Helen, which he finds more glorious

than becoming king of Europe and Asia.
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rather ended up in Egypt, in the land of Proteus, while Paris carried off a
phantom of her to Troy.

The theme of responsibility is as much complicated and multidimensional
as it is crucial for understanding the function of the Judgement of Paris and its
true meaning. The tiniest details can shift the burden of blame: did Aphrodite
mention Helen by name or did she just suggest ‘the most beautiful woman in the
world’? Did Paris know she was married? Was Paris aware of his princely status
or was he judging with the mindset of a plain shepherd, who does not bear
responsibility for the whole city? All these questions, along with the rest of the
literary context, influence the effect of the myth and its interpretation.

The role of the Judgement as the beginning of evil is constantly
debatable. Poets and writers return to it in a variety of ways, shedding new light
cach time not only on details of the "I'rojan saga, but also on images of the gods,
their role in human affairs and the limits of human, or divine for that matter,

responsibility.

Choices
Furley has argued that ‘the Greeks up to the time of Epicurus managed to
discuss and theorize about human behaviour without using the concept of will
at all"® While this might be true in strictly philosophical terms with regard to
setting out a specific terminology, the semiology of the Judgement of Paris

indicates that the concept of human will and choice was perceived quite early.

3 Furley (1967) 161.
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The difference between the Greeks' perception of ‘will’ in antiquity compared to
modern terminology is that to them it was always accompanied by and
dependent on any emotional or intellectual activity that led to a specific intention
or decision, rather than a self-existing factor, separate from reason or emotions.*
Thus, as in every decision, Paris’ choice at the Judgement was from the
beginning to the Greeks an indicator of his thought process, his urges and
emotions as well as his character. These factors are interchangeable as writers
and artists discuss his motives in reaching his verdict. Whether they are
psychological or intellectual, one thing remains unquestionable: Paris had a
choice to make that was his and only his.

Divine intervention is an established factor for the Judgement of Paris
and the events that followed it. It is a divine argument, or a divine plan in the
mind of Zeus, that is transferred into the mortal sphere, with Paris as a type of
transferring agent. What makes the Judgement of Paris fascinating, however, is
how clear the element of human decision and the choices available are, even
within this, otherwise, divine-oriented story. What each goddess offers is
inextricably connected with her individual sphere of influence and thus makes
the contest an indicator of Paris” character, as much as it is relevant to beauty.
The gods have not just set out a situation in which a mortal needs to act, without
knowledge that he is being inspected by the gods. Everything is set out clearly

for Paris; the only things that he does not know are the exact consequences of

** See Dihle (1982) 20-7, especially 27: “T'he twofold psychology that explains human behavior on
the basis of the interaction of rational and irrational forces and has no room for the concept of

will prevails throughout the Greek tradition from the time of Homer onwards.’
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cach decision, despite his knowledge on the moral implications of his decision,
due to the bribes.

Such a clear set of choices automatically provides for Paris a share of
responsibility and the dire consequences that follow. Paris’ free choice is exactly
what makes that decision immoral. Although a war might seem like an
unfittingly grave consequence for a misjudgement in a beauty contest, the
Judgement of Paris is much more than just a pageant. 'T'he bribes add ethically
problematic elements to the myth, establishing Paris” share of the blame.
Otherwise, it would not be possible to choose a winner among three goddesses,
as they are all equally superhumanly beautiful (or, in any case, why take such a
risk of choosing just one in the first place?). The Judgement is a choice of life
values, disguised as a judgement of appearance. Should a person choose political
power, the ability to fight best or a beautiful wife? "T'he right choice (in terms of
morality) can vary depending on the contemporary values of each period or
individual ideas;® however, in every version of the myth, that choice has always
been free and Paris’ own.

By the heroic standards of epic or tragedy Paris’” choice is definitely
wrong. As the bribes of Hera and Athena represent kingship and excellence in
war accordingly, Aphrodite’s bribe is not only lustful, but also offensive to
another hero and a king. It leads to the betrayal of philoxenia and the abduction

of a man’s wife, with the sole intention of having the most beautiful wife in the

% See, for example, Isocrates’ Helen (42), where he claims that Paris did not choose Aphrodite
with a lustful intention, but even if he had, it would be an acceptable decision for the wise (kaitot

kal ToUTo Tols el ppovolcl TOAAGDY aipeTdTEPSOY EOTIV).
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world, without even having the courage to fight for her. The destruction of his
house and his city is only to be expected.

Nevertheless, the wrongness or immorality of Paris’ choice is not black
and white in all literary occasions. In this context, Paris’ role as a shepherd at the
time of the Judgement is key. In satyr play, the choice of Aphrodite’s bribe is
expected, since it matches with the sexual urges of the satyrs, Paris’ character of
the simple man and Ida’s idyllic background, a serene, beautiful environment,
away from the civilised world of the city, but in a natural habitat. A shepherd is
not a king or a hero and, thus, could potentially be allowed to choose the simple
joy of having a beautiful wife. Paris’ restored role as prince of 'Troy, however,
causes the war in combination with the abduction of Helen. His position as
prince not only puts on his shoulders the responsibility for his city, which will be
affected by any of his decisions, but also renders him a member of the heroic
world, whose values he rejected in the Judgment.

Paris confronts a significant choice; a choice between being a king, a
hero or a lover.2* However, unlike Heracles’ choice at the crossroads in Prodicus’
myth,” which was a clear dilemma between Virtue and Vice and had a clear right
answer, Paris’ choice was not as easy: the triplet, in the place of a dilemma,
renders the Judgement of Paris more layered and complicated than Heracles’
choice. Yes, Paris ‘makes a choice which brings disaster on himself, his house,

and his whole city’® but this does not mean that the war would have been

* Reinhardt (1997 [1938]) 170.
7 Xen. Mem. 2.1.21-2.

* Reinhardt (1997[1938]) 170.
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avoided, as mentioned above. All three of the goddesses offer him temptations,
thatall have to do with personal gain and life goals: he could be the greatest king,
he could have the glory and the posterity of a hero, or he could have the most
beautiful woman in the world.

In the mortal world things might have been different if he had chosen
Athena’s bribe, for example, which fits honourable, heroic standards, but still, in
the world of the gods, Hera and Aphrodite would have sought revenge over
Paris for not choosing them. There is no chance that two Olympian goddesses
would show understanding or compassion towards a mortal who dared to imply
that Athena is more beautiful than they are, just because he made the ‘right’
choice in moral terms. He might have been more pleasant to the gods and he
would certainly be less resented among the mortals, but Hera and Aphrodite
would still be furious with him. If on the other hand he had chosen Hera’s
present, not only would he have displeased Athena and Aphrodite, but he would
also have to wage war against the Greeks and the rest of the people around the
world. Like Aphrodite, who just guided him to abduct Helen rather than
bringing her to him, it is reasonable to think that Hera would accordingly help
and guide him to conquer the world rather than automatically make him overall
king.

Paris made the most disgraceful choice: he chose sensual pleasure over
the pleasures of a real man that stem from war and glorious achievements.
However, this absolute discrimination between right and wrong applies more
securely to the ethics that condition the world of mortals. Whatever his choice,

he could always end up with the two other goddesses being utterly vengeful
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towards him and his city. Thus, the triplet not only makes the moral implications
of the myth more sophisticated and complex, but also perhaps provides the
Trojan war with an element of inevitability that is hard to ignore.

All'in all, it is clear that the beauty contest alone is impossible to judge;
the decision comes down to the bribes that the goddesses offer. As the bribes
symbolise possible life goals, the use of the Judgement in literature demonstrates
that it is not just what you choose, but also what is your identity when choosing.
Aphrodite’s bribe, another man’s wife, is obviously unethical, but it is also Paris’
identity, as prince of "I'roy, that renders it a cause for war. And while it might
appear relatively sensible that Paris needs to be punished, along with his city
(since he is amember of the royal family), the role of the gods sets an environment
of unpredictability as to whether the war might have been avoided after all or

not.

Antitheses
The complexity and attractiveness of the Judgement of Paris is built upon a
series of antitheses that stem from the myth’s narrative. First, the juxtaposition
between the frivolousness of the beauty contest as a theme and the destructive
force of the T'rojan war did not go unnoticed by ancient writers. Literature tends
to present the war as a tragic occasion, not only responsible for the death of
heroes such as Hector and Achilles, but also intertwined with other tragic
storylines, like the sacrifice of Iphigenia, Agamemnon’s murder or Odysseus’
wanderings in the sea. Itis almost shocking to think that all these events are due

to a war that started from a divine argument over appearances; the seriousness
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of the results does not correspond to the lightness of the cause. If anything, the
Judgement demonstrates this distinction between the world of the gods and the
mortal sphere; it is the exact moment, in mythological time, when gods travel to
meet with a mortal and through this interaction the immortal argument
transforms into a mortal war.

The juxtaposition between the two worlds is prominent in the
Judgement. The gods are blissfully living their immortal existence, while
humans face the outcome of such events hoping not to make the wrong choice.
Gods face problems such as not being invited to a feast, as in the case of Eris, or
arguing who is the fairest, as in the cases of Athena, Hera and Aphrodite, but,
ultimately, mortals carry the burden of the gods’ decisions, arguments and
actions. The gods of the Judgement are deeply anthropomorphic; they are
represented as jealous, petty and aggressive, and appear in front of and bargain
with a mortal on a level that is hard to find elsewhere in Greek myth. This
anthropomorphism nevertheless shows a deep lack of compassion on their part.
They are indifferent to human despair, even though this despair results from
their own, rather petty, argument.” In the gods” separate universe, the war’s

impact is minuscule in comparison to what has happened and will happen on the

*Thhis distinction between the two worlds is already prominent in the Iliad. See on this Macleod
(1982) 13-14: ‘If they (the gods) pity at all the human condition as such, it is with the feelings of a
detached observer’ and Rutherford (2013) 67 discussing the opposition between ‘tragically
serious mortals and frivolous divinities’ in the Iliad. See also Kearns (2004) 67 on Zeus usually
being the one god who shows pity not just to his favourites, but towards the human condition in

general in the Iliad.
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mortal sphere. Despite their arguments, grudges and clashes, the war has not
affected the gods in any significant way, especially compared to the chain of
events that it produces for the mortals involved.

In that sense, the Judgement of Paris is simultaneously an event that
lacks seriousness from the perspective of the gods, but it is absolutely serious for
Paris. Paris’ social status at the time of the Judgement adds to the complexity of
the myth and plays its own role in the ways the story is represented both in
literature and in art. Despite Paris choosing while being a shepherd, we would
assume that the abduction of Helen that follows takes place after his restoration
as prince of Troy. Otherwise, he would not have had the resources to proceed
with the abduction, either with or without the help of Aphrodite.** One could
say that he makes the judgement of a simple man, but he is actually not one, and
so his choices bear more serious consequences, like a war. On the other hand, if
he had remained a shepherd, he would not have managed to abduct the wife of
a king in the first place.

Meanwhile, the idyllic background of Ida and Paris’status as a shepherd
offer the perfect environment for a satyr play, thus creating third level of contrast;
the Judgement, due to the simplistic nature of the environment and the choice
made is not appropriate for high or serious literature, like epic or tragedy. This
is one of the reasons why it is never narrated or represented in detail in those
genres, or that, when it is, like in Euripides, it is for the sake of philosophical

wanderings over the causes of the war or the role of the gods. On the other hand,

3This is an issue of particular interest for Dio Chrysostom in his oration On Retirement.



the myth appears to be full of details of satyric, comic, parodic or even erotic
nature. Sophocles’ Kirisis, Cratinus Dionysalexandros, lucian’s satiric
dialogues and various epigrams are examples which attest to that. In some cases,
the humour around the Judgement reaches even the limits of vulgarity, like
Strato’s epigram (A.P. 12.204, 2" ¢ A.D.) in which Diocles in the bath
assimilates his erect penis to Aphrodite rising from the waves and claims that
Paris would have chosen it over all three of the goddesses. All in all, the
Judgement can be serious if mentioned in passing as the cause of the T'rojan war,
but it can also be funny if handled in the right context. The Judgement of Paris
is always there, between the serious and the funny, the moral and the immoral,
the mundane and the divine. Depending on what writers do with it, the myth

can transform from a grotesque joke to a philosophical endeavour.

Beauty and Morality
Although the role of the bribes is undeniable in the ideological and moral
symbolisms of the Judgement of Paris, the context of the beauty contest is also
significant in the comprehension of the myth’s role as a whole. T'raditionally the
myth has been used in contexts relevant to feminine beauty or erotic attraction.
The Judgement is, for example, mentioned in epigrams as a point of reference
for an alternative - and quite vulgar - beauty contest (Rufinus, A.P. 5.35 & 36,
" c. A.D.), or to say that a woman is so talented or beautiful that she would win

over Aphrodite herself in the contest (Agathias A.P. 5.222, 6™ ¢. A.D.). In

3' All the epigrams discussed throughout the thesis can be found in Appendix 2.
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Longus’ novel Daphnis and Chloe, the protagonist refers to the Judgement of
Paris when trying to convince Chloe to accept his gift of an apple.”* while
Philostratus also uses the Judgement to display a woman’s beauty, by saying that
she would win a beauty contest even if Paris was the judge (Ep. 34). Ovid in his
Ars Amatoria (1.24550) discusses the dangers of a man judging a woman’s
beauty under the light of a lamp, which might be misleading, mentioning that
Paris judged the goddesses in broad daylight and declared Venus the winner.®
The erotic context that constitutes common ground for these examples
demonstrates the lasting, traditional role of the Judgement of Paris in regards to
feminine beauty and sexual attraction.* Nevertheless, the myth has served not
justas a parallel to images of beauty, but also as an ideological basis for different
types of beauty.

In season 9, episode 12 of the television series Friends, Monica is
wondering why the guys are staring at Kmma’s new nanny, arguing that she ‘may
be attractive in an obvious way’ to get the following, sarcastic reply by Ross:

‘Yeah, obvious beauty is the worst, implying that beauty is visually perceived,

3* Daphnis and Chloe 3.34.2-3: This is what Aphrodite got as a beauty prize, and what I now give
to you as a victory prize. You have the same sort of judges: that one was a shepherd, I am a
goatherd.

3 Ars 1.247-8 Iuce deas cacloque Paris spectavit aperto, / cum dixit Veneri Vincis utramque,
Venus.”

3* Mancilla (2015) 44 places all of these examples under a category of cases which he entitles: “The
Judgement of Paris is mentioned because of a linked poetic image.” In these particular cases,
however, the erotic context is inextricably connected with the element of the beauty contest in

particular and its connotations.
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and thus needs to be obvious, otherwise it is non-existent. Would one need
anything more beyond his or her sight to identify beauty?

Due to the beauty contest framework, which commands, by definition, an
objective attitude towards beauty, one cannot deny that Aphrodite would be the
obvious winner; beauty and the art of seduction were her sphere of influence
anyway. An epigram of the third century B.C., by Alexander of Aetolia (A.P.
16.172), as well as two later ones, by Evenus in the first century B.C. or A.D.
(16.165 & 166) attest to Aphrodite being the fair winner of the beauty contest
based just on her appearance, albeit in regards to the Cnidian Aphrodite statue
by Praxiteles. Taking into account that the epigrams intended to praise the
statue’s construction as true to Aphrodite’s true image, the idea is still that, with
the statue offering to the rest of the people the chance to see the goddess in all
her glory, she justly was declared the contest’s winner; people can now attest to
that.

There appears to be, however, an additional layer to the tradition
regarding the ways in which the goddesses, and especially Aphrodite, might
have been prepared for the Judgement. According to the tradition, Aphrodite
was the only one of the goddesses who was so elaborately beautified before
coming in front of Paris, creating a clear distinction between her beauty and the
more natural beauty of Hera and Athena. Thhis antithesis, in spite of having been
implied from early on, evolves to a direct comparison between Athena and
Aphrodite, probably already prominent in Sophocles’ Krisis and fully brought
out in the poetry of Callimachus. The Judgement of Paris is a means to define

alternate conceptions of beauty and attraction. In this context, obvious beauty
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might really be the worst kind, because it most probably is the most planned out
and the most deceptive. Aphrodite’s sphere of influence includes not just
attraction, but also the deceits (¢Eamé&tas) of attraction.®

As early as the Cypria, preparation must have been a significant part of
the Judgement tradition.® It is not only Aphrodite’s personal preparation, but
also her usual escorts (Eros, Charitai, Horai, Nymphs) that apparently play a
role in her victory, too. Artistic representations of the Judgement take full
advantage of this tradition, once they start representing the goddesses
individually and not identical to one another (that is from the fifth century
onwards). Aphrodite is often depicted looking herself in a mirror or escorted by
one or more Erotes; these depictions allude to Aphrodite’s traditional
preparation/beautification scenes.

Preparation scenes in general, especially of Aphrodite, are by no means
unique to the Judgement of Paris; Hera’s preparation in the [liad, before the
deception of Zeus in book 14 and Aphrodite’s preparation for the seduction of
Anchises in the Homeric Hymn to Aphrodite (61-7) show how old the feature
must have been. As attitudes towards women evolve through the centuries,
Aphrodite’s early-established elaborate beautification becomes part of her
deceptive nature and confirms the unethical nature of her bribe.

Attitudes against feminine beautification can be found as ecarly as

Semonides of Amorgos’ iambic poetry.” According to the poet, one of the

% Hes. Theog. 205.
3% Cypriafrr. 5and 6 (West).

37 Semonides fr. 7 (Gerber), from Stobaeus’ Anthology (4.22.193).
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various types of women that he lists is daughter of the mare (57 Trv & imrmos
aBpr) xatéeoo’ éyeivaTo). This woman avoids work of all kinds (58-62), forces
a man to become her lover (62) and bathes twice or three times a day, anoints
herself with perfumed oil, while her hair is always long and combed and she is
shaded with flowers (63-5); although she is pretty to look at, this type of woman
is a plague (xakoév) for the man who has her (67-8). This type of woman is
probably inspired by representations and conceptions of Aphrodite. It is worth
noting the passage’s connection to the preparation scene as described in the
Cypria (frr. 5 and 6), in which flowers are a vital part of the adornment
procedure, too. Her forcing a man to become her lover is also traceable to
Aphrodite, found in the seduction of Anchises in the Homeric Hymn to
Aphrodite.

Despite problems in dating the Homeric Hymn, Semonides or the Cypria,
all these texts appear to follow a common Aphroditean tradition. Nevertheless,
Semonides is the first attested poet to criticise women who bear those attributes
and behaviours known to be Aphrodite’s. Although he does not refer to the
goddess explicitly, the lustful and vain nature of the mare-woman could have
been inspired by Aphrodite’s tradition.

A similar attitude towards beauty, or rather towards beautification, can
also be found in Prodicus’ account of the Heracles at the crossroads myth. Here,
Vice is over-adorned in order to appear with brighter skin and taller, while she
is dressed provocatively and does not miss a chance to check whether she is

being looked at or to take a glimpse of her own shadow. Virtue, on the contrary,
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is plain, her body adorned only with her purity, her eyes with modesty, her shape
sober and her clothing white.®

As far as the Judgement of Paris is concerned, this attitude towards
Aphrodite’s crafts of adornment and seduction meets its true potential in
Callimachus’ Hymn to Athena, where Athena’s natural and simple beauty is
praised over Aphrodite’s obsessive and fake adornment. The immorality of
choosing Aphrodite is early on described as ‘grievous lust (Il 24.30:
naxAoovvny aAeyewnv), which does refer to choosing the wife-bribe, but, in
this context, it also suggests Aphrodite’s appearance and seductive nature. For
the Greeks beauty and erotic desire might have been inextricably connected,”
but the Judgement offers an opportunity to express a suspicion towards lust or
seduction, but not towards beauty overall; rather the Judgement is used in
contexts where writers attempt to redefine beauty, outside the frame of (sexual)

attraction. That all three goddesses are beautiful is a given, but the Judgement

¥ Xen. Mem. (2.1.22): THv utv ETépav eUTpeTT] Te idelv kai EAeuBépiov puoel, kekoounuévny TS
HEv odua kaBapeldTnTl, T 3¢ dupaTta aidol, TO Bt oxijua cwepoouvy, obfiTI 8¢ Aeuki].
See also Xenophon's Occonomicusy.44, where Ischomachus says that he advised his young wife
that personal excellence is not about beauty, but rather about virtue throughout one’s life and
Cyropaedia 5.1.18, where Xenophon states that virtues enhance the physical attractiveness of a
woman and, a bit later (6.1.32), that a loving wife will be faithful to her husband. The theme of
faithfulness is also crucial in the ethics of the Judgement of Paris, both in terms of Helen as an
unfaithful wife and of Aphrodite, in promising a married woman as a gift-wife. On attitudes
towards women’s appearance in Xenophon see further Oost (1977) 230-1.

% Konstan (2014) 62-3.
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demonstrates a distinction between different kinds of beauty that indicate

different life choices and different levels of morality.

'This Thesis
Although the Judgement of Paris is such an interesting case of a myth in its
multidimensionality and symbolisms, a scholarly work on the Judgement
throughout antiquity has yet to be written. Reinhardt and Davies, among
others, have done remarkable work on the Judgement in Homer, whereas
Stinton’s work on the Judgement of Paris in Euripides and Ovid was an essential
addition to the line of scholarship on the myth in literature. The full lists and
research on artistic representations of the story by Clairmont and Raab have
been of great importance, too, while Hubert Damisch’s book on the Judgement
focuses mostly on issues of aesthetics, desire and psychoanalytical extensions of
the story in both ancient and modern sources. Most recently, Christian Mancilla
in his M Phil thesis collected almost all the artistic and literary representations of
the Judgement of Paris, but while his discussion of the art is quite elaborate, his
discussion of the literature is much less so. This thesis does the opposite of
Mancilla’s; it starts with a relatively brief overview of the Judgement in art and
moves on to discuss individually and at length literary references to the
Judgement, as well as texts where it might have been relevant, but it is either
avoided or somehow altered. Thus, the literary impact of the myth is discussed
based both on its presence and its absence in texts.

I have avoided discussing purely mythological accounts of the story,

where there is no further literary context such as Apollodorus or Colluthus, as
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the main interest of this thesis lies in how the Judgement interacts with different
literary genres, rather than on the development of the tradition for its own sake.
In that respect, such accounts are of no particular interest, although they are
brought up from time to time.

The first chapter is dedicated to the Judgement of Paris in art. The
chapter does not intend to be a full catalogue and discussion of all the
representations, but rather focuses mostly on the earliest depictions, before
stereotypical representations were established, and then discusses main motifs
that formed and their possible implications as to the symbolisms and
development of the myth. The chapter extends from the 7" ¢. B.C., when the
carliest depictions appear, until the Etruscan mirrors of the 3 ¢. B.C., since
thereafter the number of depictions is significantly decreased and there are no
overall motifs to be discussed.

The second chapter covers the literature from the first reference to the
Judgement in the last book of Homer’s Iliad to Herodotus. The discussion of
the Judgement in Homer covers a major part of the chapter, especially in regards
to the authenticity of the reference. After Homer, there is a discussion of the
Cypria and the way in which the Judgement was narrated in the poem, as well
as a discussion of an allusion to the myth is Sappho (fr. 16) and the differences
between it and its counterpart in the epic tradition, as well as a brief discussion
of the Semonides’ Plataca Poem and the possibility of a reference to the
Judgement in it. The final section covers a fragment by the presocratic

philosopher Acusilaus and his alternative version of the causes of the Trojan war
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and Herodotus, in regards to intentionally omitting the Judgement in his
account of the events prior to the war.

The third chapter covers drama. Its first part, on tragedy and satyr play,
discusses the role that the Judgement holds in all three major tragedians, based
on full and fragmentary plays. Special attention is paid to cases of omission, as
well as to why the story suits a satyric context. The discussion of the Euripidean
references takes up a large part of the chapter, which also focuses on sophistic
influences on Euripides, as well as on the attitudes found in Gorgias’ Encomium
of Helen and Isocrates” Helen towards the Judgement.

The second part of the chapter, on comedy, discusses Cratinus’
Dionysalexandros and the use of the Judgement as mythological material in
comic context, as well as its possible use as political satire and criticism by
Cratinus. The satyric element that the play appears to have had is also discussed.

The fourth chapter discusses Hellenistic sources, namely Lycophron’s
Alexandra and Callimachus’ Hymn to Athena. The discussion here is mainly
focused on the motif of female over-adornment being an indication of vice,
represented by Aphrodite, while Athena’s natural beauty regime before the
Judgement is praiseworthy. Special attention is also paid to the importance of
vision for Callimachus” hymn. A few epigrams that are handling the Judgement
in related ways are also introduced in the discussion.

Finally, the fifth chapter is a discussion of Imperial Greek literature. Dio
Chrysostom and Lucian’s works and their allusions and references to the
Judgement of Paris are the centre of the discussion, especially in regards to the

role of pepaideumenoi as an audience for their texts. Again, relevant epigrams
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are inserted into the discussion, especially with regard to motifs such as nudity
and the potential humorous aspect of the myth. A brief overview of references
occurring in Latin literature near the end of the chapter indicates both that, like
in art, the myth in this period was not as popular as it was in ancient Greece, and
the difference in approach between the Greek writers and their Latin

counterparts.



Chapter 1

Artistic Representations

The Judgement of Paris was one of the most popular myths in ancient Greek
culture.* "T'he number of representations of the myth in art, as well as the variety
of materials and objects on which the myth was represented, indicate that it was
a well-known story and a favourite one. "T'his chapter is by no means a complete
account of the representations available;* it is more of a general discussion of
tendencies regarding the representation of the Judgement throughout different
centuries, with particular focus on the earliest representations, those of the
seventh and the sixth centuries B.C., and the first more elaborate and symbolic
depictions of the fourth. The aim is to demonstrate the evolution of depictions
of the Judgement and to discuss the artistic impact of these different
representations.

There is a special relationship between art and the Judgement of Paris
due to a visual element of the myth that is rooted in the nature of the beauty
contest: to judge beauty, one has to observe the contestants, since beauty, in its

strict sense, can only be perceived through vision. Artistic representations take

4 In this chapter ‘§X means ‘item in Kossatz-Deissmann (1994)" and ‘§add.X’ means ‘item in
Kossatz-Deissmann (2009)". All the figures mentioned can be found in Appendix 1.

# For full lists of representations see Clairmont (1951), Raab (1972) and Mancilla (2015).
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advantage of the visual implications of the Judgement (especially later, more
detailed ones); where Paris is placed, or how he is looking and the ways in which
the goddesses are represented affect the overall impact of each depiction. In
addition, the choice of the Judgement as decoration for items such as combs,
loutrophoroi or mirrors seems extremely suitable; a beauty item decorated with
a scene from a beauty contest enhances the role of the viewer as the judge, while
stressing the function of the object itself. Naturally, since it was a popular
mythological scene, depictions of the Judgement are not restricted to beauty-
oriented vessels, despite the appropriateness of the theme for such items.

Even in literature, where the Judgement of Paris appears inextricably
connected with the rest of the T'rojan saga and the story is rarely encountered
without further allusions to its past or its outcomes, it still is possible to find it
occasionally handled as an individual story (Sophocles” Krisis and Lucian’s The
Judgement of the Goddesses are the most prominent examples of this). In visual
artitis easier, by definition, to isolate scenes or events from their overall narrative
context, and this is often the case with the Judgement. The scene is usually
represented on artefacts on its own, without any further allusion to the Trojan
saga. There are five cases, all from the fifth century B.C. and one dated to the
fourth, that do not even depict all of the figures involved in the Judgement
(§§103-7). 'This may indicate that the story was not only considered as
autonomous, but also that it was typical enough to be recognised even when
incomplete, at least from the fifth century onwards.

Vases, reliefs and coins are only some of the different types of artefacts

decorated with the Judgement of Paris, dating from c. 630 B.C. (§26) until the



sixth century A.D. (§102). Although representations tend to follow specific
patterns depending on the time and construction location of each artefact, some
cases are worth considering in depth so that we may acquire a better
understanding of the reception and interpretation of the myth in different
periods of time and geographical locations.

The Judgement of Paris as a decorative theme in art is constantly present
during the aforementioned centuries, as the theme remains as popular in
Imperial art as it was in the Classical period.* Through these centuries,
however, the depictions change, not only according to the artistic trends of their
time and the different interpretations of the myth, but also, occasionally, due to
sociopolitical and ideological changes.

The main pattern before the fifth century B.C. is that Paris - if present -
is on one side of the scene, seated, standing or flecing, and the goddesses, with
or without Hermes, are presented in a row in front of him. Scholars have used
the term “procession’ to describe this presentation of the goddesses,® a term,

however, which can be confusing, in the sense that sometimes the goddesses

+ In this relatively steady tradition of the Judgement of Paris in art, there appears to be a

significant interruption during the 2™

c¢. B.C, when only two representations survive: an
Etruscan bronze mirror, today in Oxford, and a statuette in Athens (150-50 B.C.). As Mancilla
(2015) 146 points out, the situation is similar in literature for the same century: only two short
references to the Judgement occur, one in Ennius’ Alexander(17) and the other in an epigram by
Strato (A.P. 12.207). This probably indicates a decrease in popularity of the myth during this
century.

#For lists of variations see: Kossatz-Deissmann (1994) 177-188 and before that Harrison (1886)

202 and Lord (1937).
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have already reached Paris and seem to be standing in a row in front of him,
rather than actually processing. Therefore, ‘procession” does not always entail
movement when used to describe such representations, but rather signifies that
the goddesses are set outin a row.

Generally, there seems to be a preference for the procession in older
depictions (especially in the sixth century), which is steadily eliminated. It
appears that artists gradually abandon the procession feature as they try to
represent the actual Judgement more clearly, namely not Hermes with the
goddesses moving or arriving in front of Paris, but rather the actual moment that
Paris declares his decision. The shape of the artefacts (usually vases) contributes
largely to the choice of this setting, too: the horizontal space available is ideal for
representing a row of figures. Nevertheless, it is misleading to consider that all
the depictions of this stereotypical row of the goddesses represent a time before
the actual Judgement procedure has begun. Although some of these artefacts
may provide an image of the procession of the goddesses towards Paris before
the actual decision, some present the goddesses awaiting Paris” decision and
others can actually represent or imply Paris’ choice, like the LLaconian comb
(§22). Eventually, although the ‘procession’” variation is the most common,
appearing from the earliest representations of the myth (§26, c. 630 B.C. and
§22,c¢.620 B.C.) to c. 430 B.C. in Greece (§40) and c. 330 B.C. (§44) in Etruria,
the artefacts of this category do not always represent the same moment when the
goddesses, still on the move, reach Paris. In some of them, the actual moment of
the Judgement becomes the focal point of the representation, without

necessarily meaning that those implying Paris’ choice are the more recent ones.
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As depictions become more and more elaborate, new features start to
appear: an idyllic background and Paris as a shepherd. The goddesses obtain
attributes (i.e. are differentiated from one another), the apple comes to the fore,
new figures loosely connected with the characters and the scene are inserted
(such as Eros, Eris, Himeros, etc.) and the connection between Paris and
Aphrodite becomes solidly established. Earlier depictions of this category of
more detailed representations tend to retain aspects of the procession motif,
whereas later ones present Paris in the middle and the rest of the figures around
him (see for example Etruscan mirrors or §50, the Karlsruhe hydria). This
transition is made in part because of the development of the established motif of
representation and in part because of the changes in the shape of vessels and
objects: more circular space serves well for a non-procession representation, as
is the case especially for mirrors.

The earliest representation of the Judgement of Paris (§26) is on a
Corinthian olpe, known as the Chigi vase, found during an excavation of an
Etruscan tumulus* and almost always dated to 650-640 B.C. (fig. 1).¥ The
depiction of the Judgement is just below the handle (fig. 2), in a spot that would
have been covered by the arm of anyone using the vase. However, it is a unique
case for the specific vessel, as it is the only depiction of an explicitly mythological

scene and the only one incorporating female figures on an olpe whose decoration

+ Hurwit (2002) 3.
4 Ahlberg-Cornell (1992) dates it around 650 B.C., Kossatz-Deissmann (1994) dates it around
630 B.C. For an overview of dating see Hurwit (2002) 3, n. 12. A dating around 640 B.C. is safe

enough.
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is dominated by masculine features.** The vase’s upper fricze features a
representation of a phalanx formation and its lower frieze depicts a hunting
scene, both clear excerpts from the sphere of masculine activity. The Judgement
of Paris can be easily identified due to the names of the figures clearly displayed
over each one. The presence of names could suggest that the scene would
otherwise be confusing and hard to identify for an Etruscan customer,*” showing
that the vase was produced with the intention to be sold specifically to Etruria.
Archaic and Classical vases were created with a common vision and plan
on behalf of the painter, thus demonstrating a certain amount of unity among
the various depictions on the same vase.** Explaining the role of the Judgement
in this attempt to argue for the unity of the Chigi vase depictions is quite the
challenge. According to Hurwit, the Judgement announces ‘the themes of
beauty, decision and ultimately marriage’.*’ In that sense, the Judgement would
represent an alternative aspect of the masculine fear that has to do with the role
of women in men’s lives. The scene of Paris standing, waiting for the procession
of Hermes followed by the three goddesses, all drawn in the same way, without

any attributes, to come to him, poses a warning for men about the dangers that

4 Hurwit (2002) 12.

+ Boardman (2001) 31.
# See Hurwit (2002) fn. 7 for bibliography; also ibid. fn. 8 on the fact that this principle is the
case for every vase and for a few scholars who still do not accept the principle.

4 Hurwit (2002) 12-13.
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female nature can cause.® It is an aspect of masculinity, just not as
straightforward as fighting or hunting, thus placed under the handle.

Taking into account the vase’s Corinthian origin, one could argue that it
could serve as a type of dedicatory item to Aphrodite. Excavations in the
Sanctuary of Aphrodite in Acrocorinth indicate that Aphrodite was Corinth’s
patron goddess at least since the 8™ ¢. B.C. and a type of sacred prostitution was
established in the city alongside this cult of the goddess.” In this context, could
the Judgement of Paris be related to the cult of Aphrodite, since she is the winner
of the contest according to the myth? It appears, however, that the Chigi vase is
the only case of archaic Corinthian vase-painting with a representation of
Aphrodite,” despite the local cult of the goddess. Aphrodite not being the most
popular figure on Corinthian vases makes it unlikely that vase painting of this
period in Corinth served or was inspired by the local cult. The presence of
names, as mentioned earlier, also suggests that the vase was produced to be sold,

rather than as a cultic dedication.

% The danger that the Judgement poses for Paris appears to become more prominent in later
depictions, in which Paris is represented as fleeing the scene.

3 Hurwit (2002) 13; Bookidis (2003) 248: “Although we can probably expect worship of the city-
goddess to have begun by the time of Corinth’s synoikismosin the 8" century B.C., there is some
evidence that may push its beginnings back into the Early Geometric or even Proto-geometric
period.” See also Harrison (1886) 204 on Apolline symbols on the vases, as Apollo was along with
Aphrodite Corinth’s patron god.

»See Amyx (1988) 617 on the rarity of representations of deities on archaic Corinthian vase-

painting, unlike Attic black-figure vases of the same period.
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Rasmussen agrees with Hurwit that there is a common conception
behind the scenes on the Chigi vase, but argues that they can all be interpreted
as snapshots of Paris’ life (hunting on mount Ida, preparation for games when
he returned to Troy, Trojan War).* According to him, there is an overall
mythological context: a vase about Paris would be suitable for an Etruscan
customer, since vases and artefacts with mythological themes were much loved
in Etruria.® Whether it was a specific order or it was just an artist’s inspiration
that was sold to an Etruscan customer we will never know; however, the
mythological background as source of inspiration,” especially for a professional
artist, who primarily tries to satisfy his consumers, is a possibility.

Despite the attempts to identify and discuss the vase’s unity, it still is
possible for the different depictions to not be connected at all. Even if a
connection is established between the three zones of male activity as
represented on the main body of the vase, it is hard to connect the representation
of the Judgement under the handle with them beyond doubt. Hurwits theory
on the different aspects of male activity is appealing, but is only one
interpretation, whereas Rasmussen’s argument that the vase is about Paris

overall is doubtful: there is no evidence that the other two friezes are connected

3 Rasmussen (2013) 57. On the contrary, Boardman (1993) 31-2 suggests that the Judgement
appears to have been painted on the Chigi vase as a kind of afterthought.

#* Rasmussen (2013) 60-01.

% Rasmussen (2013) 61.

56 Rasmussen (2013) 62: ‘this vase is about Paris qua hero, not about Paris as an object lesson of

bad choices.’
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with Paris specifically. FFor all we know, the depiction of the Judgement on the
Chigi vase might be part of an overall well-planned artefact, but could also easily
be just an artistic impulse of the moment or a means to make the vase more
appealing to Etruscan customers.

The second oldest depiction of the Judgement of Paris is again from the
seventh century B.C., dated around 620 B.C. (§22): an ivory relief on a Laconian
comb (fig. 3). Despite the goddesses not bearing characteristic attributes on
their faces or bodies, Hera holds a large bird and Aphrodite is followed by a
goose, a typical symbol of the goddess at this time, making it easier to tell them
apart. Paris for the first time is presented seated on a judge’s throne waiting for
the procession of the three goddesses to approach.” The presence of the throne
emphasises Paris’ role as judge of the fairest among the three goddesses in the
world’s oldest and most famous beauty contest. As the goddesses stand in front
of him, they are showing off their best features on what we would call a type of
runway. With Paris seated in the role of judge, and the three goddesses standing
in front of him waiting for his decision to be made, the male viewer of the artefact
himself becomes the judge, whereas the female viewer and user of the comb
potentially becomes the Aphrodite that someone chooses among others in real

life. The decision to decorate an object of everyday beauty care with a scene of a

57 Kossatz-Deissmann (1994) 179. For further information on Paris seated see Carpenter (1991),
198: ‘On a few black-figure vases Paris sits on a throne as on the ivory relief, and on a few he sits
on a rock with a lyre, but this version is more common on Attic red-figure vases from the first

half of the 5™ century. On these, Paris is usually a youth and is sometimes surrounded by goats.’
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beauty contest could reveal the early connection of this particular myth to
feminine beauty and vanity.

The comb was found in the sanctuary of Artemis Orthia in Sparta, where
a variety of other objects were offered as dedication to the goddess: terracotta
plaques, stone and ivory reliefs, ivory combs and statuettes. The production of
ivory combs was especially common is Sparta and many of these along with
other sensual objects such as perfume bottles, kohl-eyeliners and girl figurines
can be found as dedications at Helen’s cult sites.®® Many were also found at the
excavations of the sanctuary of Artemis Orthia. The material used (ivory) and
the style of these combs show that their production took place, under oriental
influence, in the eighth and seventh centuries.”” Although some of these combs
bear plain geometrical designs,” on the ones decorated with elaborate scenes
the oriental influence is more than obvious. On our comb the setting of the
judgement is purely oriental as far as the dresses of the figures and their posture
is concerned (fully side facing, stiff arms and hands, etc.). At the same time, the
other side of the comb depicts a man with two sphinxes and, although I doubt
that this man is Oedipus, as scholars have suggested, the sphinx is definitely the
result of oriental influence at this period.”

It may seem strange that a comb representing the Judgement of Paris

would be dedicated to Artemis Orthia. Some scholars have suggested that the

5% Hughes (2013) 53.
¥ Barnett (1948) 3.
% Dickins (1968) 77.

o Barnett (1948) 16.



scene is not the Judgement, but rather Zeus seated and in front of him Hera,
Athena and Artemis with a water bird.”* In this case, it would be a comb
representing Artemis and thus it would make more sense to find it in her
sanctuary. The setting of the scene, however, as portrayed on the comb indicates
that it is actually a depiction of the Judgement: Paris seated with the three
goddesses standing in a row in front of him and a gesture towards the third
figure in line, who would be Aphrodite. Possible explanations for finding the
artefact in the sanctuary of Artemis include either a connection of Paris as an
archer with Artemis® or simply that these everyday objects were not necessarily
made for the purpose of being dedicated, but were offered to the goddess when
the owner wanted to make a request.*

Although the Judgement of Paris may not seem an appropriate
decoration for a dedication to Artemis, as a myth it entails a feminine triad, a
pattern which seems to have been popular in Laconia, in particular on stone
reliefs and terracotta plaques. Female triads of identical or at least similar figures
who did not bear any specific attributes are very common on such Laconian finds

and are usually interpreted as mortal female worshippers.” However, there are

62

Willamowitz-Moellendorff (1930) 241; Dickins (1968) 77.

5 Hedreen (2001) 193, esp. fin. 44, on cases in which Artemis is depicted as a supporter of Paris,
due to his archery skills.

54 Cf. Kopanias (2009) 130: Even non-everyday objects, like ivory plaques, were dedicated to
Orthia due to appropriate decoration (female figures, etc.), but they were not necessarily made
for this purpose.

% Salapata (2009) 330 and 337.
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cases when these triad depictions represent divine figures like the Charites or
the Erinyes.” Despite the comb not being a plaque or a stone relief, it represents
a female triad that bears many similarities with the others and thus follows a
trend of the area that was also inspired and adapted by an Eastern pattern.” In
particular, the similarity of the comb with a stone relief of the late sixth century
representing probably Nymphs, wearing peploi and standing in profile to the
right, holding different objects and not bearing any further attributes,” shows
how the Laconian comb with the judgement of Paris on may fit a wider variety
of patterns, initially inspired by near eastern tradition and adapted by LLaconian
art. Moreover, comparison of the figures depicted on the rest of the findings
clearly shows that depiction of Artemis was by no mean a pre-requisite for the
dedications found at the sanctuary, eliminating any doubts that the comb
actually shows the Judgement of Paris and not some kind of Artemis-oriented
scene.

Along with the goddesses’ attributes in these early depictions  the gifts
that each goddess promises Paris are omitted. The centre of attention is the
procession towards Paris, with the presence of Hermes a constant reminder that

all this is part of Zeus’ plan to cause the Trojan War. Further allusions to the

66

Salapata (2009) 337.

67 Salapata (2009) 329: “The examples of draped female figures, with which we are particularly
concerned here, seem to be an adaptation of the eastern iconographic scheme to Archaic Greek
taste which did not favour the naked female body'.

% For the relief see Salapata (2009) 330-331.

% See Kossatz-Deissmann (1994) 186: All three can hold sceptres, flowers, wreaths or branches.
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whole Trojan saga, as already mentioned, are sparse, as in the case of a much
later Etruscan amphora (§42, 550/540 B.C.) where the presence of two
rhapsodoi implies the existence of epic tradition relevant to the myth.”

One of the most intriguing questions that the LLaconian comb raises is
the first appearance of the apple element in the myth. On a 1929 sketch of the
comb by Dawkins (fig. 4),” an apple appears in Paris’ stretched hand. Scholars
who believe the apple is found on the comb have suggested thatitis not the same
as the apple of Discord, the one which caused the fight among the three
goddesses, but rather a so-called ‘Paris apple’ not known in literary tradition.”
On the other hand, the actual apple of Discord does not appear either in
literature or in art until much later. It is possible, however, that no apple is
actually present on the comb at all.” The apple of Discord is indeed a feature

that commonly appears on Etruscan mirrors™ and is more popular in Roman

7 Kossatz-Deissmann (1994 ) 180.

7 Dawkins (1929) 223.

7 Ahlberg-Cornell (1992) 51. See also Severyns (1977) 161-3 arguing that the apple is a symbol of
victory, which started from the Pythian games, but expanded in its integration is a variety of
contexts to declare a type of winner, including erotic ones.

7 Hampe (1954) 84.

7 Ahlberg-Cornell (1992) 51.
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representations of the myth,” but the apple, in the meantime, reappears in fifth
century red-figure vases.™

A problem that arises with a couple of these red-figure representations
(§37, 38) is that Hera is the one carrying the apple. This is not really troubling
when interpreted as the apple of Eris, which Hera has carried from the wedding
to Ida to hand to Paris, for him to use as a prize for the winner of the beauty

contest.” However, Kossatz-Deissmann is right to point out that this

7% Kossatz-Deissmann (1994) 188; Carpenter (1991) 197; West (2013) 74 argues that the apple is
attested neither in literature nor in art before the Imperial period, but this does not necessarily
mean that the apple was definitely not featured in the Cypria. On this last point see also Hampe
(1954) 84. Regarding literature West (2013) 73 points out that the phrase “apple about beauty’
(ufjAov mepi k&AAous) as found in Apollodorus’ Epitome (3.2) makes more sense than the ‘strife
about beauty’ (veikos mepi k&AAovs), as found in Proclus’ Chrestomathy (Cypria argumentum),
which would mean that the apple was not to be found in Apollodorus’ Bibliotheca cither, but
rather even later than that. P.Oxy. 3829 (Cypria Argumentum(i)) of the 2nd ¢. A.D. provides a
fuller account that does include a golden apple. Mancilla (2015) 30, fn. 8, on the other hand,
points out that, technically, the first time the apple was attested in literature would be the 3 c.
B.C. by Anticleides, a historian who wrote about Alexander the Great and the Stoic philosopher
Chrysippus, whose quotes on the matter can be found in the scholia of Euripides’ Andromache
277 and 276 respectively.

7 See Lemos (2009) 136. She also refers to an even earlier possible appearance of the apple
(before red-figure pottery) on a black-figure amphora of 530-525 B.C. (§13), which depicts Hera
giving an item (potentially the apple, to Paris). See Raab (1972) 49-60 on this and other
examples. Cf. Clairmont (1951) 102-4, who found the appearance of the apple dubious and

Kossatz -Deissmann (1994) 178, who does not mention an apple either.

77 Raab (1972) 49-60.
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interpretation renders it impossible to make sense out of a pyxis (LIMC Hera
§430, ¢. 460 B.C.) on which both Hera and Aphrodite carry apples.” Although
the three vessels are from the same period, that does not necessarily mean that
they have to have the same context; it could be that in §37 and §38 the apple is
that of Eris, whereas on the pyxis the apples are in fact pomegranates, as
attributes to the goddesses.

Whether the apple exists or not on the comb (fig. 5), what is striking on
this early depiction is the connection of Paris with Aphrodite: Paris stretches out
his left arm, almost pushing Hera (the first in row) aside, while Aphrodite
stretches her right arm towards his, pushing Athena aside. She is almost
bending a little to the front, while their arms seem to be coming closer in order
to touch, leaving the other two goddesses outside their agreement. What is so
interesting about this element is the combination of the procession’s arrival in
front of Paris, which represents the preparation for the actual Judgement scene,
with the actual choice; Paris sitting on a judge’s throne and interacting in this
way with Aphrodite can only mean that the artist of the comb wanted to
establish a connection between the two. Whether the apple is there or not, the
depiction makes clear not only who the winner of the contest is, but rather
reveals a deeper connection between Paris and Aphrodite. It appears that,
already from the seventh century, artists attempted to establish a special bond
between Paris and Aphrodite, which developed even more in later stages and

reached its ultimate stage on Etruscan mirrors.

™ Kossatz-Deissmann (1994) 178.



Another early depiction of the Judgement attested by Pausanias in his
Description of Greeceis on the chest of Cypselus.” Cypselus was the first tyrant
of Corinth in the seventh century B.C. and the chest was exhibited in the temple
of Hera in Olympia, where it was dedicated by Cypselus himself or by his son
Periander. Although not much can be said about the depiction per se, knowing
the chest’s origin indicates, along with the Chigi vase and the Laconian comb,
that the motif probably entered the Athenian repertoire via the Peloponnese.™

The most recently discovered Parian polychrome crateroid-amphora
(§add. 3), also dated to the seventh century, is the third surviving early depiction
of the Judgement of Paris (fig. 6). It belongs to the group of Melian
pithamphorae produced in the archaic period in Cyclades, dated to the seventh
and early sixth centuries. They were used as grave markers or cult objects in
sanctuaries. The Judgement of Paris on this amphora is painted on the main
body of the vase and bears its own unique characteristics, like a winged Hermes,
possibly an element of seventh-century Cycladic pottery.* It is common for these
vases to have oriental features and this one is not an exception. 'The goddesses
do not bear attributes and next to Hermes, by his legs, walks a lion with a snake’s
tail. Moreover, the element of movement is very strong as far as Hermes and the
goddesses are concerned, whereas Paris is clearly standing, waiting for the

procession to reach him.

7 Paus. 5.19.5.
% Lemos (2009) 135 and 143, fn. 14.

¥ Lemos (2009) 134-5.



All three surviving seventh century depictions show that during that
period there was no specific motif or established stereotypical form, which all or
most of the depictions followed. The iconographical scheme is different
depending on the artist and his personal perception and inspiration.** That is
why in the limited amount of material from this century a variety of motifs can
be detected: procession, Paris seated on a judge’s throne, potentially the apple,
winged Hermes and so on, all of which prepare the ground for the more detailed
representations to come. However, even from this early stage, the main features
of the scene have been determined: with Paris and Hermes always on the side,
the viewer’s attention is always drawn to the goddesses. Although they might be
sitting, standing or walking, they might be accompanied by other figures, they
might carry attributes or not, the viewers see them first and instinctively get into
the role of the judge themselves.” This setting remains the same until some red-
figure vases, like the Karlsruhe hydria (§50) (4™c. B.C.) for example, change the
setting completely, by placing Paris in the centre of the depiction or by adding
figures, such as Zeus or Pothos and Himeros, connected to the myth in a

broader sense (§§47 and 48). The change of this setting becomes typical in even

%2 Lemos (2009) 135: ‘It can clearly be deduced that an established iconographical scheme did not
yet exist, probably due to their early date, the scarcity of the material, and the distance between
workshops; this implies that the motif was independently conceived and rendered by different
creative artisans.’

% Osborne (1998) 123 on the friezes at the Delphi treasury writes ‘On east and west the display of
judgements encourages the viewer to make judgements.’ This applies, not only to friezes, but on

all types of artefacts.



later representations, like the Etruscan mirrors and Hellenistic depictions (for
example LIMC, Athena §423).

After this early period, black-figure painting becomes the main style,
especially in Athens on vases until ¢. 460 B.C. (when red-figure painting
becomes the norm). The theme of the Judgement becomes popular in black-
figure pottery and the way it is represented becomes standardised.™ That is:
Paris flecing or waiting for the goddesses and in front of him Hermes with Hera,
Athena and Aphrodite, or the goddesses by themselves, without any attributes.
A specific representation that seems to be copied widely is found around 550
B.C. on several black-figure Attic vases of the time (e.g. §7, 8, 9, 12 - fig. 7). This
depiction is quite stereotypical (with minor variations) and embraces all the
characteristics of the motif, especially the presentation of the three goddesses as
identical, impersonal figures. Even in the depictions of the time that are not quite
as schematic as the ones mentioned above, the goddesses are still identical, as in
§ 13 (fig. 8).

After c. 520 B.C., this established motif gradually changes via major
differentiations that are introduced: Athena usually is in full armour (or carries
her helmet, as in § 14, fig. 9), animals and extra figures enter the scene and the
idyllic setting becomes more prominent.* These differentiations depend on the
individual inspiration of the artist, as well as on artistic trends. Previous scholars

considered possible additions of figures relevant to matters of space, in the sense

% Osborne (1998) 135.

% LLemos (2009) 136-138.



that if the artist ended up with a bit of empty space, he would add a figure or a
plant or another unrelated element to fill it. Others today recognise ‘confusions
or conflations with other themes’.™ The first argument is unconvincing, since the
procedure of creating a black-figure vase involves incision and thus presupposes
a certain conception before one starts to draw.*” On the other hand, when it truly
is a matter of merely filling space, it is quite clear that the extra figures do not
actually take part in the scene (for example: §§11, 12). The second argument is
more convincing in terms of artists following certain trends of their time, as
mentioned above, which could tempt them into blending different themes. In
certain instances the added figures bear specific characteristics which make
them identifiable; when these figures can be relevant to the central depiction
theme, in this case the Judgement of Paris, it would be unjust to blame problems
of space or conflations and confusions in an attempt to explain their presence.™
It is rare for depictions of the sixth century to include individuals other
than the main five (Paris, Hermes, and the three goddesses). After the 5“‘ century
B.C. this becomes more common; depictions start to incorporate
personifications of nature (§80, 81) or figures from later mythological traditions
such as Oinone (§79). There are, however, three occasions in the sixth century,
all black-figure vases, that incorporate extra figures who also seem to take part

in the actual scene of the Judgement: a Theban tripod exaleiptron, dated c. 570-

86

Lemos (2009) 138.
%7 Shanks (1999) 38.
% Hedreen (2001) 217, arguing that despite their debatable identification for ancient and modern

audiences alike, these figures did in fact serve specific narrative purposes for the artist.



560 B.C. (§6), and two Attic hydriae, one dating around 510 B.C. (§33) and the
other around 510/500 B.C. (§16).

On the first, there is a feminine figure standing between Paris and
Hermes (fig. 10). If she is Eris, the vase’s artist has depicted the link between the
wedding of Peleus and Thetis and the Judgement; Eris semantically connects
the fleeing Paris and the procession of Hermes with the three goddesses,
standing between them and bringing them together.

The second hydria shows Dionysus standing behind Aphrodite, as Paris
waits standing for the procession to approach (fig. 11). Dionysus’ posture
resembles that of Aphrodite, especially in the way his right hand is drawn, while
his chiton on the bottom creates similar folds to those of the goddess’s dress.
Dionysus™ presence almost mocks the Judgement; it is as if he is another
contestant along with the goddesses. Dionysiac scenes were common at that
time,” but the presence of Dionysus is seldom found in depictions of the
Judgement *° and there is no known connection of Dionysus with the myth.
LLemos refers to possible confusion between the Judgement and a Dionysiac
scene common at the time, but foreign to the Judgement;” however, if we take
into account Cratinus’ Dionysalexandros, eighty years later, a comedy in which
Dionysus takes the place of Paris as the judge and is the one choosing Aphrodite,
it is worth wondering whether there was a pre-existing tradition connecting

Paris and Dionysus, known from lost oral or literary tradition. "The artist has

% Giudice (1997) 51.
9> Kossatz-Deissman (1994) 179.

2 Raab (1972) 23-7; Lemos (2009) 138.

|94
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chosen not to insert Dionysiac scenery, like ivy and vine branches, which was
very common at that time, but has drawn Dionysus himself. The god’s figure is
almost a mirror image of Paris waiting for the goddesses on the other end of the
vase, resembling the interchangeable connection between Paris and Dionysus
as displayed in the Dionysalexandros. A lekythos dated to 470 B.C. also depicts
the Judgement of Paris in a version that appears to be a parody of the myth (§
108). Here Hermes is replaced by a Silenus and, thus, the vase provides an
alternative connection between the Judgement and the world of Dionysus.
Artistic representations include at least one aspect of the myth also found in
literature: the comic and parodic possibilities of the Judgement of Paris and the
idyllic background of Ida and Paris’ role as shepherd were particularly
appropriate for the satyric context of Dionysus’ world.

Paris flecing is another established motif of black-figure Judgement
representations (e.g. §§5, 13), whose origin is not known to us. L.emos argues
that either it was a characteristic of Paris in the Cypria or Stesichorus, or that it
was ‘most probably an innovation of an inventive vase-painter, who conceived
the core and meaning of the story with its subsequent consequences for the ill-
fated "T'rojan prince’.”” Paris fleeing a difficult situation is also found in the Iliad,
especially with the help of Aphrodite, as it happens in book 3; it appears,
therefore, that the motif of Paris flecing follows, to an extent, the his pre-existing

tradition, but that is not all. "The image of Paris running away not only displays

22 Lemos (2009) 136.



the impossible nature of the decision he has to make under Zeus' command,”
but also serves to create humour. The fleeing Paris demonstrates the myth’s
humorous possibilities, similar to the manifestation of its satyric possibilities
through the presence of Dionysus and it is quite possible that Paris flecing the
Judgement was first conceived and encountered in art, rather than in literature.

On the third vase Paris and Hermes are in their usual places on the right,
the three goddesses are seated on cubical thrones, but on the left we can see an
ugly figure, interpreted by Simon to be Momus,** the god of blame, son of Nyx
according to Hesiod ('Th. 214) and thus brother of Eris (fig. 12). In the Cypriahe
advises Zeus to foment the Trojan War, after the Theban War failed to decrease
the population of the Earth.” Simon’s interpretation not only is reasonable due
to the figure’s appearance, but it is also comprehensible in the sense that the
scene taking place in front of him bears the full actual and symbolical
implications in terms of responsibility and blame for the T'rojan War: according
to this version of the myth, Momus is co-responsible for the war with Zeus. With
just one extra figure, the artist has provided the viewer with a glimpse of the
Judgement’s past, not just in terms of the events at the wedding of Peleus and
Thetis, but even beyond those; the depiction transfers us back to the plan of

Zeus, as it was described in the Cypria.

% A decision that much later in literature, in Lucian’s Judgement of the Goddesses, is even more
prominently impossible, since Zeus himself has refused to make it.
%+ Simon (1980) 144-6.

9% Cypria fr. 1 (West).



Momus is depicted striding away from the scene, but looking back to it
as if he has done his job and is now waiting for the results, but without being
found there when the final destructive choice will be made. No one pays
attention to him: Athena and Aphrodite seem to have an argument while seated,
as appears from the posture of their arms, following a long tradition of rivalry
and antithesis between the two.?® Hera leans backwards to listen to them and at
the same time Hermes appears to be saying or explaining something to Paris,
probably the rules of the Judgement. The three goddesses being seated rather
than standing are not trying to show off their best features to Paris, at least not
yet. On the contrary, they are aware of their divine status and thus sit on their
thrones, arguing with one another, while Hermes tries to convince Paris to stay
and make a decision. Momus leaving and the three goddesses arguing is a strong
reminder of what happened at Peleus and "Thetis’ wedding; it is as if the same
argument that started around the wedding table is still ongoing and, while the
position of the goddesses in a row stresses the idea of Judgement, their arguing
implies that the procedure has not started yet.

These three early depictions of the Judgement of Paris in combination
with the presence of other figures, out of the basic five, demonstrate the tendency
of art to combine different features that occur at different times within the story
into a simple image. 'The Judgement of Paris is a mythic moment that was part

of abigger picture, and from an early stage some artists connected it with stories

9 See further on the topic my introduction (27-8) and chapter on Hellenistic literature, especially

in regards to Callimachus’ Hymn to Athena (205-10).



of cosmology (Zeus” plan to clear the overpopulated earth) and emotional
weaknesses (Paris flecing).

During the sixth century, however, another pattern appears: Paris as
shepherd, situated on Mount Ida. Although the idyllic background of the
mountain can be considered a touch of realism, it mostly aims at presenting Paris
in a bucolic setting. "T'he shepherd motif connects Paris with his past,” but also
presents him under a completely different light from that of a "T'rojan prince.
Paris as shepherd is a figure humble and disconnected from the royal ideals of
kleos and courage and thus more inclined to understand and accept Aphrodite’s
present.?”® Aphrodite’s sphere of influence and accordingly her gift to him address
the most basic instincts of human existence, sexual attraction and desire,
stripped from all sense of right and wrong. At the same time, the shepherd motif
in ancient Greek myth seems to be connected with destructive ignorance. Like
Oedipus, when Paris makes his decision he is not aware of his identity and thus
the role that his decision will play in the course of events. Although the idea of a
shepherd is usually that of a humble but kind man (shepherds saved and raised
both Paris and Oedipus), the shepherd motif appears connected with unwilling
destruction in ancient Greek myth. The presentation of Paris as shepherd as well
as the addition of figures connected to the myth itself, apart from the five main

participants in the judgement, offer information enhancing the narrative

97 Hedreen (2001) 220.

9 Hedreen (2001) 209.



interpretation of the myth and prepare for the even more elaborate and expanded
depictions of red-figure vases.

The earliest red-figure depiction of the Judgement of Paris is from 510
B.C. (§§19, 20). The artist expands the previous picture by adding more details
to the five main figures (for example, Hermes holds a sword and Paris holds a
lyre in §19 and Iris holds the goddesses’ veils in §20), but also adding extra
figures, such as Iris or, a little later, Eros. Red-figure representations of the
Judgement of Paris secem to be affected by social and political conditions,
especially in Athens, that affected artistic trends: it appears that the world of
gods and heroes is more popular than that of human beings around 525 B.C.
until the Persian Wars, after which the human sphere becomes preferred.”
Thanks to these changes, new characteristics in the depictions of the judgement
of Paris in red-figure (and later white ground) vases appear.

The first of these characteristics is the representation of the three
goddesses in more detail. It appears that from the fifth century Attic pots include
scenes that have to do with feminine activity such as adornment, bathing, and
nuptial preparation.” Painters realise that they now have to please and attract a
new female market; the long periods of war, with women alone in the city, as
well as the citizenship law of 451/0 B.C. that made it essential for the mother to

be Athenian, for a child to be considered an Athenian citizen, made women’s

2 Giudice (1997) 50-1. Note especially fig. 4.1, which clearly shows the prevalence of the human
sphere in depictions from c. 475 B.C. onwards.

> See Blundell and Rabinowitz (2008) 115 and Blundell 117-118.
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identity more important than before.” 'The changes in the representation of
women generally in art, however, do not only apply to women as consumers, but
also to males and the way they view women under these changes.” As the role
of the individual citizen becomes more important in political activity and as the
divine becomes sidelined, men acquire a new horizon of expectations as far as
the depiction of female figures is concerned.

Representations of the Judgement, following this trend, present the
goddesses in a more human way. They start having different facial
characteristics, apart from attributes (in §21, for example, apart from the objects
cach one is carrying, their hair and faces are different). In other words, Hera,
Athena and Aphrodite become more woman-like, rather than standing as
symbolic figures of a purely mythical scene. It is as if the boundaries between
myth and real life become obscure; almost all scenes, unless bearing inscriptions
to identify the people taking part, can be considered moments from real life."*
Since the world of gods and heroes is more popular in Greek art before the
Persian Wars," it is impressive how popular the theme of the Judgement

remains when scenes of human life become more and more popular. However,

artists tend to humanise the scene of the Judgement as the narrative of the

' Blundell (in Blundell and Rabinowitz 2008) 136.
2 Osborne (1994) 94-5.

%3 Cf. Ferrari (2003) 38-9: ‘mythical subjects are represented in contemporary costume and real
life may be elevated to the superior realm of the myth.’

'+ Ferrari (2003) 40.

% See n. 99.
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depictions becomes more realistic. For example, in §3 (fig. 13), a vase dated to
360 B.C., since the “procession’ motif has been eliminated and the goddesses are
differently depicted from one another, we can recognise a scene of a man seated
and three women around him, one of them looking herself in a mirror. There are
features like Athena’s armour that cannot be confused with everyday life
clements; however, the depiction in general is realistic in human terms.

In this process of humanisation, the frequency of the appearance of Eros
next to Aphrodite is the second basic characteristic of the red-figure period.
Apart from stressing Aphrodite’s presence and influence in the Judgement, Eros’
presence follows a specific pattern of this period: he becomes a being from
another world and a lesser deity in anthropomorphic form - like Iris, who also
becomes more common - that tends to interact with humans and fly to earth.™
In the archaic period, Eros does not have the same attributes as in the 5™ and 4™
centuries. Hesiod refers to two different Erotes: the first one of the four main
primary elements that created the world (7Th. 120-3), the other Aphrodite’s
follower ('Th. 201-2). According to Pausanias (9.27.1 1) in Thespiae, where Eros
was worshipped, there was “a statue that represented a very ancient image of
him, an unwrought ston¢’. In the 4™ century this was replaced by a statue made
by Praxiteles (Pausanias and Strabo 9.2.25), one that represented the god as a

young boy with wings and a bow."”

“6Seltman (1923/4) 9o; Cohen (1997) 144.

7 Callistratus, Description 3.
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Thus, although Eros was connected with reproduction and fertility in
Athens, he was not worshipped as a god of erotic attraction until at least the 4"
¢. B.C, as reflected in cult findings.® The complete absence of Eros from early
representations of the Judgement of Paris as opposed to his appearance as a
divine figure interacting with humans and escorting Aphrodite in red-figure
vases appears to be agreeing with the ideological transition from Eros being an
abstract concept to him being an actual divinity. This transition, however, does
not imply that Eros was aniconic due to an evolutionary model of Greek art or
Greek religion, but rather shows that he was perceived differently in different
periods of time, meaning that Eros” aniconism was a deliberate choice and not
an underdevelopment of religious or ideological conscience, which led to a
difficulty in conceiving Eros as a specific image in earlier stages of Greek
religion. Since Eros holds both the role of a primal force and that of a minor
divinity, his representations in the context of the Judgement of Paris indicate the
popularity of each role in different periods of time.

As artists attempt to explain the role of Aphrodite and present Eros as
her assistant (attributive function as in §36, where Aphrodite stands among
flying Erotes, fig. 14)," they also start depicting him as a distinct personality,
who has the ability to persuade and compel humans (personal function, for

example in §37, fig. 15), where he is presented discussing with Aphrodite and

8 Breitenberger (2007) 62.
% On why this is a faulty evolutionary model of Greek religion see Gaifian (2012) 4.

"° See Stafford (2013) 198.
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maybe offering his advice on the matter.” Moreover, Eros is strongly connected
in the fifth century with marriage and nuptial elements in the iconography of
Helen."™ His presence is connected to the act of courtship until after 450 B.C.,
when painters start to introduce Eros into the wedding ceremony depictions,
showing the importance of touch and glances,”™ meaning that he acquires and
established connection with flirting and human interaction between the bride
and the groom, drawing the viewers’ attention to them.™ Just a few decades
later, Eros is represented interacting with Paris, trying to persuade him to
choose Aphrodite (§§49, 50 - fig. 16).

The Karlsruhe hydria (§50 - fig. 16) is one of the most intriguing cases of
the period. Dated to around 400 B.C. it incorporates in its depiction of the
Judgement not only the double presence of Eros, but also other interesting
features, too. The two Erotes of the hydria fulfil separate functions: the one next
to Aphrodite stands as a symbol of her attributive force and the one discussing
with Paris is trying to affect his judgment. Eros’ significance is emphasised by
his doubling; he is Aphrodite’s close companion (she has her arm around him),
but a second Eros leans on Paris’ shoulder, with eye-contact again conveying

communication.™

" Cf. Harrison (1886) 208-9.
" Sutton (1997/8) 27.
'3 Ibid. 30-32.

"4 Stafford (2013) 204.

15 Stafford (2013) 200.
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The shape of the vessel leaves room for a non-procession representation,
which the painter takes full advantage of. Paris is placed in the centre,
emphasising his personal responsibility."® The rest of the figures appear to have
moved towards his spot in Ida, where he is seated in oriental dress. Apart from
the main five protagonists of the Judgement, the Karlsruhe hydria features extra
figures, like Zeus, Eutychia and Klymene,"” but the most striking feature is that
of Eris. The goddess appears on top of Paris, as if she has direction and a
particular understanding of the whole scene.™ It is an interesting choice to have
Eris as the overseer of the scene, when Zeus is present, too; however, Zeus'
position in the top left is still that of an overseer, but of one who has kept more
of a distance from the Judgement.

The overall composition sheds further light on the interpretation of the
Judgement. The lower frieze of the hydria is decorated by the assembly of a
Dionysian thiasos in the front and scenes of everyday female activity on the back
(combination of Dionysian and Aphroditean scenes)."™ Dionysiac features found

in earlier depictions, along with the Aphroditean ones, serve here an alternative

" Lorenz (2016) 241. | am extremely grateful to Dr Lorenz for allowing me access to her book in

its earlier stages, before publication.

"7 See also Lorenz (2016) 42-3 on the dog that can be found at Paris’ feet as a representation of
Helen, foreshadowing both the abduction and their marriage, as well as Helen’s portrayal as a
‘bitch’ due to the course of events that will follow the Judgement. Helen, in fact, calls herself a
bitch in the Iliad (6.344 and 350).

"8 Lorenz (2016) 186.

" Lorenz (2016) 45.



purpose: the demonstration that Paris’ motives were related to pleasure rather
than anything else.”

In the context of the connection between Eros and courting/ marriage
as part of everyday life, his presence can foreshadow the ‘wedding” with Helen
that is to come. As Eros becomes part of everyday life representations, his
position in the depictions of the Judgement is almost the same as it would be in
a scene of wedding or courting between humans: he is often found next to the
male (in this case Paris), trying to convince him to be attracted to a female (in
this case Aphrodite), as on the Karlsruhe hydria, as well as §§51 and 54. Since the
procession motif has been abandoned, these depictions resemble even more
scenes of human weddings or flirting, but without the same depth and expansion
of themes as on the Karlsruhe hydria.

Another characteristic of depictions of the Judgement in this period is
symbolism and allegory. As representations become more detailed, it is not
enough for artists just to indicate which scene they are trying to draw. On the
contrary, they represent the abstract concepts of the myth. A typical example of
allegoric representation is an Attic red-figure vase of 440 B.C. (§39); in this
representation Aphrodite holds a small Eros in her open palm, Athena is in full
armour and Hera is holding a lion (fig. 17). The way the three goddesses are
drawn shows both their sphere of influence and what they are offering Paris.™
Eros does not have an attributive or personal function, but rather becomes a

symbol of what Aphrodite stands for and what she offers to Paris in exchange

¢ Lorenz (2016) 46.
' Borg (2002) 101.
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for his choice. Another impressive representation of this type is §40, where the
goddesses are approaching Paris on different chariots: Hera’s chariot is dragged
by two horses, Athena’s by two snakes and Aphrodite’s by two flying Erotes (fig.
18). Although scholars have suggested that the role of Erotes and the animals in
this case is mainly attributive, it is worth arguing that it is mainly symbolic of the
gifts offered by the goddesses: Hera’s horses, as symbols of kingship and
authority, Athena’s snakes as symbols of martial prowess (esp. given the oriental
orientation of the vase) and Aphrodite’s Erotes as symbols of sexuality and
attraction. In this context, the chariots function as carriers not only of the
goddesses, but also as carrier of the gifts that each brings to Paris.

The Judgement of Paris, possibly via Corinth, became popular in
Etruria; finds with the Judgement of Paris date from 560/550 B.C. (§41) until
the third century B.C. (§69). The Etruscans not only borrowed themes from
Greek mythology, but also adapted these themes to their own Etruscan
divinities and myths (for example Aphrodite is Turan in Etruria).”* Sometimes
it becomes impossible to tell the difference between the original Greek gods and
their Etruscan ‘copies’. In both cases, however, religious or private workshops
in Etruria used to make both major works (sculptures, buildings, etc.) and
smaller objects, such as mirrors and toilet boxes,” using these divinities and
scenes from their lives as decorative features. All these artefacts provide

information on the taste of the Etruscans for mythology, both Greek and local,™

22 Simon (1985) 302; Carpino (1996) 85.
% Briguet (1986) 101.

"+ Briguet (1986) 149.



making it possible to identify the reception of these myths in Etruscan society
and the variations they may have undergone. However, the conflations of Greek
and Etruscan myths, as well as the lack of information on the use of specific
vessels, make this information slightly problematic in interpretation. T'herefore,
we can only come up with conclusions that derive from the findings, without
going too deep in possible implications the representations might bear.
Mirrors have always been connected with Aphrodite and Helen, both in
Greece and in Etruria.” It is common to have four-figure compositions on
Etruscan mirror and thus it is difficult to identify the Judgement of Paris for
certain.”® The shape of the mirrors contributed significantly to the change of the
‘procession’” motif of the vases. However, there are are six bronze hand mirrors
(§64-69, the oldest dating to the middle of the 4" century B.C.) definitely
decorated with the Judgement including some or all of the main five figures and
potentially some extra (for example §65). On these, the three goddesses can be
presented naked (§§68, §69)*7 and the typical form of the scene has Paris in the
middle and the rest standing around him (§67, figs. 19 and 20). T'he main feature
that differentiates the mirrors from the vases is that Paris’ verdict is usually

128

implied by connecting him to Aphrodite,™ a feature appearing for the first time

on the Laconian comb (for example on §67 Paris offers the apple to Aphrodite

% Congdon (1985) 22.
2 Nagy (1996) 49.
7 Kossatz-Deissmann (1994) 188.

¥ Nagy (1996) 51-2.
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who is seated on the right).”* Moreover, Aphrodite is usually the dominant
figure on Etruscan mirrors; she is either nude after the fifth century or earlier she
is set apart or dressed in fancier clothes.” The nudity of Aphrodite in particular
implies her sphere of influence and the attraction she casts over Paris. Thus,
according to Lord, ‘the Etruscan mirrors carry the myth one step beyond vases,
by implying Paris’ verdict.”

As the vases of the sixth and fifth centuries attempted to establish the
first motifs and visually connect the myth to its past and the Attic vases of the
fifth and fourth centuries attempt to present the myth in enlightening detail
about the myth’s past and present, the Etruscan mirrors reveal something of the
Judgement's outcome. The myth retains its popularity as an artistic theme, albeit
with a gap of a couple of centuries (2" and 1* ¢. B.C.) and decorates all sorts of
surfaces and vessels until the 4™ ¢. A.D., when the depictions of the Judgement

become Sparser again.

0 Cf. Nagy (1996) 50-1, pointing out the unique significance and iconography of the Judgement
of Paris in Magna Graecia, where the role of Hera is emphasized significantly, especially in
Paestan vases (see §§55, 56,57 and 58).

5 Ibid. 51.

3 Lord (1937) 606.
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Chapter 2

From Homer to Herodotus

The first reference to the Judgement of Paris in literature occurs in the final book
of Homer’s Iliad (24.25-30). At this point, Achilles has dragged Hector’s dead
body behind his chariot while Apollo has covered it with a golden aegis to
protect it (24.18-21) and expresses his disapproval to the rest of the Olympians
(24.33-54). Most of them agree with him and encourage Hermes to snatch the
body away, but Athena, Hera and Poseidon remain hostile towards the Trojans,

because of ‘Alexander’s folly in insulting the goddesses’, as the poet says.

€vB” &AAois utv maow envdavev, oudé ob’ “Hpn 25
oudt TTooeBdwv’ oudt yAaukwmdi koupt,

aAN’ Exov €35 opv TTp&dTOoV ATmXBeTo “IAL0S ipN)

kai TTpiauos kai Aads AAeEavdpou Evek’ &Tng,

8s veikeooe Beds, &Te ol yéooauvlov TkovTo,

v & fjvno’ j oi mépe paxAoovvnv aleyevrv. 30

And the thing was pleasing to all the rest, yet not to Hera or Poseidon
or the flashing-eyed maiden, but they continued as when at first sacred
[lios became hateful in their eyes and Priam and his people because of

the folly of Alexander, who had insulted the goddesses, when they came
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to his farmstead and he praised her who furthered his grievous

lustfulness.

Scholars have debated whether these lines are original and whether
Homer was already aware of the myth or the reference is a later addition by
someone who knew the myth of the Judgement from the Cypria or some other
source. This question consists of two separate ones: (i) was the poet aware of the
myth when composing the liad? (and if he was, did he really use it in the plot of
the Iliad?) and (ii) is the reference to the Judgement in book 24 original? ('This
second question includes both why the story should have been mentioned at all**
and whether the place and wording of the reference is appropriate taking into
account the rest of the poem). The distinction between the two questions is
essential in order to understand both the role of the Judgement story throughout
the narrative of the Iliad and its place within the whole poem and within book
24.

The first person that attempted to rid the Iliad from what he thought
were accretion was Zenodotus. After him, Aristarchus of Samothrace tried to
do the same; passages that he considered were problematic or unsuitable for the

poem were athetised (luckily not completely omitted in his edition of the Iliad)."

3 This is a point that Davies (1981) 56-7 quite correctly raised in regards to Reinhardt’s iconic
work on the Judgement in the Iliad, arguing that while Reinhardt had successfully demonstrated
that Homer knew the story, ‘he does not try to explain why it has to be mentioned at all, and why
at this particular stage in the narrative’.

3 Davison (1962) 222-4; Janko (1990) 331-2.
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According to Aristarchus, 24.25-30 are an interpolation; he extensively argued
this on the basis of several reasons: i) it is absurd to have all of the gods agreeing,
and then go on to exclude three of the most powertul deities, ii) the Judgement
of Paris is nowhere else mentioned in the poem, whereas it should be brought
up more often as the explanation for Hera and Athena’s anger, iii) veikeooe is
misused, because it does not mean judged’ and iv) paxAoouvn means
yuvaikopavia, whereas what Aphrodite actually gave to Paris was not this, but
Helen and the word is in any case Hesiodic and not Homeric."*

Before moving on with anything, it is worth wondering whether, if
Aristarchus had not athetised these lines, we would be having doubts about
their authenticity. Aristarchus athetised the lines based on his personal opinion
of what was appropriate for the poem and what was not. Although he provides
us with a variety of arguments as to why the lines should be considered an
interpolation, he does not seem to have evoked any piece of hard evidence, like a
manuscript available to him or anything similar, that would support the lines’
athetization beyond doubt. This fact alone should lead scholars to be extra
careful in accepting what Aristarchus argued, despite his undeniable
philological expertise. A closer look at the lines will demonstrate that the
reference to the Judgement of Paris fits the requirements of the poem both in
terms of expression and of structure. However, since Aristarchus’ objections

(except for the second one on the Judgement being mentioned more often) are

3 For an overview of these and other objections that the bT scholia add to those of Aristarchus

see Erbse (1969) 522-3 and Richardson (1993) 276-7.
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all based on the vocabulary and the structure of the reference itself, it is only
appropriate to attempt first an answer to the first question: did Homer actually
know the Judgement of Paris?

The answer should be affirmative. The Iliad was composed in the 8"
century and was written down in a relatively established version - either by the
poet himself or via dictation'- before the last quarter of the 7 century at the

latest.™

Although there might have been a period when oral and written
transmission co-existed, the structure of the poem suggests that, although its

traditional mythological background already existed,” the Iliad itself was the

well-planned work of one poet.™ Internal connections and motifs of the poem

% Lord (1953) 124-34; Janko (1990) 328. On the contrary Kirk (1962) 208-17 and 301-34 argued that
they were transmitted orally for a long period of time before being written down. On matters of
writing and recording see also Alden (2000) 300-4; Rutherford (2013) 32-3.

36 For overall discussions and bibliography on the dating of Homer, as well as the debate on
whether the composition and transmission of the poems was oral or written see: Fowler (2004)
221-6 and Rutherford (2013) 19-34. See also Janko (1990) 331: “T'here were early versions with many
plus verses... ]Although some of them certainly go back to memorized performances of the text
by performers capable of some improvisation and elaboration, the rhapsodes, there is
fundamentally only one text of the Iliad.

57 Burgess (2001) 47-8; Fowler (2004) 228. Neoanalysis as a theory goes back to Kakridis and
Kullman, who first argued that Homer, along with the poems of the Cycle, are based on a
common pool of pre-existing mythological tradition.

3 Lord (1960) 149: the poet might actually have been literate and writing down his own poem,
since the result was much superior to oral dictated texts (despite having argued earlier (fn. 134)

that the poet was illiterate and dictated his poem to someone else); For the potential difficulties,
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are not necessarily result of later additions, but they can be literary choices of the
poet of the Iliad. T'he same condition applies to 1. 24.25-30, the reference to the
Judgement of Paris.

The Chigi vase, originally made in Corinth, along with the ivory
LLaconian comb and the Parian pithamphora, the earliest artistic representations
of the Judgement of Paris, are all dated to the 7" century BC. Even if the dating
is post-Homeric (if we date Homer to the | century), it is hard to believe that
these representations were based on Homer, the Cypria, or any other solely
literary source. Such early artistic representations - especially assuming that
there were quite possibly even older ones that have not survived - indicate the
existence of a wider tradition about the Trojan war circulating in the Hellenic
world. The geographical variety of these early depictions, as mentioned in the
previous chapter, shows that the Judgement of Paris was widely known, but
there was not yet a shared established motif of depiction, indicating an
individual awareness and perception of the same tradition. Nevertheless, the
findings prove that this tradition was common and circulating widely.

The nature of the Judgement myth also fits into a genre of farces about
gods, which was a tradition already in existence when the Iliad was composed,
and found outside Greece as well.” Stories of gods holding grudges and

ironically behaving like humans, obviously under the scope of

that do not render it impossible for the poem to have been written down at a date in the late
eighth or early seventh century see Rutherford (2013) 33.
% For divine farce in Old Norse mythology, for example, see Reinhardt (1997 [1938]) 178-9, esp.

fn. 13.
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anthropomorphism, for trivial matters were not only part of the Greeks’ cult, but
of their entertainment as well. The Judgement of Paris is only one of the
instances in mythology when the gods’ long lasting grudges torment humanity
and bring disaster and pain, without it being for them a matter of life or death.
The essence of the story might not be particularly appropriate for the epic genre,
but that does not preclude it from being part of a pre-Homeric tradition, which
Homer shaped and moulded to fit his literary project.

The archaeological evidence indicates that the Judgement of Paris,
along with a wider Trojan tradition, did exist before the Iliad and, thus, was
known to Homer. However, internal evidence, facts and scenes from the Iliad
also point to this direction. Despite the lack of references to the Judgement of
Paris before book 24, the myth needs to be taken into account to explain the
present of the tenth year of the Trojan War, as well as the status quo of the
relationships among gods and mortals in the course of the narrative.** Without
the Judgement of Paris, certain aspects of the poem simply do not make sense.

First, without the Judgement as background one cannot explain Hera’s
and Athena’s deep and absolute hatred towards the Trojans.” This hatred is

frequently referred to in the course of the poem, but is never explained further:

"Ws €pab’, ai & emépuEav ABnvain te kai "Hpn:

mAnoial ai y’ 1jobn, kaka 8¢ Tpcdeoor pedéobnv. (11 4.20-1)

4> Burgess (2001) 47.

“# Reinhardt (1997 [1938]) 176; Walcot (1977) 31.



So he spoke, and Athena and Hera muttered against him as they

sat side by side and planned ills for the Trojans.

Zeus has just mocked Hera and Athena for supporting Menelaus in the duel that
just occurred in book 3 between Menelaus and Paris and ended with Aphrodite
snatching the young Trojan prince from the battlefield to save him. Athena

manages to hold her peace and remain silent, but Hera replies to Zeus in anger:

TE3s £0€Aels dAov Betval TTdvov 18 &TéAecTov,
1Bpcd 6'6v (Bpwoa udyw, kapétny 8¢ ot (ot

Aaodv ayepovon, TTpiduw kakd Toid Te Tatoiv. (11 4.28-30)

How can you be minded to make my labour vain and of no effect,
and the sweat that I sweated in my toil'—and my two horses grew
weary with my summoning the army as an evil for Priam and his

sons.

Later, Athena admits to Apollo that the reason she rushed from Olympus to
intervene in the battle is to help the Acheans, as she wants to see Troy in ruins
(7.30-7), while in book 18 Hera admits again her resentment towards the T'rojans
(18. 367: ouk &perov Tpdeool koTeooapévn kaka pdwyat;, ‘How was not I not
in my resentment against the "1'rojans to stitch evils for them?”). Finally, in book
20 Hera urges Zeus to decide whether he will save Aeneas or not because, as she

tells him:
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7] TOl HEV Y &p vdl TTOAEaS COHOCOapEY SpKOUs
Taol HeT abavdaTolow, ey kai TTaAAas Abrjvn,
ur} roT e Tpdoeoov AAeErioelv kakov fuap,
und’oméT &v Tpoin paAepd Tupi T&oa SanTtat

Kalopévn, kaiwot &' aprjiot uies Axaidov. (11, 20.313.17)

The two of us, Pallas Athene and I, have sworn many oaths among
the immortals never to ward off the day of evil from the Trojans,
not even when all T'roy blazes, burning in consuming fire, and the

warlike sons of the Achaeans are the burners.

All these instances clearly demonstrate that Hera and Athena bear a fatal grudge
against the Trojans. Although other gods may want to help one side or the other,
the anger of the two goddesses against "I'roy appears to be more personal and
passionate, but is never explained. In fact, in book 4 (30-3) Zeus inquires of Hera
as to what have the Trojans possibly done to her to have caused such rage to
which she answers that he is allowed to lay to waste any of her favourite cities, if
they ever become hateful to him (51-4), which is far from an adequate answer.
Even when Poseidon becomes part of their pact, their motives are completely
different: Athena and Hera want to see the destruction of Troy and need

Poscidon by their side against Zeus and Thetis, whereas Poseidon’s resentment
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is probably based on the deceit of [.aomedon."** Their explicit rivalry towards
Aphrodite in the battle of the gods (21.423) can also be explained through the
Judgement of Paris."?

It should be noted, as Richardson points out, that all of Aristarchus’
objections can be resolved with the athetisation only of lines 29-30."* In that
case, ‘Alexander’s folly’' (AAe€avSpou &tn) would simply refer to the abduction
of Helen and not to his choice of Aphrodite at the Judgement.** However, this
would mean that Hera and Athena’s hatred against Priam and his people would
still remain unanswered throughout the poem, as we would have to assume that
they are somehow insulted by the abduction of Helen alone, in which the rest of
the poem leaves us no reason to believe.

The Judgement can also explain the already established connection
between Paris and Aphrodite in the Iliad. Aphrodite in the poem is not just pro-

Trojan, she is pro-Paris. She interferes to save him personally when he fights

42 [I. 21.441-60; Davies (1981) 58-9: ‘Poseidon is still firmly registered in our minds within the
company of the gods who cherish undying hatreds because of past offences’; Macleod (1982) 88:
‘No motive for Poseidon’s resentment is given: that is because one already has been in 21.441-60,
namely the deceit of LLaomedon’. Cf. Reinhardt (1997 [1938]) 177, who argues that Poseidon
probably joins them because he feels like his authority is not acknowledged. However, Davies
(1981) 57 is right to argue that Reinhardt brushes it aside somehow parenthetically and
unconvincingly.

3 Reinhardt (1997 [1938]) 182-3.

“ Richardson (1993) 277.

% [ would assume this is one of the reasons West (2011) 412 considers only lines 29-30 what he

calls a rhapsode’s interpolation’.
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Menelaus and she forces Helen to go back to their bedchamber and take care of
him (3.389-95). This episode does not serve any purpose than to be a narrative
pattern used to characterise Paris in depth.*® Her attitude combined with the
hatred of Hera and Athena towards the Trojans, indicates that there is a history
behind this web of relationships and events. The anger of Hera and Athena
towards the "I'rojans, their rivalry towards Aphrodite, the special relationship of
Aphrodite with Paris - all of them are allusive transformation of the Judgement
into epic episodes, fit for the context and content of the Iliad. The myth is not
explicitly mentioned until the very end, but its presence is constant and strong.
As Reinhardt put it: ‘Without the Judgement of Paris, no Iliad.*

Even Paris’ presentation in the narrative becomes complete if viewed
through thelens of the Judgement and, thus, through his established connection
with Aphrodite: he is the young prince, always choosing the easy way, a non-
heroic figure presented as the black sheep of his family, especially in contrast to
his brother, Hector. When in book 6 Hector is tempted by three different
women to stay back, to turn away from war and death and back to the safety of
the palace,*” the antithesis between the two brothers can be better perceived if
we take the Judgement of Paris into account. Although Hector’s situation is not

the same as that of Paris when choosing among three goddesses, still it is a

146

Suter (1987) 57.
47 Reinhardt (1997 [1938]) 187.
48 Macleod (1987) 89 on paxAoouvn expressing that Paris became a seducer, a harsh view which

aids his image as counterpart of Hector. See also Davies (2003) 38.
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choice that reveals the chooser’s life philosophy and thus Paris’ erotic nature."
Hector would never choose on the basis of Paris’ criteria. "The antithesis
between the two Trojan princes and the way Paris is represented presuppose
not only that the poet knew the story of the Judgement, but also that he
deliberately set Hector’s encounters before battle with three different women in
such a way to fit the shape and form of the Judgement with its moral
implications. Paris chose the non-heroic option, but Hector has resisted all
temptation to go to battle.

Thus far, I have argued that Homer not only was aware of the pre-
existing tradition around the Trojan War, but also that he used this pool of
material as a plot basis for his poem. The Judgement of Paris is a pre-requisite
for the narrative of the Iliad, which means that the idea of the story existed before
Homer. We still, however, have to tackle the doubts over the originality of lines
2530 in the last book of the Iliad. Even if the Judgement is part of the Iliadic
narrative’s past, did Homer really have to refer to it at all? And why did he do it
in the last book of the poem? To reason with this reference, it is essential to
understand the content and context of the lines, the role and structure of book
24, as well as the deeper structure of the whole poem.

In terms of vocabulary the reference has no reason to be considered non-
Homeric, despite Aristarchus’ objections. The fact that paxAoovvn is a hapax

legomenon in the Iliad® by no means makes the lines an addition. There are

4 Suter (1987) 52.

% Briigger (2009) 28.
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many words that are used only once in the [liad™ The adjective pudxAos is
defined as lewd, lustful (e.g. I.SJ dictionary); in Hesiod the word is used for
women (Op. 586), but that does not mean that paxAoouvn is not appropriate
for Paris here. The word is associated with Aphrodite, but it is usually the
punishment that the goddess inflicts upon those who deserve her wrath.” The
implication that Aphrodite’s bribe was after all a punishment appears extremely
appropriate: via one and only word the poet manages to convey that the beauty
contest brought destruction to Paris’ city in the most compact way possible.
Moreover, the single use of the word only makes its Aphrodite-centred meaning
even stronger, as it is inappropriate for the heroic context, but becomes attached
irrevocably to Paris. The use of Alexandros, the name that the gods usually use
for him instead of Paris, promotes a transition to the world of the gods, their
rules and their minds. This transition points not only to what Hera, Athena and
Poscidon believe, but also towards Zeus’ will that is being fulfilled through the
Judgement.

The myth of the Judgement of Paris is more personal and didactic rather
than heroic in its nature.” This means that an extensive narration of a story
about a beauty contest with moral symbolisms would not be fit or appropriate
for an extensive heroic epic. A reference would seemingly not be suitable for the

context of the [liad; it is not the only instance where a story from the narrative’s

5 See Kumpf (1984) on hapax legomena in Homer.
5 Davies (1981) 58.
% De Jong (1987) 125.

5+ Reinhardt (1997 [1938]) 171; Griffin (1977) 40.

81



past is mentioned incidentally or in the context of a conversation. The style of
these stories is not consistent with the rest of the poem’s epic style and, therefore,
these stories are not part of the epic action.” However, these marginal
references expand the seemingly limited time of the narrative significantly; there
are references to Achilles’ death, which will oceur after the end of the poem, but
there are also references, like the ship catalogue in Book 2, that go back years
before the narrative’s present. The reference to the Judgementin book 24, as well
as a reference to Helen’s abduction (24.765-6), lead the reader even before that.
Eventually the lliad ends up covering a period of twenty years instead of less than
a year, which is the Iliads actual timeframe.™ These references to the past (the
Judgement of Paris, the abduction of Helen, etc.) and the future (the prophecies
of the death of Achilles, Cassandra’s portrayal as a prophet, etc.) of the
narrative,” despite how unsuitable may sometimes seem for the poem’s style due
to their context, are common throughout the text and are intentionally referred

to without interfering with the actual narrative, but they shed light on small facts

% Alden (2000) 13 makes a distinction between primary and secondary narratives within the
Tliad. She names the latter para-narratives and identifies certain types, but as she argues ‘all exert
influence, directly or indirectly, on the audience’s reception of the text’. See also Reinhardt (1997
[1938]) 173 on these digressions not belonging to the narrative’s present, but rather functioning
as allusions to its past or future and Ingalls (1982) on mythological digressions not connected to
the story.
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Walcot (1977) 38-39 and Mackie (2013) 7.

57 Brugger (2009) 25; Mackie (2013) 12-14.
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and details of the past. The reference to the Judgement in book 24 may easily be
one of them.

The brevity of the reference to the Judgement offers only a summarized
account of the story and thus fits the poet’s purpose of just mentioning it, rather
than elaborately narrating it. In fact, it is this brevity that provides the reference
with such an allusive air, that it is almost impossible to consider the reference
foreign to the spirit of the liad. Aristarchus’ objection to the meaning of veikeooe
not being ‘to judge” and, thus, being problematic is unreasonable; there is no
reason to think that kpive is a necessity here, as veikeooe still fits the context.
The verb expresses exactly the insult that was committed by Paris towards
Athena and Hera,”® whereas paxAoouvn, usually attributed to women and
Aphrodite’s punishment, in this case expresses dangerous lust™® and is consistent
with what we know for Paris so far in the poem. Under this scope, it is also
implied that Paris’ choice was not Helen per se, but rather an immoral choice of
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lust, as a passion not suitable for a man.”" Therefore, the reference to the

Judgement of Paris in its brevity and evocative choice of words provides a full

#Macleod (1982) 89 on veikeooe here meaning found fault with’, just as uéppouat. Richardson
(1993) 279. Cf. West (2013) 79 on the poet of Iliad 24.29-30: ‘In the version known to him, Paris
not only rejected the claims of Hera and Athena, but explicitly disparaged them.” I am not
convinced as to whether the actual meaning of veikeooe should be perceived in the light of Paris
actively insulting the goddesses compared to the goddesses being automatically insulted due to
the outcome of the contest alone.

% Taplin (1992) 262.

% Macleod (1982) 89 ad locon Paris as a Tadies' man’; Richardson (1993) 279.

““ Bowra (1962) 65.
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account of what led to the war as well as an explanation of the status quo of the
relationship among Hera, Athena and Poseidon. The choice of words may be
unconventional, but is by no means objectionable.

Still, the question remains: why the reference in book 24?7 Why not
carlier> Whoever doubts the authenticity of 24.25-30 (especially 29-30) can argue
that the reference to the Judgement seems like an awkward addition at the end
by someone who thought that it should be mentioned somewhere, since it is so
often implied throughout the poem. However, a structural approach to book 24
can shed some light on the timing of the reference within the liad.

In book 24 there are other allusions to the past of the war,'”> but also to
the past of Troy itself, especially to the line of kings before Priam (Dardanus,
Ilus and Laomedon)."® Books 23 and 24 seem to function as complementary
conclusions to the poemﬁ""4 offering at the same time a full account of what
happened before the war. Obviously, this account is not given through a
separate narration that follows all the events, but rather through allusions and
implications of the past. In book 24 we have an affirmation of the status quo in
Olympus, in terms of how each god feels about what has been going on on
Farth.

The emotional impact on the audience of such a deep hatred, such as

Hera’'s and Athena’s, that is not adequately explained or reasoned, is very strong.

2 24.59-63 on the wedding of Thetis to Peleus;24.764-6 on Helen’s years away from Sparta;
Mackie (2013) 2-4.
B 24.171, 354,629,631,349,25-6; See Mackie (2013) 5-6 and 8.

4 Macleod (1982) 16-17.
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Although the audience is aware of the mythological past, the refusal of the poet
to refer to it explicitly (Hera’s refusal in book 4 is in reality Homer’s refusal to
answer yet) until the very end, creates the same anticipation that tragedy creates:
the audience knows what is happening on stage and usually is aware of events
that the protagonists and the chorus do not yet know (tragic irony). However,
as spectators, people await this final moment of revelation, when what they
know is confirmed; but the surprise lies with whether and in what way it will be
confirmed. Hera and Athena are like the bad witches of a fairytale; their reason
for wanting to burn a whole city down because of a beauty contest resembles
Maleficent’s grudge because she was not invited to the ball, or the Queen’s desire
in Snow White to poison her because her magic mirror told her that the girl was
prettier than herself.

In all these cases, the revelation of the motive makes the deed seem even
more inexplicably cruel. Book 24 raises questions about human choices and
divine will overall. Although the gods sometimes show pity, in the course of the
Tliad they are generally set in a different world and are indifferent to humans.'
They lack a certain type of humanity that stems from the understanding of death
and the acceptance of one’s fate; while Achilles and Priam exhibit compassion at
the end of the poem, gods, with nothing to lose and pettier motives cling
stubbornly to grudges of the past. This is why the Judgement of Paris needs to

166

be saved until the last book.™ The reference to the Judgement points towards

S Macleod (1982) 13-14.

6 Davies (1981) 60-1.



the fact that old hatreds remain in the divine sphere'” and the faulty choice of
one man eventually causes the destruction of a whole city.®

The motif of progressive revelation is well known to Homer. It is a
pattern used very often and can include allusions to the past, prophecies and
other minor or major hints. These allusions to the past or the future (meaning
the past and future that does not belong to the Iliads narrative) are usually not
given in a straightforward way.™ Achilles’ death is one of the most characteristic
examples of this motif. Every prophecy or allusion to Achilles’ death offers extra
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information compared to its previous one.” “Although the poem consistently
portrays the certainty of Achilles’ fate, a certainty that the audience will share
through its knowledge of traditional myth, it also provides an illusion of
uncertainty and choice as a way of furthering Achilles’ characterisation.™”

"This progressive revelation of events of the past or the future in the lliad
provides the poem with a structure that is tragic, in a broader sense of the term.
Epic can present more accurately the actual decisions of the gods than tragedy

does and thus brings out the theme of mankind’s imperfect knowledge that can

never fully grasp the gods’ attitude.” However, this distinction between what is

7 Edwards (1987) 305.
‘S Davies (1981) 59-60; (1995) 3.

% Davies (1995) 8: ‘subtle postponement of material from the past is reminiscent of the Iliads
own treatment of the Judgement.

7 Taplin (1992) 198 names this the ‘Homeric technique of increasing precision’.

7 Burgess (2009) 55.

72 Rutherford (1982) 160; (2013) 65-6.
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happening in Olympus and what is happening on Earth offers a broader
perception of how divine intervention works. In the Iliad causality is a
combination of divine and human action.”” The choices humans make can affect
the planning and the decisions that gods make and vice versa. Therefore, book
24 is not just about what gods have decided, but also what human choices have
led them to these attitudes. The fact that Paris withdraws from battle, with help
from Aphrodite, due to eros, differentiates his withdrawal from that of
Achilles.” In the last book of the Iliad the audience faces a transition of the epic
hero, represented by Achillles, from wrath, to grief and then to compassion.'”
Achilles finally overcomes his wrath and pities Priam, who has come to ask for

Hector’s body:

auTiK &1rd Bpdvou pTo, yépovTa Bt Xelpds avioTn

oikTipeov ToA1dv Te k&pn oAby Te yéveiov (11 24.515-6)

immediately then he sprang from his seat, and raised the old man

by his hand, pitying his gray head and gray beard

7 LLesky (2001) 174-5; Rinon (2008) 47-8.
7+ Collins (1987) 222 and 229.
% Collins (1987) 222; Macleod (2001) 308-9: kAéa avdpdov is now about offering pity. See also

Davies (1981) 60-1.



This series of emotions represents the personal growth of the hero and his
capacity for aidos and punishment shows his acceptance of his own fate.” The
reference of the Judgement at the beginning of book 24 not only reminds the
audience of Paris’ wrong choice and his cowardly withdrawal from battle, but
also displays his own lack of personal growth or understanding. From the
moment he chose lust over war and power until this point nothing has changed
in Paris.

In this spirit of acceptance of one’s fate, the reference to the Judgement
of Paris near the end also creates an antithesis with book 1 and the beginning of
the poem: whereas in the first book mortal quarrels persist and create the
conditions for the narrative to unravel, but divine strife is easily overcome, in the
last book this balance is reversed, making mortals, like Achilles, ready to accept
their fate, whereas divine grudges are established as an eternal condition.
Ultimately, what always exists in the background is the will of Zeus (boule
Dios)."””"T'he reminder of the story of the Judgement in the last book of the poem
is also a reminder that nothing can truly be outside Zeus’ plan, which was first
mentioned at the beginning (/1. 1.5). 'The mythological background of the Iliad
is the plan of Zeus, which expands before and beyond the poem’s narrative. In

this sense, the stories of the Iliad are not independent, but rather fit a larger
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Rinon (2008) 89: ‘Achilles’ full acceptance of his doom reflects the greatness of his
achievement.

'77'The phrase Dios boule needs to be translated as ‘the plan of Zeus’ and not ‘the will of Zeus,
since in Homer €6éAco is distinguished from BovuAoupan, the latter presupposing thinking and

decision making, thus planning, see Clay (1999) 41-2.
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world of narrative that pre-existed. References to the past, like the one of the
Judgement, and allusions to the future, like Achilles’ death, show a continuity of
events that is never actually resolved; when one problem is overcome, a new one
arises."”

The poems of the Cycle cover events that belong to the Trojan Cycle,
but which are outside of the Iliadic narrative. One of these poems is the Cypria,
which covers the events that took place until the sailing of the Achaeans from
Aulis: it starts with the wedding of Peleus and Thetis, refers to Zeus’ plan to
depopulate the Earth, narrates the Judgement of Paris and the abduction of
Helen by Paris with the aid of Aphrodite and concludes with the sailing of the
Achaeans against "I'roy.” "The continuity and cohesion of the larger narrative
picture seems to fall into the conception of a plan of Zeus, as it is first mentioned
in the proem of the Iliad. It is by no coincidence, that the first fragment of the

Cypriais actually the scholion to II. 1.5 (A1ds 8’¢teAeito BouAr.) (West fr. 1):

Others have said that Homer was referring to a myth. For they say that
FEarth, being weighed down by the multitude of people, there being no
piety among humankind, asked Zeus to be relieved of the burden. Zeus
firstly and at once brought about the I'heban War, by means of which
he destroyed very large numbers, and afterwards the 'l rojan one, with

Cavil (Momus) as his adviser, this being what Homer calls the plan of

 Clark (2001) 7-8.
® Marks (2002) 1: ‘the Kypria overlaps the Iliad from after the death of Palamedes to the

catalogue of Trojan allies.’
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Zeus, sceing that he was capable of destroying everyone with
thunderbolts or floods. Cavil prevented this, and proposed two ideas to
him, the marriage of Thetis to a mortal and the birth of a beautiful
daughter. I'rom these two events war came about between Greeks and
barbarians, resulting in the lightening of the carth as many were killed.
The story is found in Stasinus, the author of the Cypria, who says:
There was a time when the countless races <of men> roaming
<constantly> over the land were weighing down the <deep->breasted
carth’s expanse. Zeus took pity when he saw it, and in his complex mind
he resolved to relieve the all-nurturing earth of mankind’s weight by
fanning the great conflict of the 'I'rojan War, to void the burden through
death. So the warriors at Troy kept being killed, and Zeus’ plan was

fulfilled. (trans. West)

The Cypriabegan with the boule Dios, like the Iliad, and went on to narrate
the first stages of this plan.® Zeus’s plan, however, as found in the Cypriais not
universally attested throughout the fragments. According to Proclus’
Chrestomathy (argumentum 1, West) Zeus is conferring with Themis about the
Trojan war (Zeus BouAeveTan petd Tijs O¢udos mept ToU TpwikoU ToAéuov),
while in P.Oxy. 3829 ii 9, Zeus, finding the race of heroes guilty of impiety,
conferred with "Themis about destroying them completely (6 ZeUs aoéBeiav

KaTayvous TolU Npwlikol yévous Pouleletal petd O¢udos &pdnv auTtous

o Marks (2002) 5 and 12-3.
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amoAéoan). In the first fragment, however, the scholion to I1. 1.5, the scholiast
refers to ‘the Earth, being weighed down by the multitude of people, there being
no piety among humankind’ asking Zeus to relieve her of this burden. Zeus
brought about first the Theban and then the Trojan war, under Momus’ advice.
Here, the Judgement of Paris is just implied rather than actually narrated as it is
in the summary of the Cypria found in Proclus’ Chrestomathy (argumentum 1).
In fr. 1 Momus, in order to prevent Zeus from destroying everyone with
thunderbolts, proposed two ideas: the marriage of "Thetis to a mortal (©¢1i8os
Buntoyauiav) and the birth of a beautiful daughter (xai BuyaTtpds kaAfs
yévvav). It is obvious that the event connecting the wedding of Peleus and
Thetis and the birth of Helen as causes for the Trojan war is no other than the
Judgement of Paris, despite not being explicitly mentioned.

The scholiast goes on to quote Stasinus (considering him the author of
the Cypria); however, in this quotation there is no reference to the impiety of the
people or to Momus. Zeus is conceiving his plan alone, to depopulate the Earth
and his plan was being fulfilled, while the warrriors at I'roy kept being killed (ot
8 évi Tpoint fipoes kTeivovto, Atds 8 ételeito BouAr.) The problem arising
from these inconsistencies is that we cannot be sure what exactly the plan of
Zeus was in the Cypria. Nevertheless, despite having clashing information, it is
clear that in the Cypria the Trojan war was part of a wider, concrete plan of
Zeus, whatever the reason or the source for that was. Part of this plan, which
consisted of specific events, was both the dispute among the goddesses at the

wedding of Peleus and Thetis and the Judgement of Paris.
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The theme of the beauty constest appears to be unique to Greek
mythology, but the overpopulation motif appears to be older than the Cypria
and rooted in Babylonian epic and also found later in Indian epic.”™ This is an
indication in itself that we have to do with a wide, pre-existing tradition
surrounding the "T'rojan war, that used various motifs also found elsewhere in
myth and legend.

The plan of Zeus’ of the Iliad cannot be the same as that of the Cypria,"™
since there is no internal evidence in the Iliad relevant to the depopulation of the
Earth, etc. It could be referring either to Zeus” promise to Thetis to honour
Achilles or to the fulfilment of the omen on the fall of T'roy in the tenth year of
the war, as this was revealed in Aulis (2.324-9)."% Or it could refer to all of these
plus more;™ as Allan argues: “The generality and vagueness of the Dios boule
are useful, for they emphasize Zeus's ultimate (but not entirely knowable) power
over both gods and mortals.”™ The term can include anything from within or

beyond the Iliadic narrative, but not as a synonym of fate. Zeus thinking,

B West (1997) 482.

2 Cf. Kullman (1955) 187 arguing that the plan can only be that of the Cypria.

5 Redfield (1979) 107; Lesky (2001) 174.

4 For an overview and bibliography of the three possibilities see Clay (1999) 40-1. Quite rightly,
she dismisses the fourth possibility of the phrase expressing the idea of a non-concrete plan, but
rather ‘a vague expression of the divine will or Fate, due to the distinction between ¢6¢éAc and
RBovAouat. As she argues (Clay (1999) 42): “ The plan of Zeus is not vague, but that does not
mean that it is not complex. Cf. Wilson (2007) 158, who argues that Zeus’s attitude is so detached
from the events of the war, that the Dios boule is actually the will of the poet.

% Allan (2008) 207.
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planning and deciding are pivotal components of his boule. The Cypria takes
this wide Homeric concept and makes it specific. The boule Dios in the Cypria
is very specific, consists of a certain series of events that one leads to the next with
perfect accuracy and aims at depopulating the Earth. The Judgement of Paris
has been planned out by Zeus to its last detail.

Although the Cypria narrates the Iliads narrative past, it was not
composed prior to the Iliad. The poet of the Cypria was familiar with the Iliad
and his work was tailored to fit the events prior to those that Homer narrates;
he talks about all these events of the past referred back to or presupposed in the
Iliad,* among which is the Judgement of Paris. The version of the Cypria we
have today through quotations of different writers is dated to the sixth century.””
This, however, does not mean that the version reconstructed through the
fragments found in other authors is the same as the original one.”™ It is obvious

that the poem uses material pre-existent to the Iliad.™ Burgess argues that the

®Burgess (2005) 349-50; West (2013) 57; cf. Lesky (2001) 174.

%7 West (2003) 13 on the Cypria having been composed after the Iliad had become well
established and on the language of the fragments (esp. fr. 1) showing signs of lateness. Thus, ‘the
poem can hardly be earlier than the second half of the sixth century’. See also Burgess (2005) 349
and West (2013) 64-5.

™ See further on this Currie (2015) 283.

® Cf. Marks (2002) 4: “T'he Kypriaand the Iliad each offer a “specular” reading of the other, and
their mutual referentiality emerged in the course of simultaneous development in the context of
a larger and shared oral tradition.” I do not think that there is a difference between a shared oral
tradition and what Marks calls simultaneous development, at least until the point when both

poems are actually composed in a definite form.
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poem in its original form might have been independent from the Iliad and that
what we have today is a summary of that original that was designed to precede
and follow the Iliad.*” T’he fragments can only partially restore the actual poem.
However, they are all we have and what we have is shaped to fill in the the events
that took place before the events of the Iliad.

The Cycle in general releases ‘the fantastic, the miraculous and the
romantic’ from the /liads austere boundaries,”" handling extensively stories not
suitable for heroic epic, in the sense that they are not connected with a particular
hero nor relevant to the development of a hero, like Hector or Achilles, in the
narrative. The reconstruction of the poem, based on Proclus’ Chrestomathy,
goes as follows: after the fight among the goddesses in Peleus and Thetis’
wedding about who is the fairest, they prepare for the beauty contest. Special
attention must have been paid to Aphrodite’s preparation; it must have been
described in detail,”* as is Aphrodite’s preparation in the Homeric Hymn to
Aphrodite.”’ The presence of the Graces and the Horai (fr. 5) and the Nymphs
and the Graces (fr. 6) in particular indicates probably a traditional type of
preparation scene for Aphrodite, which entails feminine divine groups as escorts
and helpers, adding a stronger element of femininity and including that in

Aphrodite’s sphere on influence.”* If the Nymphs, the Charites or the Horae

92 Burgess (1996) 78 and 96; Davies (1989) 34-5: clashing fragments on what Zeus's plan was.
' Griffin (1977) 40.

92 Frr. 577 (West).

93 H.H.Aph. 60-7; West (2013) 75-70.

9+ H.H.Aph. 61 mentions the Graces, too.
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help Aphrodite prepare, what chances do Hera and Athena have in a beauty
contest? Paris is waiting on Mount Ida (like Anchises in the Homeric Hymn to
Aphrodite again) and after c. 570 B.C. he is presented on vases fleeing, a motif
which might have been featured originally in the Cypria, but could as easily have
been a purely artistic innovation that did or did not transfer into literature.> The
three goddesses make a small speech each offering Paris different bribes: Hera
offers him kingship over all, Athena victory in war and Aphrodite the world’s
loveliest woman. Paris chose Aphrodite and her gift.

The involvement of gods in the causation of the war, however, is not just
found in the lliad or the Cypria. Stesichorus, both in his Helen and in his
Palinode, implies divine intervention one way or the other: in the Palinode,
Proteus is the one who keeps her in Egypt and the one to create her phantom to
trick Paris (fr. 9ih Finglass, if rightly placed there), whereas in the Felen, the
abduction is the result of Aphrodite’s anger due to 'T'yndareus’ forgetfulness in a
sacrifice (fr. 85 Finglass). In both instances, a divine figure takes up the planning.
Especially in the Helen, as the target of Aphrodite’s wrath is the father and not
the daughters, by making Helen and her sisters promiscuous, the goddess
renders them her instruments.'® In this context, one could not exclude a possible
reference (now lost) or implication of the Judgement of Paris in Stesichorus’
Helen, as part of Aphrodite’s power over Helen, similar to that found in book 3

of the Iliad. But even without the Judgement of Paris, divine sentiment and

%5 On the fleeing Paris motif see chapter 1.

96 Davies and Finglass (2014) 324.



planning is still crucial in Stesichorus’ narrative, it appears, especially in the
Palinode.

Sappho, on the other hand, does something completely different with
the story of the Judgement: in fragment 16, discussing the most beautiful thing
in the world (3: k&AAioTov) she claims that it is whatever each person loves. The
reference to the most beautiful thing in the superlative form of the adjective,
followed by Helen’s story in following Paris to Troy recalls the Judgement of
Paris.”” In the sapphic context, the Judgement of Paris becomes a story about
human choices, rather than divine intervention, taking up a more personal
character. Paris and Helen have not made the same choice, although both have
chosen an item of erotic desire. Sappho’s use of the Judgement means that the
myth definitely existed in some form before the Cypria, if the 6™ century dating
is accurate. It also means that quite early on the poets displayed an impressive
awareness of their genre’s extent and guided them to mould the tradition.
Sappho’s melic poetry allows her to handle the Judgement on a more mundane,
sentimental and personal level, while the allusive way in which she brings the
story up shows a poet and an audience deeply familiar with the tradition of the
Judgement.

Unlike Sappho, Simonides, in his Plataca poem, in a very Homeric way,
does not appear to be referring to the Judgement of Paris per se. The closest he
gets to it is by referring to Paris as evil-minded (kakdgppovos) in line 11 (fr. 11

West), and even this could easily be referring just to the abduction of Helen.

7 Dodson-Robinson (2010) 5-6.
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Moreover, the use of the word ‘demigods’ (nuieot) by the poet, is employed as a
reference to the men who fought and died at Troy.*® Still, in this elegy the
Homeric material, whatever Simonides chose that to be, serves as a
mythological example of what the poet is going to discuss further in the poem
(the battle of Plataca), creating a hymnic structure.”” Rutherford argues that the
most reasonable interpretation of the Plataca poem is that the narrative was
about the battle of Plataea,** and especially about the Spartans.*

However, Kowerski calls for a more cautious approach and moves on to
argue that potentially the Trojan narrative portion of the fragment (11.5-10) might
be addressed to Achilles as a hymn.** Under this interpretation, the Homeric
epithet cokUpopov (11.18) would be referring to Achilles, while the reference to
Paris might be about Achilles’ killing; in that case, the epithet is also suggestive
of the hero’s early death at T'roy.*3 "T'hus, the references to Apollo, to the children

of Priam and to Alexander (11.6-11) tie in the depiction of the epic tradition

98 See further Hedreen (2001) 202.

99 Rutherford (2001) 44 and Obbink (2001) 69.

*° Rutherford (2001) 38. Plutarch (de Herod. Malign. 872D) (=frr. 1516 West) mentions that
Simonides composed verses for the Corinthian contigent at the battle of the Plataca; Kowerski
(2005) 39-40.

* Fr. 11.34 certainly mentions Pausanias, the Spartan leader at Plataea; 11.30 refers to the
Tyndarids and 31 to Menelaus; 11.25 plausibly mentions Spartans; Kowerski (2005) 41.

** Kowerski (2005) 65. He is extremely cautious with this interpretation, too, however, arguing
that it is not free of problems cither.

>3 Kowerski (2005) 64-5.
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regarding the Trojan war.*** The Judgement of Paris would not appear relevant
in the heroic context of the elegy then, especially if the "T'rojan references were
about the Corinthians, the Spartans and the death of Achilles. In such a specific
context the Judgement of Paris would not probably have much to offer.

One of the most interesting and relatively overlooked passages of these
early centuries that is relevant to the Judgement of Paris is a fragment by the
presocratic Acusilaus of Argos, who, according to the Suda, wrote mainly

genealogies (later half of the 6™ ¢. B.C.):
Appoditn xpnouou éxkmeoovTos, OTI Ths TV TTplauddov
apxiis kataAubeions oi am’ Ayxicou Tpdwv BaoiAevoouoiv,
Ayxont 1dn TapnkuakoTt ouvijABev, TekoUoa & Aiveiav kai
Boulopévn mpdpaciv kaTtaokeudoal Ths TGV TTplauddov
kaTtaAvoews AAeCavdpcot éBov EAévns évéBale kai peTd Trv
apmaymnv Tl HEV OoKelv ouvepdxel Tols Tpwoi, Tais &¢
aAnbeiocis Tapnydpel THY ATTAV aUTAV, (va pn TavteAdds
ameAmicavtes amoddot Tty EAévnv. ‘H iloTopia mapa

AxovuoiAdeot. (Diels-Kranz 31 =Fowler 39)

When there was an oracle that the rule of the Priamids would fall
and the descendants of Anchises would rule the Trojans,
Aphrodite, united with Anchises in old age and bore Aeneas and,
wanting to create a cause for the fall of Priam, she raised desire for

Helen in Paris and after her abduction she gave the impression to

204 Kowerski (2005) 97.
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be helping the Trojans, but in truth she was supporting their loss,
in order for them not to fall into despair and return Helen. This

story is in Acusilaus.

According to Acusilaus, Aphrodite was the one to cause the Trojan war, aiming
at making her son, Aeneias, king of T'roy since she heard an oracle that predicted
Aeneias to be Priam’s successor. T'o do that she made Paris fall in love with Helen
and after the abduction she only pretended to be helping the T'rojans, so that they
would not despair and give Helen back for the war to stop, while she was actually
happy with their loss. What is interesting here is the redeployment of the war’s
planning from Zeus to Aphrodite. Here, the goddess has planned everything out
in order to make her son king faster, while pretending to be pro-Trojan as she
appears to be in the Iliad.

The status quo of the Iliad in terms of the goddess is preserved, but
overthrown at the same time through a claim of Aphrodite’s fake pretentions.
Aphrodite is portrayed as not only as a powerful (in Hesiodic terms nobody can
resist her influence), but also a cunning and power hungry deity. As Fowler
argues, this portrayal of Aphrodite is true to the image of the gods in the Iliad;
while Zeus tries to enforce his justice, the rest of the immortals are furthering their

own interests.*” Acusilaus’ passage also appears to be the first instance of

*5 Fowler (2013) 562.
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reasoning around the myth: if the T'rojan knew that they had no divine support,
they would return Helen in order to avoid the war.*

In this context, Aphrodite’s action excludes Zeus, but also significantly
decreases the element of choice and human responsibility that attends the
Judgement of Paris. If we assume that in Acusilaus’ version the Judgement was
still present, then Aphrodite’s influence over Paris would result in him choosing
her bribe, not freely, but under her spell. And this influence certainly is not due to
seduction or sexual attraction towards her, but rather an actual controlling force.
Acusilaus’ version of the Trojan war causes offers just a tiny glimpse of the
variations of the Judgement of Paris and the rest of the Trojan cycle that were
circulated and invented, which have now been lost to us. The possibilities were
truly endless.

Herodotus, on the other hand, aspiring to use specific methodology in
regards to his sources, is careful in handling mythological material. He is
probably the first person to systematically investigate and analyse the Persian
Wars. In his research he naturally refers to the Trojan war as part of the initial
rupture between the Greeks and the East, a conflict that began with abductions
of women on both sides. In the beginning of the first book of his Histories (1.3
5), after referring to these abductions, he eventually reaches the rape of Helen.
His theory, or rather the Persians’ theory, is that Paris thought that he could get

away with abducting Helen without any consequences, as others before him had

206

Herodotus is wondering why would the Trojan not return Helen if they really had her, as an

argument for the eidolon variation (discussion to follow in the last section of the chapter).
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done. The Greeks demanded Helen back, but the Persians refused, since this
was an abduction in a series of others that had already taken place. According to
the Persians, none of these women would have been successfully carried off
without her will and, thus, it was unreasonable for the Greeks to attack Asia and
destroy Priam’s power for the sake of one woman. After this attack the Persians
started seriously to consider the Greeks their enemies. Herodotus goes on to
declare that this is what the Persians and the Phoenicians claim, but that he will
name the man who has done unprovoked wrong to the Greeks, Croesus of
Lydia. Later on, in book 2, Herodotus expresses his opinion that Helen actually
ended up in Egypt and not in Ilium and that is why the Trojans did not return
her (2.120). In fact, he claims that Homer also knew of the story, as his poems
prove (2.116-117), but did not consider it appropriate for the Iliad.

In all his investigation and information collected around the abduction
of Helen, the Judgement of Paris is never mentioned, not even as part of the
various traditions and myths either of the Greeks or of the Persians. Although
Herodotus seems to distance himself from this line of women’s abductions as the
very initial reason for the Persian Wars, pointing to Croesus as the first person
to ignite the conflict between the Greeks and the Persians, it is surprising not to
find even a single reference to the Judgement in his meticulous listing of
traditions and possibilities. Naturally, since he is referring to the version of the
Persians, it would be strange to find Greek gods and goddesses in this version
of the story. However, it is quite clear that the divine intervention aspect of the
story is also not compatible with Herodotus’ aspirations for his work. The

Judgement of Paris in its core crosses the line between what could be a myth
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based on some real events and a folk or religious tale.*” T'he abduction of various
women is a valid scenario that could have ruptured relations between Greeks
and Persians, although, still, Herodotus handles it with relative disbelief in
mentioning Croesus as the known wrongdoer.

The Judgement, however, clearly does not belong to a historic account
such as that of Herodotus, since it implies that the Trojan war - and accordingly
the Persian wars - was a result of divine planning and intervention.”® It also
presupposes a group of other mythological references (like the wedding of
Peleus and Thetis) that cannot possibly be explained in the light of reason or
realism. The Stesichorean version of the eidolon cannot stand either in the
context of Herodotus' text; if the Trojans had even a phantom of Helen, then
they would have returned that. In book 2, although he refers to both Homer and
the Cypria, this distinction between fiction and historic truth is still traceable.
Again, he refers to the abduction of Helen and argues for the idea that she was
in Egypt, but this is only after Paris already had abducted her. Throughout these
two passages, in books 1 and 2, the only possible motive for Paris’ action is that
he thought he could get away with stealing Helen, signifying that, one way or
the other, only the human factor has brought the war about.

The variety of literary reference to the Judgement of Paris during these

carly centuries demonstrates that the myth was widespread and familiar

*7 See de Jong (2012) 127-8 on ‘historicizing myth’.
8 Said (2012) 91: “Together with the Persian logioi and the Egyptian priests who regard as ‘silly’
the Greek versions of the Trojan War (1.1; 2.118.1), Herodotus deletes the gods and the

supernatural from the stories of the Trojan Cycle.”
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throughout Greece from a very early stage. The role of the gods, but also the
folkloric character of the story, render it material more or less appropriate for the
various genres and individual pieces of work. 'T'he moral implications of Paris’
choice in the Judgement are handled mainly in the light of epic tradition and
stereotypes, but the role of the gods seems more crucial at this stage. The
familiarity that the writers show towards the mythological past of the Trojan
War and their easiness in mentioning, alluding to, adjusting or completely
omitting the Judgement of Paris indicates a familiarity with a tradition that
expands further and beyond Homer. Moreover, the variety of references to the
Judgement demonstrates the complexity of the myth itself; it is not just about
gods, mortals, emotions and choices. It is about all of these things

simultaneously and that is the beauty of it.
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Chapter 3
Drama
a) Tragedy and Satyr Play
Divine versus human responsibility is a key theme in the interpretation of the
Judgement of Paris. The story is the perfect combination of divine intervention
with human decisions, posing an ideal theme for Greek tragedy. According to
the pre-existing mythological tradition, the Judgement of Paris is a vital
occurrence in the series of events that took place and led to the Trojan War.
Taking into account that series of events, would one say that it is ultimately
Zeus, Eris, the goddesses, Paris or Helen to blame?

Of the three tragedians, Euripides appears to be the only one who uses
the Judgement of Paris in his Trojan tragedies as a topic for conversation, but
also as a clear established part of the war’s past. Aeschylus and Sophocles refer
to Paris and Helen in their tragedies, but actively avoid the Judgement. This
cannot be a coincidence; it is a conscious artistic decision which needs to be
taken into account in the interpretation of specific plays or scenes, possibly
revealing the literary goals of each poet. At the same time, the interpretation of
this avoidance can also aid in understanding the messages of the Judgement and

the semantic implications its presence might have had.

104



Aeschylus

No references to the Judgement of Paris survive in Aeschylus, not even in the
Oresteia, which goes into some detail about the causes of the Trojan War. It is
always possible that it was referred to in a play now lost, such as his Iphigenia,
but there is no positive evidence to that effect.”

In the Agamemnon, the only play of the Oresteia where the causes of the
war are discussed, the Judgement of Paris is completely omitted. The chorus do
refer to Paris’ abduction of Helen (399-402); the old men bring him up as the
example of a man who has ignored Justice and been tempted by wealth (385-
403). In a choral song like this one that speaks about morality and fake promises
that tempt Paris, the Judgement would seem like a good fit, but it is not found
there or anywhere else. The Judgement of Paris seems to have no place in the
past of the war as portrayed in the Agamemnon.

According to Agamemnon, the destruction of 'T'roy has happened for the
sake of a woman’ (Ag. 823-4: yuvaikds olveka /oA SinuaBuvevy Apyeiov
8akos) and Agamemnon himself (to whom the chorus refers to as their
guardian) has endured so much because of a woman and ended up losing his life
by a woman’s hand, too (1451-4: dapévtos / pUAakos eUpeveoTdTou / ToAéa
TAGvTos yuvaikds Biai; / mpods yuvakods 8 amépbioev Biov). The phrasing

focuses on Paris’ trip to Greece to abduct Helen and her following him, rather

* See also TrGF 350; the fragment appears to be part of a speech by Thetis, referring to her
wedding and Apollo’s blessings, followed by Achilles’ death because of him and the play it is from
could incorporate the Judgement of Paris as an event between the wedding and the war in some

form.



than to the Judgement, while the chorus also brings up the topic of Agamemnon
enduring hardship due to one woman, Helen, and lost his life due to another
one, Clytemnestra. They then go on to return to Helen (1455-60):
‘lo, io demented Helen, / who alone brought death to so
many, / so very many souls at Troy, / now you have adorned yourself
with a final adornment, / never to be forgotten / through the
shedding of the blood that nothing can wash away’ (aiu’ &vimrtov).
To that Clytemnestra replies that the chorus should not turn against Helen,
saying that she alone caused death to so many souls and blaming her to have
caused “pain too strong to stand’ (&EUoTaTov &Ayos) (1462-7). The chorus then
(1468-71) moves on to blame the spirit of the house (1468: datuov) that controls
the family through the agency of the two sisters that share the same soul (1470:
Kp&TOs iocdyuxov €k yuvaikév), which is based on their adulterous lust.*® In
this context, Helen and Clytemnestra are counterparts in the causation of
suffering for the house, but, despite bearing responsibility, they are actually
agents of what the spirit of the house wants. Thus, in 1485-7, the chorus evokes
Zeus and his divine will and power as the moving force behind all that has

happened:

ico in), diai Atog
TavalTiov TTavepyEéTa

Ti yap PpoTols &veu Aios TeAeital;

#° Sommerstein (2008) ad loc.

106



io, ie! — by the will of Zeus,
the Cause of all things, the Effector of all effects;
for what comes to pass for mortals, except by Zeus’s

doing?

The plan and the influence of Zeus is not mentioned here for the first time. Early

on in the play (60-2) the chorus brings up the father of the gods:

oUTw & ATpéws Taidas 6 kpeioowv
e AAeEAvSpep TéuTEL E€viog

ZeUs TOAUGVOpPOS AUl YUuvaikds

So the sons of Atreus were sent against Alexander by the mightier

power, Zeus god of hospitality, for the sake of a woman of many men

and later again in 176-8:

TOV PPOVEIV BpoTous 0dcd-
ocavTta, Tov “mabel uabos”

BevTa kupicos ExEeLv.

Z.cus who set mortals on the road
to understanding, who made

“learning by suffering” into an effective law.
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These are just few of the instances where the role of Zeus is defined as crucial to
whatever has or will happen. This is not a world where divine intervention is
slim or coincidental. Yet the play shows simultancously interest in human
decision and responsibility: even if a particular act is the fulfilment of a duty,
agency or divine plan it can simultaneously be a dreadful crime presupposing a
personal decision to act.™ Why is the Judgement of Paris not mentioned in the
play, then? Is it not the ideal case of a divine plan, especially one set out by Zeus,
as the tradition of the Cypria has already established, that leads to utter
destruction due to poor Judgement?

T'wo factors might explain the omission: the first one has to do with the
appropriateness of the story for tragedy. The myth of the Judgement reveals
lowly images of mortals (choosing lust over mainstream heroic ideals), but also
of gods (portraying them as petty and vain).”* Such a representation of either
gods or mortals, does not fit with the serious image that the Agamemnon sets
overall. The second has to do with Zeus’s portrayal in the play in particular. He
is almost an abstract figure, maybe close to what we would call fate’ nowadays,
who controls and directs things, but does not reveal his motives or his overall
planning. 'The Judgement of Paris, on the other hand, entails three individual
female goddesses, who act upon their vanity and jealousy. In that sense, it fits
better to leave Zeus as the dominant figure of everything in the play and, for

whomsoever thinks about it in terms of the tradition as found in the Cypria,

! Lesky (1983) 22; Lloyd-Jones (1970) 97.
** This is a point to which I will return, arguing that for these reasons, among others, the

Judgement of Paris is a more appropriate story for a satyr play.
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imply that the Judgement of Paris might be part of a wider plan of Zeus, too,
which, however, does not have to be mentioned in the Agamemnon.™

A further explanation for the omission of the Judgement could be its
likely impact on the portrayal of Helen: through the prism of this myth, Helen is
not necessarily the evil abandoner of her household, but rather an object or a
prize, whose personal initiative is minimalised. In the Agamemnon there must
not be any hint that women, and especially the two daughters of 1'yndareus, are
innocent. The Judgement of Paris can reflect an alternative image of Helen that
does not prove her to be an unfaithful wife, but a woman obliged by the plan of
Zeus and the works of Aphrodite to follow another man to his homeland. Since
Helen and Clytemnestra appear to be two versions of the same type of woman,
as argued earlier, the omission of the Judgement highlights the unfaithfulness
not only of Helen, but also that of Clytemnestra; in this way she is not killed by
Orestes in the second play of the trilogy, the Libation Bearers, simply for the
killing of her husband, but also for her collaboration and affair with Aegisthus.
Although the sacrifice of Iphigeneia may pose as a good excuse for her atrocious
deed, her infidelity diminishes the justification of her actions.

In a similar fashion, Helen, as a common-souled sister to Clytemnestra,
has also committed adultery by following Paris; he decision to do so has not been

affected by anything else other than her character. Were the Judgement of Paris

3 See also Wilson (1979) 8 on the Judgement of Paris being approached in tragedy outside
Euripides with Tliadic discretion’. As happens in the Iliad, the Judgement might be implied as
an established part of the Trojan war's past, but the story’s nature is not appropriate in a heroic

and high-literature context, like those either of epic or of tragedy.
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to be brought up, a sympathetic light could have been shed over Helen, while at
the same time raising questions about human against divine responsibility yet
again, but under a different light. The Judgement of Paris presupposes too
straightforward a type of divine intervention, which could shake the foundation
of human responsibility in the way the Agamemnon has set them. For the
characters of the play, the gods exist and influence their lives, but there is no
concrete stage evidence (i.e. gods appearing on stage or any sort of supernatural
miracles happening) for their interference.

Although there is extensive discussion in terms of gods and blame, it is
all set on a basis of realistic events; there are no supernatural occurrences of any
kind. Everything that happens or is mentioned to have happened is within the
mortal sphere, albeit with questions about the role of the gods being raised. The
Judgement of Paris presupposes a supernatural type of divine action which does
not fit this frame. It also presupposes an anthropomorphic view of the gods, that
does not fit the enigmatic notion of Zeus as portrayed in the play.** In the same
context, the Judgement of Paris sets out a role for Aphrodite that goes beyond
divine planning: she is Paris’ accomplice in the abduction (perhaps follows him
as aid in Sparta even), in which case, Helen’s chances of resisting Paris and the
abduction are eliminated. Thus, such a level of divine intervention would

interfere with the portrayal of Helen as a free-willed adulteress.

#+ Lloyd-Jones (1971) on Zeus not being anthropomorphic in Aeschylus and Dihle (1982) 44 on
a constant gap between the knowledge of man and the planning of gods. The Judgement of Paris

indicates a detailed knowledge of divine planning and action.
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Sophocles

Sophocles represented the Judgement in his satyr play Krisis (Judgement). The
play’s plot was structured solely around the Judgement of Paris and most
definitely included an actual representation of the myth on stage. "The play has
not survived, but it is possible to reach a certain level of reconstruction thanks to
two references to the drama by Athenacus in his Deipnosophistae. 1.et me
return to Krisis and satyr play after discussing the Judgement of Paris in
Sophoclean tragedy.

Sophocles’ surviving plays do not reveal any particular association with
the Judgement of Paris. Fragments and titles of non-preserved works show that
Sophocles was generally keen on the Trojan cycle as a source of inspiration;™’ in
fact 47% of Sophoclean plays, tragedies and satyr plays included, are built
around the Trojan War.*® Ajax, Philoctetes and Electra, but also titles of lost
plays (Krisis, Alexandros, Priam, The Demand of Helen, The Wedding of
Helen) display his preference for drawing themes, not from the Iliad and the
Odyssey necessarily, but rather from the wider T'rojan saga (the Judgement of
Paris in itself is more Cyclic than Iliadic).

As far as Sophoclean tragedies are concerned, we do not have references

to the myth of the Judgement in any of the surviving plays that are about or

*5 See also Radt (1999) TGFr. (vol. IV) T 1152 (EAeyev olv (sc. 6 TToAéucov) tov pev “Ounpov
EMKOV elval ZogpokAéa, Tov 8t ZopokAéa “Ounpov Tpayikév') and 115b (which repeats 115a)
on Sophocles being a tragic Homer, indicating his preference towards the Trojan cycle.

216

Sommerstein (2012) 195.
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around the Trojan War. In the Electra, for example, as in Aeschylus’ Libation
Bearers, there is not much on the past of the war in general, with the exclusion
of Iphigenia’s sacrifice, which still is only brought up by Clytemnestra. After
Agamemnon’s murder, the storyline is based more on the internal family affairs
among Clytemnestra, Electra, Chrysothemis and Orestes, rather than the
Trojan War. Even when Clytemnestra goes back to Helen (and Menelaus), her

reference still is more relevant to the sacrifice of Iphigenia rather than anything

else (El 539-41):

TOTEPOV €KElvey ol Taides ouk Nioav SirAof,
oUs Tijode paAAov eikds v Burjoketv, TTaTpos

Kai unNTpos dvtas, fis © TAoUs 88° fv X&ptv;

Did not Menelaus have two children of his own, who should in all
fairness have died rather than mine, since they were born of the father
and (of the) mother for whom®” that voyage was taking place?

(trans. March)

Since Clytemnestra is trying to put the blame on Agamemnon for sacrificing
their daughter for his brother’s sake, her argument is not concerned with what

led to the abduction of Helen. The Judgement of Paris belongs to the past of

*7 Note that in the Greek the genitive (fs) is feminine singular and thus refers only to Helen. On
past emendations based on the uneasiness of the singular genitive after the maTpds kai unTpds

dvtas and on the passage being contrary to Sophocles’ usual practice see Finglass (2007) ad loc.
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Menelaus and Helen’s situation and had nothing to do with their family; this is
exactly why Clytemnestra blames Agamemnon after all. She does not even seem
to acknowledge her own familial affiliation with Helen. Electra, on the other
hand, invokes the unpredictable and non-negotiable nature of divine will, but
also focuses on why Artemis was negatively predisposed towards Agamemnon
himself (558-74), rather than why the "T'rojan war was caused and the ships had
to sail in the first place®®. This is a further indication of the play’s personal and
family-based structure; ultimately, the Judgement of Paris has nothing to do
with what is happening in Sophocles” Electra, because it happened long before
the sacrifice of Iphigenia, which was the breaking point for the family of
Agamemnon.

In Sophocles’ other two surviving Trojan tragedies, the Philoctetes and
the Ajax, things can appear more complicated in regards to the omission of the
Judgement of Paris because both of these plays are more connected with the
Trojan war than the Electrais. In the Ajax, Teucer explains to Menelaus that
Ajax’s motive for sailing with them to "I'roy was his oath to them and not Helen’s
sake (1111-14), while, later, when speaking to Agamemnon (1310-12) he claims that
he himself would prefer to die for his brother’s sake than for the sake of
Agamemnon’s or Menelaus’ wife. In both instances, Helen is implied or
mentioned, but nothing further is said on the causes of the war. The Judgement

of Paris is of little relevance in a play predominantly about the internal affairs of

* In Euripides’ Electra, on the contrary, Electra goes back to Helen and the abduction again

and again (see further in the chapter).
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the Greek army. As the Ajax explores the epic tradition and plays around epic
ideas on nobility and heroic code,™ the Judgement of Paris is not just
thematically out of place, but also not appropriate for the overall literary context
of the play. If nothing else, who would imagine the Judgement of Paris being
mentioned in a play in which Athena appears on stage?

In Philoctetes, on the other hand, the focus, especially from Philoctetes’
point of view, is on the injustices committed by and not against the Atreids;
therefore, neither Helen nor the Judgement are mentioned by the hero, since
they both signify an injustice towards Menelaus (and Agamemnon). Only at the
very end does Heracles in the role of deus ex machina mention Paris as the cause
of these evils (1426) and prophecies the fact that Philoctetes is going to kill him
with his bow. It is not until then that Philoctetes’ status among the Greeks is
restored and the injustice done to the Atreids can be mentioned; it is then that it
is also announced that Philoctetes is the one to resolve the injustice made by
Paris.

The element of piety that Heracles at the end and gods in general seem
to be standing for in the Philoctetes™ is also a potential factor in the Judgement's
omission. The myth is far from an exemplum of pious behaviour either on the
part of the gods or the mortals involved and probably would not be appropriate
for such a play. It appears, in general, that the dramatic circumstances need to

be absolutely connected with the Trojan war’s causes and past in order for the

* For the exploitation and reversal of epic material in the Ajax see further Segal (1995) esp. 23
and 25.

#° Segal (1995) 98-9.
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Judgement to fit into a tragedy. 'The Philoctetes does not really set out this
environment.

References or allusions to the Judgement are possible in some of
Sophocles’ lost plays, for example in The Marriage of Helen (EAévns I"'é&uos) -
probably a satyr play —**' The Abduction of Helen (EAévns Apmrayry) - if it really
was a play —** or The Demanding of Helen (EAévns Amaitnots).” The same
applies to Priam: our information of the play is limited down to only five
fragments of one or two words each** and so as far as we know it could be about
any number of episodes before or after the Trojan War.*»

Only one Sophoclean tragedy could include the Judgement in its
storyline, as opposed to a passing reference: the Alexandros, which covered the
story of Paris from his exposition as a baby and his upbringing by the shepherds

in Mount Ida to his restoration to his family.”® Since the Judgement took place

* Redondo (2003) 431; Seidensticker (2012) 212.

#2 See TGFr. 18o-1: Welcker considers the Helen plays as three different ones, but the

fragmentary evidence is insufficient for us to be sure whether there was actually an Abduction of
Helen, in which Helen was snatched by Aphrodite and recovered by Achilles.

3 In Euripides’ IA 179-84 there is at least one explicit reference to the Judgement. Depending

on which part of Iphigenia’s story the play covers, it is possible that such a reference was also

found in Aeschylus’ and Sophocles’ Iphigenia.

2+ TGFr. 528a-32.

5 Sommerstein (2012) 198.

2 TGFr. 93 has the word ‘shepherd’ (BoTfipa), which is what Paris used to be called in Ida,

before he was restored to his family. See also: Sommerstein (2012) 199. Euripides” Alexandros,



on Ida and Paris is frequently represented in art as a shepherd, the Judgement
could have taken place before Paris’ restoration to his family, thus being part of
Alexandros’storyline. However, it is far more probable that the Judgement was
mentioned in the play, but not represented on stage. This assumption arises
from Sophocles’ decision to represent the Judgement individually in satyric
context in Kirisis. Sophocles wrote a whole play solely on this myth, using,
however, a literary genre much more appropriate for taking advantage of the
story’s potential humorous nature and for revealing the myth’s deeper character
and symbolisms.

Assuming that the Alexandrosrepresented the events in Paris’ life before
(or even shortly after the Judgement), it is worth wondering whether it was part
of the same tetralogy as Kirisis. If the two plays belonged to the same tetralogy
we must assume that the Judgement was definitely not represented in the
Alexandros, as Sophocles would hardly present the same story in two different
plays, risking ending up boring or repetitive.”” That being said, we have no
reason to consider these two plays (or any of the Helen plays for that matter) part

of the same tetralogy, since Sophocles did not generally write connected

which will be discussed later in the chapter, and Hyginus' Fabulae g1 are based on the myth on
Paris’ exposure and his restoration to his family as well.

#7 Cf. Seaford (1984) 28: “The gods and heroes whom we have seen in the tragedies must not
reappear in the satyr-play’ citing Horace’s words: obscurae tabernae (De Arte Poetica 227-9)

meaning in places and situations that are not as appropriate.
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tetralogies,”” butitis a possibility that needs to be taken into account, since there

is not an established pattern for Sophocles in that respect.

Krisis

Kirisis is found in the fragments with the epithet catupiki in its title,” while
we can also infer from the play’s plot that it was most definitely a satyr play. Also,
tragedians did not use abstract terms as titles of tragedies™” and the folk-tale
clement of the myth of the Judgement is fit for the spirit of satyr drama.™
Moreover, 20% of Sophocles’ satyr plays take their subjects from the Cypria,*

indicating a potential connection on behalf of the poet between the events of the

poem and this particular genre; and the erotic nature of the beauty contest™® and

=% Sommerstein (2010) 252; Finglass (2011) 35 reconsidered in Finglass (2015) 214 based on an
inscription referring to a Sophoclean trilogy under the title Telepheia. See also Wright (2016)
205-6 on how there is no real basis for the common idea that the tragedians’ interest for connected
trilogies or tetralogies waned after Aeschylus; the evidence is not enough to suggest a definite
pattern.

*TGFr. 360.

#°Seidensticker (2012) 211: Momusand Hybriswere also satyr dramas. See also Redondo (2003),
431; Seidensticker (2012) 211, n.5: fr. 199, the only fragment longer than a couple of words suggests
that Eriswas also a satyr play, due to the reference of the fragment to food and hunger: ¢yco d¢
TEWo’ al Tpds ITpla BAémeo.

#See O'Sullivan and Collard (2013) 4-5 and 28.

#3*Seidensticker (2012) 221.

3BGriffith (2006) 64: ‘Sophocles’ satyr dramas appear to have been full of erotic language and

love scenes.’
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the bucolic and fantastic elements of the story would be better exploited under
the literary conventions of satyr play.

Apart from Krisis, at least another two Sophoclean satyr plays are closely
connected with the Judgement: Momusand Eris. They probably mentioned the
Judgement, as Momus was a play about Zeus’' plan to depopulate Earth and
Momus’ help and advice in doing so (possibly following the tradition of the
Cypria) and Eris was probably a play about the apple of discord and the
argument among the goddesses at the wedding of Peleus and "Thetis. Krisis,
however, is a play specifically about the Judgement itself. Fr. 361 I and II,
references to the play in Athenaeus’ Deipnosophistai, are the most elaborate
pieces of evidence we hold. These describe the play as a representation of

Aphrodite and Athena preparing to impress Paris:

| ZopokAfis & 6 moinTs év Kpioel 16 dpduaTt thv pév Appoditnv
‘H3ovrjv Twa oloav Saipova uipe Te dAeipouévny Tapdyel kai
kaTomTpiCopévny, Trv 8¢ ABnvav Opdvnoiv oloav kai Nodv, 11 &’

ApeTtriv, éAaic xpropévny kai yupvalopévnv.

The poet Sophocles, on the other hand, in his play The Judgement
brings Aprodite onstage in the guise of a deity named Pleasure,
putting perfume on herself and looking at herself in a mirror, but
brings on Athena, who represents Insight and Intelligence, as well as

Virtue, rubbing olive oil on her skin and exercising (trans. Olson).
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Il &yco 8¢ pnut kai v Tou TTapidos kpiow UTd TAV TaAaloTépwV
meToljobat Ndoviis TPOs APeTNV oUcav oUykplotv. Tpokpibeions
YoUv Tiis Appoditns, autn & éoTiv 1} 1dovr), T&vTta cuveTapdaxon.
Kal pot Sokel O kKaAds UGV Zevoeddv TOV Tept TOV HpakAéa kai

TV ApeTnv uibov ¢vtelbev emAakévanl.

I myself maintain that the judgement of Paris was represented by the
poets from the more distant past as a decision between pleasure and
virtue; when he chose Aphrodite, who represents pleasure, therefore,
utter disaster ensued. I also believe that our noble Xenophon invented
his story about Heracles and Virtue to make the same point. (trans.

Olson)

The first of these is from book 15 of the Deipnosophistae, the second from book
12. Although the second fragment refers generally to the older poets and not
explicitly to Sophocles, the identification of Aphrodite with pleasure, against an
alternative choice of virtue, certainly echoes Kirisis, even if other poets, too,
handled the Judgement in a similar way. In fact, Radt also cites here the
reference to the Judgement of Paris in Callimachus’ Hymn to Athena (fr. 361
IID), in which Athena’s preparation consists of exercising and rubbing her body
with olive oil, while Aphrodite puts perfume on and looks herself in the mirror.*

According to Athenacus’ account of Kirisis, Aphrodite was a

representation of ndovr| (pleasure) and Athena of ppdvnois (insight), vous

#+The Callimachean text is discussed extensively in chapter 4.
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(intelligence) and &petr) (virtue), while in the second fragment, he draws
parallels between the moral meaning of the Judgement story and of the myth of
Heracles at the crossroads, which can be found in Xenophon's Memorablilia.
This is how Virtue and Vice are described there, when appearing in front of the

hero:

al pavijval autdd dUo yuvaikas Tpootéval HEY&Aas, T pév
ETEPaV eUTTPETT] Te 18TV Kal eEAeuBéplov pUoEL, KeEKOOUNUEVTIV TO
o®ua kaBapedTnTy, TG 8¢ Supata aidol, TO d¢ oxiua
ocw@poouvn, £0bfTt 8¢ Aeukij, TNy & tTépav TeBpauuévny ptv
els ToAvoapkiav Te kai amaldTnTa, KekaAAwTIOUEVNY 8¢ TO
HEV XPAOUA, COOTE AeukoTépav Te Kal épubpoTépav Tou SvTog
Sokeiv paivecBal, TO 8¢ oxiua, cdoTe dokelv OpbBoTépav Tiis
PUOoEwWS elval, T 8¢ dupaTa €xelv avamenTapéva, éobfita de,
¢€ Ms av udAiota Opa diaAduTrol, kataokoTeiofal 8¢ Bau
EauTTv, émokoTelv 8¢ kai el Tis &AAos avuTnv Bedtal, ToAAdKis

8¢ kali eis TNV €auTrhis ok amoPAémew. (Mem. 2.22)

And there appeared two women of great stature coming toward him.
"The one was fair to see and of noble stock; her body was adorned with
purity, her eyes with modesty; sober was her figure, and her robe was
white. The other had grown stout and soft with high feeding. Her skin
was made up to heighten its natural white and pink, her figure to
exaggerate her height. She had wide-open eyes and clothing that

showcased her young beauty. She kept eyeing herself and looking to
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see whether anyone noticed her; and often stole a glance at her own

shadow. (trans. by Marchant-Todd, rev. by Henderson)

Virtue's figure here resembles that of Athena, as imagined in the first fragment:
Virtue is actually unadorned of items (‘adorned with purity’), her figure is sober,
as it should be (ccoppoouvn), and her robe is simple (white). On the contrary,
Vice's appearance indicates fake adornment and ostentation that aims at
attracting attention and stimulating desire. The moral implications of each
preparation are clear: Aphrodite’s overly done adornement is identified with lust,
whereas Athena’s plain natural beauty is identified with virtue.

This allegorical and moralistic interpretation of Krisis could have been
influenced by the Cynic philosophical doctrine of Athenaeus’ time, as a Cynic
would indeed prefer the simple and natural over the fake and complicated. In
that case, the account provided in the Deipnosophistae could detract from the
humorous aspect of the genre,™ making it appear more of an ethical decision
than it really was represented to be. Referring to the phrase mavrta
ouveTapaxdn, Griffith suggested that Aphrodite’s adornments and her effect on
those who saw her are described here, in language that contains no hint of

- -3 s 230
par Ody (0)1 lHCOHgI'UIty.

However, I agree with Olson’s translation, in which
TavTa ouveTapdxdn refers to the destruction of Troy that the Judgement of

Paris resulted in and, thus, the appearance of the word in the passage does not

*Hahnemann (2012) 172.

36 Griffith (2006) 62-3.
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exclude the possibility of humour or parody in the play. The way the two
goddesses prepare differently could be implying that Sophocles was playing
with the stereotypical preparation scenes, as these were established for
Aphrodite in the Cypria and the Homeric Hymn to Aphrodite. And nothing
here proves that this was not done with a humorous attitude.

Even after the Cynic ideology clarification, however, the absence of
Hera, as described in Athenacus’ summary at least, is striking. A possible
explanation for this is that Hera was indeed mentioned or presented in the play
(perhaps as a silent character), but due to the three actors rule it was not possible
for her to be a dramatis persona.” However, Athenacus’ parallelism with
Prodicus” myth of Heracles on the crossroads reveals possibly an intended
presentation of the choice as a dilemma between right and wrong.

If the decision is a dilemmna, or at least represented as one in Krisis, that
means that Aphrodite is definitely the wrong choice, in the place of vice, but both
Hera and Athena are representations for a good choice. Although Hera might
have been a silent character, she must have appeared on stage and posed as a
valid candidate. In that respect, both Hera and Athena, who represented heroic
ideals, were definitely better choices than Aphrodite’s lust. Paris’ choice is even
more shameful taking into account the statistics of the situation: two out of three
options can be correct, but Paris still goes for the one that is not.

Having Athena and Hera as one group and Aphrodite on her own as

something separate, follows not only the spirit of the myth, but also the

37 Seidensticker (2012) 219 n. 50.
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presentation of the myth in the Iliad. As mentioned in the previous chapter,
already in the Iliadic allusion to the Judgement Hera and Athena are both
characterised by their grudge towards the Trojans, whereas Aphrodite on the
other hand is not named, but rather is represented by Paris’ choice, the phrase
naxAoovvnv aAeyewrjv (grievous lust). In that respect, already in Homer there
is an implied distinction between Hera and Athena as a common group and
Aphrodite separately. The evidence indicates that Sophocles probably did not
find the Judgement of Paris appropriate for a tragedy, but used a Homeric
attitude towards the myth to develop it in a different, more appropriate genre.*
His Homeric attitude does not just regard his hesitation to elaborate on a story
with the characteristics of the Judgement in the context of high literature, but
also to another effect: although Sophocles did not generally write plays in
connected tetralogies, with so many plays inspired by the Trojan cycle it is far

from impossible that Krisis was performed after at least one Trojan tragedy.”

3% Cf. Bain (2007) 45 on whether certain topics were per seare alien to certain genres. Although
this is not a case of vulgar language, which is Bain’s main concern in this paper, the moral
symbolisms and the background of the myth is a factor that actually made it non-high literature
material. The choice of naxAoouvn fits with the presence and the characteristics of the satyrs
better than in the seriousness of the tragic environment.

[ am grateful to Dr Lyndsay Coo and her insights on the matter. She argued in her paper at
the CA conference 2016 that the amount of Sophocles’ satyr drama titles relevant to the Trojan
war indicates that, statistically, a significant percentage of these must have been performed after
various "T'rojan tragedies (albeit not necessarily in otherwise connected tetralogies), taking the

audience back to the mythological background of the war.
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In this case, Sophocles would be employing one more Homeric pattern: that of
revealing at the end the origins of the whole war.

The revelation of the Judgement of Paris as the source for the war must
have given an impression of closure to the audience. While heroes are
represented throughout the three tragedies of the tetralogy (whichever these
were) struggling under the influence of the gods in ethically challenging
situations, the Judgement is represented on stage at the end to remind everyone
that the impossible situations have been set out long ago due to events that took
place in the divine sphere. "T'he satyric context, due to its humorous aspects, is
ideal to portray the futility and the pettiness of the events that took place; they
are so lowly that they are not even appropriate for high literature that has been
presented before, but yet they set everything in motion.

The way the two goddesses are preparing for the Judgementin fr. 360 is
also quite Homeric, especially regarding Aphrodite’s preparation. It resembles
both Hera’s preparation for the Dios apate in the [Iliad (14.170-86), which is
followed by her visit to Aphrodite to acquire her girdle, and, obviously
Aphrodite’s own preparation in the Homeric Hymn to Aphrodite (60-5).**° If
Athenacus’ account of Krisisis accurate, then the clear representation of Athena
and Aphrodite as two opposing stereotypes could have been a Sophoclean
conception, that was used again by Callimachus at a later stage. However, it is

possible that Athenaeus’ account of Krisis was actually influenced by the spirit

*#° For the shared features and connection between the two, as well as the Odyssey and the

Cypriasee further Currie (2016) 147-56.
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of Callimachus” hymn. Whichever the case, this description, as it stands, seems
reasonable enough on the basis of mythological tradition on the two goddesses
and on the Judgement of Paris and is probably not too far from what the play
contained, even if it fails to do justice to the play’s potential humour. Sophocles
might have actually given a completely different twist to the events of the
Judgement, especially within the satyric context of the play.

This essence of the Iliadic paxAoouvn could not have been better
displayed than through the satyrs. As their main three habits are laziness, sex
and drinking and their phalluses indicate their lack of self-control,* satyr drama,
as a genre, offers via the presence of the satyrs the perfect opportunity to fully
exploit the symbolic connotations of the Judgement of Paris. The presence of
the satyrs as symbols of the “anti-type’ of the ideal citizen is an appropriate means
to represent the story. Paris is the man whose example is to be avoided due to
his moral system and life choices, while the formation of this value system is
represented on stage. The satyrs share characteristics with Paris of the Iliad:
they are lazy cowards concerned with the simple joys of life (having a beautiful
wife being one of them).

The presence of the satyrs makes satyr drama a dominantly masculine
genre; heroes (in the sense that they belong to the heroic past) and satyrs
symbolise the two kinds of male fantasy, one high and one low respectively.*** As

satyrs represent the anti-type of Athenian citizenry, meaning the bad self of the

*# Seaford (1984) 6-7; O'Sullivan and Collard (2013) g and 11.

= Griffith (2005) 174.
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good citizen, satyr play aims at representing an alternative, more surreal image
of reality, rather than secking to settle controversies or show the consequences
of one’s decisions;™ nobody would expect Paris to be facing the consequences
of his choice in the satyrical, funny and light context of Krisis, for example. Satyr
play also represents the side of the masculine collective consciousness that has
to do with libido and sex drive.*** Since satyrs are all presented as potential
rapists, due to their sexual appetite,™ the story of a beauty contest that leads to
the abduction of a woman seems even more appropriate for this particular genre.

In this context, it is also worth thinking about Paris’ role as a shepherd.
Although common in art, in literature it does not seem to be exploited as much.
Satyr drama and the presence of satyrs offer the appropriate dramatic
circumstances to represent Paris as a shepherd set in an idyllic background,
choosing a beautiful wife instead of kingship or ability in war. A shepherd Paris,
tutored or urged by the satyrs, can only be expected to choose Aphrodite’s gift
over the rest.

The wrong decision is at the core of the play and satyr drama provides
all the means to ridicule and mock it. Hera and Athena’s gifts both belong to the
archaic and classical ideals of a noble man (kaAds k&yafds). The abilities to rule
and to fight are inextricably connected with each other, but also with the idea of

the hero. Therefore, it appears that the Judgement of Paris was perceived as

3 Lissarague (1990) 235-6.
4 Hall (2006) 143.

5 Hall (2006) 145 and 166.
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more of a dilemma between exactly the two types of masculinity: heroism and
libido.

Undoubtedly, apart from the artistic capabilities that satyr play has to
offer with a story like the Judgement of Paris, there is also the aforementioned
element of it being inappropriate for the tragic stage. Of course the myth can be
mentioned as part of the Trojan war’s past, but it cannot possibly be re-enacted
in tragedy; even Euripides, who admittedly uses and discusses the Judgement
more than the other two major tragedians, does not represent it on stage.
Sophocles appears to have shared this same notion about the inappropriateness
of this myth for high literature, but also appears to have been the only one to fully
exploit its potential in the best literary environment possible. We can only

imagine that the Judgement of Paris truly flourished in its satyric context.

Euripides

The Judgement of Paris features in most of Euripides’ plays inspired by the
Trojan Cycle. This recurrence depends on Euripides’ preference for debating
Helen and her role as ‘the beginning of evils’, that being the T'rojan War, but also
on his tendency to debate the role of gods and their interference in mortals’ lives
in terms assimilated to oratory and the sophistic wave of his time.* Again, as in

the case of Sophocles, the Judgement itself is not dramatised on stage; rather,

46 efkowitz (2016) 32-48 on connections that Euripides’ biographers have drawn between his
works and various philosophical fragments. See also Lloyd-Jones (1971) 146: ‘the actions
attributed to the gods by the familiar myths are often criticised. The Judgement of Paris

definitely entails a series of those actions.
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references to it serve various dramatic, literary and ideological purposes. These
references fall into two wider categories: the first, the most common ones, are
those made by the choruses, whereas the second are those spoken by characters.
This distinction is important as in Euripidean tragedy the chorus’s role is usually
significantly smaller than in Aeschylus and Sophocles and the impact of the
chorus’s attitude is less important for the development of the story; it is not,

however, unimportant for the expression of ideas.

Alexandros
The only Euripidean play that could potentially have the Judgement of Paris
represented on stage as part of its plot is the fragmentary Alexandros. It has

always been difficult to establish a possible connection between the Judgement

248

of Paris and this tragedy* but, especially after the latest papyrus,™” it is safe to

say that the Judgement of Paris was not a part of its dramatic action. Very useful
for the reconstruction of the play is the preserved hypothesis (Collard & Cropp
test. iii):
Alexander, which begins, ... and famous Ilium’; the plot is as follows: (because)
Hecuba (had seen) visions in her sleep, (Priam) gave her infant son to be
exposed. (‘The herdsman who took him) reared him as his son, calling
Alexander Paris. But Hecuba, grieving because of that day but also thinking
it should be honoured, lamented the exposed child and persuaded Priam to

establish lavish games for him. When twenty years had passed, the boy seemed

*Coles (1974) 15.

*Henry (2014) 1-5.
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to have a nature (supcrior) to that of a herdsman (who had reared him), and
the other shepherds, because of his arrogant behaviour towards them, bound
him and brought him before Priam. When he (was arraigned?) before the ruler,
he (readily defended himself?) and caught out each of those slandering him,
and was allowed to take part in the games which were being celebrated in his
honour. By (winning the crown?) in running and the pentathlon, and also (in
boxing?), he enraged Deiphobus and his companions who, realising that they
had been worsted by a slave, called on Hecuba to kill him. When Alexander
arrived, Cassandra became possessed and recognised him, and prophesied
about what was going to happen; and Hecuba tried to kill him and was
prevented. T'he man who had raised him arrived, and because of the danger

(to Paris) was compelled to tell the truth. 'Thus Hecuba rediscovered her son

Hecuba’s failure to kill Paris is also mentioned in other Trojan plays by
Euripides, for example in Helen’s speech in his Trojan Women (920-2). It is
possible that when Cassandra appears on stage and, possessed, recognizes Paris
and prophesies what is going to happen (hypothesis, 28: kai T[epi T&]v
neAASVTwY ¢Béomoev) she also refers to the Judgement of Paris in her
prophecy, along with all the events that followed it leading to the destruction of
Troy.

Taking into account that the play belonged to the same trilogy with the

Trojan Women (and the Palamedes),** Alexandros represents the beginning of

9 Aelian, Historical Miscellanies 2.8.
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the war, reaching a time before the Judgement, when Paris, Priam and Hecuba

250

were key elements in the fulfilment of Troy’s fate,” while possibly making a leap
into the future, as it will be portrayed at the end of the trilogy with the 1rojan
Women.

By starting the trilogy with a play about the life of Paris, Euripides
implies that the beginning of evils is connected to the life of the young prince.
The trilogy shows that the chain of events that caused the I'rojan War starts not
with the Judgement of Paris, but with the sparing of the infant Paris;*" this is the
key element in the series of events in Paris’ life and in the causes of the war.
Although the Judgement of Paris is mentioned by Helen in the Trojan Women
as a given fact, it does not mean that the story was necessarily found in the
Alexandros, too. Euripides” Trojan trilogy might be following a relative
chronological order, but is not coherent in the same way the Oresteia is, in the
sense that the events of one play do not by default lead to the next play.” Thus,
itis not necessary for the Judgement to have been mentioned in the Alexandros,
especially if it really took place after his restoration to T'roy, which is the most
viable possibility.

A dramatised version of the Judgement would cause the dramatic time
to drag, as the Judgement, the games and the revelation of Paris identity could

not all have fitted in the dramatic action of just one play, considering that the

dramatic action of a tragedy is usually the span of one day, while the play’s unity

#°Collard & Cropp (2008) 38.
#' See Allan (2000), 15-16: “T'he sparing of Paris lies at the war’s remotest origin.’

** De Hanson (1964, 175.
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of space would also be breached; the scenery would need to be Ida instead of the
city of Troy for the Judgement to take place. Furthermore, a representation of
the Judgement would disturb the image of Paris in the Alexandros, where he is
a wronged and sympathetic character, who actually speaks of how wealth and
luxury pose as a poor education for manliness (frr. 54 and 55). Although the
audience knows that the Judgement has already happened (or is going to happen
shortly after, but definitely before his restoration), still a representation of the
scene on stage would have changed the impression of Paris in the play.*

If we assume that the Judgement took place while Paris was on Ida,
before his true identity was revealed, then an allusion or reference to the
Judgement is not completely impossible, either within a choral song or in some
part of dialogue. However, it is hard to think where an allusion to a story like the
beauty contest of the Judgement would fit in a tragedy about the revelation of
Paris’ true identity.”* Aphrodite being the speaking character of the play’s
prologue, providing an account of Paris” early life and the context of the
impending games,*® is the only case in which the Judgement of Paris would
make sense to be mentioned; it this case, Aphrodite’s role and her connection

with Paris should be explained more thoroughly and, thus, a reference to the

3 See also Poole (1990) 121 on Paris’ appearance and how it foreshadows anyway the Judgement
and the destruction it will bring.
**T’he same problem applies also to Sophocles’ Alexandros.

5 test. iii. 4-14, F 41a-42d); Collard and Cropp (2008) 35.
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Judgement would be highly appropriate.® However, the reconstruction of the
plot both from the hypothesis™ and from the fragments does not hint at
Aphrodite’s presence. The events of the Alexandros take place before the Trojan
War and, thus, the relationships between mortals and gods (like that of Paris
with Aphrodite) as we know them from the Iliad have not yet necessarily been

established.

The Trojan Women and Euripides the sophist

The Trojan Women at the end of the trilogy leads us to the very end of the war.
It is a play about the destructive results of war and specifically its effect on
women. Although, as mentioned earlier, the Trojan Women does not exactly
follow chronologically the Alexandros and the Palamedes, it does have special
echoes and parallelisms that create a type of dramatic dialogue with the other
two plays.®* The Trojan Womenappears to reconsider and comment on aspects
of the Iliadic narrative, as, at this point in time, the war has already taken place

and the collaborations between gods and mortals have been established. The

3Coles (1974) 33-4 fn. 10; Scodel (1980) 24. Cf. Kovacs (2015) 113-14 on Athena being a far more
appropriate divine mpoAoyileov in a play that essentially represents the beginning of the Troy
destruction unravelling: ‘Since the Judgement of Paris has, more likely than not, already taken
place, she would have a reason for a grudge against the city that produced Paris, and if she
forecast its destruction as part of the plan of Zeus, she could voice approval rather than
resentment.’

#7Collard, Cropp & Gilbert (2004) 70.

#Scodel (1980) 65.
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prologue by Poseidon ('TTo. 1-47) and his following dialogue with Athena (48-
97) immediately bring to mind the attitude of these two gods towards the
Trojans in the Iliad. Despite Poseidon being pro-Greek in Homer - whereas
Hera and Athena were hostile to T'roy - in the Trojan Women, Poseidon
displays a fairly protective attitude towards the "T'rojans; he declares that Hera
and Athena are responsible for Troy’s ruin (77o. 23-5 and 46-7).

In the second passage Poseidon only refers to Athena, since she will be
entering the stage immediately after these words. The sea god claims that he has
been defeated by Hera and Athena, who both wanted to destroy Troy. The
reasons why they wanted that are not explained at this point, like in the Iliad, but
the only reasonable explanation is the Judgement of Paris.®® By separating
Poseidon from Hera and Athena, despite them all being anti-1rojan in the Iliad
(24.2530), the two goddesses” personal grudge becomes more prominent.
Therefore, although not explicitly mentioned, the Judgement of Paris is inserted
in the reality of the play from the very beginning in a divine setting that clearly
displays the role of the gods in the war overall; when Poseidon says that he was
defeated by Hera and Athena (Tro. 23-4), he makes clear that this was a war
among gods, too.

A divine prologue such as this raises very early in the play questions about
the character and role of the gods in the life of mortals, establishing it as one of
the concurrent themes of the play. Lefkowitz is absolutely right in arguing that

‘our modern tendency is to downplay, ignore, or even dismiss the roles played by

% Lloyd (2009) 183-4.
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gods in Greek tragedy’,” whereas the appearance of gods, especially in a context
such as this of the Trojan Women, is essential to the understanding of the play’s
problematic.

After this implication of the Judgement in the prologue, no references to
the myth occur in the Trojan Women until Helen brings it up in her speech at
the agon with Hecuba (914-65). Up to this point, there are references to Paris
and his part of the blame for going to Sparta and abducting Helen, but no
reference to the Judgement whatsoever.”™ The initial dialogue between the gods
proves that Helen’s version of the events, which entails so much of gods’
interference, but also their indifference towards mankind,*** as she lays them out
in the agon, is accurate, despite Hecuba’s disbelief in terms of its religious
aspects.

The divine prologue and the initial dialogue between Athena and
Poscidon create an Iliadic setting, to which Euripides stays faithful in terms of
structure, toos it is not until the agon near the end of the play, when the truth

about the gods’ motives is revealed through the words of Helen on the

20 _efkowitz (2016) 8.

*' Tro. 122-37: Hecuba mourning and cursing Paris’ trip/ships to abduct Helen. See also 596-8,
when Andromache is speaking of Paris as the man who ruined Troy for the sake of his marriage.
Cf. Hec. 629-37: the chorus curses the cutting of trees on Ida for Paris’ ship.

2 On the gods being cruel and not caring particularly for mankind see Lefkowitz (2016) 11, where
she points out that Poseidon’s reaction to the destruction of Troy is a perfect example of this

indifference: he says he has lost to Hera and Athena, but does not do anything to help the

Trojans.
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Judgement. An explicit and clear reference to the Judgement of Paris from the
very beginning, however, would ruin the dramatic effect of pondering on the role
of the specific gods in the play, and would weaken the unresolved nature of the
debate between Hecuba and Helen. If Poseidon and Athena had referred to the
Judgement, they would have affirmed Helen’s arguments before even the agon
started, whereas their presence on stage renders the debate the two women have
on the role and character of the gods impossible to resolve with certainty.

It would not be strange to have a choral song about Paris or the
Judgement, since the Trojan Women discusses the causes of the war. However,
by not referring to the Judgement in a choral song throughout the play, the role
of the gods remains questionable, especially regarding the enigmatic appearance
of Poseidon and Athena at the beginning, until the agon which will be the
ultimate debate on the causes of the war. Also, by placing the focus on Paris, the
play recalls the events of the Alexandros, when Priam’s and Hecuba’s failure to
kill Paris led to all that followed, including the Judgement of Paris. This attitude

is obvious even in Helen’s own speech, before she mentions the judgement (7 7o.

019-22):

TP TOV HEV APXAS ETEKEV T)1DE TEOV KAKADV,
TT&pv TekoUoa: SevTtepov & ameoAeoe 920
Tpoiav Te k&’ 6 TpéoPus ou kTavaov Ppépos,

SaAoU mikpodv pipny’, AAEEavdpdy ToTe.

Firstitwas this woman who gave birth to the first cause of our troubles

when she bore Paris. Second, it was the old man who destroyed both



"T'roy and me since he did not at the start kill the babe Alexandros, who

so fatally resembled a torch. (trans. Kovacs)

In Helen’s speech motifs of human and divine responsibility are combined.**

First she refers to what the audience already has seen in the Alexandros,*** his
sparing, and then goes on immediately with the Judgement of Paris, which has

already been implied in the introductory dialogue between Poseidon and

265

Athena (Tro. 924-31):

ékpive Tptooov Lelyos 6de TPIGdY Becdv.

kal TTaAA&Sos pev fiv AAeEavdpw 8dots 925
®puti otpatnyoivd EANGS eEavioTdval,

“Hpa & utréoxet Aoiad Eupcomms 6° Spous
Tupawvid EEewv, €l oge kpivelev TTapis:

Kurpis 8¢ Toupov eldos ékmayAoupévn

Bcooe UTTEoXET , €l Bets Utrepdpdpol 930

KAAAEL

*3Croally (1994) 135-6.

*+Barlow (1986) 28: ‘Such muddles on the part of the Trojans in this play surely make more
intelligible the criticisms of Helen in the debate of the third play.” See also Goff (2009) 66: “To
this opening Hekabe, as commentators note, offers no answer, as indeed she cannot, because it
is an irrefutable argument, and the truth of it was demonstrated in the first play.’

*%See also: Conacher (1967) 139: ‘the plays progression might be regarded as the gradual
recognition, on the part of Hecuba and her women, of the truth about the gods which the

prologue has already expressed, by satiric implication, to the audience.’



This man judged the trio of goddesses. Pallas Athena’s bribe to
Alexandros was that he would lead the Phrygians in war and lay
waste to Greece. Hera promised him that he would hold sway over
both Asia and the bounds of Europe if he awarded her the victory.
Cypris, admiring my beauty, promised she would give me to him if
she defeated the other goddesses in the beauty contest. (trans.

Kovacs)

Helen’s way of referring to the Judgement, focusing significantly on their
number (Tpiooov Celyos [...] Tpidv Becdv), gets the audience in turn back to
the second play of the trilogy, the Palamedes, who was known for the invention
of numbers and counting.** Although she has already put the primary blame on
Priam and Hecuba and has declared Paris “a bitter semblance of a torch’, going
back to the events of the Alexandros, she then offers an extensive account of the
‘decisive factor,*” the Judgement, but in a way that also goes back to the
Palamedes through the number element. Thus Helen proves her point on both

a rational and a widely mythological level that includes the trilogy in itself, too.

*% Eur. Pal. fr. 578 cited among others by Davies and Finglass (2014): ‘His power of invention
embraced numbers, weights and measures, games, military organisation, meal times, voting, and
astronony’; Wright (2016) 197 and 202. Note also 195 on Wright's argument on the artistic unity
of the trilogy not in the sense of a sequential narrative (such as the Oresteia), but in the sense of
an intricate nexus of images, themes, and ideas.’

*7Biehl (1989) 348: ‘entscheidende Factum’,
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Judging (kpiveo) predicated of Paris (924, 928) and promising (Umdoxouat)
predicated of the goddesses (927, 930) allege that Helen had no say in this
procedure; it was an agreement between Paris and the goddesses. To stress that
she could not decide herself, she mentions later that: ‘Cypris herself took ship at
Paris’side’ ('1Tro. 940-1), demonstrating that Aphrodite herself was with Paris in
Sparta for the abduction. If that was the case, what could Helen possibly do?
Hecuba’s reaction to Helen’s apology is ironic and aggressive. She does
not reply to Helen'’s first argument, on her responsibility and Priam’s for sparing
Paris, but goes on to doubt the Judgement of Paris. Without answering Helen’s
rational argumentation on the reasons of the war, Hecuba rationalises Helen’s
mythological explanation by accusing her of falling in love with Paris when he
came to Greece (969-9o). Hecuba refuses to acknowledge that people can rid
themselves of their responsibility by evoking a god as an external factor.*® She
does not reject Helen's inability to react if Aphrodite was involved, but rejects

the goddesses’ participation as a whole to make her point (987-91):**

TV OUNOS Uids KAAAOS EKTTPETTECTATOS,
6 005 8 18cov viv vous éroir)on Kumpis:
T HAOOPA Yap TEVT €oTiv Agpoditn BpoTols,

Kal ToUvol opBdds appoouvns &pxel Beds.

26

5Stinton (1965) 37 = (1990) 46; Croally (1994) 147-8. See also: Segal (1993) 218 on Hecuba’s view
of the gods.

% loyd (1992) 105.



My son was very handsome, and when you saw him your
mind was turned into Cypris. For mortals call all acts of
foolishness Aphrodite, and itis proper that the goddess name

begins with the word of folly. (trans. Kovacs)

Hecuba claims that all irrational acts of people can be called ‘Aphrodite’, as her
name shows. Therefore, by excluding Aphrodite from the group of wise gods,
she indirectly rejects the possibility of the Judgement having taken place in the
form that Helen described.””

In the previous lines, Hecuba defends the goddesses,” arguing that
Hera and Athena would not bother with such a beauty contest as there was
nothing for them in such a vain prize. Aphrodite, we assume, could have taken
part in such a contest (Hecuba does not object to that), but could have avoided
the trouble of following Paris to Sparta and rather could have transferred Helen
to Ilium miraculously without moving from Olympus (976-86). That is why it
was Helen’s own attraction to Paris that was her ‘Aphrodite’, as all foolish things
mortals do can be called that (and here she uses the false etymology of
Aphrodite’s name in regards to appoouvn, which means madness). Hecuba
uses the anthropomorphic character of the goddesses, as portrayed in Helen’s
version of the Judgement (which is actually the version known from the pre-

existing tradition), to argue that the story does not make sense in those terms.

#° Croally (1994) 149.

* Dio Chrysostom uses the same technique in his Trojan Discourse (see chapter 5).
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On the contrary, if one would want to call Helen’s attraction to Paris ‘Aphrodite’,
then that would be valid.
Earlier Hecuba has evoked Zeus as follows (884-8):

@ YTis dxnua K& yTjs éxcwov Edpav,

0TS TToT €l ov, SuoTdTracTos eidéval, 885
ZeUs, €T’ audykn gUoeos iTe vous BpoTdv,
TpoonuEaunv oe: Tavta yap S’ ayodpou

Baiveov keAevBou kata Siknv T& BvrT &yels.

You that support the earth and have your seat upon it, whoever you
may be, so hard for human conjecture to find out, Zeus, whether
you are the necessity of nature or the mind of mortal men, I address
you in prayer! For proceeding on a silent path you direct all mortal

affairs toward justice! (trans. Kovacs)

This appeal to Zeus seems problematic in comparison to what the queen says
about the goddesses and Aphrodite in the agon. It shows an element of
desperation that reveals a difficulty in grasping the gods’ role.”” Near the end of
the play this frustration climaxes: in line 1280 (ico 8eoi. kai Ti Tous BeoUs KaAdd;)
Hecuba’s appeal to the gods is followed by a rhetorical question on why she is
appealing to the gods, revealing her doubt as to whether the gods are really wise

and whether they are actually willing or capable to do anything. Hecuba appears

2 Croally (1994) 148; Letfkowitz (2016) 35.
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to hold a troubling view of the gods; she considers them to be abstract powers
that cannot be fully understood by mortals.

This image of the divine seems to be the source of her disbelief for
Helen’s arguments, which are based on anthropomorphic and, essentially,
Homeric gods. Hecuba’s view of the world is reasonable and morally consistent,
which doubts not the existence of the divine, but the gods’ interference in human
action. If it were not for the prologue of the play demonstrating that the way
Helen presents the story and the world is accurate, then Hecuba’s view is the
one based on both practicality and morality.””

That being said, the notion of Aphrodite as aphrosyne, as a force that
causes erotic madness, reveals an alternative layer of the human responsibility
theme: to what extent is this force (since we are not talking about an actual divine
presence in the anthropomorphic sense) resistible? T'he dangers of Aphrodite’s
power, when out of proportion, are described elsewhere in Euripides. In the
Iphigenia at Aulis (543-89) the chorus sings about the potential frenzy of
Aphrodite and prays for moderation in marriage (including attraction), just
before they narrate the Judgement of Paris,”* while in the Andromache (1186-7)

Peleus talks about marriage as a destruction, while earlier (631) he blames

3 See Davidson (2000) 126 on one aspect of the agon being Helen's at least partly Homeric view
of the situation versus Hecuba’s “modern” rationalisation.

7+ See also IA 1264, where Agamemnon speaks about ‘a kind of Aphrodite’ that is maddening
the army. Wilson (1979) 18 argued that the army’s perverted eros for war is implied. On
irrationality in the /A being ‘interwoven with madness, passion and desire’ see Michelakis (2006)

50.
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Menelaus for forgiving Helen and accepting her back, because he was by nature
(Trequkcds) unable to resist Aphrodite.

In the case of Helen, this usually translates into whether she willingly
(éxouoa) followed Paris or not. In the Trojan Women, Cassandra sets the tone
carly on, when she claims (373) that Helen followed Paris willingly and not by
force (kou Bia); in the Andromache Menelaus defends Helen by claiming that
she was not willing to get into trouble, but it was due to the gods (68o:
EAévn 8 eudxbno’ oux Ekolo’, &AN’ €k Becdv); and in the Electra (1065) the
protagonist also claims that Helen was abducted wilfully.”” In fact, in Electra’s
case, the claim is followed by an accusation towards Clytemnestra on caring
about her appearance (1071) while she should be mourning for Iphigenia while
Agamemnon was gone, proving her sisterhood to Helen, according to Electra.
However, it also indicates the sisters’ affiliation to Aphrodite, since self
adornment (especially in the way described for Clytemnestra, fixing her hair in
front of the mirror)”* is also under the sphere of influence of the goddess.

There is a constant problem, therefore, concerning what Aphrodite’s
bribe to Paris entailed in terms of getting Helen to Troy. The degree of Helen’s
willingness to follow Paris to Troy is a key point. In the instances mentioned
above, Helen is said to have followed Paris to Troy willingly and without force,

but was it due to her own decision, to her attraction to Paris, or to Aphrodite’s

% See also IA 75, where Agamemnon mentions mutual desire between Helen and Paris (épcov
gpcdoav).
276

Note the use of the mirror in Callimachus” Hymn to Athena (next chapter) in the description

of Aphrodite’s preparation.
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influence over her? And if it was the last of these, what did that influence consist
of? Forcing her to follow Paris by fear, almost like in the Iliad (3.383-420), or by
cultivating her desire for him? Essentially, both sides can be right: Helen was
forced to act under Aphrodite’s influence, but potentially she acted thus due to
her own vanity and lust, too.””

This discussion inevitably leads to reading Euripides as a sophist.
Putting the agon of the Trojan Women into sophistic perspective sheds a
different light on the meaning of the Judgement of Paris for both Helen and
Hecuba. Euripides shapes some speeches in his plays, including this agon, as
verbal performances,” which, however, do not ruin the spirit of the myth for the
Athenian audience that is so accustomed to the formalities of a debate.”™ Thus,
mythology is being handled not as tradition, but as a source of inspiration in
questioning and debating timeless internal searches on the deepest elements of
life, like the character and role of the divine.

Gorgias’ Encomium to Helen refers to the Judgement of Paris; the
whole speech is more of an encomium of the power of persuasion and speech
rather than of Helen.™® Yet in this context Gorgias, in the usual manner of the
sophists, makes an attempt to support the less popular side and defend Helen.

It is hard to make a straight comparison of the two texts, since we cannot date

77 Lloyd-Jones (197D150: ‘it is through human passions that the goddess works.’
B Conacher (1998) 51; Scodel (2000) 142-3.
*» Collard (1975) 63 = (2003) 70.

280 Segal (1962) 102; Valiavitcharska (2006) 147-8.
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the Enomium to Helen with accuracy;™ yet the two works show parallel
sophistic ideas. According to Gorgias it was either the will of Fate and the
wishes of the gods and the votes of Necessity that lead Helen to follow Paris to
Troy and abandon her lawful husband or it was by force or by seductive words
or by love. Helen, therefore, is portrayed as the victim of the situation, whatever

282

the case is.*™ Her defence by Gorgias is quite similar to what she says in
Euripides’ agon, albeit without the anthropomorphic element so prominent, as
itis in the Trojan Women. Gorgias goes on to explain how she was not able to
hinder the course of events in each case. In the case of divine planning, Gorgias
clearly states that a human’s premeditation (rpoun@eiat) cannot cancel a god’s
predetermination (mrpobupia), because it is only natural for the weaker to be
ruled by the stronger.

Although the Judgement of Paris is not explicitly mentioned under the
predetermination of the gods, itis possible that, when referring to IFate, the gods
and Necessity, Gorgias probably had the Judgement of Paris in mind, along
with the wider plan of Zeus. Accordingly, it would be hard for any member of
the Encomium’s audience relatively acquainted with the tradition, to not think
about the Judgement of Paris when hearing about Helen and the gods’

intervention in what she did. "Necessity’s fate’ (noipa . . . avayxns) is the reply

that the Dioscuri give to the chorus in Euripides’ Flectra 1301, to the question

~th

™ The dating is some time during the 5™ century B.C. See Conacher (1998) 53-57 on the
difficulties and on the scholarly debate on the topic, especially in regards to whether it is earlier
or later than the Trojan Women.

282

Suzuki (1989) 15.
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about how they (the Dioscuri) allowed as gods and Clytemnestra’s brothers for
her murder to take place. A similar concept can be found in the Iphigenia at Aulis
as well.™® Under this scope, necessity and fate appear even stronger than the
gods, in that they call for specific events to take place.

Either in the case of Fate and Necessity or in the case of the Gods, the
profile of Helen as an adulteress is false for Gorgias. Similar to book 3 of the
lliad, when Helen is forced by Aphrodite to follow Paris in their bedroom,
Gorgias portrays Helen as not having an alternative choice than to obey.
Moreover, Gorgias has already spoken of her beauty that has been the reason for
many men to die, along with her divine descent, and her name that has been the
omen of bad events for many people. This presentation seems like an attempt to
distinguish Helen’s character from her external features or her actions.™
Philosophically, Gorgias plays with the idea of human responsibility in terms of
divine intervention, comparing it ultimately with the effect of force/violence,
speech and love on humans.”® All of these are proven to be untameable sources
that mould humans’actions in a way that cannot be controlled.

Euripides overturns in Hecuba’s speech this idea of Gorgias about
Aphrodite; the erotic attraction that Helen felt for Paris as a result of visual

perception, which in Gorgias is one of the untameable forces that transform the

* JA 443 and 511, where Agamemnon speaks of being trapped to necessity. See further
Michelakis (2006) 57-8 on the interwoven themes of freedom and necessity in the play.

* Biesecker (1992) 104-5.

* See Schaffer (1998) on the importance especially of opsis and logos in Gorgias’ attempt to

exonerate Helen, as forces of persuasion.



mind, in Hecuba’s ideology is a conscious and willing choice. Helen has chosen
her object of attraction and attempts to blame her desire on the influence of a
divine power.”™ Too bad for Hecuba that the prologue of that same play proves
Helen’s view of the gods and the world.

Euripides’ inspiration from the sophists is not only prominent in his
agones; his debates are accompanied by comments on the power of speech and
the capabilities of persuasion with whatever that entails, a motif that is crucial
for the sophists. The essence of sophistry is to accept that every possible topic
has two sides, each of which can equally be supported.

In the Trojan Women, after Helen’s speech the chorus says the following

(Tr0. 966-8):

BaoiAel’, &uuvov cols Tékvolol kal TATpQ
Telbco dragbeipovoa Tiod’, el Aéyel

KaAdds kakoUpyos oloa: Selwdv ouv TOSE.

My queen, come to the rescue of your children and country by
destroying the persuasive force of her words: she speaks
cloquently, although she is guilty, and that is a terrible thing

(trans. Kovacs)

¥ On using the common grounds of vision to argue the complete opposite see further Conacher

(1998) 57; Mirto (2016) 60-1.



If someone had any doubts on whether Helen’s speech would lead to a debate,
the chorus’s stance sets out the context of the agon clearly. The "T'rojan women
are encouraging Hecuba, their queen, to prove Helen’s guilt, which to them is a
fact, by attacking her peitho. 'he admission that Helen speaks eloquently could
possibly indicate that they themselves are tempted to believe her story, although
their main concern is for Menelaus not to be dissuaded to punish his wife.

The chorus, like Hecuba, believe Helen is guilty beyond doubt, and so
for them her charming speech is a terrible thing (8ewdv) because what she says
might sound convincing, but it is false; they are almost making a Socratic attack
against sophistry itself. The irony of the situation is that despite the agonand the
dangers of persuasion that the chorus fears, essentially nothing changes after the
debate between Helen and Hecuba. Helen will still go back to Greece with
Menelaus and will not be punished, as the Trojan women want. To disprove
Helen’s point, Hecuba, in her turn, will attempt a rationalisation of the divine
purely based on speech. There is no proof about what she is claiming other than
her own comprehension, but nobody seems to care for the dangers of her peitho.
In any case, nevertheless, despite bearing resemblance to a court hearing, the
agon will ultimately have no effect on the events that will follow. Punishment
will not come, gods will not change.

Naturally, the topic of Helen’s responsibility does not end with
Euripides and the sophists. On the contrary, once they have established it as a
valid discourse topic, it inspired others that came after them. [socrates criticises
Gorgias (10.14) for his attempt to defend Helen’s actions, claiming that a defence

is not an encomium and attempts his own discourse on the T'rojan war and its



roots. In Isocrates” account, Helen appears to be the main point of interest, in
terms of her descent from Zeus himself, her beauty, but also her status as
daughter of Zeus.”” Isocrates provides a reference to the Judgement that is
extremely detailed, aiming at defending Paris’ Judgement and proving Helen to
be the most valuable gift (10.41-3). Since Paris was so overwhelmed by the
goddesses’ looks (tTnBeis Tfs TV Beddv Syews), Isocrates says, his
judgement lay solely on the gifts each one offered. And it was not because of
pleasure (oU mpos Tas Ndovds) that Paris chose Aphrodite’s gift, but to become
Zeus son in law, thinking that acquiring such a wanted and precious woman is
something no ordinary man could ever achieve, contrary to sovereignty over Asia
or bravery. By taking Helen as his wife Paris thought he was making the best
choice for his children: making sure that they would be descendants from Zeus
both from their father’s and from their mother’s side (Trapaockevdoas auTois
8Treos ur pévov mpods Tatpods AAAG kal TPos uNTPos ATd Alds écovTal
yeyovdTes). Isocrates goes on to explain that while nobility of birth is forever
and that his wedlock with Helen would benefit Paris’ whole race, the other two
gifts would only benefit him for the course of his own life (10.44). His choice was
certainly the right one, in spite of what people might think, because it was the
decision the gods and especially Zeus himself had in mind when choosing Paris
as the judge (10.46).

Itis obvious that Isocrates is not trying to defend Helen here. He rather

reveals her true value as a wife and a woman based on her appearance, her

*7 Biesecker (1992) 106.



descent and her past. Helen is both superior due to her divine descent and her
looks, but also inferior because she is a woman and, thus, a victim.* In terms of
the Judgement, Isocrates, after establishing that every man, even the perfect
king, Theseus, (10.38-9), would want Helen as his wife, defends Paris’ choice at
the Judgement according to different reasoning. Paris did not choose Aphrodite
based on his tendency towards pleasure and sexual attraction, but on the basis
of establishing an excellent descent line for his children. Helen thus proves to be
much more than a beautiful woman for whom so many men died. Her
appearance makes her desirable to every man and it is this response to her beauty
that makes her looks important.®® Helen in Isocrates is the perfect wife, one
whom it is worth fighting and possibly going to war for; therefore, the Greeks
were not crazy in staying together and trying to get her back. The potential
panhellenic character of the text** is prominent through the Judgment of Paris,
indicating that the real value of Helen is not that of a simple wife; if it was any
other woman, then truly the T'rojan war would have been unreasonable.
Through Isocrates’ text a second social element also arises: the value that
women acquired in the social status of their children. Under the law established

by Pericles, children in Athens had to be born to both an Athenian father and an

™ Crockett (1994) 78.

% Poulakos (1986) 9. See also 10-11 on piAokaAia and pihocogia.

*° See Kennedy (1958) 77-83 on a political reading of Helen. Cf. Kim (2010) 89 n. 12, where, in
discussing Dio’s Trojan Oration and doubting its potential political message, he also appears to
be doubting Isocrates’ political agenda on similar grounds (on the reference to the Panhellenic

benefits of the war being very short compared to the rest of the text.
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Athenian mother to be considered Athenian citizens.”" [socrates reveals the true
value of a mother’s social status to the future of a man’s children and, thus, the
value of a good wife. Near the end (67-9) it appears also that Helen becomes a
mythical symbol of Isocrates’ political aspirations in unifying the Greeks against
the barbarians.®* However, the encomiastic way in which Isocrates speaks
about Paris and his reasoning of the situation could hardly be fit for a political
purpose leading the Greeks against the barbarians.*? In any case, the only
certain thing is that among Isocrates’ goals, he aims to prove through his Helen
that mythological themes can be sources for serious discourses;** discourses,
however, that do not have to apply just to mythological reality and its
problematic in its own right, but in a way that could potentially shift into a

political message of importance.

Hecuba

As in the Trojan Women, Hecuba also rejects the idea of the Judgement in the
Hecuba: none of the characters mentions the Judgement and it appears that the
queen of Troy does not consider it a possibility. Her vicious hostility towards
Helen does not allow her to rid her of what she thinks her share of responsibility

is. Lines 441-3 of Hecuba:

** Aristotle, Ath. Con. 26.4; Plutarch, Pericles 37.2-5; Biesecker (1992) 101-2.

2 Kennedy (1958) 77-83.

3 Heilbrunn (1977) 148-9. See also 150-1 on the portrayal of Theseus and its implications on a
political reading.

4 Papillon (1996) 386.



s TNv Adkaav oUyyovov Alookdpotv
EAévunv {8oiut: i kaAdov yap SupdTwov

3 ’ T \ ) ’
aloxiota Tpoiav eTAe v evdaipova.

May I see the Spartan, Helen, sister of the Dioscuri, destroyed
as I am! For with her fair eyes she foully ruined the happiness

of Troy. (trans. Kovacs)

have been considered an interpolation by various scholars;*? the main argument
for this is that it does not seem natural that after her dmwoAcounv (‘my life is over’
in line 440) and before her fainting Hecuba would bring up Helen to curse
her.*® However, if the lines are not an interpolation,” they are consistent with
what is already obvious for Hecuba’s opinion: the Judgement never happened
and Helen is to blame, as she intentionally seduced Paris using ‘her beautiful
eyes (S kaAdov SUpdETw).

What Hecuba says in the play, but also what she does not mention, both
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indicate her emotional state and her ideology;*” her not mentioning the

Judgement of Paris anywhere can serve as an indication that she does not believe

5 Hartung (1837) 15 was the first to delete the lines. For other scholars and editors who have
ejected and others who have retained the lines see Finglass (2006) 258.

»See further: Collard (1991) 152; Finglass (2006) 259 on a curse to Helen breaking the mood of
grief that has been climactically reached in Hecuba’s previous words and on Hecuba collapsing
on stage after her dmoAcounv, in which case it would be unreasonable for her to keep talking.
»7 See Gregory (1999) 96.
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Mossman (1995) 98-9.



in it. For Hecuba apparently the beginning of the war is to be found elsewhere
than in the interference of the gods.*” In a play where there is no evident role of
the gods or of tyche,* as we only see the results of a war among mortals, without
any obvious divine intervention taking place at this point, it is appropriate for
the lead character to reject the interference of the gods in her past or present.
Although in the Hecuba there are no references to the Judgement by any

of the characters, the chorus does give a brief account of it (639-46):

mévol yap Kal Tévwv
Xva&ykal kpeloooves kukAoUvtal 640
Kowov & ¢f 1dias avoias
KQKOV T& Z1HouvTIdL Y&
OAébpiov Epoe ouppopd T &t EAAcwv.
ekpifn & €pis, Gv év 7l-

da Kkpivel TPIOOUS HAKAPWV 645

Taidas avnp BouTas [...]

Circling in their round came troubles and a fate more harsh than
these. Upon the land of Simois came a shared disaster from one
man’s folly, bringing ruin and involving other in calamity. The
quarrel that the shepherd upon Ida judged for the three

daughters of the blessed gods was decided. (trans. Kovacs)

*9 See ibid. 83 generally on the role of &véykn: ‘Abstract necessity seems to be a substitute for
more anthropomorphic deities in this play’.

3 Whitman (1974) 126.



As mentioned above, choruses commonly refer to the mythological past of the
dramatic present of a play. The placing of this reference, however, in the middle
of Hecuba and the internal structure of the choral song are crucial. "The lines
referring to the Judgement of Paris are the antistrophe of the second stasimon.
The chorus recap the themes of the whole play in their three odes: captive
slavery, loss of husband, children and home are all attributable to the Judgement
of Paris** Placing the Judgement in the centre of these songs, and essentially of
the play, stresses its role for the situation in which these women are right now.
Euripides here discusses the causes of the war, moving from the cutting of the
trees on Mt. Ida to build the ship that carried Paris to Greece further back to
the Judgement of Paris, proving it to be the primary cause of the "I'rojan War.
The structure of the ode itself is interesting, too. 'T'he strophe (629-38)

302

refers to Paris’ shipmaking® and journey to abduct Helen, whereas the
antistrophe goes before that, to the Judgement” This layout gives the

impression of a puzzle revealed piece by piece, as the reasons of the war and the

chorus’s misery are elaborated upon. The role of Ida is also crucial, as the name

3 Stinton (1965) 25 = (1990) 36 and Collard (1991) 23.

3 Note the similarity of the reference with the first 6 lines of Euripides’ Medea, where the nurse
blames the ship making of the Argo for Medea’s misery. The making of the ships may seem like
the ultimate starting point (we could say that it is for Medea), but in the case of Helen’s
abduction there is a twist: the Judgement of Paris that happened long before the ships were
made.

3Collard (1991) 164.
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of the mountain is like a cue line for Paris. His characterisation as a shepherd
(BouTas) creates a powerful contrast with the three daughters of the blessed
gods (Tpiooas pakapwv Taidas), both in terms of gender and of status.?** "The
goddesses are carefree and powerful while waiting to be judged by a shepherd.
The adjective 'I8atos, that is often attributed to Parisin Euripides, does not
suggest that the Judgement took place before Paris’ identification, but brings to
mind the location that actually saved and raised Paris, before the Judgement
took place” If we consider Paris” survival as the reason for everything that
followed, then Mount Ida is a place of specific significance: it is the place where
Paris has been safe, but also where he has been most vulnerable. Even in the next
choral song (9os-51), where the Judgement is not mentioned or narrated, the
chorus curses Helen along with Paris (943), who is called 18aios, evoking the

Judgemen©® and how this was the event that led to their marriage.

Andromache

Although Hecuba curses Paris’ ships for traveling towards the abduction of
Helen ("Tro. 122-37) as the chorus in Hecuba curses the cutting of trees in Ida for
Paris’ ships (629-37), she never blames Paris personally for what has happened.
On the contrary, Andromache in Trojan Women (596-8) makes a straight attack

against Paris, blaming him for sacrificing T'roy for his ‘bitter marriage’. Her

**Mossman (1995) 85. See also Gregory (1999) 125 on the contrast between the triad of the
goddesses and the solitary mortal.
35CE. Stinton (1965) 32-3 = (1990) 42.

3°Collard (1991) 180.



attitude is the same in the Andromache: once more she blames Paris for bringing
Helen in his bedchamber (103-4). "Therefore, it only comes naturally for a play
whose main character is Andromache to have a more extensive reference to the
Judgement than Hecuba, as the myth displays Paris’ share of the blame for the
Trojan War. This does not mean that Andromache blames Paris more than
Helen. Her “advice’ towards Hermione not to mimic her mother’s erotic ways
(229-31) shows that she also thinks like Hecuba that Helen seduced Paris once
he came to Sparta. However, the Andromache discusses equally human and
divine intervention and demonstrates how the combination of these two has
brought disaster to Troy and the heroine herself.

In the Andromache the chorus gives a full account of the Judgement of

Paris in the first stasimon (274-91):

"H pey&Acov axéwv &p’ UtiipEev, &1 18aiav

é€s vatav A 6 Mai- 275
as Te kai A1os Tékos,

TpiTeAov dpua daipdveov

&ywv 1O kaAAiluyés,

€p1d1 oTUYEPG Kekopubuévov eupoppiag

otabuous ém PBouTas, 280

BoTip& T  AUPl HOVOTPOTIOV VEQviav

gpnudv B éoTioUxov avuAdv.

Tai & emei UASkopov vaTos fjAubov oUpeiév

mda&Kwv viyav ai- 285
YA&vTta cwpata poais,

éBav 8¢ TTprapidav Utrep-
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BoAais Adycov Suoppdvcov
TapaBaAidueval, SoAiois & €Ae Kutrpis Adyous,
TeEPTIVOIS UEV AkoUoal,
miKpav 8¢ ovyxuaow Biou Opuyddv ToAel 290

TaAaiva Tepyduors te Tpoias.

Great were the woes that the son of Maia and of Zeus began when
he came to Ida’s glen with the goddesses three, a lovely team beneath
a lovely yoke, helmeted for the contest of beauty, to the shepherd
lodge, the solitary young shepherd, and his lonely hearth and home.

When they came to the shady vale, they bathed their radiant bodies
in the water of mountain springs. T'hen they went to the son of Priam
vying with each other in excesses of spiteful speech. Aphrodite with
deceptive words won the day, words delightful to hear but entailing
bitter destruction for the luckless city and citadel of Troy. (trans.

Kovacs)

The structure of the ode is similar to the one in Hecuba, starting, however, from
the Judgement and going further into the past: the first strophic pair (274-92)
discusses the Judgement of Paris in great detail, whereas the second set takes us

further back in the past, when Hecuba spared the life of Paris (293-308):37

el Yap Umep kepaAav EBalev kakdv

37Allan (2000) 205-6.



& TeKOUO& VIV HOPOV

Trpiv I8aiov kaToikioal Aémas, 295
OTe viv TTapa Beotecic dapva

Boaoe Kaocavdpa KTaveiv,

neydAav Tpiduou éAews AcoPav.

Tiv' oUk émrfiABe, TTolov ouk éAicoeTo
SapoYEPOVTWY BPEPOS POVEUELY; 300
oUT &v et TAi&ot Cuydv 1jAube

SoUAlov, oV T &v yuvai,

TUpGvvwv Eoxes av SoUwv Edpas:

mapéAuoe 8 &av EAA&Sos aAyevous

oUs augl Tpowiav mévous 305
BekéTels GAAANVTO véol Adyxais.

Aéxn T Epnu’ &v oUmroT éEeAeimeTo,

Kal TEKEGV OPPaVOl YEPOVTES.

Would that the mother who bore him as destruction had cast this curse
over her head before he came to dwell on the rock of Ida when beside the
prophetic laurel Cassandra shouted her order to kill him, the city of
Priam's great ruin! Whom of the city's elders did she not approach, not
beg to murder the child? Slavery's yoke would not have come upon the
women of 'T'roy and you, woman, would have come to possess the throne
of royalty. She could have loosed Hellas from the grievous toils of ten
years' exile the young men with their spears suffered about Troy. And
marriage-beds would not now be left desolate and old men bereft of their

children. (trans. Kovacs)



This second section is built upon the idea that nothing would have happened if
the young prince had been killed upon birth.3* It also clarifies the true meaning
of I8aios (295 mpiv I8atov kaTtowkical Aémas). Evidently here, Paris was
considered 18atos when he came to reside in Ida and not after the Judgement of
Paris took place. Again, the significance of the place as his shelter is clear.

The narration of the Judgement by the chorus in the first part of the ode is
detailed. The chorus narrates how Hermes escorted the goddesses to Ida, their
preparation before the Judgement via the very common image of bathing, their
arguing and spiteful speech and finally Aphrodite’s prevalence over the others
through the use of deceptive words (SoAiois Adyors). Aphrodite, therefore,
tricked Paris into thinking that his choice would be uncomplicated, whereas in
the end it really was not. The feminine rivalry expressed in the reference to the
Judgement points towards the conflict between Hermione and Andromache,*”
especially taking into consideration the use of ‘spiteful speech’. The Judgement is
also about a feminine dispute resolved by a male authority (in the case of
Hermione and Andromache it will be Menelaus).?® Therefore, this extended
reference to the Judgement of Paris in Andromache fits the overall dramatic

planning of the play and refers to different aspects of the tragedy’s plot. Placed

3*¥Stinton (1965) 21 = (1990) 33.
3Allan (2000) 205. See also Wilson (1979) 9: ‘Casually both the Judgement and the war itself are
part of a sequence of eris leading to the domestic strife between Hermione and Andromache.’

3*McClure (1999) 163.



just before the entrance of Menelaus, the stasimon not only brings forth the role
of Paris and Helen in the "T'rojan War, but also draws parallels between the strife
among the goddesses and the one between Hermione and Andromache.

"The narration of the Judgement by the Phthian women in the Andromache
is different from that of the Trojan women in the Hecuba. For the women of
Troy, the Judgement is presented as the ultimate starting point of the war, while
in the Andromache the Greek chorus structures the past of the war with Paris as
a focal figure (by going further back to his exposition and Hecuba’s failure to kill
him). True, as Kyriakou argues, the chorus of the Andromache does not expand
on further details, nor explicitly recognise any ‘causal connections with the
present and the future’® However, there is a connection, albeit not causal,
between the events of the Judgement and the situation of the play that is

explained about two hundred lines after the chorus’ narration of the Judgement

(465-70):

oudémoTe didupa AékTp’ Emaivéow BpoTdov
oUd’ aupiuaTopas kdpous,

€pw peAdBpcov Buopeveis Te AUTras.

piav pot oTepy€Tw TooIs yauols

AKOIVGOVT TOV AHOS EVVAV.

3" Kyriakou (2016) 140-1. She argues this in regards to the chorus’s understanding of the gods,

making a point about the ‘reluctance of the women to say anything that might offend a divinity’.



Never shall I praise doubleness of marriage among mortals and
sons with two mothers. It is strife and hateful pain for a house.
May my husband be content in marriage with a single mate and

a bed unshared! (trans. Kovacs)

‘Doubleness of marriage’ is what caused the biggest strife (pv) possible, the
Trojan war, as well, while Aphrodite’s ‘cunning words’ are her arguments for
claiming another man’s wife. The Judgement of Paris supports the chorus’s view
that it is impossible to avoid conflict when a man holds two women. They have
already pointed out, however, that, even worse, a woman between two men can
cause actual war.

In the Andromache, the chorus reveals that Paris is probably the main
reason that caused the "I'rojan war to unravel, despite all this being under divine
planning (the prophecy in the beginning of his life, the Judgement of Paris,
etc.).** Thus, their account of the Judgement is more elaborate than the one in
the Hecuba. The 'T'rojan women of the Hecuba, however, are more concise, but
more tragic in their narration. Words of pain, destruction and disaster (mévor,
Téveov, kakov OAéBplov, ouppopd) recur throughout the reference, while the
final éxpibn €pis (644 ) bears a sense of fatality that translates the self-experienced
destruction to its maximum. Besides, the chorus has begun with a lament about

their future and where they will end up in their first choral song (Hec. 444-83),

3 See also And. 706-7 where Peleus points to Paris of Ida as the ultimate enemy (ueiCeo €x8pov),

despite having also spoken about all Spartan women, including Helen, being whores (590).
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because this is their ultimate worry; the account of the past is just a reminder of
how their misery started.

The Andromache reference on the other hand closes with: ‘entailing
bitter destruction for the luckless city and citadel of Troy
(Tikpav 8¢ ovyxuow PBiou Opuyddv méAel / TaAaiva mepyduors te Tpoias),
showing that the Greek chorus are sympathising with Andromache and the
people of Troy, while simultaneously distancing themselves even more from
Paris and the destruction that he brought upon his own city.** "The Trojan war
is represented almost as a fully Trojan affair; placing the initial blame on Paris,

makes it even more so.

Helen

Up to this point, all references to the Judgement of Paris in Euripides’ Trojan
plays come from the chorus, with the exception of Helen using it as an argument
in the agon of the Trojan Women. Helen, however, refers to the Judgement in
her prologue to the Helen too. Her account stresses her role as an innocent

victim of divine rivalry and a tool in Aphrodite’s hands (27-9):+

ToUuoV 8¢ KAAAOS, el kaAov TO BuoTuxEs,
Kutrpis mpoTeivac’ cos AAEEavBpos yayed,

VIKQ.

31 See also the fourth stasimon of the Andromache, where the Greek women lament over Troy’s
abandonment by the gods (1009-27).

3+Allan (2008) 149.
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Cypris offered marriage to my beautiful self - if what is
unfortunate can be called beautiful - to Alexandros and won the

contest. (trans. Kovacs)

The way Helen tells the story, ‘in a curt outline’, follows ‘the normal fashion of
Euripides’ prologues’,** but also presents the story in a more factual way; it is
almost as if the abruptness and formality project the reality of the story. Helen’s
concise account of the events reveals an essence of self-experienced truth on her
behalf, that perhaps the choral references lack. In other words, her first-hand
experience or knowledge, her role in the story and her affiliation with Aphrodite,
do not allow for a more lyric or poetic telling, but serve a confident and clear
listing of the events. On the contrary, both choruses know the events almost as
a rumour or a story.3* The dominant role of Aphrodite is also prominent further
on, when Helen talks about Paris sailing to Greece with Aphrodite (233-9),
about her wedding with Paris under the guidance of the goddess (1118-21), as

well as when she talks about her beauty as a gift from Cypris (362-6).37 In this

35Stinton (1965) 35 = (1990) 44-.

3¢ Note also Agamemnon’s reference to the Judgement as uifos Apyeicov (IA 72) and the way
the chorus of young girls tell the story in Iphigenia at Aulis (see further in the chapter, pp. 172-3).
For them, too, the Judgement is a story they have heard of, but they do not have personal
experience of it.

37See also Blondell (2013) 209: ‘Helen’s beauty therefore becomes the primary target of the self-

hatred she inherits from her character in Homer.’
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way Helen overturns the notion that she seduced Paris and shows her beauty to
be a curse rather than a gift.3"

Itappears that the Judgement of Paris was not enough of an exonarating
excuse for the Helen of Homer or tragedy on its own.? although Euripides
debated upon the idea in various Trojan plays. This is why in the Helen, she
appears to be a different heroine with a different background story, that goes
beyond the Judgement of Paris to demonstrate her innocence.* "T'he version of
the story that uses Helen’s eidolon being transferred to "I'roy, while Helen is in
Egypt, was found in Stesichorus’ Palinode as we are informed by Plato’s

Phacdrus (243a-b) (= Finglass fr. gra):*

goT1 B¢ Tols GuapTdvouot Tepi puboAoyiav kabapuds apxaios, Sv
“Ounpos uév ovk NicBeTo, ZTnoixopos 8é. TEV y&p dUUATwY oTepnBeis
Bix v EAévuns kaknyopiav ouk fiyvénoev cdomep "Ounpos, AN’ &te
HOUOIKOS Cov €y v TNy aiTiav kai Tmolel eubus.

oUk €01’ ETupos Adyos oUTos,

oud’ €Bas év vnuoiv ¢looéAuols,

oud’ ikeo TTépyaua Tpoias.

kai Toirjoas dn Thv kaAdoupévnv TTaAwwidiav Tapaxpijua avéBAeyev.

3See also Hel. 304-5.

39Dale (1967) viii: only Gorgias undertook the task just to show that it could be done if you were
clever enough with words.”

3#*Ibid; Lange (1995) 142.

3 Kinglass (2014) 124.



And for those who have sinned in matters of mythology there is an ancient
purification, unknown to Homer, but known to Stesichorus. For when he
was stricken with blindness for speaking ill of Helen, he was not, like
Homer, ignorant of the reason, but since he was educated, he knew it and
straightway he writes the poem:

“T'hat saying is not true; thou didsnt not go within the well-oared
ships, nor didst thou come to the walls of Troy”;

and when he had written all the poem, which is called the recantation

(palinode), he saw again at once. (trans. Fowler)

Stesichorus first wrote a song blaming Helen and was punished with blindness
by the gods. Thus, he wrote a second song (a palinode) defending Helen and her
reputation and was cured from his blindness.** Why, though, did Stesichorus,
and after him Euripides decide to use the eidolon version to defend Helen? If the
Judgement of Paris was a given (which it was in Euripides, and it is possible that
it was mentioned in Stesichorus as well), it should be a very good excuse: Helen
was obliged to obey a goddess.

Despite the Judgement proving Aphrodite’s role and influence, if Helen
did end up in Troy it is expected that she would have had sexual intercourse with
Paris at some point. In Iliad 3, she refuses to go with Paris to their chambers, but
Aphrodite makes her go. Also, she is not taken away as a slave or as a spoil of war;

Paris takes her to "I'roy to make her his lawful wife. Therefore, although Helen is

3 See also Kannicht (1969) 27; Lindsay (1974) 120; Austin (1994) 94; Allan (2008) 19 and 21;

Finglass and Davies (2014, 335-7.



rid of the blame through the Judgement of Paris, if she did end up in Troy, her
honour as a wife is spoilt. This Stesichorean version of Helen's myth takes the
Homeric version, which is slightly more positive (as it demonstrates Helen’s
unwillingness towards Paris and Aphrodite) a step further.* Helen in Egypt is
not just a chaste wife, she is a virtuous woman, attached to her husband in a
“Penclopean” way.

In the Helen her constant struggle to escape Theoklymenos and
preserve her honour with the help of Theonoe** enhances her goodness and
virtue. Euripides does not just treat a ‘bad’ woman sympathetically as in other
dramas (e.g. Medea), but in the case of Helen overturns completely the idea of
women as ‘beautiful evils’ by presenting the most beautiful woman as an
exemplum of virtue and honour. In Euripides play, Helen does not defend
herself in terms of whether she is to blame for the T'rojan War, but is determined
to retain her chastity. Thus the Judgement of Paris, despite being taken for
granted in the play, would be a controversial source of defence if used on its own.

On the contrary, the eidolon story fully exonerates Helen so that “after
the honeymoon she will arrive in Sparta as fresh as the day she left.® In fact, the
final appearance of the Dioscuri is the divine intervention needed to establish

Helen not only as a chaste wife, but also as a heroine to be honoured in Spartan

3 Allan (2008) 21-2.
Austin (1994) 148.
3Blondell (2013) 203 and 208.

3Austin (1994) 149.



cult.*” "The play in its structure is almost an attempt to explain how a woman -
the symbol of Greek destruction - ended up being honoured as a divine figure in
the very place that she abandoned as an adulteress of a wife.

Two worlds co-exist in Helen: a real one and an ideal/symbolic one.™
They offer the opportunity to develop wider themes that have to do with the
opposition between reality and illusion; and this is only natural for a play whose
main topic is mistaken identity.>* In this context of wider themes, there has been
a debate on the purpose of the plays second stasimon and of the myth of
Persephone in a play like Helen* The role of Aphrodite in making Demeter
forget her distress and smile (134.6-52) displays the power of the goddess over
mortals and immortals equally. Helen’s version of the story, with the massively
important role of Aphrodite, is affirmed.

The wider discussion that the Euripidean Trojan plays cause about
Paris and Helen and whether they are to blame for the Trojan War raises
questions about responsibility, when mortal reality is affected by divine planning
or action. An idea of divine planning and its effect on humans in Euripides is
echoed in the final lines of the Andromache (1284-7), which are the same as in

Helen (1688-92):

37 Foley (1992) 145.
3 See Segal (1971) 558.
3 Swift (2009) 421

33° For an overview of this debate see: Allan (2008) 295.
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ToAAal popeai TéV daiuovicov,

ToAA& & &éATrTws kpaivouot Beoi:

kal T& SoknBévT’ ouk éTeAéobn, 1690
TV & adokrTwv mdpov nupe Beds.

Toldvd’ améPn Téde payua.

What heaven sends has many shapes, and many things the gods
accomplish against our expectation. What men look for is not
brought to pass, but a god finds a way to achieve the unexpected.

Such was the outcome of this story. (trans. Kovacs)

The gnomic character of these lines and their exact repetition in both tragedies
could be showing the unexpectedness of life and divine will, as these are
portrayed in the tragedies of Euripides. The lines were a way to finish a play,
albeit without an actual end, by revealing the controversial nature of the themes
that unravelled on stage. Although many of these standardised closing lines
have been considered interpolations as they are found in various other tragedies
by Euripides, itis possible that they were there for a reason: these lines can show
the limits of closure and thus draw boundaries between the world of the play and
the world of the myth.®

Both in the Andromache and in Helen this type of closure is a pointer to

the unexpected nature of divine influence, which, nevertheless, mortals have to

3 Roberts (1987) 59-60. See also 61-2 for possible reasons on why these lines are usually

performed by the chorus.



overcome as well as they can, by staying loyal to their moral values and ideas.
Dunn argues that ‘In Helen and Andromache, the exit lines have no such
relevance to the preceding action; in neither play can the surprising turn of the
plotbe directly attributed to a god, and the closing moral is no more than avague
and universal observation that god moves in mysterious ways.®* Although this
is a fair point as far as the plots per se are concerned, both plays, especially the
Helen, are based on a past deeply rooted in divine intervention, including the
Judgement of Paris. Since both allude to such a god-based event of the past (and
acknowledge it, among other events, as part of the series of events that lead to
the status quo in which we find the protagonists in the plays), then an allusion

to the unpredictability of divine movement is far from irrelevant.

Iphigenia in Aulis

In Euripides’ Iphigencia in Aulis the Judgement of Paris seems to be an
established fact when speaking of the beginning of the war. In this context, four
references to the Judgement occur thoughout the play. The first is at the very

beginning, by Agamemnon (71-2):

ENBcov &’ ek Opuydov 6 T Beds

Kpiveow 68, cos © uibos Apyeicov Exel,

The man who judged the goddesses (so runs the story

of the Argives) came from Phrygia

33 Dunn (1996) 136. See also 17-18 and 24-5.
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"T'he next two are by the chorus (178-84):
[...] &
EUpcoTa dovakoTpdpou
TTépis 6 BoukdAos Gv EAaPe 180
dcdpov Tas AppodiTtas,
4T’ emi kpnuaiaiot dpdools
“Hpa TTaAA&S: T épv €pv

Hop@as & Kutrpis Eoxev.

Whom Paris the cowherd

took from the banks

of the reedy Eurotas,

a gift from Aphrodite received

when near the dewy spring

Clypris joined in strife, in strife

over beauty with Hera and Pallas. (trans. Kovacs)
and (573-81):

uoAes, & TTapis, &te oU ye

BoukdAos apyevvais ETpaPnNS

1Baiais Tapa péoxots, 575

BapBapa oupilwv, Ppuyicwv

avAv ‘OAUuTtrou kaAduols

HIUARaT dvaTricov,

gUBnAol 8¢ TpépovTo Pdes:

801 kpiois 0" Epevev Bedv, 580
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& o’ & EAA&Sa TréuTrer

I have been told, Paris,

how you were raised as cowherd among the white
Idean calves,

playing Asian melodies upon the syrinx,

imitating upon your reed pipe

the Phrygian aulos of Olympus

while cows with full udders were grazing.

There the judgement of the goddesses awaited you,

a judgement that sent you to Hellas. (trans. Kovacs)

The final one comes in Iphigenia’s lament (1284-1309):
vipdBoAlov Opuyddv véamos "18as T Spea,
TTpiapos 861 ToTt Ppépos amalov éRale 1285
HOTEPOS ATTOTIPO VOOPioas T HOPL
BavaTtdevti TTapwv, o5 1daios I-
Saios eEAéyeT EAEyeT év Dpuyddov TdAe,
ur) TOT COPeAEs TOV AU
Bouoi BoukdAov Tpagévt’ 1290
AANEEavBpov oikioal
Auel 16 Aeukov Udwp, 861 kpiijvat
Nuueav ketvtal
Aelpcov T épveot BAAAwV
XAwpoTls kai PodoevT’ 1295

avBe’ UakivBiva Te Beais Spémev: EvBa ToTE
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TTaAA&s EpoAe kai SoAidppaov Kutpig

“Hpa 6" Epuas 6, 6 Aids &yyelos,

& pEV €Tl TOB Tpupdoa

Kumpis, & 8¢ Sopi TTaAAds, 1300
‘Hpa te A1os GvakTos

guvaiol BaotAiow,

kpiow émi oTuyvav €piv Te

kaAAovds, éuoil 8¢ BavaTtov —

Snow-covered Phrygian glade and peaks of Ida,
where Priam once cast the tender babe,

taking it from his mother to be given to fate

and death, Paris, who was called, was called Idean,
Idean in the city of the Phrygians,

how I wish you had never

settled Alexandros,

raised as a cowherd among the cows,

near the bright water, where lie

the springs of the nymphs

and the meadow luxuriant with shoots

of green and roses

and hyacinths for goddesses to pick. To that place
there once came Pallas and Cypris with guile in her
heart

and Hera, and <with them> Hermes, Zeus’s messenger,
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the one, Cypris, pluming herself in love,
Pallas on the spear of war,

and Hera on sharing the royal bed

of King Zeus.

They came for a quarrelsome contest

about beauty, but to me it spelled death. (trans. Kovacs)

The way these references evolve and differentiate from one another could
potentially indicate a shift within the play of the protagonists’ comprehension of
the divine and of their attitudes towards myth itself. 3

Agamemnon refers first to the Judgement using the phrase: so runs the
story of the Argives’ (72: cos 6 uibos Apyeicov €xet), implying potentially that he
is not utterly convinced on the validity of the story. Next the chorus of the girls
that have come with Clytemnestra and Iphigenia for the latter's supposed
marriage, also narrate the Judgement in a way that appears superficial. The
references to the banks of Eurotas and the lovely springs, in their lyricism, show
the chorus’s ignorance of the severity of the reality; it seems like they are
reproducing a story heard before. Their second reference to Paris, on the other
hand, comes in the context of a song about marriage, where virtue is sang to be

the one trace of behaviour in men that adds to one’s city (570-2); Paris is the

3% Despite the textual difficulties of the play, the passages that refer to the Judgement of Paris
seem to be authentic, except for a few details that do not really affect the discussion that follows.

For an extended apparatus criticus see Diggle (1994).
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example of the opposite.® In all this, not once do the women seem to
acknowledge that this is more than a myth. They do not know yet about
Iphigenia’s sacrifice, so they do not need to ponder on the nature of the divine
and the role it plays in human affairs just yet.

In the IA there appears to be an abstract view of the divine by the
protagonists.® Iphigenia’s retelling of the Judgement of Paris in her lament is
probably the first sign of concrete realisation on the role of the divine and its
irrationality in human suffering. Just a few lines earlier (1201), Clytemnestra has
reasonably argued that, if a child needs to be slaughtered, then it needs to be
Hermione, as Helen’s and Menelaus” daughter. Iphigenia in turn (1236-7) asks
Agamemnon what she has to do with the wedding of Helen to Paris. Both are
valid arguments, except for a major detail: this is what Artemis wants and it does
not have to make sense to any of them. "This is the situation and, as mortals, each
one of them needs to make their own decisions.

Iphigenia’s narration of the Judgement is different from that of the
chorus; otherwise, it did not really need to be there in the first place. Iphigenia

wishes (ur} oT’) that none of this had happened, being the first person in the

3 See also Michelakis (2006) 28: “The play’s attitude towards myth shows a debt also to other
types of epic and lyric literature, more celebratory and glamorous in tone [...J and 41 on the
chorus: “They also offer emotional, moral and mythological filters through which to view what
happens on stage.’

3% Michelakis (2006) 65: ‘Such generalized and abstract references to the divine do not just divert
attention away from Artemis as a controlling power behind the plot. They also cast doubts over

the power of traditional gods at large to shape human life.
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play to realise the continuity of the events from the Judgement to her sacrifice.
Under this light, the way the Judgement of Parisis treated in the 1A is potentially
an indicator of attitudes towards the divine, as these are developed within the
play. The final saving of Iphigenia by Artemis is the ultimate confirmation that
the gods have played and will play a bigger role in the Trojan war than the
protagonists have allowed themselves to believe.

The Judgement of Paris is by no means used as an argument to exonerate
Helen in the IA. Between Agamemnon speaking of mutual desire between
Helen and Paris in the beginning of the play (75-6), hinting that she wanted to
follow Paris to Troy and the chorus blaming Helen and her weddings near the
end (1253-4), there is no room to think that Helen has been absolved of her share
of responsibility. Even when Iphigenia, in her lament, retells the Judgement and
ca. 70 lines later appears to have acquired a deeper acceptance and
understanding of the divine as she accepts her fate, the Judgement reference is
her last cry of despair on the fact that such a petty contest among goddesses has

ultimately led to her own death.®¢

Orestes
Only in Orestes, performed in 408 B.C., and thus one of the latest surviving play

relevant to the Trojan War, did Euripides’ characters explicitly transfer a

3 In fact, Iphigenia contrasts Paris’ fate to her own, see Michelakis (2006) 18.
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substantial part of the blame to the gods.*” Although the Judgement is not used
by Helen as her defense in that play - she rather speaks of a vague ‘heaven-sent
frenzy’ (79: Beopavel wéTHwL) - Apollo saves her under Zeus' command (1625-
45) and she becomes immortal, as the gods finally take on the responsibility for

the Trojan War (1639-42):

¢Trel Beol TG TMode kaAAloTeUHaTL
"EAAnvas eis Ev kai OpUyas ouvrjyayov, 1640
BavdTtous T  €bnkav, cos amravtAoiev xBovds

UBplopa Buntddov aebdvou TAnpouaTos.

For it was by her beauty that the gods brought Greeks and
Phrygians to one place and caused deaths, in order to relieve the
carth of the rank growth of mortals’ boundless population.

(trans. Kovacs)

The aetiology of the Trojan War, as displayed in Apollo’s final speech, in Orestes
takes us back to the first fragment of the Cypria, which refers to a plan of Zeus

to depopulate the Earth. The final prophecies of Apollo and of the Dioscuri in

37 In Helen there is blame on the goddesses for the Judgement in terms of starting off all this
row of events, but the ulterior aim is to prove Helen chaste in her own will, outside divine

intervention; her chastity will be, nevertheless, acknowledged by the gods by the end of the play.
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both Orestes and Heler® establish Euripides’ variations of the mythological
tradition by reaching further into the aftermath of the plays, reasserting the
future as the audience knows it, while he might have departed from mainstream
tradition.® The appearance of a deus ex machina in the end of each of these
plays affirms Helen’s exoneration, albeit for different reasons. In the Orestes, the
whole play seems to be about Helen —indeed, Paris is only mentioned twice
(1364-5 by the chorus: 18aiov TT&pw, and this I8aiov is as close to the
Judgement as we ever get, and 1409-10 when the Phrygian servant calls Helen
Paris’ wife: TT&pis yuvaikds) — and there seems to be a constant discussion on

what she had done wrong.>*°

Conclusion

In Euripides’ plays, even those who accept the Judgement of Paris as a fact do
not claim that Helen is innocent on these grounds. Although in the Trojan
Women the initial dialogue between Athena and Poseidon establishes the

distinction and distance between the world of the gods and the world of

3 See also Eur. EI 1282-3: "Rather in order to cause strife and the slaying of mortals, Zeus sent
an image of Helen to Troy.” (Zeus &', cos €pis yévorto kai pdvos BpoTdv / eidcoiov EAévn
gEemepy’ &s "IAov). The Dioscuri here, too, refer to the plan of Zeus to depopulate the Earth,
but also attribute the eidolon story to Zeus, rather than to Hera.

3% Roberts (1997) 250.

340

See for example 247-50 (Orestes and Electra on Helen being a great evil), 741 (Pylades calling

Helen kakiotnv), 1131-52 (Pylades arguing on why it is fair to kill Helen), etc.
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mortals* and Poseidon questions Athena’s cruelty towards T'roy and now the
Greeks, itis evident that depending on the circumstances, it is almost natural for
the gods to change their moods and desires. Eventually, up to a point, divine
intervention is not an excuse for certain actions, butitis identified as an influence
that complicates any decision process. Although the Judgement is a known
story, Helen is repeatedly criticised for her own ‘choice’ to follow Paris to Troy.
"This criticism is based on Greek notions about responsibility and divine action.
According to these, it is possible for a god to interfere and even lend a helping
hand, but the main body of action and effort must come from a human.*** T'aking
this view into account, it is easier to understand why the Judgement alone can
put a great amount of blame on Paris, but also on Helen. Divine planning does
not exclude human responsibility; rather it creates the circumstances under
which the mortals have to make decisions and take action. Yet for Euripides, the

share of responsibility between gods and mortals is always debatable.

#*Lloyd (2009) 192. Cf. Burian (2007) 18-19 on the first stasimon of Helen: “T'he evocation of past
sorrows leads to a general theological conclusion: if even a child of Zeus can be unjustly
slandered through Greece, divine power is incomprehensible and unpredictable (1137-50).”

3#See Fraenkel (1950) 371-3 on the distinction between aitios and petaitios and also Lawrence

(2013) 32-3 on the distinction between consciousness and the unconscious of divine interference.
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b) Comedy: Cratinus’ Dionysalexandros

The discussion of the Judgement of Paris in comedy must, inevitably,
concentrate on Cratinus’ Dionysalexandros (c. 430 B.C.) Although thematically
there are comedies that might have included the Judgement in their plot, like
Alexis  EAévns apmayr) and Cratinus’I8atot, we have clear evidence relevant to
the Judgement only in the fragments of the Dionysalexandros. Due to the
fragmentary state of comedies now lost, there is the impression that Old
Comedy does not often use conventional mythological cycles as tragedy and
satyr play do; thus, Dionysalexandros appears to be one of those cases that
transfers a clearly mythological theme, the beginning of the Trojan War, into the
genre of comedy.* In doing so, despite its comic character, the play shows clear
satyrical characteristics that have raised a long-lasting debate concerning the
genre it belongs to and the nature of its chorus. The connections between the
myth of the Judgement and satyr play have already been discussed in the first
part of this chapter. It is now worth looking into the role of the myth within
comedy, especially in terms of whether the theme in itself guided the play in a
more satyrical direction. The most important piece of evidence for the

Dionysalexandrosis a papyrus (P.Oxy. 663) that contains the play’s hypothesis

34 In the first two decades of the second half of the 5™ ¢. B.C. (where Cratinus belongs) about
26% of titles indicate plays with plots taken by mythology, whereas for the next two decades this

percentage rises to 47% (Bowie (2000) 321-2).
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...judgement, Hermes (5) leaves the stage and these talk to the audience about the
generation of sons, and when Dionysus appears (10), they mock and jeer at him.
When <the goddesses> arrive, Dionysus <being offered> by Hera unshaken
sovereignty, by Athena (15) courage in war and by Aphrodite the prospect of
becoming the most beautiful and the most beloved of all, adjudges the victory to
Aphrodite. Afterwards, he sails (20) to Lacedaemon, carries away Helen and returns
to Mt. Ida. Hearing soon after that the Achaeans are ravaging the countryside and
[seeking] (25) Alexandros, he quickly (30) hides Helen in a basket, disguises himself
as a ram and awaits consequences. Alexandros appears and detects them both, and
orders them to be taken to the (35) ships intending to hand them over to the
Achaeans; but when Helen objects, he takes pity on her and keeps her to be his wife,
and sends off Dionysus (40) to be handed over. The satyrs accompany Dionysus
encouraging him and maintaining that they would not betray him. In the play, (45)
Pericles is satirised very skilfully by innuendo as having brought the war upon the

Athenians. (trans. Bakola)

Unfortunately, apart from the hypothesis, the fragments of the
Dionysalexandros barely reach sixteen lines in total and are sparse. The
advantage of a hypothesis is that, potentially, it can offer an overview of the
whole play instead of individual words, lines or scenes. However, in nature,
it entails the subjectivity of its author, compared to the fragments, which are
the rawest type of material that can come down to us. Moreover, it is

impossible to date the hypothesis or be sure about its purpose. Different
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hypotheses have been proposed for different readership and functions.*** In
that respect, it is difficult to know what level or prior knowledge of the play
the author of P.Oxy. 663 presupposed and, so, we cannot be sure how
detailed it actually is. Also, there is always the chance that it was intended for
personal use of the owner, as a set of notes to give an overview of the main
points of the play or even those points that were of particular interest to the
author and owner.

Despite the difficulties and uncertainties that arise, thanks to P.Oxy. 663,
we can be sure that in the Dionysalexandros the Judgement of Paris was
represented on stage in some form and that the judge of the beauty contest was
Dionysus. According to the papyrus, the chorus jeers and mocks the god when
he appears on stage, then the goddesses arrive and the Judgement takes place.
Although it is not explicitly stated in the hypothesis that Dionysus is disguised
as Paris, the chorus mocking him suggests this assumption. From fr. 40 we can
deduce that Dionysus is wearing his usual kpokeTds x1Tcov, which he also
wears in the Frogs (46). The source of the choruss laughter was probably
Dionysus’ disguise as Paris. Just as Heracles cannot restrain his laughter when
seeing Dionysus’ attempt to pose as the hero (Frogs 46-7 and 49-50) with his
saffron chiton and the lion-head on top, the chorus could be mocking Dionysus

for a similarly ridiculous attempt at disguise as shepherd Paris in the

3 See for example Mossman (2010) on Euripidean hypotheseis and their possible
teaching/practicing of rhetoric function and von Moéllendorf (2010) on metrical hypothescis of
Aristophanic comedy and their appeal to the pepaideumenoior their owner’s intention to display

his ability to deal with a canonical text.
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Dionysalexandros. Alternatively, they could have been mocking him for
disguising himself as a mortal. The irony of the whole situation is striking; what
isit that a god cannot do in his original form, but can do as a mortal?

The motif of disguise and transformation is of pivotal importance in the
play. It appears from the hypothesis that Dionysus disguises himself as Paris in
order to judge the three goddesses. However, he probably does not know yet
the bribes that are going to be offered to him as Paris. If that is true, then Helen
isnot even in his head by the time the Judgement starts. Thus, it appears that his
initial purpose of disguise is to take up the role of the judge with whatever
advantages this may bring (observing the goddesses, having them beg for the
win, see them naked, etc.) And this is the answer to the question of what he
cannot do as a god, but he can do as a specific mortal 3

Once the goddesses come on stage and promise different rewards to win
the beauty contest, Aphrodite is judged the winner (12-19). Aphrodite’s bribe is
slightly different from the usual: instead of offering Helen or the most beautiful
woman in the world to Paris as his wife, in this adaptation of the myth she offers
to make him irresistibly beautiful and attractive (k&dAAiotd(v) Te k(ai)
gmépaoTov auTodv UTtdpxev). Such an alteration could easily be an initiative of

the author of the hypothesis; however, since the Judgement of Paris is such a

34 It has been suggested (see in the Art chapter, pp. 55-6), due to the archaeological findings
of Judgement of Paris depictions that incorporated Dionysiac scenery or Dionysus himself,
that there might have been a common tradition of Paris and Dionysus that inspired Cratinus
when coming up with the interchangeability of the two figures as they are portrayed in the

Dionysalexandros.
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well-known myth, this plot twist is certainly not accidental; promising Helen is
such a mainstream version of the story, that if it was in the play, the author of the
hypothesis would naturally reproduce it in his text. The significant alteration of
the norm indicates that this alternative bribe was actually to be found in the
Dionysalexandros. 'T'hat fact alone, however, does not preclude Helen from
being mentioned at all. Due to the brevity that a hypothesis calls for, its author
could easily have left out an allusion to Helen somewhere within Aphrodite’s
speech: the goddess, for example, might have said that she can make
Paris/Dionysus so irresistible that even Helen would be attracted to him.

Aphrodite’s bribe in the form found in the hypothesis also fits into this
motif of Dionysus and disguise/transformation. Through Aphrodite Dionysus
goes through a second layer of disguise: he gets the chance to become the most
beautiful man. Again, the irony is there: as a god he certainly already is more
beautiful than any mortal. However, in his actual form he cannot appear in front
of a mortal woman or else she would perish (this is why Zeus transformed
himself every time he approached a girl). It is strange that the god of
transformations would need Aphrodite to turn himself into anything. It seems
that Aphrodite with her bribe offers an invaluable opportunity to Dionysus for
limitless access to mortal women. "T'his unlimited access and the two layers of
transformation are the factors that probably lead him to dare to go after Helen
out of all women in Greece.

Near the end of the play we find a third layer of transformation: the point
where Dionysus transforms into a ram (lines 30-2 of the hypothesis).

Connections between Dionysus and the ram can be found in one of the Thurii
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and in one of the Pelina Bacchic tablets,** although there is no evidence that the
god was generally imagined as a ram.>* There is a chance that the choice of the
animal by Cratinus pointed towards the Orphic tradition and the Orphics’
reputation as hypocrites,** stressing Dionysus’ ability to transform on his own
all along, but choosing to do so only when he is faced with the responsibility of
his actions. 'The mockery would be appropriate for the time, as ‘under the
stresses of the Peloponnesian War and the Plague people would turn
increasingly to superstition’* But even if a connection with the Orphics was
not Cratinus’ intention, still, Dionysus transforming into an animal when he
needs to take responsibility, constitutes the third level of his transformations and
shows that he is the master of disguise. By turning into a ram both his disguise
as Paris (probably using a shepherds outfit or something similar) and
Aphrodite’s transformation fade away at once.

Although the Judgement is not the main point of Dionysalexandros, it
must have covered a whole scene of the play. By changing Aphrodite’s gift,
Cratinus also changed the myth’s traditional form. The judgement in the context
of the Dionysalexandros is not what leads directly to Helen’s abduction, but

does offer Dionysus an asset in order to accomplish it. This feature of the play

349 Graf and Johnston (2007) numbers 5 and 26a and b.

3#71bid. 128-9 and 131 discussing the context of makarismos that is found in these tablets. See also
151 on the later Gurob Papyrus, in which the ram and the billy goat are two of the sacrificial
animals. However, the ram is often sacrificed to Persephone and the billy goat to Dionysus.

34 See, for example, Eur. Hipp. 952-7, where Theseus calls Hippolytus to join the Orphics if he
wants to go on with his boasting, implying the hypocrisy of the rite. See also Lucas (1946) 65-6.

3 West (1983) 20.



combined with the last piece of information (44-8) regarding the play mocking
Pericles as the person who led the Athenians to war, points in a different
direction in terms of responsibility: if Dionysus (disguised as Paris) is offered
only the means to attract Helen by Aphrodite, then his choice of how and
towards which woman to use it becomes wholly his own. By choosing Helen the
supposed insult to the Greeks is presented as even more intentional than in the
conventional version of the myth, proving this fake Paris to be fully responsible
for the Trojan War.

In that respect Wright's proposal for P.Oxy. 863, which mentions TT&pi8es in
plural, makes even better sense, as Pericles is presented as a Paris type of person,
who is ultimately the cause of war. The TTapi18es of the fragment refer to a certain
type of man: one who is an adulterer and thus makes all the wrong choices.® In
that respect, Pericles, as the object of mockery, is presented as prominently
choosing and planning the Peloponnesian War, possibly against alternative
options.® As Pericles was often mocked based on the influence his courtesan

Aspasia had on him.* it is possible that Aphrodite’s or even Helen’s influence

3% See Wright (20006) 594-5 on P.Oxy 863 being a fragment of the Dionysalexandros rather than
a fragment of Eupolis’ Demoi and further Shaw (2014) 91-2 on Pericles being mocked within a
mythological plot.

3 Bierl (2013) 374 notes: In addition Dionysus is blended with layers of Pericles. In reality the
ridiculous behaviour aims at the mighty general who has overridden the demos in a tyrannical
way. Most of all, his inglorious politics that was distinguished by love affairs and cautious
manoeuvring at the beginning of the Peloponnesian War are mocked.’

35 Pericles was said to have left his wife to live with Aspasia, who was herself a courtesan, but

also amadame, importing other courtesan girls in Athens. See Ath. Deip. 12.553¢-d and especially



over Dionysus or Paris respectively was used as a symbol of the relationship of
Pericles and Aspasia and generally of a woman’s influence over a man.’ It is
quite impressive that, according to the hypothesis, only when Helen hesitates to
go back with the Achaeans (37-8) does Paris take her as his wife (39).

Wright is right to question whether the term TTapi8es of P.Oxy. 863 is used
in a metaphorical sense or in a literal sense; in the latter case it would mean that
there were more than one Paris on stage and thus the Dionysalexandros would
be a good match for the fragment.® However, it appears that in the play the real
Paris has nothing to do with Dionysus’ lustful and fatal decision in the
Judgement or any kind of dishonourable behaviour. Finglass, based on the pity
that Paris demonstrates for Helen (38: oikteipas) and the rest of his behaviour
in the play, argues that ‘such a feeling contrasts with the sexual passion and self-
indulgence with which Paris is usually associated’ and that “part of the play’s
humour presumably derived from the unexpected presentation of Paris as a
basically virtuous man’® Thus Dionysus, as a fake Paris, and the real Paris of
the play do not fall under the same category in terms of morality at least.

Nevertheless, they would both be responsible for the destruction that P.Oxy.

13.569f-70a, which reads: ‘as the witty Aristophanes observes in passing, when he says regarding
the Peloponnesian War that Pericles brought the trouble into full flame because of his love for
Aspasia and because of the servant-girls that Megarians kidnapped from her’ quoting a passage
from Aristophanes’ Acharnians (524-9).

3% See Marshall (2014) 66-7 on the role of Helen and her association with Aspasia in this context.
3+ Wright (2006) 594.

3% Ringlass (2016) 98-9.

186



863 refers to (line 6: diapbeipouot), notwithstanding Paris’ noble and
sympathetic motive; Dionysus picked Aphrodite, but Paris failed to return her,
thus still bringing the Trojan war about.

Olson is right to point out that ‘whether Pericles was supposed to be
represented by Paris or by Dionysus is unclear’® Aspasia might have been a
courtesan, thus making Aphrodite’s influence over Dionysus via her lustful bribe
an appropriate match, but we cannot be sure whether Cratinus’ pity of Paris is
actually what he intended to use as a point of comparison regarding a female’s
influence over a man. Should we assume that Aspasia seduced Pericles
regarding the war, or did she evoke his pity, especially based on Aristophanes
(Ach. 524-9) and Athenacus (n. 352 above) regarding the supposed girls that
Megarians kidnapped from her.

Although the parallels with Pericles seem quite reasonable in the context
of the Dionysalexandros, there is a possibility that the play did not point towards
this direction at all. Unfortunately, we do not have any other substantial
evidence from the mythological burlesque genre to which the play belongs and,
thus, we cannot be sure as to how politically inclined these plays were. In any
case, the hypothesis's comment is such a good fit for the play, that it is quite safe
to consider the association with Pericles valid. In that case, Cratinus managed
to handle a well-known mythological story in a way that makes it contemporary,

but without making the political connection too obvious.?” In fact, the reference
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Olson (2007) 87.
%7 Thus the 8¢’ ¢énpdaoews of the hypothesis: Bowie (2000) 324; Biles (2014) 55-6. See also

Vv 17 inus usi araepi / as Vi achiev iti
Revermann (2003) 117 on Cratinus using paraepic comedy as a device to achieve political allego



to Pericles that the hypothesis provides has been debated not only in terms of
whether there is a political inference at all, but also on the grounds of whether, if
it is there, it is actually about Pericles. Vickers, for example, suggests that the
play is more of a parody of Aspasia and Lysicles (her second husband) instead of
her and Pericles, proposing a later dating for the play (after Pericles death) than
the 430/29 B.C., usually considered accurate.® According to his argument, the
constant references to sheep in the play fit much better a mocking of Lysicles,
who was a known sheepdealer® rather than Pericles. However, we cannot really
be sure that Cratinus chose the specific myth in order to fit Lysicles activities;
plus, although the ram is not often connected with Dionysus, the Bacchic tablets
show that it was probably not the poet’s innovation in order to mock Lysicles.
On a second level, it appears that the Judgement in the Dionysalexandros
could imply a parallel to the comic competition and serve the meta-theatricality
that is very often found in comedy. If in the hypothesis the chorus speak about
the ‘sons of poetry’ to the audience (7-9), meaning the poets, and the Judgement

is the scene directly following this choral song, it is possible that the audience

and notin order to target Homer and epic poetry per se. (Lucian, for example, uses mythological
tradition to mock the tradition itself, but also the literature that preserved it, see chapter 5.)

3 Vickers (1997) esp. 193; Cf. Olson (2007) 87 on the possibility that the war Pericles caused for
the sake of Aspasia was actually the one against Samos (440 B.C.) as Plutarch reports (Per. 24.2;
25.1). In that case the play can be dated a decade earlier.

3% Ar. Knights 132: mpoPatomdAns.
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and the judges are called to think of Paris and his Judgement.** This implication
would only intensify the humorous aspect of the scene, as by no means can the
harmless consequences of a poetic competition be compared to the dangerous
results of Paris’ choice.

Unfortunately, we are still missing pivotal details and trying to reconstruct a
whole play using a hypothesis is challenging. In the case of the Dionysalexandros
we do not have any extensive fragments that could potentially aid a more
accurate reconstruction. For example, we cannot be absolutely sure whether
Dionysus was disguised as Paris and, even more, whether his disguise was
successful. (It would be interesting to know the plot, in the case of the goddesses
seeing through his disguise).

Another uncertain, but extremely important point, is what happens between
the Judgement and Dionysus’ trip to Greece. How he made the decision to
abduct Helen and what Aphrodite’s role was in this are questions that simply
cannot be answered. Also, according to the hypothesis the Achaeans come
straight after the abduction and start burning the land of 'Troy asking for Paris,
but how do they know that it was Paris who did it? As the play belongs to the
genre of comedy things become even more vague and complicated. Comedy is
known for breaking rules and inverting facts and, therefore, anything is liable to

innovations that have not been encountered in other plays. However, the main

3% Wright (2007) 424-5 and (2012) 33. He also discusses Aristophanes’ Birds 1102-17, in which the

bird-chorus invites the judges to imagine themselves in the role of Paris.
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features of the play as presented in the hypothesis can shed some light towards
its reconstruction.

In any case, the Judgement was represented on stage and a question worth
asking is whether the beauty contest was the play’s agon, if there was one at all.
Bakola argues that the Judgement could not have been the agon of the play
mainly on the grounds of technical difficulties: such an agon would need to
involve three instead of two rival positions and, although we occasionally find
agones after the parabasis, we would normally expect to find it before, which in
the case of this hypothesis, she believes, is summarised before the Judgement
scene, when the chorus is described speaking to the audience (6—9).3(" Storey, on
the contrary, considers this speech of the chorus to be the parodos of the play.3*
In his opinion, we do not have to consider that much is missing from the
hypothesis before what we already have,3 as mapayevduevos is used for first
appearances in the play and so not much could have happened before the
appearance of Hermes or the goddesses.’* He also brings up other examples in

which the chorus addresses the audience in the parodos, in order to support his

view 3%
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Bakola (2005), 56 and (2010), 98-9.
3% Storey (2006), 111-13.

3% Cf. Bakola (2005), 55 on papyrological evidence (ink traces) which indicate that the missing
part of the first column is around one third of the whole hypothesis.

304 Luppe (1966), 172 and Storey (2006), 111.
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His argument is also based on reading in line 8 tepi tév otV (about the poets)

(following Korte (1904) 495) and on the fact that Aristophanes speaks to the audience about the

190



Although Bakola’s argumentation on the parabasis is more convincing than
Storey’s on the parodos, the beginning of the hypothesis fragment actually being
the parabasis does not rule out the possibility of the agon coming after it. The
‘standard’ structure of a comedy - if there is such a thing - calls for the agon to
come after the parodos and before the parabasis of the play.3 Having the agon
after the parabasis is something that, at least occasionally, occurs in comedies
(for example in the Knights and the Frogs) and, therefore, is not impossible.
Concerning Bakola’s other argument against the Judgement being the play’s
agon, but rather being a typical Aristophanic scene, in which a series of
individuals come in front of the central hero trying to win his favour, I am not
convinced either. First, the hypothesis does not imply that the three goddesses
appear on stage one by one rather than altogether. It is possible that the
hypothesis’ presentation of the scene is too compressed and so implies that the
goddesses came on stage altogether whereas they actually did not. Nevertheless,
even if the Judgement is not the play’s agonal scene, it would be strange (even
unique) to have the goddesses come in front of Paris/Dionysus one by one. Apart
from the scene with the three goddesses being quite standard in art, it is still a
beauty contest and, thus, the judge would normally have to see the three

candidates next to each other to decide, at least at some point during the judging

poets at the beginning of his plays usually through his actors. He argues, therefore, that Cratinus

might be doing the same via the chorus (Storey (2006), 108 and 112-13). See also Storey (2010) 191.

3% Marshall (2014b) 134 using Aristophanes’ Wasps as a sample. However, in 135 he goes on to

specify that the structure of Old Comedy is not straightforward and every play is unique.
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process. An individual presentation of each goddess by Hermes, for example,
cannot be rejected as impossible and again the lack of actual fragments makes it
hard to come up with decisive conclusions. However, if we take into account our
only extended piece of evidence, the hypothesis, it appears that the goddesses
arrived altogether (TTapayevopéveov) and the arrival most probably refers to
their appearance on stage.

Second, although the agones require two opposing parties and the
Judgement is seemingly a choice among three options, we have seen so far that
the distinction between Hera and Athena’s gifts is not as strong as the one
between theirs and Aphrodite’s. Although in the lliad and in tragedy this
categorisation between two noble and one disgraceful choice is subtle and not
extremely prominent, Sophocles’ satyr play Krisis seems to provide a clearer
example of the distinction between virtue and pleasure. In this light, itis possible
that Cratinus followed a similar pattern and represented Hera and Athena as
one version of choices and Aphrodite as the opposite one. Of course, such a
setting would require at least four actors to be on stage at the same time (5 if we
assume that Hermes does not leave the stage for the judgement) and this would
break the three-actors-rule. However, it appears that in comedy this rule is not
strictly applied until the time of Menander; in fact, Aristophanic comedy
sometimes requires 4 or even 5 speaking actors.” If either Hera or Athena is a
silent character and only one of them does the talking for the noble side of bribes,

then it is not utterly impossible to have a scene similar to an agon. It is even

3%Csapo (2010) 137.
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possible to suggest that Aphrodite was the silent character during a debate
between Hera and Athena; while the two goddesses are fighting against each
other, Aphrodite could be standing on the side, luring Dionysus/Paris with her
looks and announcing her bribe just before his decision. Since agones do not

change the plot of the play,’®

the possibilities are endless: by knowing the
obvious choice of the judgement is Aphrodite and not having her defend herself
in order to win, the scene could even be an ironic representation, rather a
mockery of the agon. In the same context of the play’s meta-theatricality, it is a
possibility that Cratinus set up an agon for the most pre-decided judgement in
Greek myth, demonstrating both the power of looks and the vanity of the
discussion within the universe of the play.

Third, since the play includes the Judgement of Paris it would be
unreasonable to not make this the agon scene of the play. From what the
hypothesis provides, the judgement of Paris was the most appropriate, if not the
only, instance suitable for an agon.® Itis easy to imagine the three goddesses on
stage arguing and debating over who is the most beautiful and whose reward is
the best, trying to convince Dionysus/Paris to judge in their favour. Bakola’s
arguments on the technical difficulties of considering the Judgement to be the
play’s agon are reasonable, but by no means conclusive. The Judgement is

naturally an agon scene and we do not have evidence of a different one in the

play, while comedies often break the rules of regularity and pre-defined

30

¥ Long (1972) 298.
3% Whittaker (1935) 187 suggests that the Judgement is the only possible subject for an agon and

that it could be in the form of a triple debate, like the one found in the T hesmophoriazusae.
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structure. Thus, technicalities would not easily prevent the Judgement from
being the play’s agon.

The connection with Krisis suggests another key point of the
Dionysalexandros: the identity of its chorus. Some scholars have argued that the
main chorus of the play was a group of shepherds that would accompany Paris
in Mt. Ida, while the chorus of satyrs would be a secondary chorus, similar to the
one of the frogs in the homonymous comedy. The existence of a satyr chorus in
the play can be easily deduced from the hypothesis: in line 42 an explicit reference
to a group of satyrs (c&tupot) can be found. This group, that has apparently
been taking part in the dramatic action up to this point, is obviously a chorus.
There is nothing problematic with a chorus of satyrs in a comedy, as many
comedies do indeed have one.” Since Dionysalexandros in particular seems to
bear special resemblance to a satyr play in aspects beyond the satyr chorus, such
as its rural setting and the theme of contest, ' it is hardly unexpected that it had
a chorus of satyrs.

The assumption that there was another main chorus of shepherds to
which the hypothesis refers as mocking and jeering Dionysus (6) and as being
ordered by Paris to give Helen to the Achaeans (34-7) might be reasonable, but

itis not a fact that clearly stems from the evidence that we have.”* The satyrs in

372 See Csapo (2003) 70 on Cratinus having at least two satyr choruses (in the Dionysalexandros
and in his Satyroi) and Storey (2005) 201-2.

37 Bakola (2005) 54-5.

37 For a full account of the arguments scholars have posed against a single satyr chorus see

Bakola (2010) 84-7.
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the parabasis, as narrated in the hypothesis, are probably making fun of
Dionysus for his disguise as Paris, right before the Judgement. This seems like
a reasonable scenario that does not need an alternative chorus to make sense,
especially a chorus of shepherds. If it is hard or inappropriate for a satyr chorus
to mock Dionysus on stage, it is no easier for a group of mortal shepherds to do
so (although Dionysus is a divine figure that would not generally be insulted by
mocking or jeering). In any case, a second chorus is not needed. As far as the
second problematic point is concerned, especially combined with fr. 39 of
Dionysalexandros,? it can be easily solved by assuming that the satyrs are
working as shepherds in Ida. In this respect, fragment 39 can be their description
of what they have been doing while Dionysus was in hiding, whereas their
position as Paris’ followers is in agreement with their return under the command
of their original master, Dionysus, near the end of the hypothesis (41-4).7*

With the single satyr chorus, the connections that the Dionysalexandros

has with a satyr play become more prominent. The rural setting of the play

3% Luppe (1966) 184-92 on fr. 39: éveiow évtaubol pdxaipar koupides, / ais keipopsy T&
TpoPBaTa kai Tous mowévas, referring to shearing sheep, an activity normally attributed to
shepherds and on a possible alternative title IAAIOI. However, the accusative ToUs Troiuévas
can only indicate that the first person plural subject of the relative clause is different from the
shepherds, whereas the title theory is merely an assumption that does not need a separate
shepherd chorus to be validated. See also Bakola (2010) 85-6.

37+ Bakola (2010) 87. Cf. Dobrov (2007) 258-9 on the satyrs being just a means to mock Pericles,

as he believes that comedy systematically avoids connections with satyr play.



brings to mind Euripides’ Cyclops and Sophocles’ Poimenes ¥ among others,
but the role of the satyrs as shepherds is very reminiscent of Sophocles’ Krisis.
There are two reasons why a satyr chorus is appropriate for the context. The first
has to do with the mythological background. Cratinus’ play might be satirising
its contemporary political circumstances, but it does so set in a mythological
background. Therefore, the satyrs pose as the figures which connect this
mythological base of the story with Dionysalexandros comic context.” The
second one is similar to the role of satyrs in Krisis; as Paris/Dionysus is trying to
decide among the goddesses and their bribes we cannot expect that the satyr
chorus stays silent and does not have any commentary or participation to offer
on the judging procedure. Of course this could also have been done by a chorus
of shepherds, but satyrs offer all those extra possibilities that a conventional
chorus would not: they can jeer loudly and voice their drunken and lustful
opinions in a way that can be very straightforward and obviously funny. In fact,
in this version of the myth, Aphrodite’s bribe seems even more appealing for the
sexually driven satyrs, since becoming irresistible to every woman means that a
man can have any woman, at any place, any time.

The problem of the chorus obviously is not whether a chorus of human

shepherds would be appropriate. It most certainly would. However, there was

3% The Poimenes is not universally accepted to be a satyr drama. Rosen (2003) 384 (proposing
actually an analogy with the Dionysalexandros) and Bakola (2010) 93, n. 35 argue for it being a
satyr drama, whereas Sommerstein and Talbot (2011) 183-8 and Coo (2012) 89, n. 1 consider it to
have been a tragedy.

37 Shaw (2014) 92 and especially 93.



a satyr chorus in the play, which could easily have fulfilled the parts that are
attributed to shepherds. Taking it a step further, there is even a possibility that
the satyrs were disguised as shepherds to make Dionysus™ disguise more
convincing. As Hermes and the goddesses come on stage the satyrs could be
engaging with pastoral activities, under Dionysus’ command, for him to appear
as Paris with his shepherd companions.

Although Dionysalexandros is a comedy, the presence of the satyrs is, as
in Kirisis, associated with the symbolism of the Judgement of Paris myth. The
replacement of Paris with a disguised Dionysus fits well within the genre of
comedy, but it does not presuppose the existence of satyrs. In Frogs, for
example, the motif of the disguised Dionysus is not escorted by a satyr chorus.
The theme of the play, however, does create the dramatic circumstances in
which the satyrs fit perfectly. Although the Judgement of Paris is just a scene in
the Dionysalexandros (even if it is the agonal scene) it is so essential for the play
that it makes sense for it to set the pace for the other dramatic elements.

Dionysalexandros is a comedy, which bares a few features of satyr play,
too. The satyric element of the play becomes quite clear from its ending.
Although the hypothesis does not give an absolutely clear indication of the play’s
ending, rather it sums everything up with a general comment on the play
mocking Pericles, one would assume that Paris, convinced by the satyrs, does
not hand Dionysus in to the Greeks. This would mean that in the end of the play,
the status quo of the story remains the way we know it from the myth: Paris has
decided to take Helen as his wife, Troy is burned down by the Greeks while they

are asking for Paris and Dionysus, along with the satyrs, never existed in the
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story. F'rom this aspect, although the play follows comic norms like having
Dionysus as a dramatis persona, the chorus addressing the audience and
mocking of contemporary political figures, it also presents an alternative, funnier
version of a known myth, but without an alternative mythological outcome. The
myth remains the same and what happens within the play cannot change that; it
is just a twisted version of the story that is represented in the satyr play.
However, if the hypothesis does not offer the full picture, then it would be
interesting whether the plays finale consist of the usual Aristophanic big
celebration. In that case, we would assume that Paris gives in Dionysus to the
Greeks and somehow everyone forgives everyone else and they are all drinking
and dancing together. But what would happen with Helen, who according to
the hypothesis, hesitated to be returned to the Greeks? And would that mean
that the "T'rojan War would be ultimately avoided the last minute? "T'his type of
ending might bear somewhat the usual irrational character of typical comic
finales, but the way the story unravels calls for more of a satyrical rather than a

comical ending.



Chapter 4

Hellenistic Literature

The Judgement of Paris appears sparsely in Hellenistic literature. Works that
refer to the myth include Lycophron’s Alexandra, where the Judgement is briefly
mentioned in the context of the Trojan War's past in Cassandra’s delirious
prophecy, Callimachus’ Hymn to Athena and a few epigrams, not all of which
can be dated to Hellenistic times with certainty. Callimachus™ use of the
Judgement is in a unique context and, therefore, will dominate the discussion to
come, along with some of the epigrams, which provide a wider perception of the
myth’s significance and themes around that time and later. The Alexandra
reference is also interesting in its own right, especially considering Lycophron’s
composition in terms of vocabulary and the placement of the Judgement story
within the full scale of events before and after the Trojan War.

In terms of genre, the Alexandra belongs somewhere between tragedy and
epic. An obscure piece of work, it is hard to date,”” alluding, as it does, to events
and people without always being clear about their identity,” while using arcane

vocabulary. The poem portrays a messenger reporting direct speech: a prophecy

37 1 will come back to the problems of dating the Alexandra, while discussing, later in the
chapter, its possible political implications.

37 Sens (2010) 299.
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of Cassandra, whom the poet calls Alexandra (thus the work’s title) speaking of
all the ills of the past and the aftermath of the Trojan War. Her account includes
a brief retelling of the Iliad and a more elaborate one of the Odyssey and also
draws in the Cypriaand a range of now lost texts from various genres relating to
the Trojan War.?” In this context of exploring the causes and consequences of

the war, Cassandra mentions the Judgement of Paris (9o-3):

kai 81) og vauTtnv Axepoucia Tpifos
KaTaiBATIs MUy apyov, oU TaTpos KOTTPOUs
oTeiBovta pakT&V BouoTdbBuwyv EevcdoeTal,

cos Tpdobe kGAAous TOV Bucopitnv TpiTAals.

And you, white-rumped sailor, the path which leads down

to Acheron will receive you, no longer treading

the dung of your father’s rough ox-stalls,

as previously, when you were judge of beauty for the Three.

(trans. Hornblower)

Her prophecy of the Judgement, which will ultimately lead to Paris’ death* is
followed by a prediction of how Paris will abduct Helen, causing the Trojan
War to happen without knowing that the true Helen will be left in Egyptand he

will carry her phantom with him to Troy (94-143).

37 Sens (2010) 301.

3% Hornblower (2015) 143 n. on Axepoucia Tpios / kaTaiB&Tis.
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Lycophron has Cassandra talk about Paris’ past as a shepherd, at the
time when the Judgement took place. BouoTt&Bucov, in particular, is reminiscent
of Euripides’ vocabulary when referring to Paris as shepherd,® while the version
of the myth that has Helen in Egypt s the one used (or conceived) by Stesichorus
and remastered by Euripides. In just four lines Lycophron has described Paris’
life as a shepherd (91-2), has pointed to his cowardice (as miyapyovin 91, is used
as a metaphor for a coward), reminding the reader of Homer and his portrayal
of Paris, has mentioned his role as judge of the three goddesses (in 93, where he
is described as the examiner (Bucopitnv) of the three) and has prophesied his
death (in go-1). And all this within a poem that attempts an almost Herodotean
description of the history of the world, with special focus on the interactions
between Asia and Europe.® It appears, therefore, that Lycophron uses a variety
of sources and genres in composing the Alexandra, sources that are widely
known and easily recognisable. Nevertheless, the poem still withholds its
obscure and ambiguous character, challenging the reader to decode Cassandra’s
predictions through the prism of prior knowledge of the events that are being

prophesised.® Truly, if we did not have prior knowledge of who Cassandra is

3% Eur. Hel. 29: Aiéov 8¢ Bouotabu’ 18aios TTapis compared by Hornblower (2015) 144.

3% Fantuzzi and Hunter (2004) 440-1; Sens (2010) 302: ‘More important, in the final section of
the prophecy it becomes clear that the immediate focus of Cassandra’s concern, the T'rojan War
and its aftermath, forms part of a larger, ongoing conflict between East and West (1283-1450);
Hornblower (2015) 4.

3% Gutzwiller (2010) 358. See also West (2000) on her proposal that the Alexandrais also using a

tradition of prophetic/apocalyptic literature in various Eastern cultures.
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or how and why the T'rojan War happened, it would be impossible to grasp the
meaning of the poem, just based on its text. Lycophron incorporates the
tradition of the Trojan War in his work, while rendering it essential information
in order to follow the prophecy.

In Callimachus’ 5”’ Hymn, on the other hand, the Judgement of Paris is
used not in its usual role of discussing the war’s causes, but in a unique context:
a contest in which Athena lost is brought up within a hymn in honour of the
goddess. Thus, the Judgement is narrated in such a way that the goddess’s loss
is actually presented as something positive. At the same time, the element of the
mortal gaze at a goddess is initially brought up through the Judgement, to be
further elaborated on in the story about Tiresias’ blinding by Athena, which is
actually the main story of the hymn. The Judgement of Paris in a way sets out
the main themes of the hymn, which will then receive further reflection in the
myth of Tiresias; the nature of masculinity and femininity, vanity and virginity,
the will of the gods and anger and mortals’ trespassings are first brought up
through the Judgement, and so for the Tiresias myth is filtered through the
impression that the Judgement of Paris has already created, as narrated by the

priestess of Athena. The Judgement can be found a few lines into the poem (13-

32):

& 1T Axauddes, kai ur) pupa und’ dAaBaoTtpoos
(ouplyywv aiw pBdyyov Umagdviov),
un ppa Awtpoxoot T& TTaAAdd und’ dAaPdotpws 15
(oU y&p Abavaia xpipnaTta Heik T QiAeD)

oloeTe und¢ kK&TOTTPOV: Ael KaAdv Suua TO Trvas
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oUd’ Ska Taw "Ida OpuE edikalev Epiv,
oUT’ &5 Opeixalkov peydAa Beds olTe Zipodvtos
EBAewev Sivav és Blapaivopévav: 20
oud’ “"Hpa- Kutrpis 8¢ Siauyia xaAkov éAoioa
ToAAdKL T&v avutav Sis HeTEBNKE KOUAV.
& 8¢, Bis e€rkovta diabpéEaca SiavAwos,
T 3 k) ’, \ 7
ola map’ EvpcdTa Toi Aakedaipdviol
AOTEPES, EUTTEPAUCOS EveTpiyaTo At AaBoioa 25
xpiuaTta, Tas idias ékyova putalias:
5. ~. 1 LTS 3 ’ ’ [
@ Kédpal, TO O Epeubos avédpape, TTPCOIov olav
T poBov f oifdas kdkkos Exel xpotav.
TA kai viv &poev Tt KopiaTe pédvov EAaiov,
o KdoTtwp, & kai xpietar HpakAéns: 30
OlOETE KAl KTEVA Ol Ty XPUCEOV, €5 ATTO XaiTaV

TéEENTaL, AITTapoOv opacapéva TASKapov.

Oh, come, Achaecan women, and neither myrrh nor perfume jars (I
hear the (hissing) sound from under the axle naves), (15) you
bathpourers, bring neither myrrh nor perfume jars for Pallas (for
Athena is not fond of mixed ointments), do not even bring her a
mirror. Her looks are ever fair. Not even when on Ida the Phrygian
was judging the contest did the great goddess glance into the
orichalc or (20) into the transparent eddies of the Simois. Neither did
Hera. But Cypris having frequently taken up the shining bronze
twice rearranged the same lock of hair. But Athena having run twice

sixty double lengths of the course just like the [Lacedaemonian stars
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[sc. Castor and Pollux] along the Eurotas, (25) and taking a simple
oil, the product of her own planting, skilfully rubbed herself down,
girls, and a blush suffused her, like the early rose or the seed of the
pomegranate has on its surface. Therefore bring some manly olive oil
only, (30) with which Castor, with which Heracles too anointed
himself. Bring her also a comb, all gold, that she may comb her hair,

having cleansed her shining tresses. (trans. Stephens)

Athena is generally portrayed in the hymn as a rather masculine figure,** who
does not waste her time on beautifying herself in any traditional female way. She
is almost unwilling to bathe unless she washes her horses first,* and even then
her bathing is not of a luxurious, beautifying nature, but rather a matter of
practicality. Bathing in itself, on the other hand, often leads to rape or attempted
rape,® and thus is a setting highly inappropriate for an eternal virgin. Since
bathing is so closely connected with both beautification and rape, Athena cannot
be possibly represented as bathing herself before the Judgement of Paris. That
sort of regime is more appropriate for a figure like Aphrodite. Much later, it
appears that the bath probably became quite mainstream for the preparation for
the Judgement: in A.P. 9.637 (2 6™ c. A.D., anonymous) the narrator informs us

that Aphrodite bathed her divine limbs here and went straight and showed

3MSee for example Depew (1993) 68 on Athena using &poev EAatov (29), the same that Castor
and Heracles, two archetypical masculine figures, use.
3% Heyworth (2004) 139-40.

386

Morrison (2005) 38.
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herself to Paris, wining the apple, but in A.P. 9.633 by Damocharis
Grammaticus (6™ c. A.D.), all three goddesses bathed before the Judgement.
Damocharis goes on to say that: ‘perhaps now Paris will not be their judge, but
their image reflected in the silver flood’, possibly implying that their nude images
while bathing (and possibly before doing anything further in their regime) would
be the best criterion to choose a winner.

"The myth of the Judgment fits into Callimachus’ allusions to Homer and
archaic poetry, mainly the Homeric Hymns37 The story itself is a reminder of
the Trojan War in general, whereas the preparation details of the goddesses
resemble similar scenes of preparation from the lliad (like the Dios apate in
Book 14), the Cypria (frr. 5and 6 West) and the Homeric Hymn to Aphrodite.

The reference, thus, fits the allusive context of Callimachus’ work, but
the main question remains: how does a myth about a contest which she lost help
towards honouring Athena? It certainly should not be considered an indication
that Callimachus’ hymns lack cultic or religious context.* The answer is rather
thatitis a matter of inverting the usual impression that the Judgement leaves, to

honour Athena as the paradigm of natural beauty and virginity.

3% On allusions to Homer see Bulloch (1985) 45. On Homer and the Homeric Hymnssee Depew
(1994) 420-1; Van 'T'ress (2004, 88;
3% Bulloch (2010) 167-8; Stephens (2015) 11. See also Fantuzzi and Hunter (2004) 364 on

Callimachus” hymns being authentic hymnic texts.
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Bulloch considers the reference to the Judgement of Paris in a hymn to
Athena to be ‘a deliberate Callimachean puzzle’ 3 which needs to be decoded in
order to conceive the actual meaning of the myth, as told in the context of the
hymn. One can trace ironic connections of Athena to Aphrodite or Helen (like
the pomegranate or the rose in 28),¥° as what she does and what she refuses to
do before the Judgement is what dissociates her completely from Aphrodite and
Helen, and rather connects her to her brothers, the Dioscuri and Heracles
instead (24 and 30).*" Athena, according to Callimachus, did not take time in
front of the mirror (neither did Hera) before the Judgement, as Aphrodite did
fixing again and again, because she always looks beautiful (17). Instead, she ran,

which brought alovely flush on her cheeks (27-8) and then rubbed herselfin plain

3% Bulloch (1985) 127. See also 46-7 and 138 on a second layer of allusion to Theocritus 18, where
Helen is described as po8dxpcos EAéva, in a similar manner to Athena in the 5 Hymn's 28. On
the imitation of Theocritus’ 18 (epithalamium for Helen and Menelaus) see also Stephens (2015)
250, where she points out that ‘Callimachus transfers the simple health regimen of Helen’s female
attendants (running, anointing in manly fashion) to Athena [...] However, Theocritus goes on to
inform us that none of these girls is the equal of Helen, just as in the contest Athena, however
healthy, is no match for Aphrodite.” We need to point out, however, that Athena is no match for
Aphrodite, because, as portrayed in the hymn, she does not care to be.

3%° Morrison (2005) 40-1.

¥t Callimachus’ Hymn to Athena is not the only instance when Athena dissociates herself from
Aphrodite. The same thing happens in Apollonius’ Argonautica 3, 32-5, when Athena tells Hera
to do all the talking with Aphrodite (since they want her help to make Medea fall in love with
Jason), because she knows nothing of her crafts and she does not want to know anything about

it.
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olive oil, the same that men use, instead of some kind of aromatic oil. The idea
behind this scene, however, goes beyond Athena’s preference to simple beauty
and plain masculine preparation rather than the intricate female pampering; it is
very much about Athena’s virginity and her attitude towards men. She does not
care to attract men in a sexual fashion and thus she will not take the time to
prepare herself for the sake of one of them. Paris, who is only referred to as ®pug
(18), like some kind of meaningless barbarian, who does not even have a name, is
not important. As far as Athena is concerned he should not even be looking at
her; look at what will happen to Tiresias in a while. Athena is always beautiful in
her own, wild, masculine and glorious way, that does not depend upon her
beautifying herself, while her eternal virginity makes her ignorant and
uninterested in Aphrodite’s craft.

The allusions of the Bath of Pallas to Homer, the Cypria and the
Homeric Hymns are not limited to the goddesses’ preparation scenes, but
expand on Athena’s figure as an eternal virgin. Most scholars have focused on
how the juxtaposition of Athena to Aphrodite (and Helen) in the first section of
the poem brings out the goddess’ masculinity. Under this scope, scholars have
found the setting of Tiresias’ blinding incompatible with Athena’s
representation in the first part, explaining it mainly as an intentional kind of irony

by Callimachus over the generic stereotypes of hymns.** However, if, along with

3 Bulloch (1984) 229: ‘his (Callimachus) religious poems present a very non-simplistic,
distrustful view’; Depew (1993) 69: ‘What is noteworthy is that Callimachus has throughout the
poem’s first section emphasized her masculinity. In the myth he then focuses on aspects of a

traditional account for which the quality is absurdly out of place (referring to the stereotypically
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masculinity, Athena’s virginity is also added in the picture, then the setting of
Tiresias’ blinding appears less troubling. It is her eternal virginity that makes it
forbidden for Tiresias to see her naked. The Judgement of Paris gives
Callimachus the opportunity to mention Aphrodite early in the poem in a way
that demonstrates her full potential in the art of love. When someone needs help
with seduction they go to Aphrodite and it appears that the Judgement, in the
way it is described in Callimachus, was, after all, more of a contest of seduction,
rather than of objective beauty.

In the Homeric Hymn to Aphrodite the reference to Athena, along with
Artemis and Hestia, at the beginning of the poem (7-33) serves both as a
reminder of Aphrodite’s limits of power, but also as an indication of the goddess’
sexual nature.® In direct intertextual conversation with the archaic hymn,
Callimachus uses Aphrodite in his Hymn to Athena to create the exact opposite
effect: Aphrodite’s seductive nature only enhances Athena’s virginity. The two
hymns, therefore, follow a common, but inverted pattern: the first section of each
mentions the other goddess to stress Aphrodite’s lustful nature in the Homeric

Hymn to Aphrodite and Athena’s virginity and masculinity in The Bath of

female setting of bathing in the woods, with the companion of Nymphs) [...] Callimachus alters
the referential force of the conventions that introduce the poet, the /audanda and the context of
praise. In doing so, he undermines the generic functions those conventions traditionally
perform.; Haslam (1993) 123: ‘we shall recognize that their affectiveness is continuously
destabilized, both by their obtrusive stylization and by their intertextuality.’

3% Faulkner (2008), 84-5. He recognises the inverse use of Aphrodite in Callimachus’ Hymn to

Athena, but does not offer a further discussion.
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Pallas. 'These initial images are further enhanced by the second parts: both
goddesses encounter a mortal man, but make completely different outcomes of
the opportunity, proving their initial representation. Aphrodite lies with
Anchises, whereas Athena blinds Tiresias in an outburst of anger.** T'he same
situation leads to sexual contact in the Homeric Hymn, whereas in Callimachus
it actually affirms Athena’s initial chaste and partly masculine nature.®> In the
Hymn to Athena, being the loser of the Judgement of Paris, a competition that
would normally be used to praise Aphrodite as the winner, is inverted into being
an honourable thing. Callimachus thus further enhances the mirrored image of
the Homeric Hymn to Aphrodite, by altering the usual preparatory scene as
described for Aphrodite and adjusting it to Athena’s traces of masculinity and
virginity.

"The opposition of Athena to Aphrodite, as established by the nature of
the goddesses themselves, but also through the Homeric Hymn to Aphrodite,
has not just been exploited by Callimachus, but, as discussed earlier (chapter 3,
113-23), was probably also found in Sophocles’ Krisis. One of the most intriguing
similarities between the preparation of Aphrodite in Callimachus and that of
Sophocles’ Krisis, would be the element of the mirror. Aphrodite checks her
image while preparing (fr. 361 I: katomTpilouévnv), while even Vice at the
crossroads is described in Xenophon to be eyeing herself constantly (Mem. 22:

kataokomeioBat 8¢ Baua éautriv) and to often be checking her shadow

9+ Stephens (2015) 236.

95 Hadjitofi (2008) 15-8.
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(ToAAdkis 8¢ kai is TNV éauTiis okiav amoPAémew). Similarly, Callimachus’
Aphrodite frequently took up the mirror and twice rearranged the same lock of
hair (21-2: KUmpis 8¢ Siauyéa xaAkov édoioca / moAAdki tav autav Big
HeTéBnke kduav). As mentioned in the previous chapter, it is possible that
Athenaeus’ account of Krisis was influenced by his knowledge of Callimachus’
hymn, so the mirror might not have been found in Krisis prominently or at all.
Nevertheless, even if Sophocles introduced the element of the mirror before
Callimachus, in the Hymn to Athenathe poet has managed to enrich the feature:
the obsession with appearance and the use of the mirror fit the context of
Callimachus’ hymn perfectly both in regards to the contrast between Athena and
Aphrodite and the significance of vision in the context of the poem overall.
There appears to be a common conception on the evil nature of female
vanity and obsession with appearances, but Sophocles might have actually given
a completely different twist to the events of the Judgement, especially within the
satyric context of the play. If this is the case, then Callimachus’ Hymn to Athena
could be one of the first instances where the Judgement of Paris is used to effect
a direct comparison between Athena and Aphrodite with clear moral
implications. That is not to say that in archaic or classical literature Paris’ choice
of Aphrodite was considered right or even forgivable and that there was no
moral background regarding Paris’ choice, but rather that the Judgement could
have been more about three separate life choices (two potentially honourable
and one more mundane) rather than a clear cut dilemma between right and

wrong.
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In a dedicatory epigram (A.P. 6.48), possibly by Antipater of
Thessalonica (1" c¢. B.C. or A.D.) a woman by the name Bitto dedicated to
Athena her loom-comb. However, later on, bored and tired of the cares and
difficulties of loom labour she declared to Athena that she will take on the works
of Aphrodite, implying she will become a prostitute, voting like Paris against her
(Tédov Kumpidos ayopat épycov, / Trv TTapidos kata coU Yiipov EVeyKapévn)
Here, the spheres of influence of the two goddesses are juxtaposed at a level
where morality and ethics are factors. Aphrodite’s craft is not only feminine, but
also the easy solution, whereas Athena’s choice stands for hard work and
difficulties.*® Athena is the proper choice, although not the simplest. Similarly,
the portrayal of Athena through the viewpoint of the Judgement’s narration in
the hymn prepares the audience (or the reader) for the story of Tiresias and his
blinding that is to come in two ways; the first has to do with Athena’s masculine
nature and virginity, but also her propriety. The second, however, is by initiating
the theme of the male gazer of a female goddess.

Gazing or even looking upon the goddess is forbidden in the context of
the hymn. The Judgement of Paris, as the source of the 'Trojan War does not
need further explanation as to its consequences. It automatically brings to mind
destruction and misfortune, even without the slightest hint or reference to what
happened afterwards. Everyone knows that Paris, along with his whole city, got

what he deserved. By placing the Judgement before a story about Tiresias’s

36 See also Call. Hymn to Ath. 26: T&s i8ias ékyova putaAids. The olive oil that Athena prefers

is a product of her own planting, thus her own labour.
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blinding, Callimachus stresses as the source of all evils, not only Paris’ choice of
Aphrodite, but his role as gazer of the goddesses before choosing and especially
as gazer of Athena. Thus, from early in the poem, secing Athena is established
as a source of trouble for males. That way, the story of Athena blinding Tiresias
after seeing her bathing by mistake, which seems to be a Callimachean
innovation,*” does not come as a surprise, since the audience has been subtly
reminded of what happened the last time a male looked at Athena. From the
narration of the Judgement one could imagine that Athena did not care about
the verdict of the contest, but was furious with the contest’s procedure. A judge
of beauty inevitably has to observe the candidates to reach a verdict, but for the
virgin Athena this is unforgivable.

Vision has a specific place in the Hymn to Athena. Certainly senses in
general are extremely important in the hymn and the vivid descriptions it
provides: the smell of the perfumes and ointments, that Athena does not like, in
contrast to the earthy, delicate smell of the olive oil, the touch of the oils, the
combing of the hair and the bathing, hearing of the Argive girls’ songs, the
callings of the priestess and the whispers and dances of the Nymphs (66-7) and

sight, which is first brought to attention with the reference of the mirror (17:

37 This version is not attested anywhere else, and seems to be inspired by the myth of Actacon
ending up transformed into a stag and devoured by his own hunting dogs, after taking a glimpse
of Artemis bathing while he was hunting (Apoll. Bib. 3.30). In fact, the myth of Actaeon is
mentioned in the Hymn to Athena (107-116) as a reason why Chariclo, Tiresias’ mother and
Athena’s companion, should consider her son lucky to just be blinded after seeing a goddess

naked, especially, since Tiresias will also get the gift of seeing the future.
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katomtpov), that Athena does not need since she is always beautiful. In fact, the
mirror is what seems to cause the narration of the Judgement of Paris. The
vocabulary used in the next few lines is all about sight: duua, dpeixaAkov
(referring to a bronze mirror again), &BAeyev, Sapaopévav Sivav, and
Biauyéa xahkév,*® while impressively all of these lines are about how Athena
never uses a mirror, the ultimate viewing object, traditionally connected with
beauty and vanity, not even before she were to be judged for her appearance. If
Athena does not even look at herself in a mirror or any kind of reflective surface,
it would not be possible for a mortal to see her without consequences. In fact,
her punishment of Tiresias is symbolic: she takes away his sight, for seeing
something that he should not. Her appeasing by Chariclo’s lament urges her to
offer "T'iresias an equally symbolic gift in return: the ability to “see” the future and
the omens. His ability to superficially conceive the world with his eyes, is now
transformed into an ability to know the truth of the world and the will of the
gods. Athena, once again demonstrates her defiance of appearances in the world
of the mortals.

The Judgement of Paris, as a beauty contest, is inevitably connected with
vision and sight. Several epigrams that refer to the Judgement, also refer to

specific artifacts. This, in some cases is due to the fact the piece of art is clearly

3% For Slauyéa xaAkoév see Stephens (2015) 249 pointing out that the phrase also occurs in an
epigram (A.P. 6.210.3-4) in which a hetaira, upon retirement, dedicates her equipment to
Aphrodite. Once again the connection of mirrors with beautification and Aphrodite, as opposed

to the virginity of Athena, is displayed.
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inspired by the Judgement of Paris. For example, in A.P. 9.576 by Nicarchus (c.
1" ¢. A.D.) Aphrodite is speaking in view of a statue of Athena holding an apple
and asks her why she robbed her. She goes on to remind her of the Judgement
and that the spear and the shield are Athena’s, but the apple is her own (cov
8bpu kai odkos oTiv: éuov 8¢ T uijAov / umdpxe). However, in some other
cases, the Judgement feels suitable. Typical examples of these cases are epigrams
referring to Aphrodite of Cnidos, the famous statue by Praxiteles (dated c. 350
B.C.). The tradition of the statue is amazing: according to Pliny,*” the people of
Cos asked Praxiteles to make a statue of Aphrodite. The artist created two
versions: one dressed, one nude. The people of Cos found the nude Aphrodite
inappropriate and so chose the draped version, but the people of Cnidos loved
the nude statue and kept it for their city. The statue was considered a

400

masterpiece that could be admired from every angle** and became famous.
Aphrodite’s nudity and the human sexuality that it portrays is a source of
inspiration for the poets, including Callimachus himself.*"

The epigramatists seem to be fascinated both by the 360° image of the
statue, as well as Aphrodite’s nude figure. The beauty of the statue is so perfect

thatitis considered accurate to how beautiful Aphrodite herself would be. Thus,

apart from using the statue as an argument to give justice to Paris for his

39 Nat. Hist. 36.20-24.
+° Ibid; A.P. 16.169: “Gaze from every side at the divine beauty of the foam-born Paphian”
(Agpoyevous TTagins {&Beov Tep1dépkeo KGAAOS).

4t Zanker (2004) 144-8, esp. 146.
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decision,** a question is a recurrent theme: where and when Praxiteles saw
Aprodite naked (A.P. 16.160 by Plato and 162: moU yupvnv €ide e
Mpa&itéAns;).*> In A.P. 16.168 the same question is expressed in a context

which suggests that we are dealing with the wider idea of mortals gazing at the

goddess. Aphrodite herself speaks about her Cnidian statue:

Mupvnv elde TTapis pe, kai Ayxions, kai Adcovis:

ToUs TPEls oida pévous: TTpaitéAns 8¢ Tébev;

Paris, Anchises, and Adonis saw me naked. Those are all |

know of, but how did Praxiteles contrive it?

The goddess is not only wondering how Praxiteles saw her naked, but is also
providing a list of the three men that are known to have seen her naked, Paris,
Anchises and Adonis. These lines are a testament to the craftsmanship of
Praxiteles (since Aphrodite herself has noticed the accuracy of the depiction),
but also an indication of the fact that goddesses need to give their permission for
a mortal to look at them, especially naked. Aphrodite in these epigrams
demonstrates a genuine query that does not seem to indicate aggression or

vengefulness.  Besides, Praxiteles has created a depiction that enhances her

4 A.P. 16.165 and 166 (by Evenus, 1™ c. B.C. or A.D.). Sce also: A.P. 16.172 (by Alexander of
Aetolia, 3 ¢. B.C.) on a statue of Aphrodite (which could be the Cnidian) being wrought to
perfection by Athena herself, having forgotten the Judgement of Paris.

43 See Page (1981) 385 on 16.162 (= LXXXII) being safely assigned to a Hellenistic poet.



inherent tendency towards sexual attraction. Thus, Aphrodite is not the goddess
to be insulted or angered by a mortal secing her naked without her permission.
For the rest of the goddesses, however, this does not seem to be the case. In A. P.

16.216, Parmenion (1™ ¢. B.C. or A.D.) writes on a statue of Hera:
‘Wpyeios TToAUkAeiTos, O Kai
povos duupactv ‘Hpnv
abprioas kai donv e(de TUTTLWOAUEVOS,
BvnTols k&dAAos €deiEev, doov
Béuis ai 8 UTd kdATTOIS

&yvwoTol poppai Znvi pulacodueda.

Polycleitus of Argos, who alone saw Hera with his eyes, and
moulded what he saw of her, revealed her beauty to mortals as far
as was lawful; but we, the unknown forms beneath her dress’s

folds, are reserved for Zeus.

The implication of the epigram is clear: Polycleitus did see Hera with his own
eyes (and that is why his statue of her is so good), but did not see her naked. So,
he depicted (Tumwoduevos) her beauty, but in a way that was lawful and
respectable, since her nude body is saved for Zeus, her husband. If Hera is to
save her nudity for her husband, then it is only natural that virgin goddesses like
Artemis or Athena would never and by no means allow a mortal to see them
naked either on purpose or even by mistake.

Under this scope, Tiresias’ blinding in the Hymn to Athena is not just

about the sight motif. It rather fits into a wider tradition of mortals gazing at
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gods, but also of men gazing at women. As far as the second aspect is concerned,
it appears that the whole hymn is based on the principle that there are certain
instances where male access is denied. The mimetic nature of the hymn (the
main narrator of the poem being supposedly a ritual participant in the
celebration of the goddess, in this case the priestess that gives all the guidelines
to the girls of Argos in order to perform the ritualistic bathing of Athena’s
statue)** demonstrates that the celebration in question was an exclusively
female affair, where the bathing of Athena takes place and in which men are not
by any means allowed to participate. It has also been suggested that apart from
the priestess, there is a second separate narrator, too, who is not mimetic, but
rather takes up the role of a male scholar, who offers extra information on
Athena.*> [fthatis the case, then itappears that there are two separate audiences
of the celebration and the hymn: a female one, which can participate and watch

all aspects of the ritual, including Athena’s statue being bathed, and a male one,

44 On the ‘mimetic nature of the hymn see: Fantuzzi and Hunter (2002) 30; Gutzwiller (2007)
72; Morrison (2005) 28; Bulloch (2010) 172. This does not mean that the hymn was composed to
be used during an actual celebration, as described by Callimachus and indeed there is no further
archaeological or literary proof of such a ritual taking place in Argos (Depew (1994) 410, esp. n.
45 on why the washing of the horses particularly was probably not part of the specific ceremony
in Argos).

4% Morrison (2005) 31. Indeed, lines 5-12 could be a parenthetic comment on what the priestess
is saying, adding information concerning Athena’s standard regime after battle. Bulloch (1985)
115-6 however argues that the washing of the horses was a mandatory part of the ritual, in which
case the priestess would be the one still talking to give the cue for the horses to be washed before

Athena and Haslam (1993) 125 talking of a ‘single’ narrator.
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which know all sorts of information about the goddess and the festival, but are
not allowed to either participate or watch.*® The forbidden nature of both Paris’
and 'l'iresias’acts is demonstrated in this imaginary festival in honour of Athena.

The divine nature of Athena against the mortality of the male audience,
of Paris and of Tiresias is of no small importance. "I'raditionally mortals are the
objects of the divine gaze, and gods’ viewing provides them with the power to
know more and potentially intervene.*” Also, typically gods cannot appear in
front of mortals in their actual form, because their appearance brings about
tremendously powerful effects that no man can withstand. This is why they will
typically use some kind of disguise or come into mortals’dreams. In any case, the
encounter with a mortal will be solely due to the god’s own will, but even then,
the mortal cannot know how things will end up, as in the case of Paris. The three
goddesses seem to step in front of him willingly, but, although he has a say as to
the result of the contest, he does not know all the other effects that this encounter
will bring upon him. In Tiresias’ case, where the encounter does not entail
Athena’s free will, despite being an unfortunate mistake, it has grave
consequences for Tiresias, especially since he happens to see Athena, an eternal
virgin, naked in the vulnerable and sexual state of bathing. "Tiresias as a male
who looks at Athena needs to be punished, as Paris will be in due course.
However, his transformation into a prophet makes him a figure that does not

belong in either the mortal or immortal world, but rather bears a sense of

46 Morrison (2005) 35-6.

47 Lovatt (2013) 25 and 29.
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otherness.**® In that sense, Tiresias as a prophet is not exactly male any more and
thus will be rewarded with a long life and an honoured death (128-30). However,
the audience knows that this is not the case with Paris. His gazing at the
goddesses has not been forgiven, nor will he be. Paris as a mortal man decided
to take up the role of the judge, observe the three goddesses and will be
rewarded or punished as each of them sees fit.

We have seen the form and role of the Judgement of Paris within each of
the two works. However, since in the Hellenistic period there was a relationship
of cultural patronage between poets and monarchs,*” it is essential to question
the place of the Judgement within a politically centred ideological scheme.
Lycophron’s Alexandra is quite problematic, due to its severe dating problems.
Most scholars suggest that the poem should be dated in the early third century,
as several passages could bear particular significance for a Ptolemaic audience,
considering lines 1446-50, which seem to refer to Rome, a later interpolation.*°
If that is the case and the poem was composed in the 3% ¢. under Ptolemaic
kingship, then the Judgement of Paris takes the form of an injustice committed

by Paris, but fixed by Proteus. In the context of the Alexandra (esp. 128-9) Egypt

48 Lovatt (2013). 149-50.

49 Strootman (2010) 37-8.

+° Fantuzzi and Hunter (2004) 438. Cf. Hornblower (2015) 4, who argues for a dating in 197
BC, when the Roman proconsul Titus Quinctus Flamininus defeated Philip V of Macedon at
Kynoskephalai in Thessaly, suggesting that the poet was not the known Lycophron of the

Ptolemaic kingdom.
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is a space of moral integrity*" and Proteus an upholder of divine justice, who
essentially deprives Paris of Helen and guards her until Menelaus can claim her
back.** Even if the dating to the third century is not right, the Judgement of
Paris still is what initially caused the conflict between Asia and Europe in this
Herodotean view of the world and what is needed is a leader, who will unify the
two areas under a common ruling.

In the spirit of Hellenistic literature and Ptolemaic rule, the monarchs
had to be connected with the divine,*? as well as with Alexander and his mythical
ancestors,** in order to be considered both Greek and Egyptian, guaranteeing
their descent from Alexander himself. Callimachus is a poet quite typical for his
age,*5 so it is only natural to assume that in his 5™ hymn, Athena is used one way
or another as a portrayal of a Ptolemaic queen. Although male deities (Zeus,
Apollo) are celebrated in Callimachean hymns as sources of benefit (probably
implying that their earthly counterparts, the kings, also brought prosperity and
wisdom to the world).*¢ all the female deities (Artemis, Athena and Demeter)

are portrayed, one way or another, as vengeful sources of harm. In Gutzwiller’s

+' Stephens (2010) 60.

42 Stephens (2010) 60; Sens (2010) 304.

43 Depew (2004) 117-8: ‘poetry that needed to connect the monarchs with divinity; Strootman
(2010) 40: Last but not least, there is the equation of the earthly rule of the king with the cosmic
rule of Zeus.’

+4+ Stephens (2010) 50-1. Note especially Heracles as Alexander’s mythical ancestor and his use
as a parallel for Athena in The Bath of Pallas.

+5 Cameron (1995) 66-7.

+¢ Gutzwiller (2007) 73 and Depew (2004) 125.
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words: ‘they have absolute power to punish both the morally innocent and the
naively guilty’.*7 T'he absolute power of the goddesses can easily be translated to
the absolute power of the Ptolemaic queens. Although the connection of queens
to goddesses is common to an extent in Hellenistic literature, this connection
was usually to Aphrodite (or Helen);*® in The Bath of Pallas, however, the
contrast between Athena and Aphrodite is prominent, due to their different
preparation for the Judgment.

Thus, it appears that cither the portrayal of the queens was not among
the aims of Callimachus in the hymns, or his goal was to present them under a
different light: as powerful entities, stripped of their usual feminine
characterisation, that will not hesitate to punish what they consider a
wrongdoing. At the same time, as the Judgement of Paris is known as the source
of the Trojan War, Aphrodite is portrayed as the source of evil. Since
Callimachus brings up the Judgement of Paris in the hymn, it would not be a
good choice to draw parallels between the queens and Aphrodite. The queens
are supposed to be peacemakers and guarantors of political and financial
stability. Since the Judgement, more or less, points to Aphrodite as a figure that
caused the Trojan War and ruptured relations between Greece and 'T'roy, the
queens had better be represented by a figure as dissociated from Aphrodite as
possible, as one of the aims of the Ptolemaic monarchs was to unify their local

population and maintain their sense of Greekness. The tradition of Athena as a

7 Gutzwiller (2007) 73.
+8 Depew (2004) 129. See also 126 on Artemis and Athena being primarily defined by their

virginity.
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confident figure, who does not have anything to do with Aphrodite’s vain games,
is ideal to attach to a queen. Callimachus’ gods are more active than in other
religious Greek poets, as they have to compile a record of unusual, extraordinary
tasks, like their counterparts on earth, the monarchs.*® "T'herefore, despite the
usual analogy between the queens and Aphrodite or Helen, in regards to their
appearance and beauty, in Callimachus, through the prism of the Judgement of
Paris, the Ptolemaic queens have to be portrayed as active Athenas and not
lustful, mindless Aphrodites. The praise for Athena in the 57 Hymn is not so

much about what she looks like, but rather what she chooses to act upon.

+9 Heinrichs (1993) 127-8.
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Chapter 5

Imperial Literature

After Lycophron and Callimachus, in the Hellenistic period, the Judgement of
Paris reappears in Greek literature in the works of Dio Chrysostom and Lucian,
in the 2™ ¢. A.D., during the Imperial Period.# This period is strongly
characterised by a shared interest in past Greek literary forms, including, but not
limited to, philosophy and oratory.* "T'he main feature of the time, however, is
an educated audience (pepaideumenoi) to which the contemporary writers
appealed, in combination with a fondness for both philosophy and oratory.**

This high-class contemporary audience could fully grasp the essence of their

+° The story does feature in various epigrams that could be dated in the few centuries that
intercede, but the myth is not found as part of a wider narration again until Virgil's Aeneid 1.25-
8 (1™ c.B.C.). In Virgil, the Judgement of Paris is the reason why Juno is wrathful towards Aeneas
(son of her rival and winner of the beauty contest, Aphrodite).

+! The strong presence of these two specific genres led Philostratus to use the term ‘Second
Sophistic’in his Lives of the Sophists (VS 480-1) discussing it in the context of a specific group
of people who who share common cultural and socio-political values (see Swain (1991) 149).

+2 As Gleason (1995) 131 points out, it is difficult to distinguish between philosophical and

eloquent sophists, as gradually the two genres overlap significantly.
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works, due to their deep knowledge of the previous Greek literary tradition,
while living within the borders of the Roman Empire.

In the Hellenistic period the knowledge of Greek was mainly an issue of
practicality in the administration and rule of large, non-Greek populations, for
which the knowledge of the language meant the shaping of a Greek identity,*?
but under the Roman Empire, knowledge of Greek assumes a different
character. It is now a sign of high social status to be a pepaideumenos, a social
marker that one belongs to the aristocratic elite of the time,** while the educated
writers, who compose content for this same group are a type of intellectual
specialist.*?

Both Dio and Lucian attempt to fill in the blanks of what is already
known mythological tradition to them, recognising the absurdity of a story such
as the Judgement and attempting to reveal it through a reinvention of literary
norms of the past. Nevertheless, Dio does so by rationalising, almost
euhemerising, the tradition of the Judgement (in two different ways in different
orations), whereas LLucian embraces the absurdity of the mythological universe
and uses it as the actual status quo of his imaginative reconstruction of the story.
In doing so, they both refer to the wider mythological and literary tradition
surrounding the Judgement of Paris, but manage to find completely new ways

around it. The essence of the educated writing of the period is about

43 Kim (2010) 7 discusses the topic, in regards especially to the core role of Homer in the Greek
curriculum.
+4 Kim (2010) 9.

45 See further Schmitz (1997) 63-7.
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transforming a widely, well-known past through the lens of contemporary
experience and inspiration.
Dio Chrysostom

The Judgement of Paris in Dio Chrysostom’s Discourses has to be
tackled as part of a wider discussion on the role of myth in Dio’s work and
ideological system. Dios work reveals a wide awareness of different
philosophical doctrines, but he does not appear to have devoted his life or his
thought to any of them in particular. In regards to his mythological references,
and to the Judgement of Paris in particular, each occasion is different and needs
to be handled separately. The variety of Dio’s work makes it difficult to come up
with conclusions about specific ideas that he might have had on the
interpretation of the Judgement.

In his Trojan Discourse, where the Judgement of Paris is found (11.11-14,),
Dio attempts to refute Homer. At the beginning of his speech he claims that it
is easier to deceive (¢EamaTav) people than to teach (8id&okev) them, because
the truth is bitter (16 pev yap aAnbés mkpodv éoti) whereas lies are sweet (To
B¢ weldos yAuky).** This is the reason, according to Dio, why everyone has
believed in what Homer wrote and accepted it as the truth. Thus, he is going to
use Homer’s own poetry (¢§ auTfis Tijs oirjoecos) to refute him, in order, as he
says, to defend Athena (so that she is not thought to have destroyed her own city

unjustly), but also Hera and Aphrodite (11.11).

#6 See also Or. 11.42 on people accepting as true whatever they like to hear and 7.98 on myths

being the opinions of the masses.
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Dio argues that Athena would not have destroyed her favourite city nor
have gone against her father’s will, while Hera would have wanted her own
husband as the judge of her beauty and not a shepherd. Moreover, she could not
have competed with the other goddesses in appearance, since she considered
herself the oldest and thus most honoured of Cronus’ daughters, as she herself
states in Homer (/1. 4.59). He goes on to argue that it would be absurd for Hera
to be so insanely angry with Paris, since she accepted him as the judge in the first
place and that Aphrodite could have never offered such a devious gift that would
bring such destruction upon Paris and his city, without caring about him or
Helen. Finally, Dio states that it does not make sense for Helen, a daughter of
Zeus, to have become the ultimate symbol of disgrace, when she was considered
a deity among the Greeks. The argumentation, especially in its first half, is
similar to that used by Hecuba in the agon of the Trojan Women(969-86). Thus,
it is reminiscent not only of Euripides, but also of the sophistic movement that
reached its zenith in Euripides’ time. Dio displays deep knowledge not just of
Homer, but of Greek literature as a whole, while projecting his education
through Homeric criticism.

"This rationalisation of the Judgement of Paris, as well as of the rest of the
lliad, 1ooks quite sophistic, in the sense that Dio attempts to fulfil the sophistic
task of making the weaker argument appear stronger,*” experimenting with

argumentation on issues that were considered established or resolved.

+7 Arnim (1898) 166-7, esp. on the reputation of the goddesses being presented as fully dependent

upon Dio, as if he is the one to protect their good name.
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However, Dio's methodology goes deeper. The Trojan Oration is presented as
a result of a supposed initial written tradition that ended in an imperfect oral
version, which causes a variety of explanations and aims to be applied to Dio’s
speech.#® Among others, it could be read as a rhetorical exercise,*? a typical
piece of Cynic moralizing,*° a piece of Roman propaganda,* or even as an
attempt to transform myth to fit a more contemporary ideological message.**
The multitude of variety in Dio’s work, however, shows that his speeches can
serve more than one purpose, as his activities point to a sophist, a philosopher, a

historian and even a literary critic simultancously.*3

“80r. 11.37-8 Dio repeats a story that he heard from an Egyptian priest (in a similar way to
Herodotus or even Plato in Timacus), who bases the story on the oral tradition of the Egyptians,
since Menelaus told them the story as it had occurred; Trapp (2000) 237. On the complications
of this presentation see further: Said (2000) 177 and for an overview of different approaches see
ibid. 177-80.

+9 Swain (1996) 210; Anderson (2000) 152-3.

4% Kindstrand (1973) 156. See also Brancacci (1985) 127-8 on the parallels of Dio’s work with
Diogenes’ (the Cynic’s) teachings as found in Stobaeus.

+' Although in Dio’s speeches the presence of Rome is always in the background (Jones (1978)
124) and there is a tendency in the Trojan Oration to project the superiority of the Trojans
(ancestors of the Romans) over the Greeks, it is mainly prominent in a small part of the speech
(11.137-50) as Kindstrand (1973) 162, Jones (1978) 18, Swain (1996) 210-11 and Said (2000) 179 have
pointed out.

42 Desideri (1978) 496; Said (2000) 179. See also: Swain (2000) 38.

43 Moles (1978) demonstrates the dangers of conversion-analysis, that is attempting to attribute

one and only specialisation/activity to someone, especially in the case of Dio.
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In this context, Dio’s plan when dealing with the Judgement of Paris
seems to be multidimensional. He appears to have undertaken the ultimate
challenge overall, that is to refute Homer,** but claims that he will do it based
on Homer’s own writings. This point is problematic as far as the Judgement of
Paris is concerned: Homer does not say much about it and Dio’s refutation of
the incident reveals a much deeper knowledge of the existing tradition than that
which someone would acquire necessarily just by reading Homer, especially in
the case of the Judgement of Paris, which is mostly alluded to in the Iliad, rather
than clearly told. Thus, Dio’s treatise expands beyond Homer; it refers to the
gullibility of the masses and the weirdness of the ideas that people accept. The
reference to the Judgement of Paris is an excellent chance to demonstrate what
he considers the absurdity of this tradition in terms of realism.

Dio’s objections do not appear to be very Platonic,* in the sense that he
is not worried about the moral implications of the stereotypes found in
mythology or literature; he does, however, demonstrate later on a Platonic
disregard for poetry (11.39) in terms of its invalid depiction of reality. Under this

scope, his attitude is also close to that of Lucian, meaning that he reproaches

4+ 8§aid (2000) 180: ‘the speech should be read as a[...] refutation of Homer and those who believe
him.” Cf. Kim (2010) 12, 87, 98-9, who argues for a rebuttal of Homer as a historian and
Whitmarsh (2005) 71 who argues that: ‘Dio of Prusa composed a sophistical argument that the
"Trojans won the Trojan War.”

45 But see Said (2000) 163 on myth in Dio lacking seriousness and, thus, being associated, as in

Plato (Rep. 2.377a), with childhood and playfulness.
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poets for ‘sacrificing the truth to the seduction of words’.#° This criticism, of
course, cannot be fully serious all the time. As Russell writes: ‘it is difficult to get
the balance between seriousness and fun quite right,*” while Dio does not
criticise Homer anywhere else on similar grounds, but rather frequently praises
the cthics of Homeric poetry.*® And how serious can this reasoning of the
Judgement of Paris be considered? It is as if arguing, on a serious note, that Red
Riding Hood could not have happened because wolves cannot speak. In his
speech, Dio momentarily ignores the fact that it is a myth he is talking about,
accepts it temporarily as a possibility and goes on to prove the self-explanatory:
that it could not have happened. In doing so, though, he still uses arguments
that stem from the same mythological universe (like the position and attitude of
the goddesses) and does not plainly disregard it as irrational. Even his objections
to the Homeric depiction of the gods is based on an argument relevant to
sources and forensics: how can Homer cite words of gods and dialogues among
them verbatim? +° "T'his is an argument that does not apply to any kind of moral
implications of the gods” depictions, but once again returns to the creation of
Homer’s universe itself.

According to Dio’s euhemeristic interpretation of the story, there was no
abduction, but rather a properly agreed marriage between Paris and Helen. In

his version of the story, Paris was one of Helen’s suitors and he convinced

4 Lucian, Jup. trag. 39: Said (2000) 185,
47 Russell (1992) 10.
# Or. 53, Kim (2010) 86.

49 Or. 11.18; Kim (2010) 98-9.
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Tyndareus that he is the best choice for his daughter. 'T'yndareus, along with
Castor and Pollux, was convinced by Paris’ wealth and status and agreed that it
would be good to establish ties with Asia, since his family’s bond with the house
of Atreus was already secured via Clytemnestra’s marriage to Agamemnon
(11.44-54). Now, according to this account, in his attempt to convince Helen’s
father and brothers, Paris does mention that he enjoys the favour of the gods
(Beo@iAris) and that Aphrodite promised him an excellent marriage (&pioTov
Ya&uov), but also makes clear that he was the one to choose Helen, despite being
able to choose any princess from Asia he might have wanted (11.49). This
comment of Paris somehow sparked the story of the Judgement, which, in turn,
was the basis for the absurd abduction version, which Dio’s friend, who is telling
the real story, goes on to prove is absolutely impossible (11.54). 'T’he improbability
of the Homeric version is further supported by a well-known Herodotean
argument: if Paris did abduct Helen, why did the Trojans not return her before
the sack of their city? (11.66). In Dio the grounds of the argument are not based
on a concept of jjust abduction’, but rather on the notion that it was not an
abduction and could not have been one in the first place. Otherwise, even if Paris
had managed to abduct Helen, someone from the Trojan royal family would
have stopped him (11.54.).

Dios methodology follows that of historians like Herodotus and

Thucydides: he declares the implausible as impossible and rejects it.*+°

+° Or. 11.38 on Egyptian sources and 11.39-41 on refuting both Homer and Stesichorus. See also

Said (2000) 186.
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Nevertheless, his arguments about the Judgement of Paris seem to bear a tone
of humour, too. When referring to the supposed later wedding of Helen to
Deiphobus and her unwillingness to get back to her husband, Menelaus, Dio
seems to not be able to hold himself back in ridiculing the idea by adding an
ironic comment, that refers to the Judgement of Paris: ‘Afterwards too it is just
unlikely that on the death of Paris, whom they say she loved, she should have
been the wife of Deiphobus -1 suppose because Aphrodite had promised her to
him also’ (11.70: Uotepov 8¢ AAeE&vdpou TeAeuTrioavTtos, oU AéyeTal épav,
AneoPw ovveival, kabBdTep olpatl kakeive Tis Appoditns UTTooxouévns),
implying not only that the very idea of Helen marrying due to Aphrodite
promising her to someone is ridiculous, but also that it is an easy way out of
explaining things that are indeed inexplicable. Helen married Paris because she
and her father wanted to and not due to some kind of imaginary divine
intervention. The idea of the Judgement in particular bemuses Dio so much that
he attempts to ridicule it in addition to refuting it.

Dio does not detect absurdity only in the story of the Judgement itself or
its connections to the rest of the story. In terms of the gullibility of the masses,
one of Dio’s main concerns is their easiness in accepting that Homer, as the
narrator, has decoded the gods and thus can report upon their discussions and
behaviour with accuracy (11.21). Although he focuses more on specific
conversations, especially supposed secret ones, among gods as examples of
Homer’s nerve in pretending that he knew what was being said without

including the Judgement of Paris, one cannot help but assume that this story,
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being so much about divine affairs, is included in the list of the things Homer
could not have possibly known about.**

In terms of Homer’s composition, Dio is also quite critical of the
structure of the Iliadin regards to the series of events. Homer, according to Dio,
starts off the poem with the anger of Achilles, whereas he should have begun
with Paris’ crime (11.28), namely the abduction. And he does that to confuse his
audience, because he is lying about the story. Whereas Homer is accurate in his
narration of the battle itself, Dio claims that Homer is not being truthful as far
as the abduction is concerned, otherwise he should have mentioned it very
clearly and with great care (11.81: capéoTata €8el pnbfival kai petd TAeioTns
oToudiis), since it would have been the beginning of the war. The refutation of
the abduction does not rule out the Judgement of Paris on its own; however,
Dio has already made clear that the Judgement does not make any sense on its
OWN anyway.

A different and truly unique version of the Judgement can be found in
Dio’s On Retirement (20.19-25). In this discourse Dio discusses the definition of
retirement. He argues that retirement is ‘being occupied with one’s own self,
when one wishes’ (20.7) and that ‘the best and most profitable kind of retirement
is retirement into oneself and giving attention to one’s own concerns’ (20.8).

However, these concerns have to be well focused on matters considered to be

+# This Homeric technique of imagining and presenting dialogues between gods is probably a
source of inspiration for Lucian’s dialogue works, including those that have to do with the
Judgement of Paris, as we will see later in the chapter. Lucian seems to be embracing the

possible absurdities of the Homeric world, in terms of both plotline and literary composition.
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fitting. Otherwise, ‘the mind that spins this way and that and fidgets and turns
to one thing after another [...] will derive no benefit whatever from even perfect
quiet and seclusion’ (20.14).

Thus, the thoughts of the retired person have to be of a specific kind to
be beneficial; they need to be reasonable and focused. A person who is thinking
too much and does not keep himself in the present might get lost in dangerous
thoughts. As an example Dio uses Paris, claiming that while he was a shepherd
he started thinking that he would like to have the most beautiful wife rather than
kingship or warcraft. This thought bore desire and the desire bore a plan of
abducting Helen and inventing the story about the three goddesses in Ida,
offering different gifts. "This version of what really happened with Paris involves
the same rationalisation as before, only now Paris, through the Judgement, is
revealed to be the stereotype of an overambitious character. Paris” choice of
Aphrodite’s gift portrays him as making the decision of a simple man (as of non-
royal descent), without actually being one.*** In Dio, Paris is portrayed as
overambitious, by making Helen his own personal disruption from the quiet life
that he was leading, while his kingly background made it possible for him to
fulfill this disruption.

The use of the Judgement of Paris in Dio's On Retirementbears a clear

philosophical meaning, as the Judgement transforms into a bad example of a

+2 This distinction between country and urban life can also be found in Dios 7" Discourse,
where he meets a rustic man, who offers him an alternative view of the city-life; Goldhill (1995)

123.
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philosophical doctrine: that of Epicureanism.** Men are not supposed to be
spending their days away aimlessly when supposedly in retirement. Retirement
has to be characterised by a specific type of internal reflection in order to be
beneficial. Dio as philosopher uses myth to condemn useless luxuries and to
promote the simple and virtuous life in accordance with nature;*** On
Retirement does exactly that by transforming the myth of the Judgement into a
fantasy of Paris.**

Dio’s profile is that not only of a philosopher, but of a political theorist as
well. In his work he often expresses his socio-political concerns and ideas.** In
his On Retirement, the example of Paris offers Dio the opportunity to elaborate
on his ideal of the good monarch. According to Dio, monarchs need to consult
with philosophers in order to make decisions.**” Dio himself was advisor of
emperor T'rajan after all (his four orations On Kingship where written probably

for him). The good monarch for Dio is above all the most virtuous and a

4 Desideri (1978) 377.

++ Said (2000) 171.

+ Desideri (1978) 496. He argues that myth has to be transformed into something else to serve
contemporary messages discussing the 1rojan Discourse, but the same idea applies here as well,
in the sense that the myth is transformed in order to serve a different philosophical idea.

+6 See, for example, Baldwin (1961) 204 discussing Dio’s political concerns, especially his views
on unemployment as a source of poverty in his 7 Oration. See also Goldhill (1995) 125 on Dio as
‘a broadly Stoic political theorist.

+7See Or. 4 On Kingship and 49. The idea can also be found in Plutarch’s To an Uneducated
Ruler. For an overview of this relationship between rulers and philosophers see Flinterman

(2004) 359-01.
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philanthropist (1.17).** He is actually a ‘shepherd of the people’ that takes care of
their own benefit (1.12-13), unlike Paris, who is a shepherd, but lost in his own
ambition. What is interesting, however, is what Dio has to say in terms of
monarchs and philosophy. In 2.26 he says: ‘nor again, is it necessary that he study
philosophy to the point of perfecting himself in it (oUd” aU @iAocogias
amrecBan TPoOs TO AkpiRéoTaTo), going on to say that the ruler should lend an
ear to the teachings of philosophy when there is a chance, but to the extent that
does not oppose his own character. One cannot but wonder about this hesitation
of Dio towards granting the ruler full access to philosophy like Plato did. On
Retirement sheds some light on this attitude: there are possible dangers in
overthinking, as the example of Paris shows, especially for a prince, like Paris,
who will have the resources to attempt and actually fulfill crazy thoughts that
might spring to mind.

Therefore, the aim of the discourse is not just philosophical; Dio extracts
the implausible aspect of the myth by removing the divine interference and
setting a definite foundation of reason that will enforce his thoughts on
retirement. With this version, however, he also reveals a political element of the
myth in this form; the monarchs, the rich and the powerful (20.24: Tév
Hovapxwv 1) TAouciwv fij EAANY Twva éxdvtwv Suvauw) refer to the emperor
Domitian, responsible for Dio’s exile.** The speech points in two directions: the

first is the importance of socialisation and the grave consequences that solitude

+% On the Cynic background of this portrayal of the perfect monarch see Desmond (2008) 197-
8.

+ Arnim (1898) 267.
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might have on a man’s mind, potentially implying the impact of his own exile on
his mentality,*” and the second, and most important, is the danger of people
with power fulfilling any absurd fantasies they might come up with.#" The
Judgement, rationalised as Paris’ own fantasy, is demonstrated to be, more than
in any other version of the myth, a personal decision with grave consequences
due to the social and economic status of Paris (20.24). If he was not a prince, he
would not have the resources to fulfil his plan and, thus, his ideas would be much
less dangerous than those of a simple man. Paris is, therefore, the monarch that
has been longer in his head (possibly by studying too much philosophy) than near
his people, as he should.

The Judgement of Paris in the Orations can serve as a case study
demonstrating the many faces of Dio. While Herodotus, as a historian, or
Isocrates, as an orator, or Gorgias, as a philosopher and orator, do not refer to
the Judgement as the aspect of divine intervention would interfere with their
train of thought, Dio takes the risk and finds a way to incorporate the Judgement
- and myth in general - in a body of work, where seemingly it does not belong.
His transformations of the Judgement, either to a tradition stemming solely
from Homer’s ability and willingness to lie or to a fantasy born in Paris’mind, as
a result of the wrong type of retirement, demonstrate just a few of Dio’s many

faces.

+° Desideri (1978) 378.

+' Anderson (2000) 153-4-
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Lucian

Lucian’s use of the Judgement ranges from a mention by implication in his
Convivium (or Symposium or 'I'he Lapiths), to a reference in one of his Dialogi
Marini (7) between Panope and Galene (a type of prequel to the events of the
beauty contest), to a dramatisation of the whole incident in a dialogue, as
conceived by Lucian’s creative imagination in his Dearum Iudicium. The ways
in which Lucian uses the Judgement of Paris can shed light not only on the
overall effect of these works, but also on Lucian’s philosophical and, in some
cases, social ideology.

The Convivium, is a narration (incorporated into a dialogue) of a
wedding feast held in the house of Aristaenetus, attended by famous learned
philosophers. The atmosphere is already tense by the time a letter, sent by
Hetoemocles the Stoic, arrives and is read by one of his servants in front of the
participants. The letter makes the mood of the symposium explosive (21).

According to Lycinus, the narrator (35):

Kai ol €8OKEL, o5 av EPIoTA TIS elkACELEY, SpoldTaTa Efval T v TG
ouptooicy ofs mept Ths "Epildos oi momnTai Aéyouow’ ou yap
kAnBeloav auTtn és ToU TInAéws TOV yduov piyal T pijhov eis TO

’ b) 3 T ~ ’ b) LI ] ’ ~ ’ €
oUvdeimvov, d@’oU ToooUTov moAepov 1 TAiy yeyevijoBal. kai 6
‘EtookAfis Toivuv €d3dkel pot Thv ¢moToANY éuPalcov els TO péoov

cdoTep Tt uijAov oU peicd Tiis TAiddos kaka eEepydoacban.

It seemed to me that, to use the best possible simile, the events of the

dinner were very like what the poets tell of Discord. They say, you know,
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that, not having been asked to the wedding of Peleus, she threw the apple
into the company, and that from it arouse the great war at T'roy. Well, to
my thinking Hetoemocles by throwing his letter into the midst of us like
an Apple of Discord had brought on woes quite as great as those of the

Iliad. (trans. Harmon)

The Judgement of Paris is not explicitly mentioned. However, it is implied
through the reference to the apple of Discord at the wedding of Peleus and
Thetis and to the Trojan War. The event that connects, both temporally and
logically, those two events is the Judgement of Paris. Before we get to that,
however, we need to explore how any such mythological reference fits into this
dialogue.

The Convivium belongs to what we would call sympotic literature. In
the time of Lucian, the genre has been well-established and is mainly shaped
under the influence of Plato’s Symposion.** However, it appears that Lucian’s
text leans more towards the ironic side of the genre. More specifically, Lucian’s
participants are indeed of various philosophical ideas, but their coexistence in a
dinner leads up to a quarrel, rather than a civilised exchange of opinions.

Therefore, in the Convivium, Lucian, instead of presenting various

+* Mossman (1997a) 120-1. Referring to Plutarch’s Dinner of the Seven Wise Men, Mossman
discusses the overall role and effect of symposion literature already present in the time of
Plutarch. See also Cazzato (2016) 193 on Lucian being ‘an author with a penchant for ‘talking
over the wine cups’ as well as an acute eye for literary conventions.” She moves on to discuss the

second book of his True History, but nevertheless the same clearly applies to the Convivium.
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philosophical voices, seems to be bringing up the behaviour and character of the
society’s educated members.

A few lines before the reference to the "T'rojan war, Lycinus makes a clear
distinction between the way the simple people (ididotan) are behaving at the
table and the way in which the wise men (cogoi) are insulting and viciously
attacking each other. While the simple men are acting in a civilised manner,*3
those who are supposed to be the respected members of the society, due to their
educational background manage to outdo each other in greed and occasional
violence.** Especially in terms of greed, the sympotic context of the Convivium
offers an excellent opportunity not only to demonstrate the lack of constraint that
people may show in symposia, but also to pinpoint a potential unrealistic factor
in sympotic texts; Lucian questions the possibility of having people with certain
opinions discussing in a civilised manner over eating and drinking. This, of
course, does not mean that Lucian is rejecting philosophy in general, but rather
mocks professional philosophy, especially as a source of conflict. Moreover, it
appears that Lucian’s attitude towards those professional philosophers in the

Convivium is part of his overall attitude towards a Greek education in the

+3 Romeri (2001) 651-2 on the distinction between idicotar and prAdoogor; Goémez and Jufresa
(2010) 107. See also Anderson (1976b) 97 on Lucian’s narrative around the comparison between
the humble board and the rich man’s table, or the rustic and the sophisticated wedding as
demonstrated in Gallus and the Convivium.

++ Ligota and Panizza (2007) 3. These pepaideumenoi also hold a socially and financially high
status in society, in contrast to their idic>Tan counterparts. On Lucian’s awareness of the gap

between the rich and the poor see Baldwin (1961) 199.
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Second Sophistic.*3 In that sense, he mocks the philosophers in a way that
demonstrates his high expectations of them, both in terms of their educational
role,** but also in terms of general courtesy and ethics.

The mythological reference to the wedding of Peleus and Thetis and to
the Trojan war seems to appear in the middle of nowhere in the text. The
comparison between the Trojan war and the philosophers’ fight is obviously a
funny exaggeration. However, through the lens of Lucian’s portrayal of the
philosophers, it takes a different shape. If Hetoemocles’ letter is the apple and
the fight is the Trojan war, then the philosophers are inevitably somewhere
between the gods at the table of the wedding of Peleus and Thetis and the
humans who got involved in such a disastrous war for, ultimately, what was a
divine, petty competition. The philosophers are those who the simple people
look up to, but who behave in the most inappropriate way, bearing
characteristics similar to those of the Greek gods. Truly, in Lucian the real

philosopher seems to be the only one who does not misbehave at the table;

+ Swain (2007) 23: Lucian’s attitude to Greek culture and his own status within it is
characterized by unease and awkwardness. On the one hand he constantly stresses his
independence as an observer of the follies and foibles of his contemporaries. On the other there
is a strong desire to be taken seriously by these same people, to be included in their games, to be

allowed to criticize and be thanked for doing so.”

#6 See again Swain (2007) 22, on the term ‘sophist’ bearing mainly an educational definition,

meaning that a sophist was most commonly a teacher philosopher.
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everybody else does.*” The seemingly absurd mythological comparison is,
therefore, targeted towards displaying the pettiness of the philosophers’ conflict,
pointing towards the scuffle among the three goddesses. 'T'he philosophers’ fight
is as vain as that of Hera, Athena and Aphrodite, where a winner cannot be
chosen at the actual table. The dispute not only is resolved elsewhere, in Ida, but
does not really affect the gods. The final comparison of the argument to the
Trojan war shows the viciousness of the fight along with the realisation that,
although for the gods there is room for such petty conflicts, it can never end well
for the mortals.

A mythological reference like the one to the Judgement of Paris,
however, also reveals and exploits a secondary narrative level that exists in the
Convivium. Since the dialogue is not a straightforward dialogue, but rather part
of a narrative of the primary dialogue between Philo and Lycinus, Lucian clearly
represents the way two educated people would communicate such news to each
other, using a commonly known mythological reference. Nevertheless, the
reference to the Judgement of Paris also appeals to Lucian’s own educated
audience. We are dealing with a kind of ‘meta-appeal’, in the sense that it is a
reference that applies both to the educated audience of the text - that would be
Philo, Lycinus and anyone who belongs to their circle - and to the learned

audience that Lucian writes for.

+7 Nigr. 22. See also Anderson (1976a) 87: ‘But his (LLucian’s) victims will misbehave at dinner in
any other setting: men shame the gods; philosophers affront their patrons; the poor embarrass

the rich; and the gods themselves fight over places or ambrosia.’
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As the external educated audience comes in contact with this first
mythological reference to the Judgement of Paris and potentially feels a great
degree of participation in the dialogue’s narrative, they are in for a big surprise
when it is revealed that the dialogue is a piece of harsh criticism for their group;
unless they can actually think that the Judgement of Paris is the story to honour
high character and appropriate behaviour. Lucian, through the words of his
literary alter ego, Lycinus, almost tests the intellectual capacity of his readers by
using a mythological reference which is easy to recognise, but which also
foreshadows the spirit of the fight that took place in the wedding feast.*®

The Convivium exploits the idea and the symbolisms of the Judgement
of Paris within the mortal sphere; mythology works as a point of reference to
enhance and deepen the narration of an otherwise mundane situation on various
levels. Lucian, however, also imagines the impact of the Judgement in what we
would call the minor divine world in his dialogue between Panope and Galene,
in his Dialogi Marini (7), in the sense that it is not a dialogue between any of the
major twelve gods, but between two sea-nymphs. The dialogue takes place after
the wedding of Peleus and Thetis and the incident with the apple of Eris, but
before the Judgement. Galene, as indicated by her name (yaArjvn = calmness),
is the nymph responsible for calming the sea and this is exactly what Poseidon

asked of her for the duration of "Thetis’ wedding, as she states herself in her first

+% Branham (1989) 105 refers to Lycinus’ role as narrator in evoking interpretative frames for the
tale, both in mythological and in literary level, discussing the two alternative titles of the work:
Symposion and The Lapiths. The same could apply to his reference to the Judgement: it is

evoking a mythological allusion to an event that is all about mindless competition.
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words of the dialogue. Panope, who was present at the wedding, offers an
account of what happened: Discord, who was not invited, crept in the feast, after
Peleus and Thetis had left for their chambers escorted by Poseidon and
Amphitrite and while everyone was drunk. Once she was in, she threw a gold
apple, with the inscription ‘Let the beautiful get it’ (1) kaAn AaPétw) on it,
towards where Hera, Aphrodite and Athena were seated. Hermes picked up the
apple and read the inscription, but according to Panope all the Nereids held
their tongues, because, as she says: “What more could we do with them present?”
(Ti yap el Toleiv ékeiveov Tapouoddv;). The three goddesses started claiming
the apple each for herself, until Zeus parted them, refusing to judge the matter
himself, despite their insistence. Rather he sent them to Paris, in Ida, because he
is a lover of beauty (¢\okaAog) and thus his judgement is bound to be right.
Panope goes on to say that they would be going to Ida that day and that shortly
they will have a messenger with the results, while Galene claims that Aphrodite
will win, unless the judge is short-sighted (duBAucotTn).

Several things here require our attention, despite the shortness of the
dialogue. First, since the Judgement of Paris is the sole theme of Lucian’s
Dearum Iudicium, in which the contest is described in detail, it could seem
redundant to have such a short dialogue on the same topic in Lucian’s body of
work. Anderson attributes this repetition of themes to Lucian’s intention to
entertain his readers by variation.®” Bartley goes one step further: the two

dialogues present different parts and aspects of the same story. While the

+9 Anderson (1976a) 21.
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Dearum Iudicium s told from the point of view of the participants, the dialogue
between the Nereids presents an indirect reporting of events. At the same time,
the Dearum ludicium starts with Zeuss command to Hermes to bring the
goddesses to Paris, while Galene’s account finishes with the exact same
command, drawing more attention to Eris and her spitefulness for not being
invited to the wedding.**

However, there is more to it than that. The Nereids of the dialogue, are,
in Panope’s words, less powerful and beautiful figures than Hera, Athena and
Aphrodite. According to her, the nymphs could not say anything about the apple
when the three goddesses started claiming it. Her intention was humorous and
sarcastic, pointing towards the fact that the three goddesses could not have been
the only beautiful figures at the table and, therefore, the contest was not just
about beauty.*" Nevertheless, Panope’s words also signify a distinction between
higher and lower status goddesses. With this distinction taken into account, the
dialogue serves as a take on the apple incident and the Judgement of Paris within
the divine world as a whole, but not in the most common sphere of the main
gods (they were all at the table anyway and we already know from the Cypria
what happened there). Lucian’s dialogues, in the spirit of the Second Sophistic,
challenge learned readers to think of a wide range of issues connected with well-
known myths.*** As such, this dialogue offers an imaginative view of how the

whole story of the Judgement might have been conceived and chatted about by

% Bartley (2009b) 100-1.
4 Bartley (2009b) 106.

42 Bartley (2009b) 6.
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gods and goddesses that were not directly linked to the events. Panope’s account
and Galene’s reaction show that what took the form of an unresolvable malice
among the goddesses and would end up in a terrible war between mortals,
became a subject of gossip among the rest of the gods. The Nereids could not
compete with Hera, Athena and Aphrodite, while they could not have the
insight of Zeus about where all this would end. Therefore, they talk about it as
if it were an isolated, funny and spicy incident. The events at the wedding of
Peleus and Thetis along with the Judgement become the saucy gossip of the
day.*® Galene’s case in judging the result at the end shows that the Nereids do
not hold knowledge of how many things are dependent upon this decision, nor
that it will not be just about beauty at the end. The Nereids due to both their
divine and their feminine nature are not aware of the danger that befalls a male
mortal gazing upon a female goddess.***

A second feature worth mentioning is the inscription of the apple
according to Lucian. The apple was probably not mentioned in the Cypria (at

least Proclus does not mention it in his summary of the poem) and, based on the

3 Bartley (2005) 364 mentions that in the Dialogi Marinithe sexual relations of the gods become
a central theme. Although the Judgement is not exactly of a sexual nature, it shares a similar
erotic and personal character, which leads to it becoming an item of gossip.

#%4 The use of duRAucrtTy is far from random: in Plato, Rep. 7.517d the word is used for a man
that cannot see well for a while after contemplating the divine. Lucian indirectly brings up the
theme of the endangered sight of a human who undertakes the task of looking at a god (in the
context of the Judgement especially the sight of a male mortal gazing upon a female goddess,
like, for example, Tiresias in Call. Hymn to Athena). For further use of the word in philosophical

terms see Bartley (2009b) 107-8.



artistic representations of the myth, it really does appear to be a feature that
belongs to the later tradition. Hyginus in his Fabulae (92) mentions the apple
and the inscription, but uses a superlative form of the epithet beautiful
(formosissimam), whereas Lucian does not, neither here nor in the Dearum
Tudicium. The lack of the superlative implies that the winner should not be the
most beautiful of the goddesses, but rather the one who personifies beauty and
that is Aphrodite, as Bartley argues.*® There is a second implication, however,
and that is the fact that the apple itself could not have been a reason for
competition among the goddesses. By stripping the epithet ‘beautiful’” of the
superlative form, Lucian reveals the same antagonistic nature of the goddesses
that he uses to a more elaborate extent in the Dearum Iudicium, when the
goddesses are using any means possible to win, while stripping the other two of
any assets (girdle, helmet, etc.).

A third point of interest in the dialogue is Panope’s account of the reason
why Paris shall be the judge according to Zeus: Paris can judge the most
beautiful, because he is piAdkaos (a beauty lover). In this context, Paris is not
so much an expert on female beauty, but rather an expert on beauty as a general,
philosophical term.** In this context, beauty becomes a force to which Paris is

attracted instinctively and his choice, based on his character, will bring disaster

%5 Bartley (2009b) 105.
4% Bartley (2009b) 107, especially on Macleod choosing in his edition the reading T& k&AAiov
instead of Tfv kaAAiova, which signifies even more Paris” expertise on beauty as a concept,

rather than on feminine beauty.
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to him, his family and his city.4(’7 In the Dearum Iudicium, on the other hand,
Zeus expresses a different reason why Paris should be the judge: it is because
Paris is beautiful himself and well schooled in love that makes him an
appropriate judge. Since Panope’s account is indirect, we could assume that it is
to some extent her own view and interpretation of the situation. Thus, Paris
becomes pihékalos and Galene comes to complete this thought taking almost
for granted that he will pick Aphrodite. Again, to the Nereids the terms and
conditions of the contest seem oversimplified compared to the actual situation
as it has been formed for Paris. LLucian has managed the impossible: the Nereids
speak of the events with a certain amount of naivety, while [Lucian reminds the
learned reader what s/he already knows through hints, exposing the untroubled
attitude of the Nereids even more. At the same time, this attitude towards the
Judgement of Paris demonstrates the element of purely visual criteria for the
verdict.

The Dearum Iudicium (or Judgement of the Goddesses) is the only
surviving text that represents the Judgement of Paris alone. Lucian elaborately
recreates the events and the words spoken from Zeus's command to Hermes to
Paris’ final choice, but also does so in a way that constantly alludes to previous
literary genres, traditions and texts. His criticism of Homer and the

mythological tradition that he represents is achieved by maintaining and

47 See on that Mestre and Gomez (2009) 93-4: in fact Lucian, as well as others in antiquity,
makes use of the literary topos that love, beauty, hope or fear become tyrants to human beings as

they become enslaved by these feelings.’
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dragging the absurdity of the story to the limits through a dialogue that is
presented as the detailed version of what really happened.

The dialogue opens with a short monologue by Zeus. In it, the father of
the gods explains why Paris should be the judge and declares that he cannot be
the judge himself as he loves all three of them equally, but also he knows he
would be in trouble with the other two if he just picks one. The irony of the
declaration is obvious: Zeus almighty himself cannot cope with the ‘bad graces
of the majority’ (ravTtes amexb&vecban Tais wAeioow), but it is only natural for
a mortal to be able to make such a decision. Zeus also appeals to the
unsophisticated and naive nature of Paris (&eAns kai dpetos), which has to do
with his status as a shepherd at the time of the Judgement.** These features
appear to make him an impartial judge, since he has never seen anything similar,
but it is also hinted to the reader that you cannot possibly expect from a simple
mortal to make the right choice in a decision that Zeus himself refused to take.*®

The attention on Paris’ character at the time of the Judgement plays upon the

4% See also D.Jud. 7 where Paris describes himself as a countryman (&ypoikos) and a shepherd
(BoukoMog), in contrast to those who are dainty (&Bpcov) and city-bred (&oTikédv), trying to
convince Hermes that he is not worthy of the task assigned to him. In fact, he claims, he would
be more suitable to judge two she-goats or heifers in terms of their beauty.

499 Cf. Wilshere (2015) 65-6 who argues that the reference to Paris’ rustic character is evoking a
serious and deeper issue of Homeric scholarship that has to do with the athetization of II. 24.23-
30 by Aristarchus on grounds of inconsistency with 1. 3.39-57, where Hector indicates that Paris

was brought up as a kithara-playing &otikds.
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irrationality of the tradition in terms of the life choice that a shepherd is about to
make.

This uninformed Paris - who, as a shepherd, is also unaware of the
literary tradition around each goddess, or so it appears - is the one whom the
goddesses are trying to supposedly protect, while they are sabotaging each
other; Athena warns Paris to not let Aphrodite undress until she has put down
her famous girdle, the one that Hera borrows in the Iliad for the Dios apate,
otherwise she may bewitch him. Also, Athena brings up Aphrodite’s over-
adornment, claiming that she should try to win him over with her natural beauty
(yunvov 16 k&AAos). The learned reader cannot avoid thinking of Callimachus
and the praise of Athena’s natural beauty, in contrast with Aphrodite’s overdone
beauty. Aphrodite on the other hand does not want Paris to be terrified by
Athena and so makes her take off her helmet, the most prestigious and awe-
evoking part of her attire, while mocking her on her most famous feature: her
green glaring eyes, which she assumes (or hopes) might be criticised by Paris
without the cover of her helmet.

The contrast between Athena and Aphrodite as portrayed in Lucian may
be reminiscent of Callimachus, especially in terms of the different kinds of
beauty, but it can be found elsewhere, as mentioned earlier at various points in
the thesis. There was a wider tradition on the differences between the
goddesses, but also on Paris’ wrongful choice due to being a shepherd. Indeed,
two epigrams A.P. 16.169 (anonymous and impossible to date) and A.P. 16.170
(by Hermodorus, 3rd century B.C.) referring to a comparison between the

statue of Aphrodite in Cnidus and that of Athena in Athens reach the same
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verdict: ‘It was just like a neatherd for Paris to pass her by’ (A.P. 16.169, 4: cog
Bovutns 6 TTapis Trivde mapetpodxaocev) and Paris was really a bumpkin’ (A. P.
16.170, 4: 8vTws PoukdAos N 6 TTapis). Of course, in Lucian, Paris’ character
of a shepherd does not only have to do with choosing a certain lifestyle, since
cach goddess’ bribe represents kind of a separate value of life, but it appears that
it also has to do with Paris’ supposedly uneducated background. Again, Lucian
plays around the idea of who is educated enough to understand the literary
references in a way that here renders education and knowledge as a protective
mechanism. If Paris knew the tradition, would he perhaps have been more
cautious in picking Aphrodite?

Although the epigrams mention specific artifacts, the reference to Paris
inevitably creates a connection with the wider tradition of the two goddesses. In
Hermodorus in particular, Athena is referred to as ‘boldly brandishing her spear’
(Bopubapoéa TTaAA&Sa), which is very close to that terrifying image of Athena
that Aphrodite wants to avoid in Lucian. It is also reminiscent of Athena’s
terrifying image as portrayed in Callimachus with the blinding of Tiresias. The
mythological tradition or traditions of the goddesses are, therefore, incorporated
in what superficially is just a discussion of these statues. .ven when Evenus (first
century B.C. or A.D.) is seeking to praise the beauty of the Cnidian Aphrodite
in his two epigrams (A. P. 16.165 and 16.166), he uses aspects of the Judgement of
Paris as evidence: in 16.165 Zeus's consort and Athena herself admit that: ‘We are
wrong in finding fault with Paris.” (A8ikcos Tov OpUya peppdueda) and in

16.166 Praxiteles has the vote of Paris to attest his skill in depicting her beauty in



its full scale (u&pTupa Tiis TéxVNs Yiipov éxwv TTapidos).+”° All these epigrams
allow for the visual element of beauty and, accordingly, that of the Judgement of
Paris to show by discussing specific statues, but ultimately they too fit in the
wider tradition concerning the goddesses.

Although Aphrodite is the first to rush and declare her confidence to
Zeus when he announces the judge, she also appears to be the first to start
planning her way to victory, by asking Hermes whether Paris is married. Hera
attacks Aphrodite, mentioning her affair with Anchises, but is only once mocked
back by Aphrodite implicitly on her white arms, without any other major
requests or accusations. As is the usual norm, Hera and Athena do not turn
against one another. They appear once again together as the opposition to
Aphrodite.

While Paris demonstrates the low profile of a shepherd, it does not take
too long for him to show that, in fact, he is rather cunning and cowardly, albeit
not well-informed or educated. Once Hermes declares that Paris cannot avoid
the role appointed to him by Zeus (8), the innocent shepherd is very fast in
attempting to take care of his safety (9); he asks Hermes to persuade the
goddesses not to be angry with him on his decision and to blame only his sight
forit. T'his request, however, proves Parisunawareness of how the gods act; not

only does he believe Hermes, who claims that the goddesses said they will not

47 See also A. P. 16.172 by Alexander of Aetolia (third century B.C.). In the epigram the narrator
suggests that Athena herself made a statue of Aphrodite to perfection, forgetting the Judgment
of Paris. Again, the main idea is to show how perfect the statue is, but the comment is again

based on the established rivalry between Athena and Aphrodite.



be angry after the Judgement (in spite of never hearing the goddesses say it
themselves in the dialogue), but he also draws attention to his sight, the thing
that he most certainly is in danger of losing according to tradition. If his sight is
to blame, then what would stop the losers from taking it away?

Once he thinks he has established his safety, Paris becomes even more
audacious. He dares to ask for the goddesses to appear naked in front of him in
order to judge them (yupvas ideiv BouAopan), utterly oblivious to the terrible
things that can happen to mortals if they gaze directly upon gods. Then, as
mentioned above, he goes on to insult Athena about her gift, claiming that he
will not make his decision on the basis of the gifts, a claim that he contradicts the
next second, upon Aphrodite’s offer. Having Aphrodite in front of him and
before he announces his final verdict, Paris is fully revealed: not only has he fallen
for Aphrodite’s looks,*” compliments and promises, but he actually asks for all
sorts of guarantees from her. He wants to know the plan before declaring her
the winner and actually asks her to promise him twice (he is pious enough to not
require an oath from Aphrodite, although she offers to give him one).

The concept of nudity is not new to Lucian. There is already, among
others, a tradition of representing the goddesses (and especially Aphrodite)
nude in art. The impact of the Cnidian Aphrodite and the story that surrounds

it*”* has affected various epigrammatists (see previous chapter) and Callimachus

4 D. Iud. 10. Note how he asks Aphrodite to take off the girdle, but seems to have no problem
with her perfumes and makeup.
47 For the interest of Hellenistic poetry and art in viewing nudity (esp. that of Aphrodite) see:

Zanker (2004) 42-4 and 144-8.



has already handled one aspect of mortals secing naked goddesses, especially
under the light of potentially destructive consequences in doing so. Rufinus (c.
second century A.D.) in his two epigrams (A.P. 5.35 and 5.36) also uses nudity
along with elements of the Judgement of Paris, but in doing so he offers an even
more vulgar version of the Judgement. In his epigrams a man is called to be the
judge among three women, who appear naked in front of him. In 5.35 he admires
their buttocks, skin and pudenda, whereas in 5.36 he is called to judge which one
of them has the best vagina. The judge/narrator compares himself with Paris in
both cases: in the first, he says that if Paris was there he would not even want to
look at the goddesses, since the girls were so perfect, while in the second, being
aware of what happened to Paris, he awards the crown to all three of them. Both
of these epigrams retrospectively challenge Paris’ decision at the Judgement,*
from a point where the status quo of the myth is as we know it from epic and the
rest of the pre-existing literature. Lucian, on the other hand, reimagines the exact
way in which this status quo has been established and in doing that he uses
nudity as a pointer to Paris’ true colours, but also as an indication and parody of
the relationship between the Judgement of Paris and beauty; beauty that is
based both on sexual attraction and on Aphrodite’s well-known over-
adornement In this context, Paris as pihdkalos is a specialist on nude beauty,

with everything that this implies.

47 Sistakou (2011) 199-200. She also discusses A. P. 12.207 by Strato of Sardis. In that, itis implied

that Paris would have preferred Diocles’ erect penis to the goddesses.
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As Lucian attempts to represent the Judgement of Paris in as much
detail as possible, he goes beyond Aphrodite’s vague and conventional influence
over Paris and his decision. Aphrodite paints with her words Helen’s portrait in
the most appealing way possible (D.Iud. 14), alluding both to her appearance
(Aeukn) pév, ofav eikds ék kUkvou yeyevnuévny / yupvds Ta ToAA& kai
maAaioTikn), but also to her divine and supernatural descent, referring to her
hatching from an egg (amaAn &, cos év wd Tpageioa). Along with that,
Aphrodite goes on to establish in the mind of Paris Helen’s status as the most
wanted woman in Greece by referring to her abduction by Theseus and to the
many suitors that wanted her hand before she married Menelaus.

T'wo things require attention. First, Aphrodite needs to elaborate on the
technicalities of the abduction to convince Paris, and in doing so undertakes the
role of convincing Helen to follow him when he has reached Sparta. Paris’
doubts about a married woman following him to Troy are similar to those
echoed in Dios Trojan Discourse; nevertheless, in Dio those arguments are
used to prove the impossibility of the story, whereas in the imaginary version of
Lucian Aphrodite fully undertakes her role as the mastermind of the plan. She
clearly states (D.Iud. 15) that once Helen sees Paris, the rest - her falling in love
with him and following him - are her affair (todvTeUfev 8¢ éuov av ein o
gpyov). Itis the first time in Lucian that Aphrodite’s role in the abduction is not
guessed at or implied. It is clearly stated, embracing the goddess’ full potential
as a mythological figure.

Second, and most important, is the fact that Aphrodite is the only one

who manages to engage with Paris in a real conversation about her bribe. Her
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technique is almost that of a professional orator: first she just mentions Helen,
asking Paris if he knows about her, making him intrigued and curious to learn
(13). Then she praises Helen and through claiming that every man wants her (14)
presents her as a possession worthy of pride and envy. That way she sows the
desire in his heart and mind. Paris himself says that he already desires Helen (15:
Ep&d Ye 1101 Tijs ‘EAévng), although he has not seen her yet. The way he talks
about her resembles Paris’ obsession with Helen in Dios On Retirement;
however, in this case it is Aphrodite who has caused the obsession rather than
Paris’ own train of thought. Once the obsession is there, the rest is easy; she just
has to elaborate on her secret weapons, Love and Desire, to which Paris also
asks for the Graces and then Aphrodite also adds Passion and Hymen (16).
Thus, Aphrodite proves that she has a sphere of influence wide enough for the
abduction to be a success, but before that she has already shown something far
more important: that Paris actually wants her bribe, while he turned down both
those of Hera and Athena immediately. In that respect, Paris does not choose
Aphrodite’s gift over the other two, since he has already turned both of them
down without having heard yet what Aphrodite has to offer.

Aphrodite’s way of presenting her bribe to Paris is vital to his final
decision. As philosophy and oratory dominate the Second Sophistic and Lucian
is bred in this literary environment, he does something extraordinary: he has a
purely mythological figure, like Aphrodite, presenting her arguments aiming at
convincing Paris not only that she deserves the apple, but rather that what she is
offering is irresistibly attractive. Whereas the other two goddesses present their

victory at the competition as the condition for their bribes (Athena says: ‘And



Paris, if you shall say that I am the fairest, I will make you a great warrior...",
whereas Hera has, too, said earlier: ‘Paris, give me the prize of beauty, and you
shall be lord of all Asia’), Aphrodite plainly says: ‘If you want her, I can make her
your wife” (ei 81 BéAois, Eycd ool kaTampdfoual TOv yduov). In a way,
Aphrodite uses rhetorical techniques to support a gift that is representative,
however, of a specific philosophy of life, too (and one that appears to be more
superficial than the other two). The length of the dialogue actually offers Lucian
room to develop arguments at length, to offer an alternative version of
philosophical dialogues in a satirical light.#* While Hera and Athena use the
bribes to convince Paris, Aphrodite primarily uses words to do so, revealing the
capacity and power of speech, which was so beloved in the Second Sophistic.
Lucian offers an appealing, satiric version of what might have happened
during the Judgement of Paris; he does that in a way that s intended to be funny,
but not disrespectful to the goddesses per se; it is a pre-existing story, which he
reconstructs in a parody which targets more the flaws of humanity and the trends
of his time, like fascination with nudity and Homer’s representation of the gods,
rather than the goddesses themselves.*” For Lucian’s humour to make sense,

one needs to know the pre-existing literary tradition, as the world presented in

47+ Bartley (2005) 360: ‘In the longer dialogues it was possible to echo (and parody) the longer
development of argument between two speakers that is typical of the discourse of Plato and his
successors. See also Hopkinson (2008) 7 on the dialogues being a combination of Platonic and
comic elements.

47 Dickie (2010) 351: Tucian must not have been considered as dangerously irreligious, based on

his appointment to a position of high authority in the concilium.
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this dialogue is formed exactly on the basis of this tradition and all this in a clearly
Aristophanic way of mocking the Olympians.* The goddesses appear petty and
competitive, but again that is something proven through the original story
anyway. There is nothing respectable in fighting over a golden apple and the title
of the most beautiful, but, since they did it anyway, it is to be expected of them
to plan their victory ahead and sabotage and be spiteful to each other, as it is
expected for the losers to be angry after the contest. 'T'he criticism of the gods, as
they are portrayed in Homer, is not just evoking Aristophanes of course, but
also, at least to some extent Xenophanes and his criticism of Homeric gods.*”
Such a brutally anthropomorphic portrayal of the divine, however, does
not mean that mortals are represented as faultless puppets; the example of Paris
shows the exact opposite. Not only is Paris in the Dearum Iudicium portrayed
as making a bad choice, but the dialogue also reveals all the motives, the reasons
and the planning behind this decision. Paris is, perhaps more forcefully than in
any other text, represented as a free-willed individual who was chosen by Zeus
for certain reasons and confirmed each and every one of them in the course of the
text. He thought he could outsmart and disrespect gods without consequences.
In Lucian’s religious system gods are not subject to fate, while humans are fully
responsible for their actions.*”® This essentially means that they are all

individuals who decide and act for themselves, without any external, almighty

7% Hopkinson (2008) 8.
477 Diels-Kranz 21 Bii-12; Wilshere (2015) 62.

+7 Dickie (2010) 355.



influences. Aphrodite may have been planning Paris’ persuasion, but she does so
in a very mundane way: mainly by the use of words.

Bowie writes about Lucian that he ‘betrays himself as a child of his time’
because not only does he ridicule the tendency of his time, influenced by the
sophistic movement, to imitate orators of the past and debate in speeches themes
from the historic past, but also ‘when he turns to satirical dialogue it is Plato and
Old Comedy that he proclaims as his principal models’.*” However, we have
already seen that in the Dearum Iudicium, for example, Aphrodite takes up the
role of an atypical orator, albeit in a dramatic environment that really does
resemble the spirit of Old Comedy, but also of Platonic dialogue. The
Convivium is a dialogue criticising the educated, but which appeals to the
educated at the same time, while the dialogue between Panope and Galene
offers a glimpse into a conversation between two divine figures, in an almost
Homeric way, in the sense that the poet/author knows things that he could not
have possibly known, but still reports upon them in detail with confidence. This
is one of Dio’s points of criticism about Homer; humans, poets or not, cannot
claim that they can report upon gods’ discussions with accuracy. Lucian not only
does it, but he does so in as much detail as possible. So where does that leave us
on Lucian and the Judgement of Paris?

Dialogue as a genre bears a dramatic essence that certainly connects it to
theatre. A topic like the Judgement of Paris in particular is very suitable for

comedy or satyr play, as we have seen more elaborately in chapter 3. Lucian does

+» Bowie (1970) 9.
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indeed use some conventions of the genre in his Judgement dialogues, for
example gods and goddesses are not portrayed under any light of grandeur,
while their dialogues with humans are more inappropriate than expected.
However, Lucian’s deep knowledge of the previous literature makes his work
inevitably more complicated than this.

Comedy and dialogue, despite their theatrical connection, are essentially
very different genres. One is mostly serious and philosophically significant,
whereas the other one normally mocks the self-seriousness of the philosophers.**
This does not mean, of course, that humour cannot be found in dialogues before
Lucian;* however, Lucian’s dialogues are free from any constraints that would
limit his content to ‘rational, self-conscious language’ and to only to realistic
conversations.** Lucian’s technique of the dialogue goes beyond humour and
extends to the supernatural, creating an overall different literary environment in
which the Judgement of Paris can develop and flourish.

It would be short-sighted to assume that Lucian’s influences were
limited to comedy (or satyr play) and to philosophical dialogue. His dialogues
also draw material from Homeric epic, from the Homeric Hymns and even
visual art.* And Lucian has the ability to detect it in all of the above. Homer,

for example, is by no means humourless; his dialogues and some scenes among

+° Branham (1989) 42.

1 Branham (1989) 69-74 discussing the mocking of the sophists in Plato’s Euthydemus.

+#2 Branham (1989) 81.

+5 Hall (1981) 31-2; Bartley (2005) 359. See also Hopkinson (2008) 7 on Lucian exploiting further

earlier genres, including Theocritus, New Comedy, the ancient novel and Xenophon.
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gods bear a frivolousness about them,** which significantly contradict the pain
and the destruction that has been happening in the mortal world. The dialogue
between Panope and Galene echoes this same lightness, whereas the Judgement
of the Goddesses takes the ideas and the spirit of the Dios apate, for example,
and by incorporating elements of artistic tradition, comedy and philosophical
dialogue, too, manages to reinvent the Judgement of Paris. As his dialogues stop
serving as ‘smoothly cultured advocacy or jovial praise’, they contradict and
attack the pretentions of his contemporary world, including the idealisation of
the classical past.**It is not just about knowing the material and praising it, it is
about knowing the material so well that you can criticise and parody it.
Ultimately, Lucian can find humour everywhere and uses that to filter his reality
and ideas through classical literary techniques. 'This is one of the elements that

make him and his work on the Judgement of Paris unique.

Latin Literature

Under the Roman Empire and while Greek writers mould the
Judgement of Paris into philosophy and oratory, but also into imagination and
fun, the Latin writers develop alternative attitudes towards the myth. Statius in
his Achilleid refers to it in Odysseus’ speech to Achilles in book 2 (49-59), in

which he narrates all the events thatled to the war. The reference is impressively

4 L.g. Iliad 1.599-600: all the gods laugh uncontrollably as Hephaistus is bustling around the
palace. See further Bell (2007) 100-1 on the gods’ suffering being inconsequential due to their
immortality.

45 Branham (1989) 82; Hopkinson (2008) 6.
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concise, while the three lines that connect the scene of the Judgement with the
narration of the abduction provide in just three abrupt sentences the transition
between the results of the Judgement to the rape of Helen (58-9: ‘Anger
convulses the losers. The arbiter seeks his fatal reward. Amyclae, easy prey, is
shown to the ravisher.’) The Judgement finds its traditional place as a cause of
the Trojan war and an essential component to its past.

No other Latin writer gave more attention to the Judgement of Paris
than Ovid in his Heroides. The Judgement of Paris features in 3 of the 21 letters
that constitute the work: from Oenone to Paris (5.33-40), from Paris to Helen
(16.53-88) and from Helen to Paris (17.115-38 and 237-46). The context, as
expected from elegiac poetry, is deeply personal in all of these letters. Ovid's
mastery of the mythological material is undeniable and under the light of his
knowledge he attempts to imagine how each of the characters might have felt
and experienced the same series of events.

Apuleius in his Metamorphoses (10.30-4), which was supposedly
composed after the The Golden Ass, now lost, provides one of the most puzzling
references to the Judgement of Paris: the protagonist, Lucius, who has, by
mistake, been transformed into an ass, is watching a mime performance of the
Judgement at a theatre. The description entails a variety of details and
symbolisms that can be found in artistic representations of the myth (Athena

wears a helmet, Aphrodite is almost naked, the goddesses have escorts symbolic
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or their bribes, et al.) and is followed by a lengthy comment on corruption of
judgement in general, thus appealing to the ethical implications of the myth.**

Itis appealing to suggest, based on Apuleius’ text, that the Judgement of
Paris was suitable for and gained popularity in the genre of pantomime;
however, it must be noted that the pantomime of the Judgement, as described
here, does not match what is considered normal for Graeco-Roman pantomime.
As May argues, Apuleius stresses the artificiality of the performance in question,
a fact that contradicts the usual aim of realism that pantomime used to have.*"
The Judgement of Paris might have been a chosen theme for pantomime, but
not more so than any other myth.

The Judgement of Paris appears to have retained some of its popularity
in the Latin texts of the Imperial period. However, the ways in which it is
handled differs significantly from the Greek side of things, which is only natural
as different genres emerge and gain popularity in each language. Nevertheless,
Apuleius’reference to the Judgement in the context of a pantomime performance
could indicate that the myth remained more popular than we think, but in
different genres than expected. Whatever the case, the Judgement of Paris raised
some interest and attracted Latin poets, too, to reinvent its presentation and

meaning.

+¢ Apuleius combines here elements of Plato’s Apology and Plautus’ Pseudolus, but also he *has

fully exploited the sumptuous spectacle of obscene popular entertainment that outraged the
moralists of the time, while attempting to hide behind the philosopher’s cloak’ (Sandy (1997) 250).

7 May (2008) 356-8.

262



Conclusions

If a single conclusion had to be drawn from this thesis, it would have to be that
the Judgement of Paris is a story with many faces and, thus, many artistic
possibilities. The myth was present throughout so many centuries and genres
that it inevitably changed and developed. This development, however, was not
so much in its form; the main narrative of the myth itself remained more or less
the same. Its transformation was relevant to the exploitation of the various
themes upon which the myth draws and plays.

In regards to the artistic representations of the Judgement of Paris,
attention has been drawn to the earliest depiction, before stereotypical motifs of
representation were established. "Then, moving on to the fifth and fourth
centuries, when the myth met its most popular phase in art, various established
motifs were discussed along with more detailed representations that hinted
more about the bribes and the contest’s outcome.

In the next chapter, I discussed the Judgement of Paris in early literature.
Great focus was given to the role of the Judgement in the Iliad, especially
regarding the story circulating in the time of Homer, but being of non-heroic
nature, thus inappropriate for a full account in the Iliad. Despite the fragmentary
state of the rest of the poems where the Judgement of Paris featured or might
have featured, it appears that the myth was circulating widely and its literary
potential was already realised. The discussion of the omission of the Judgement

by Herodotus has demonstrated that the supernatural, divine-oriented and
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folktale character of the story make it also unfit for more realistic attempts of
finding the causes of the war, which in this case Herodotus sees as a forerunner
to the Persian wars.

As far as drama is concerned, it appears that the Judgement was
exploited by the genre to its full potential. The myth appears to have been
eschewed in tragedies of Aeschylus and Sophocles as inappropriate to high
literature, but also due to the effect that it could potentially have in the overall
literary effect of these plays. However, Sophocles, being fond of the Trojan
tradition, revealed and exploited new aspects of the myth in satyr play, as the
myth’s narrative is fully compatible with this literary environment. Euripides, on
the other hand, inserted the Judgement in his tragedies in a variety of ways and
contexts, to debate divine intervention and human responsibility, influenced
probably by his contemporary sophistic and oratory tradition. The centre of
attention is especially placed on Helen and her share of the blame, as discourses
by Gorgias and Isocrates on Helen also demonstrate. It appears, however, that
the Judgement of Paris was not enough to exonerate Helen of any blame and,
thus, Euripides and Isocrates also use further arguments to support her
innocence: the eidolon tradition in the Helen, and her high-regarded position as
daughter of Zeus and Paris’ strategic choice at the beauty contest in Isocrates.

In comedy, the discussion of Cratinus’ Dionysalexandros has showed
that the Judgement, with its satyrical characteristics, makes a satyr chorus highly
fit for the play, but also that, based on Paris’ responsibility for the war as the
contest’s judge and his lustful nature, the story can serve as a political satire

analogy.
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In Hellenistic literature the erotic and feminine nature of the Judgement
of Paris emerges more prominently. 'The visual aspect of the beauty contest aids
its use in epigrams with themes of nudity and art (especially the statue of the
Chnidian Aphrodite), while Callimachus further enhances these elements by
focusing on the preparation of the goddesses before the Judgement. Here,
Aphrodite’s lustful nature is connected to her over-adornment and excess vanity,
while Athena’s masculine and virgin character are honoured. The antithesis
between the two goddesses resembles the Homeric Hymn to Aphrodite and its
narrative structure.

In Imperial Greek literature, the Judgement of Paris is treated as
mythological material inextricably connected to the world of Homer and also
well known to the pepaideumenoi of the time. Under this scope, the story is
exploited in a philosophical environment in the case of Dio Chrysostom or in
comic dialogues in the case of Lucian. In both cases, since the Judgement is
common knowledge for the targeted audience, the writers attempt to offer an
alternative view of the story, while demonstrating their own deep understanding
of it. In this period the Judgement meets its full philosophical and humourous
potential. After Dio and Lucian, the Judgement seems to lose some of its
popularity in the Greek world and thus, with the exception of a few epigrams, is
not encountered again in Greek literature until the Rape of Helen by Colluthus
in the sixth century A.D.

All in all, the myth of the Judgement of Paris has shown its high
adaptability and its thematic variance throughout the centuries. The myth’s

folktale character, its role as the beginning of evil, its symbolic nature regarding
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the moral implications of the three bribes, as well as its relation to themes of
beauty, visuality and morality are all integrated in the story and artists and
writers interchange these, shifting the focus from one to another depending on
their inspiration, the trends of their time and the genre in which they are writing.
The Judgement of Paris is not a simple story; its folktale character makes it
familiar and amusing, while its role as the beginning of the Trojan war makes it
deeply philosophical regarding the role of the divine and human responsibility.
Its context of a beauty contest reveals its connection with aesthetics and
femininity, while its element of life choices stresses its symbolic nature in terms
of honourable decisions and male character.

I hope that this thesis has shown that the beauty of the Judgement of
Paris lies with the occasionally contrasting themes that the myth raises and the
ways writers and artists have chosen to exploit them. Although the role of the
Judgement as part of the 'T'rojan war’s past is undeniable, this thesis has shown

that the story is much more than just this.
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Appendix 2: Epigrams

5.35 RUFINUS (erotic) (ist c. A.D.)

el Tépvas, AvaioxuvTov Kai oatpov kai SAov yéuov avaideiav

TTuy&s autods Ekpva Tpiddv: efAovto yap avuTtal
SeiEaoal yupvnv dotepotmv peAéwov.

Kai P’ név Tpoxalois oppayifouévn yedaoivols
Aeukij &1ro yAouTv fjvbeev evapin:

TTis 8¢ Siaipopévns ovicoeTo Xlovén oapg
Toppupéolo PSSou n&AAov épubpoTépn:

1 8¢ YaAnuidwoa Xap&ooeTo KUMATI KWPED,
QUTOUATN TPUPEPE XPLTI OAAEVOUEVT).

el TauTag 6 kpITns © Beddv EBerjoaTto TMuyds,

OUKET v oUd’ ¢o1deiv 1)BeAe Tas TpoTépas.

On prostitutes: a poem offensive, vile, and utterly filll of shamelessness

I judged the bottoms of three women; for they themselves chose
me and displayed to me the naked splendon of their limbs.
Rounded dimples marked the first, her buttocks glowing with
white softness; the second’s snowy flesh blushed where her legs
parted, redder than a crimson rose; the third was like a calm sea
furrowed by a silent wave, her delicate flesh jiggling involuntarily.
If the judge of the goddesses had seen them, he would have

Refused to look again at the previous ones.

5.36 RUFINUS (erotic) (ist c. A.D.)

duolov, avaioxuvTov Kal ocampdTaTov

"Hpioav &AArAats PoddTn MeAitn PoddkAeia,
TV TPIooV Tis EXEl Kpeiooova unpidvn,

kai e kpr v efAovTo: kai s Beai ai mepiPAemTol
gotnoav yupvai, véktapt AeiBouevai.

kai Podémns pev EAapte péocos unpcav moAUTipos
ola podcov ToAi& oxilouevos Cepupwd:

Tijs 8¢ ‘PodokAeins UaAw {oos UypouéTwos



ola kai v vn® TpwToyAupets Edavov.
AAA& capdds & mémovbe TTapis Six T kpiow eidcds,

Tas TPels abavaTas evbl ouveoTepAvouv.

Similar to the previous poem, offensive and extremely vile

Rhodope, Melite, and Rhodoclea competed to see which of the

three had the best pussy, and chose me as judge. Like the
much-admired goddess they stood, naked, dripping with nectar.

The treasure between Rhodope’s thighs gleamed like a rose bush

cleft by a gentle zephyr; Rhodoclea’s was like glass, its wet surface

like a temple statue newly carved. But clearly, since I knew what
happened to Paris of his judgement, I straightaway awarded the
crown to all three immortals. But clearly, since I knew what happened
to Paris because of his judgement, I straightaway awarded the

crown to all three immortals.

5.222 AGATHIAS (erotic) (6th c. A.D.)

els Ap1&dvny Tpaydov kai kibaploTpida

EY moTe utv xibd&pns ¢magrioato mAfkTpov téAoloa
koupn, Tepyixdpns avtepéAile pitols:

el ToTe 8¢ TpayIk® polEfuaTt prifato vy,
auTiis MeAtopévns BéuPov amemAdoaTo.

el 8¢ kal dyAains kpiois {oTaTto, udAAov &v auTh
Kutpis éviknibn, kavedikale TTapis.

oyt ¢ nueicov, tva un Aidvucos dkovoas

TV Apladveicv CijAov éxor Aexéwv.

On Ariadne, a tragic actor and lyre player

Whenever the girl took the plectrum and struck her harp, her
Music was the echo of Terpsichore’s strings; whenever her voice
Broke forth into tragic strain, she reproduced the hum of

Melpomene herself. And if there were a contest for beauty, Cypris

280



Herself would more likely lose to her, and Paris would overturn his
decision. But hush! Let us keep it to ourselves, lest Dionysus

overhear and long for this Ariadne’s bed too.

6.48 ANONYMOUS (dedicatory) (? Antipater of Thessalonica, 1st c. B.C. or

AD.)

Kepkida tnv gthoepydv Abnvain 8éto Bitteo
&vbepa, Aiunpiis &puevov épyaaing,

T&vTas ATooTUEaoa yuvt) TOTe Tous €v €piboig
uéxBous kal oTuyepas ppovTidas ioToTdvwov:

elme 8" ABnvain: «Tv Kumpidos dyouat épycv,

v TT&p1dos KaTa coU Wipov EVEYKAUEVT].»

Bitto dedicated to Athene her industrious loom-comb, the
implement of her scanty livelihood, for then

she conceived a hatred for all toil among workfolk, and for the
weaver’s wretched cares. To Athene she said, “I will take to the

works of Cypris, voting like Paris against thee.”

9.77 ANTIPATER OF THESSALONICA (* c. B.C. or A.D.)

TTplopéva k&AAel Mavuprdeos eime Mo’ "Hpa,
OunoBdpov LdAou kévtpov éxouoa vdw:
«Apoev Tup Etexev Tpola Al Toryap ¢yco mip
Tépyw emi Tpola, mijua pépovta TTapiv:
HEel 8 TA&Bais ouk detds, AAN’ ¢l Boivav

yuTes, tav Aavaoi okTAa pépwot TéVwv.»

Hera, tortured by the beauty of Ganymede, and with the
soul-consuming sting of jealously in her heart, once spoke thus:
“T'roy gave birth to a male flame for Zeus; therefore, I will send a
flame to fall on "I'roy, Paris the bringer of woe. No eagle shall come
again to the Trojans, but vultures to the feast, the day that the

Danai gather the spoils of their labour.”

281



9.154 AGATHIAS SCHOLASTICUS (Declamatory/Descriptive: On Troy)
6™c.AD.)

TAriko1s, ToAloUXE. Ot UEv Xpuoauyel v,
s Béuis, & TAGuwv "IAlos nyacduny:

AAA& oU pe TpoAéAorras EAcoplov: avTi 8¢ urjAou
T&oav amodpéyw Teixeos ayAainv.

&pkiov fv Bvdokev Tov BoukdAov: el yap &beopos

EmrAeTo, TAS TATPAs oUk AAITNHa TOSE.

Have mercy on me, Athena, protectress of the city. I,

wretched Ilion, as was meet, worshipped thee in thy temple
resplendent with gold. But thou hast abandoned me to the
spoilers, and all for the sake of an apple has stripped all the glory
from my walls. Better had it been for the cowherd, Paris, to

perish, for if he broke the law, it was not his country’s crime.

9.576 NICARCHUS ( Declamatory/Descriptive: On a Statue of Athena
holding an Apple. Aphrodite speaks) (P1st c. A.D.)

Mapbéve Tprtoyévela, Ti Tnv Kumpv &pti pe AuTreis,
apmaEaoca & Euov Sddpov Exels TaAdun;
pépvnoat T Tdpoibev év 13aiols oxkoméAoiow
s TTapis ov ot kaArv, GAN €U’ E8oy A TIoEY.
oV 8opu kal 6dKkos ¢oTiv: Eudv Bt TS pijAov
UTTapXel

ApKel TE UNA KETVOs & Trpiv TOAENOS.

Trito-born maiden, why dost thou vex me now by grasping in
thy hand my prize of which thou hast robbed me. Thou
rememberest how formerly, amid the rocks of Ida, Paris
pronounced me fairest, not thee. Thine are the spear and shield,
but mine is the apple. For the apple that old war was surely

enough.
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9.633 DAMOCHARIS GRAMMATICUS (6th c. AD.)

Eis Aoutpdv

“Hpn kai TTagin kai TTaAA&S1 Toito AoeTpdv
€5 TOTE TO Xpuoolv fjpece pijAov Exelv:
kal Taxa Tis pop@fis kpiots écoeTat ou TTapis avuTais,

eikcov 8" apyupéols vauact Setkvupévr.

"T'his was the bath of Hera, Cypris, and Pallas, when they were
Eager to get the golden apple. And perhaps now Paris will not be

Their judge, but their image reflected in the silver flood.

9.657 ANONYMOUS (3 6th c. A.D.)
‘EvBd&de Aouoapévn dépas &uppoTtov avTtika Kutmpig

Beifev AANeC&vdpo, kai aébAiov fipaoce pijAov.

After bathing her divine limbs here, Cypris straightway

showed herself to Alexander, and carried oft the prize of the apple.

12.207 STRATO (Musa Puerilis) (2nd c. A.D.)
‘Ex6ts Aoudpevos AlokAfis dvevrjvoxe calvpav

gk TTis euPdoews v Avaduopévny.
Tadtnv el Tis E8e1Eev ANeEdvBpwo TOT v I8,

TAs TPETs Av TAUTNS TPOKATEKPLVE Beds.

Yesterday Diocles in the bath brought up a lizard from the
Tub, “Aphrodite rising from the waves.”
If someone had shown it to Paris then in Ida, he would have

Pronounced the three goddesses to be less fair than it.

16.114 COSMAS (?6th c. A.D.)
Eis TTUppov peAAovTa opd&Eat v TToAuEévnv

TTUppos £y cd omeUdeo 8E TaTpds XAPIv T 8¢ KUVEITTIS

TTaAA&Sa kikArjokel, yvwTov éxovoa TTapiv.
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On Pyrrhus about to butcher Polyxena

I am Pyrrhus, and am urgent for my father’s sake; but she, the

shameless girl, calls on Pallas, though her brother be Paris.

[16.144 ARABICUS SCHOLASTICUS]

Eis AtaAdvTtny kai lrrrouévnu

"Edva yduwv EppimrTes, fj auBoAinv TaxuTtiiTos,
ToUTO Yépag kouprn xpuoeov, Tmmoueves;
&upw uijAov &vuooev, émel kai Tapbévov opuris

elpyev, kai Cuyins oupBoAov fv TTagins.

On Atalanta and Hippomenes

Hast thou thrown this golden gift to the maiden,
Hippomenes, as a wedding present, or to delay her fleet feet? 'The
Apple accomplished both, since it both delayed the girl in her

course and was a token of Aphrodite, who links in wedlock.

16.1065 EVENUS (st c. B.C. or A.D.)

TTaAA&s kal Kpovidao ouveuvéTis elrov, iSoloat

v Kuidinv: «Adikews Tov Oplya peppdueda.»

On the Cnidian Aphrodite

Pallas and the consort of Zeus said, when they saw the

Chnidian, “We are wrong in finding fault with Paris.”

16.166 EVENUS (st c. B.C. or A.D.)

TTpdobe pev 18aioiow év olpeoiv alTds 6 BouTas
AépEaTo Tav K&AAeUs TTPAOT ATEVEYKAUEVAY®

Mpa&itéAns Kuidiois 8¢ Taveomriecoav £0nkev,

u&pTupa Tiis TéXVNS Yijpov Excv TTapidos.
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On the same

The neatherd himself saw of old on the mountains of Ida her
who gained the prize of beauty, but Praxiteles has set her in full

view of the Cnidians, having the vote of Paris to attest his skill.

16.168 ANONYMOUS

Eis 6 autod

MMupvnv eide TTapis pe, kail Ayxions, kai Adcwvis:

ToUs Tpels olda pédvous: TTpaiTéAns 8¢ mdbev;

On the Cnidian Aphrodite

Paris, Anchises, and Adonis saw me naked. Those are all |

know of, but how did Praxiteles contrive it?

16.160 ANONYMOUS

Eis 16 auTo, kai Trv év Abrjvais Abnvav

Agppoyevous TTagins Labeov mepi&épkeo k&AAOS,
kai AéEets Aived Tov Opuya Tiis kpioews.
ATOiBa depkdpevos TaAl TTaAA&da, Touto Borjoets,

cos PouTtns 6 TTépis Trivde TapeTPOXACEY.

On the Same and on the Athena in Athens

Gaze from every side at the divine beauty of the foam-born
Paphian and you will say, “I applaud the Phrygian’s judgement.”
Again when you look at the Attic Pallas you will cry out, “It was

just like a neatherd for Paris to pass her by.”

16.170 HERMODORUS Grd c. B.C.)

Eis 6 autod



Tav Knidiav Kubépeiav i8cov, Eéve, ToUTS kev eiTrors:
«AUTA Kai BvaTtddv &pxe kal dBavaTwv.»
Tav & évi Kexkpomidais Sopubapota TTaAA&da Aevoowv,

auddoels: «'OvTwos PoukdAos v 6 TTapis.»

On the Same

When you see, stranger, the Cnidian Cytherea, you would say
this, “Rule alone over mortals and immortals,” but when you look
at Pallas in the city of Cecrops boldly brandishing her spear you

will exclaim, “Paris was really a bumpkin.”

16.172 ALEXANDER OF AETOLIA (3rd. c. B.C.)
AuTé Tou Tav Kurpv &mnkpiBcoocato TTaAAds,

T&s e AAeEavdpou Aabopéva kpioios.

On a Statue of Aphrodite

Pallas herself, I think, wrought Aphrodite to perfection,

forgetting the judgement of Paris.

16.216 PARMENION @Gstc. BC.or A.D.)
Eis &yaAua "Hpas

‘Wpyeios TToAukAertos, 6 kai
uoévos dupaoty "Hpnv
afprjoas kai donv elde TUTTWOAUEVOS,
BvnTtols kdAAos £deiev, Soov
Bl ai 8 UTd kdATTOoIS

&yvwoTol poppai Znvi puhaccdueda.

On a Statue of Hera

Polycleitus of Argos, who alone saw Hera with his eyes, and
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Moulded what he say of her, revealed her beauty to mortals as far
as was lawful; but we, the unknown forms beneath her dress’s

folds, are reserved for Zeus.
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