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ENTRY-MARKING éaA\a yap IN GREEK TRAGEDY

AND COMEDY
A PARTICULA &\\a yép COMO MARCA DE INGRESSO EM
CENA NA TRAGEDIA E COMEDIA GREGAS

José Marcos Macedo !

Abstract: In Greek tragedy and comedy, a character arriving on stage may
be announced by using the particle combination &\\& yap or kai piv. En-
try-marking &A\& yép is said by Denniston (1954) to be either ‘complex”
(whereby AN& goes with the main clause and yap with a dependent clause)
or “simple” (both particles going with the main clause). Taking this as a start-
ing point, all the instances of entry-marking &AA\& yap are surveyed in the
light of the PUSH and POP theory as expounded by Slings (1997). Similari-
ties and differences between dAN& ydp and entry-marking ki piv are also
pointed out, and brief conclusions are drawn thereof.

Keywords: Greek particles; entry-marking &A\& ydap; tragedy and comedy;
Kol piv.

Resumo: Na tragédia e comédia gregas, o ingresso de um personagem em
cena pode ser anunciado com o uso da combinagdo de particulas dAN& yap
ou kai pnv. Denniston (1954) afirma que &AA& yap pode ser classificado
tanto como ‘complexo” (quando dAN& estd ligado a oragdo principal e yap
a oragdo subordinada) ou “simples” (ambas as particulas ligadas a oragdo
principal). Tomando isso como ponto de partida, todos os exemplos de dAAN&
Yép como antincio de ingresso em cena sdo analisados a luz da teoria PUSH
e POP exposta por Slings (1997). Semelhangas e diferencas entre &M\ yap e
Kal v também sdo apontadas, de onde se tiram breves conclusoes.
Palavras-chave: particulas gregas; dA\& ydp; tragédia e comédia; kat piv.

1. A& yép as a “complex” combination

The entrance of a character upon the stage may be marked by the
use of particles, the most common ones being kat prjv and dAA& yép. Den-
niston (1954: 98, 103-4) identifies two main constructions regarding dA\&

1 Doutor em Letras Cldssicas pela USP. Professor de Lingua e Literatura Grega na FFLCH-USP.
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Yap, a “complex” one and a “simple” one. In the “complex” use d4AA& and
yép fulfil their functions independently, &A\& going with the main clause
and yéap with a dependent clause, while in the “simple” use both go with
the main clause, whereby the collocation usually means “but, as matter of
fact” (Denniston 1954: 101).
As regards the “complex” use, the passages where AAN& yap (or dAA&

... Yép for that matter) signal an entrance on stage may be readily analyzed
in terms of the PUSH and POP theory as expounded by Slings (1997). Let
us take for instance Euripides Hippolytus 51. Upon seeing Hippolytus ap-
proaching, Aphrodite cuts short her speech and retires in order to shun an
undesired encounter. The goddess marks his arrival by saying:
(1) pop@AN g El0OP@® Yaip TOVSE TaTda ONoEwg

oteixovta, Brjpag poxBov ékheotmota,

TnmoAvtov, |, E60 TOVSE Prioopat TOTwY.

‘But now I see Hippolytus coming, finished with the toil of the hunt, and so I shall

leave this place’? (E. Hipp. 51-3)

By means of , , &A\ Aphrodite dismisses the prospect of giving fur-
ther details of events to come, announcing in its stead (and in the same

breath) a course of action she will take: , AN’ ..., , €&w T@VOe Pricopat

tonwv ‘but ... I shall leave this place’ The PUSH following the first dA\&
POP, marked by the inserted ydp-clause, furnishes the reason why she will
do so.’ The same pattern recurs a few times, the bridging ydp-clause (=
PUSH) always giving grounds for the explicit action to be carried out by
the speaker at the POP level. The three following examples are akin in their
envisaged action, namely, to fall silent, with the reason to do so duly given
in the PUSH construction between the two-layered POP level triggered

2 Translation David Kovacs (Cambridge, Mass.: Loeb, 1994-2002). The other translations from
Euripides are also his. Translations from Sophocles are by Hugh Lloyd-Jones (Cambridge, Mass.:
Loeb, 1994), from Aeschylus by Allan H. Sommerstein (Cambridge, Mass.: Loeb, 2008), and
from Aristophanes by Jeffrey Henderson (Cambridge, Mass.: Loeb, 1998-2002). All boldface and
italics are mine. Editions: Euripidis fabulae, ed. ]. Diggle (Oxford, 1981-94); Sophoclis fabulae, ed.
H. Lloyd-Jones and N. Wilson (Oxford, 1990?); Aeschyli tragoediae: cum incerti poetae Prometheo,
ed. M.L. West (Stuttgart, 1998); Aristophanis Fabulae, ed. N.G. Wilson (Oxford, 2007).

3 Cf. Barrett 1964: 167. Entry-marking ¢AL’ eicop® yap... occurs once in Aeschylus and seven
times in Euripides (four times with an explicit action at POP level, three times without it),
what has lead Taplin (1997: 269; 148 n.2) to consider it virtually a Euripidean formula (cf.
Griffith 1983: 254; West 1987: 109). Taking into account also the probably spurious passages
(see below), entry-marking &ALa yép occurs ten times in Euripides, twice in Aeschylus, once
in Sophocles and four times in Aristophanes.
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Entry-marking a\\a yap in greek tragedy and comedy 109

by sentence initial dAX&. Helen breaks off upon catching sight of Theocly-
menus, whose entrance on stage she signals thus:
(2) pop N g EKTEPEL Yap SwpdTV O TODG ELOVG
Ydpoug £toitoug &v xepoiv Exety Jokav,
pop OLYNTEOV HOL:
‘But since he is coming out, the man who thinks he has me safely in his ~ possession, I
must say nothing’ (E. Hel. 1385-7)

The entry of Agamemnon in Euripides Hecuba 726 is announced as
follows by the chorus leader:
(3)  pop @M\ gy El00P@ Yap TODSE SeomdTov Sépag
Ayapépvovog, ,,, 00vBEvde ory@pey, gikar.
‘But since I see Agamemnon, your master, approaching, let us now hold our peace’
(E. Hec. 724-5)

It is again the chorus leader who makes known the appearance of the
Phrygian in Euripides Orestes 1369 - this time not upon seeing the new
character, but upon hearing noises from inside the skene.*

() pop @A o KTUTEL yap kABpa aciheiwy Sopawv,
popOYNOAT - €50 yap TG ékPaivel Dpuyay,
00 evaOpeatar Tav GOpOIG BTTwg Exet.
‘But the bars of the palace gate are clanging. Hush, here comes one of the Phrygians, from
whom we shall learn how matters stand indoors. (E. Or. 1366-8)

The envisaged action within the POP level may comprise either a verbal
adjective in -téog (otyntéov [ex. 2]), an exhortative subjunctive (oty®pev
[ex. 3]), an imperative (otyfjoat’ [ex. 4]), or a first person future (Brjcopat
[ex. 1]). For the sake of thoroughness, let me quote one more example from
the last three complements to ,,, @ALG ~ first person future, second person
plural imperative, and verbal adjective in -téog respectively. In all these ex-
amples, it must be borne in mind that the ydp-clauses provide the reasons
for the course of action to be undertaken: the same particle cluster accounts
for a sudden shift of focus calling for action (,,,, GAAG. .. COMPLEMENT])

“porl
POP POP
and furnishes the cause thereof (,, .. vdp), namely, the perception of a (new)
character on stage.

PUSH

4 The passage may have been inserted by a later actor, to whom the pattern was familiar. It does
not figure in Denniston’s list of entry-marking aALa yép.
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Following a sorrow-laden choral song, the chorus leader signals the en-
try of Creon in Euripides Phoenician Women 1308 by vowing to put a stop
to her weeping.’

(5)  pop A o, Yap Kpéovia Neboow Tovde Oedpo auvvegi]
oG OOpOVG OTEXOVTA, , , TADGW TOVG TAPEOTATAG YOOUG,.
‘But I see Creon coming to the palace with clouded brow: I shall cease from my
present lamentations. (E. Ph. 1308-9)°

Agave, showing clear signs of madness, arrives on stage announced by
the chorus leader, who thereupon instructs her fellow revelers:
(6)  pop AN gy €100P® Yap &G SOHOVG OpWpEVTY
[TevBéws Ayaviyy pneép’ v Staatpogorg
80001, .., O£xe0l” G k@dpoV £viov Oz0D.
‘Butlook! I see Pentheus' mother Agave coming toward the house, her eyes rolling in mad-
ness! Receive her into the reveling band of the blissful god!” (E. Ba. 1165-7)7

When dawn rises on the first episode of Euripides’ Electra (102-6),
Orestes addresses Pylades and suggests stepping aside from the path and
asking (105 iotoprioopev) some farmer or slave woman whether his sister
Electra lived in those parts. Upon seeing an approaching servant, he appar-
ently changes his mind® and now wants to spy on her, who is none other
than Electra herself and whose entry is thus announced:

(7) pop@N gy €00p@ yap Tivde pooToAdY TIva
myaiov dxBog &v kekapyévear kdpat
gépovoay, . ECopeoda kixmobopeda
§0vANG yvvatkdg, fijv Tt debpead’ Emog
&g’ olot, TIohddn, v agiypeba xOova.
‘Look! I see a slave woman here carrying her burden of water on her close-
cropped head. Let us crouch down, Pylades, and listen to her on the chance that
we might catch some word to further the purpose that brought us to this land.
(E.EL. 107-11)

5  This passage may be spurious as well, but see footnote 25.

6  alla yap as opposed to disjoined GArG ... yp is admittedly rarer in its “complex” use, but
as the present examples shows they are perfectly similar and need not be distinguished (cf.
already Wilamowitz 1895: 37; Mastronarde 1994: 515).

7 The passage is absent from Denniston’s list.

8  Cf. Denniston 1939: 64.
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Evidently not every instance of “complex” &AAa ydp in tragedy (or in

Euripides for that matter, for the seven examples above stem from him)
announces the entry of a character, yet many occurrences of this cluster
in other contexts display the same complements to 4AA& POP, namely the
subjunctive, the imperative, the future and the verbal adjective in -téoq.
The pattern, as shown in the next four examples, one for each comple-
ment, is absolutely the same — bar the verb of seeing (eicop®, Aeboow) and
the deictic pronouns that are predictably widespread when it comes to an

entry mark.
(8) [SUBJUNCTIVE]
pop N puep 88106 Yap 6 Te map@y 6 T od mapav

10

Cf. Ar. Nu. 798 ,  GAL

Ayapépvovog madg, odmep obvey fikopiey,

popdeboped’ ofkwv katahboeig,

‘Well, since your present guest and the absent son of Agamemnon, for whose
sake we have come, are his worthy guests, let us accept the lodging this house
affords’ (E. EI. 391-3)°

[IMPERATIVE]

POP d)\)\ PUSH f]
pop OOYYVOTE.
‘but since a hard compulsion forces me to do this, you must bear with me!’ (S.

El 256-7)"°

Bic yap tadT avaykalet pe Opav,

pop AN gy OUK €0€AEL Yap pavBdve, ., Tl éyo TGOw; ‘but he refuses to go to
school, so what can I do?’ (N.G. Wilson prints a period after pov@aveiv; Denniston 1954: 99
prefers a comma, to my mind correctly); V. 318-9 |, L 6AN — o 00 yap 0log T il §dev— Pop
i mowjow; ‘But since I can’t sing, what am I to do?’. In E. El. 1245-6 oty® may of course be
either indicative or subjunctive: , ,6AN , o Gvag yop €67 €uo, ., o1yd But no, since he is
my lord, I hold my peace [or may I hold my peace]’; compare with example (3).
A similar example, although with a different word order (the d¢AAé and yép clauses do not
appear intertwined, they follow one another), is Ar. Pax 668-9 ,, GALd cOYYVOIMY EXE" Lion
6 vodg yap NUdV {v 10T v 10ig okvtesty ‘but do pardon us: at that time our brains were in
our shoe leather’ Other instances of imperative use (I confine myself to tragedy and comedy):
S. Ant. 148-51 |, GAAGL , 0 YOP 6 HEYOADVOHOG M\0e Nika ..., pop EK HEV 81 TOrEp@V TV
vdv 6éc0e (v.I. B¢50ar) Ancpocivvay ‘But since Victory whose name is glorious has come ...,
after the recent wars let us be forgetful’ (as in example [5], aGALd and yap occur side by side,
with no difference whatsoever to the disjoined dAAd ... yap instances); E. Alc. 422-4 |, GAA;
pus EKQOPOV YOp ToDIE OMcopat vekpod, |, TAPESTE Kod HEVOVTEG BVTNNGATE ToUdve T@L
KkbtwOev domovdov Oedt But since I shall conduct the funeral, attend me here, and while
you wait sing a hymn to the god below, a hymn unaccompanied by libations’; E. Med. 1344-6
pop OAX iy OO YOp &v o pupiotg oveideoty dacoru To10ve’ Eumépuie oot Opaoog; ., £pp;
aioypomote Kol tékvov poedve But since ten thousand insults of mine would not fail to
sting you - such is your native impudence - be gone, doer of disgraceful deeds and murderer

of your children’; S. OC 624-5 , L 6AN o 00 Yap 0038V 7dD takivnT Emm, ., Ea | &v oloty
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(11)

far,
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[FUTURE]|

pop AN gy 00 Yap eimelv obT éptol 108" dogakig

TUKPOV TE TOIOL THY TOXNV KEKTNHEVOLG

TIONEL TAPATYELY PAPUAKOV TwTNpidg,

vop dmeyu.

But it is unsafe for me to speak these words, and it will be galling to those who
are touched by this fate that I should give the city its life-saving medicine: I'm going away.
(E. Ph. 891-4)"

[-téog]
pop I pue €D Yap EIMag, , , MEOTEOY-

‘Well, your advice is good, and [ must take it (E. T 118)"

In all these examples, including the entry-marking ones we have seen so
the shift of focus is accompanied by either a resolution or a command

11

Np&aunv But since there is no pleasure in speaking words that should not be touched on,
leave me in the course I have begun’; 797 , L 6AX , oida yép o TadTa i meidwv, »op 101 But
I know that I cannot convince you; go’; 1267 |, . 6AN , o EoT1 Yap Kai Znvi chvBaKog Bpéveov
Aldag €n” Epyoig mdot, ., Kol mpog coi, mhtep, mapactadnre But since Mercy shares the
throne of Zeus with regard to all his actions, let her stand by you also, father!” (755-7 would
provide yet another example, but the verses are corrupt); S. OT 1409-12 ,, GAX] .. 00 Y&p
SV E60” & UNJE Spdv KAAGY, ,,, OT0G Té1GTA TPOG OedV EE® Mé MOV KoADYAT, {| povedsat,
i Boddooiov Ekpiyart;, EvBa pmot’ elcdyesd’ £t ‘But since it is hateful to speak of hateful
deeds, as soon as possible, I beg you, hide me somewhere abroad, or kill me, or hurl me into
the sea, where you shall never again see me!’; Ar. Th. 264-5 , , 6L} . EXEIC YOp DV SéeL, 4,
elom TIg O TdyoTh W glokvkANcdTe ‘you have what you need. Now someone roll me back
inside, on the double!’; S. Ph. 81-2 |, ., 6AN , o 18V yép TL Ktipo g vikng Aofeiv, ,, TOAa
‘But - it is a pleasure to acquire a possession by a victory — bring yourself to do it (cp. Tyrt.
fr1L1-2 W, L GAL, o HpoxAfjog yap dvikitov yévog €01, ., Oapoeit’ “Take courage, for
your stock is from unvanquished Heracles’).
Cf. S. EL 223-5 | L6AN oo &v yap Sewvols , . o0 oyfom tavtag drtag, depo pe Piog £n ‘But
amid these dreadful things I shall not hold back from this ruinous action, so long as life main-
tains me!’
The “complex” use of the cluster, to be sure, does not limit itself to these four dAA& POP
complement categories. Present, perfect, and imperfect indicative may also be employed, for
instance: S. Ant. 392 , . GAL’ L o 1 y8p £0KTOG Koi map’ EATidag xapa Eotkev AN pfjkog
003&V OOV, 4, fiKe... ‘But since the delight that one has prayed for beyond hope is unlike
any other pleasure by a long way, I have come..; Ph. 874-6 ,, 6AN , o €0YEVIiG YOp 1 ¢o1g
K6 £0YEVRdY, ® TéKVOV, 1 o), pop TEVTO TODT &v eVyepel £00v... ‘But since your nature is
noble and sprung from noble ancestors, my son, you made light of this’; E. Hipp. 923-4 .
CAN s OV YOP v SE0VTL AEMTOVPYETS, ThTEP, (), OESOLKO L) GOV YABGG DepPEAANL Kokoig
‘But since these fine-spun disputations of yours, father, are unseasonable, I fear that your
misfortunes have caused your tongue to run amok’; Heracl. 480-2 ., 6L, , .o €lpi yép mog
npoc(popog - pop 0EA® mVOEcOar ... ‘but since I am in some way fit to hear this ..., I wish to
ask..’; Cyc. 432-4 ,,, AN o 660evIG Yap Kamokepdaivav motod |, domep mpog &ML Tt
KUMKL AeAnppévog Trépuyog GAdet ‘but since he is weak and has been enjoying the wine too
much, he sticks fast to the cup like a bird caught in bird lime, flapping his wings in vain’
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Entry-marking a\a yap in greek tragedy and comedy 113

to put something into effect; the reason underlying this call to action -
falling in silence included - is furnished simultaneously, whereby aA\&
and ydp clauses intermingle. Not every example, though, of the “complex”
use of our &AN& yép cluster is so clear-cut, and Denniston himself (1954:
99) includes among them two passages that demand further discussion. In
the first one, Euripides Trojan Women 706, &A\& yap may well have been
taken as an entry mark, for Hecuba interrupts her speech when she sees “a
servant of the Achaeans” approaching (actually Talthybius) and says:

(12) &N éx Aoyou yap &\\og éxPaiver oyog,
TV ad Oédopka TOVY” Ayautkdv Adtpty
0TeiyovTa Kavav dyyehov fovkevpatay;
‘But now a new subject arises after the old: what servant of the Achaeans is
this [ see coming to announce new edicts?’ (E. Ti: 706-8)

The question is how to interpret &AA& y&p in PUSH and POP
terms. It cannot be that the yap clause (éx Aoyov ... &ANog ékPaivet A\oyog)
furnishes the reason why the &\\& clause is uttered (tiv’ ad 6éSopra TOVS’
Axaukov Aatptv oteiyovta katv@dv dyyehov Povhevpdtwy;). Quite on the
contrary, it seems that the reason for claiming that “a new subject aris-
es after the old” is precisely the fact that Hecuba makes out the servant
coming. Here it seems that the cluster only operates at the POP level, the
AN ... y&p POP dismissing the encouragement Hecuba has been giving
in the previous lines to Andromache and breaking oft her speech when she
catches the glimpse of an Achaean (Talthybius first entrance on stage was
announced by entry-marking kai pfv [230], on which more later). Appar-
ently the example should have been understood as a “simple” construction,
either as a breaking off device ([2.i] in Denniston’s classification, p.102) or
even - but less likely - as an entry marking ([4.i], p.103). The next example
seems also difficult to reconcile with the “complex” interpretation of the
cluster (here we are not dealing with an entry mark). Polynices addresses
Jocasta thus:

(13) G\ éx yap dAyovg dAyog ab, ot Sépkoptat
Kapa Euprikeg kal mémhoug pedayyioug
& ovoav-
‘But - here one grief crowns another - I see you with shorn head and garments
of black!” (E. Ph. 371-3)
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The reason for Polynices seeing Jocasta in such a state is not because
one grief piles upon another. Rather, it is precisely because he has in front
of his eyes the wretched figure of his mother that he is prompted to assert
his distress. He dismisses the account of his personal plights given in the
previous lines, cutting it short to address her. Here, again, dAAa ... yap POP
seems to fulfil this breaking-off function. Both last examples show the use
of d&AA& ... yap with almost idiomatic expressions, making up what seem
to be self-contained phrases (AN €k Aoyov yap dAAog ékPaivet A\oyog and
AN €k yap &lyoug &Ayog av) followed by independent clauses.'

Yet the picture may be more complicated. Let me quote one last ex-
ample of the dAA& ... yép combination unrelated to entries of characters on
stage. In Euripides Iphigenia at Aulis 506-12 Agamemnon thanks Menel-
aus for his conciliating speech but then breaks off, stressing the necessity
of killing his own offspring:

(14) aAN fikopev yap €ig dvaykaiag Toxag,
Buyatpoc aipatnpov ékmpatat govoy.
‘But we have reached the point where we are forced to commit the bloody
murder of my daughter’ (E. [A 511-12)

Two analyzes present themselves. Either dAAd ... ydp, as in the last
two examples, is regarded as a single unity at the POP level (,,, dAN’ fjxopev
yap ... @dvov) or each particle fulfils its relevant function in a “complex”
structure (,,, GAN’ , o, fikopev yap ... ovov). In the second alternative,
the return to the &AX& POP level after the intervening y&p PUSH should
be considered as suppressed, entailing a sort of ellipsis or aposiopesis. In-
deed, the whole line 512 stays in apposition to dvaykaiag Toxag; strictly
speaking, one might take yap as a PUSH particle and translate: “,_ But

POP
pusy Since we have reached the point where necessity rules — necessity, that
13 For a similar use of such expressions, cf. E. Tr. 1118-22: i® i®, kaiv’ &k kovdv petafdilovoat

¥xBovi cvvtuyiot. Aevooete Tpdwv TOVS Actudvakt GAoyot péreot vekpov... Ah, ah! Our
land’s fortunes undergo one woeful change after another! Look, unhappy wives of the Tro-
jans, at dead Astyanax!’ Here there is no particle involved, but the lines signal the entrance
on stage of the body of Astyanax, and one may compare Aedooete (Tr. 1119) with dédopika
(Tr. 707) and d¢épropon (Ph. 371). Cf. also E. Or. 1503-5 kai pnv apeifet kavov €k Kavdv
100" EYnPopov yYap eicopd Tpo dopdtmv Paivovt Opéomy Entonuévmt modi ‘But see, one
strange thing succeeds another: I see Orestes, armed with a sword, coming out in front of the
house with agitation in his step’ I shall briefly discuss the relationship of entry-marking dAAo
v6ép and koi Py in section 3 below.
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is, to commit the bloody murder of my daughter, , @ ” What is omitted
is the inevitable conclusion: “then let me do it” (mpaxtéov, ékmpa&dpeda
vel sim.). This will become clearer in passages where the verb eicop® is
involved, and here I go back to the entry-marking cases.

2. AA& yép as a “simple” combination

Aeschylus’ Prometheus interrupts his conversation with the chorus
upon seeing the god Hermes approaching.

(15) @\ gloop® yap tovde TOV ALdg TpoxXY,
TOV T0D TUPAVVOL TOD VEOL SLAKOVOV-
TAVTWG TLKAvOV dyyehwv ENpludev.
‘But [ see Zeuss message-boy is here, the servant of the new autocrat; he will
certainly have something fresh to announce! (A. Pr. 941-3)

Denniston (1954: 104) hesitates over how to classify this instance of
aANa yap, whether “simple” or “complex”. Three hypotheses may be put
forward:
(i) pop AN pgy E100P® Yap TOVOE TOV ALOG TPOXIY, TOV TOD TUPAVYOD TOD VEOL SIAKOVOV- |,
TAVTWG TLKAvOV dyyehwv ENpludev.

(i) pop AN gioop® yap TOVE TOV ALdG TPOXIY, TOV TOD TVPAVVOL T0D VéOL dLdKovoy- TdVTwG Tt
Kawvov dyyeA@v EAfAvey.

(i) pop AN pgy €100P@ Yap TOVOE TOV ALOG TPOXIY, TOV TOD TUPAVVOL TOD VéOD didKovov
pop?- - TAVTWG TLKAVOV ayyeh@y EAfAvDev.

Hypothesis (i) may be ruled out, since it is not because Prometheus
spots Hermes (,, €lcop® yap) that the god approaches with a mes-
sage (,,p AyyeA@v éAfAvbev); hypothesis (ii) envisages the cluster as a
“simple” one (., AN eicop® yap...); hypothesis (iii) accepts in turn a

O = oynréov

POP
“complex” structure with zero or implied complement (,,
pot, oty@pev vel sim.).

Both (ii) and (iii) are in principle acceptable, yet to my mind (iii) is to
be preferred if we take into consideration that in examples (1), (3), (5), (6),
and (7) above it is not the verb of seeing that accounts for the sudden shift

of focus, which is conveyed rather by the complement to , | dAAd. In other
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words, when a yap clause is present the verb of seeing only furnishes the
reason for the sudden call to action (implied or not)."

Another entry-marking passage in which the cluster may be viewed
either as simple or complex is Euripides Heracles 442. The chorus leader
announces the entry of several characters as follows:

(16) &AX éoop@ yap Tovade phipévwy
Evdut éyovtag,
700G T0D peydhov O mote maidag
70 miptv HpakAéovg, dhoyov te gikny
M0 elpaiolg Tootvt Ekkovoay
Tékva kal yepatov matép Hparxhéove,
dvotvoc éyaw,
Sapvwy (G ov dhvapat Katéxey
ypaiag doowv ETtnydc.
‘But look, I see the children here with the finery of the dead upon them,
children of Heracles once mighty, I see his dear wife moving the children
forward, as they cling to her legs that draw them like a trace horse, and the old
father of Heracles. Ah unhappy me, I cannot check the tears flowing from my
eyes!’ (E. HF 442-50)

The zero or implied complement (,, &AN' , o €00p® yap ... matép’
‘HpaxAéovg. ,.9...) might be justified, on the one hand, by the sprawl-
ing description of the entering characters, at the end of which the dAA&
complement would sound unnatural; and, on the other, by the very ex-
clamation of vv. 448-50: the elderly coryphaeus bursts into tears against
his will, and one might suppose that the call to action following ., A&
would have hypothetically referred to it, e.g. “let me hold my tears in front
of them”

A case where joy, not grievance, is involved is the following entry mark-
ing announced by Orestes:

(17) &AN eicopm yap ovde giktatov fpotwy
[TvAadny dpopwt oteiyovta Pwkéwv dmo,

14 E. Supp. 794-7 is a somewhat different case; the chorus leader signals the entry of Adrastus
and Theseus in the following way: @AAG 1646 1o copoTo AedGom TAV OiXOUEVOV TOdMV-
peréa TG Gv OLoiunv Vv Tolede TEKVOLS KooV £¢ Adny katapdoa; ‘But now I behold the
bodies of our perished sons! O how I wish I could die with these children, treading with them
the downward path to Hades!” Here there is no &AA& ydp cluster and no call to action is at
issue: TG (v OAoiuny, to which aAré could be related, is merely a wish.
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fiOeav Gyty- ToTOG év KaKoig avip

Kkpeiaowy yakivng vavtilowty eicopay.

‘But here [ see Pylades, my dearest friend, coming at a run from Phocis! A
welcome sight he is: when you are in trouble a loyal friend is a fairer sight than
clear skies to a sailor (E. Or. 725-8)

Pylades’ entry comes as a great surprise to Orestes; his hopes were gone
since Menelaus had left the stage, breaking Orestes’ suppliant grasp in
716."° Now, putting in the shade his previous fears, he is thrilled at the sight
of his friend, and the comparison in 727-8 might be said to have precluded,
or at least left implicit, a call to action (e.g. “let me welcome him!”) resum-
ing the ,,, @AAd after the intervening ydp clause (“since I see him...”):

* POP
AN o ElOOP® Yap TOVSE @idtatov Bpot@v TTuAadny dpopwt oteixovta
Dwkéwv dmo, deiav Sytv- , A... moTOG €V KaKoIg Aviyp. ..

In Euripides’ Heracles a sense of foreboding from the chorus leader
might be expected when he announces the entry of, Lycus, the usurper of

the throne of Thebes:

(18) AN eioop® yap tovde Swpatwy Téhag
Alkov mep@va, Tiode koipavov xBovoc.
But I see the country’s ruler, Lycus, approaching this house’ (E. HF 138-9)

Here, too, as in example (15) above, the assumption of an ellipsis or
aposiopesis is not out place: , AN, o elcop® yap TOVOE Swpdtwy TéENAG
Avkov mepdvta, Thode koipavov xbovoe. . ,9... (,,,D = oyntéov pot,
oty@dpev vel sim.).'® The cluster &AA& yap POP would be ill-suited to signal
the entry of a character when a verb of seeing is at issue, for the idea of
replacing'” conveyed by dA\d (a shift in the action is called for to replace
a former one) has little to do with the act of seeing itself. In other words,
the act of seeing is in an embedded sequence marked by the PUSH particle

15 In the lines preceding Pylades’ entry Orestes exclaims (722-4): oipot, mpodédopat, KoOKET
gioty éAmtidec émmu tpamduevog Bdvatov Apyeiov ¢piyo: odtog (= Menelaus) yap fv pot
kotapuyn cotmpiog ‘Oh, I have been abandoned! I have no hope, no place I can turn to scape
an Argive death! He was my life-saving refuge’.

16 Cf. Bond 1981: 101 (who apparently overlooks in his reckoning of entry-marking dAAd yép
two Euripidean passages: Ba. 1165 and Or. 1366; the list provided by Mastronarde 1994: 515
is rather incomplete). Bond himself posits an ellipsis already suggested by Willamowitz (1895:
ii 37). Other scholars have also drawn attention to this type of ellipsis without investigating it
any further, e.g. Jebb (1900) on S. Ant. 148 (cf. Jebb [1899] on S. OC 988); Griffith (1983: 254
and 1999: 154); Allan (2008: 312).

17 For the term cf. Slings 1997, esp. 104-11.

Organon, Porto Alegre, v. 31, n. 60, p. 107-129, jan/jun. 2016.



118 José Marcos Macedo

yép and has a different frame of reference from the embedding sequence
marked by the POP particle dAAG."

Other instances of entry-marking &AA& yép that do not display a com-
plement to ,  dAAd nor a verb of seeing (or hearing) at the ydp level can be
interchangeably analyzed as examples of either “complex” or “simple” con-
struction (= ,, AN ;. Yap OF ,  @AAG yap respectively). Sophocles An-
tigone 155 is a case in point; Creon’s entry is thus announced by the chorus:

(19) AN 6de yap o) Pactheds ywpas,
1Kpéwv 6 Mevoikéwe, T ... veoyuog
veapaiot Dewv émi suvruyiag
Xwpel tiva &) pTy épéaaay,
dtLovykAnTov Tivde yepovtwv
npodleto Aoy,
KOWV@ KNPUYHATL TE)aG;
‘But here comes the new king of the land, ... Creon, under the new conditions
given by the gods; what plan is he turning over, that he has proposed this
assembly of elders for discussion, summoning them by general proclamation?’
(S. Ant. 155-61)

These lines come at the end of the choral song, and it would not be
stretching a point to suggest that a complement to , , dAAd has been left
implicit (e.g. “but let us put a halt to this song, since here comes Creon...
...)."” Something similar would hold true for Aeschylus Seven Against The-
bes 861, although the passage is most probably spurious, for Antigone and
Ismene may have been added to the cast at a later date, when a reshaped
ending was created to the play (the mss. usually ascribe to the sisters the
responsive phrases beginning in 961).

18 Cf. examples (12) and (13) where the d¢dopka and dépropon clauses go logically with the ex-
planation provided by the previous yap: in (12) it is because Hecuba sees (3¢50pka) a servant
of the Achaeans that she asserts that a new subject arises after the old (,, &k Adyov yap Akog
€kPaivel Aoyog); in (13) it is because Polynices sees (dépkopat) Jocasta that he asserts that one
grief crowns another (,,,, £k yap &kyovg §Ayog o). If one is ready to accept this, then aAlé yop
in example (12) could be regarded as an entry-marking instance with the following schema:
OAX e €K AOYOVL Yap 8Ahog ExPaivel Moyog. ,,,D... (,,,@ = cumtéov poy, cryduev vel sim.).
Obviously the possibility of analyzing the sentence as ., 6AL" €k Aoyov yap drdog ExPaivet
Aoyog (i.e. &AA& yap POP) cannot be ruled out and in my view should be preferred.

19 Wakker (1997: 228) perfectly catches the meaning in her translation of lines 155-6: “but enough
about this for [6AAG ... yop] here comes - please note [1)] - the king of the land, Creon”.

por
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(20) ,p @& oy YaUP fikOLG S EMi YOG
mukpov Averyovn T 18 Topriv- 0. ..
‘But here come Antigone and Ismene to fulfil a bitter duty: (A. Th. 861-2)

The lines are suspect not least for disregarding the use of the entry-
marking &AA& ydap cluster as a breaking-off device, which is common to
every other instance in our corpus: the chorus only breaks off a hundred
lines or so afterwards. In Aristophanes we find four times our cluster to
signal the entrance of a character on stage, and in all of them an implicit
“[but] enough of this, [for]...” or “[but] it doesn’t matter, [for]” may be as-
sumed.” That is to say that an outline such as , ,dA\\a ... , . yép ... D
may be taken for granted.

P

(21) &AN oi mputdvetg yap ovrolt peanupptvol.
‘Well, here are the Presidents — at noon!” (Ar. Ach. 40)

(22) &N éx Aaxedaipovog yap Apgideoc 0di.
‘But here comes Amphiteus, back from Sparta!” (Ar. Ach. 175)

(23) a\X 00e pOAAg yap v éxeidev dyyelog
elo0el mpog fpag devpo moppixiy PAémawv.
‘But look, heres a guard coming on the run to report on events over there,
looking like a war dancer’ (Ar. Av. 1168-9)

(24) a\X obrodt yap avbic Epxovrat takw
€lg TavTOV. OVK EpprioeT, M paoTtyiat;
‘Hey, those slaves are back again! Get lost, you whip-fodder!” (Ar. Lys. 1239-40)

In (21) Dicaeopolis signals the entry of the Prytaneis after his introduc-
tory jeremiad on the woes of Athens. In (22) the same Dicaeopolis dis-
misses his sorrow over the loss of a savory dish (174 ofpot téhag, puTTwToV
6oov dnwheoa ‘Damn it all, what a good salad I've lost’) by announcing the
entrance of Amphiteus. In (23) Peisetaerus shrugs off the messenger’s ac-
count of walls so quickly built, which he considers a fish story, upon seeing
the approach of a second messenger. In (24) the Athenian Delegate breaks
off his speech and, baftled as he is, signals the entry of the slaves who were
chased off a few lines before (1224).

20 Denniston (1954: 103) refers also to Ar. Ec. 951, but wrongly so, for this is not really an entry
mark. Epigenes, the young man whose entrance is allegedly signaled, is already on stage: his
appearance was made known by the First Old Woman at 934 (031 yop avtog éotwv ‘In fact,
here he comes now?!”).
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All in all it seems that every instance of entry-marking aAla (...) yap
may be viewed as “complex”, whereby the yap-clause explains the main
clause introduced by dAAd, which in turn may be elliptical or not. Many
instances of AAAd y&p not marking an entrance-announcement in tragedy
and comedy follow this “complex” pattern, either with non-elliptical POP
&A\d (as seen in examples (8) to (11)) or with ellipsis (e.g. example (14)).!
“Simple” AN (...) yap, I suggest, is only found where an entry is not in-
volved, even though it may have a breaking-off function, as in Euripides
Ton 144 where, as far as I can see, there is little possibility of taking yép as a
PUSH particle even if one is ready to accept an ellipsis. Rather, the combi-
nation as a whole - as a “replacing” set formula — must be viewed as POP,
for here ydp hardly retains its explanatory force:

(25) pop @M Exmavow yap pdxbovg

ddgpvag OAkoig,

Xpuaéwv § €K TEVXEWY Pl

yaiag mayav (...)

But I shall cease my labor of sweeping with these laurel branches, and from a
vessel of gold I shall cast the water the earth produces (...): (E. Ion 144-7)

As for chronology, it is quite natural to suppose that an elliptical , , dAAd
v pusa YOP - pop® Pattern will have been the starting point for reanalyzing the

collocation as ,,, &AAG ... yap tout court.

3. AAa yép and kai pfjv

Breaking-off is therefore one of the features that distinguish entry-
marking @A\ ydp. Yet this might also be a characteristic of some instances
of entry-marking kai prjv, and is it not always easy to say why one cluster
is used instead of the other. Let us take Euripides Orestes 348 where the
chorus leader, right after the strophic choral song, signals the entrance of
king Menelaus as follows:

(26) Ko iy Pacthede 6de i) oteiyet
Mevéhaog dva€, mohdg aBpoaviy,

21 Cf. Jebb (1899) on S. OC 899. He apparently envisages either an elliptical or a non-elliptical
usage for the combination dAAd. ... yéip, but not a “simple” one (= ,, GAAG YGp. .. as against the
“complex” ., ARG Lo YOP L0, [D]...). The same view is left implicit in Willamowitz’s com-
mentary (1895: 37).
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dnhog opaoBat tod Tavtahidav

€€ aipatog dv. @ xthovavy

oTpatov Opproag & yiv Aciay,

xaip

‘But look, here comes king Menelaus, resplendent in luxury: his looks mark
him plainly from the blood of the sons of Tantalus. Leader of the thousand-ship
fleet to Asia, hail!” (E. Or. 348-53)

It is also the chorus leader who, again after a strophic choral song, an-
nounces the arrival of Lycus, himself a king - but this time dA\& yép is em-
ployed (see example (18)): &AN’ elcop®d ydap tOVOe dwpdtwy méAag Adkov
nepdvTa, THode koipavov xBovog. ‘But I see the country’s ruler, Lycus,
approaching this house’ (E. HF 138-9). What is the pragmatic difference
between both?*

First it must be said that both &AA& ydp and kot prv are used by either
chorus leader or character to mark an arrival. But one may note that, at least
in Euripides, when kai prjv is used to announce the arrival of a character it
is basically uttered by the chorus leader, and seldom by a character, whereas
the split is not so clear-cut in Sophocles and Aeschylus (in Aristophanes it is
in fact the characters who preferably utter entry-marking ko prjv).

Euripides | Sophocles | Aeschylus | Aristophanes | Total

chorus leader (or chorus)' 25 5 1 2 33
character” 2 3 - 4 9
Table 1 - Who utters entry-marking koi pfjiv? (notas 1% e 2%)

The figures for entry-marking dAAa ydp in Euripides do not show such
an imbalance, and only characters utter them in Aristophanes.

22 Asimilar question seems to have puzzled Kamerbeek (1978: 60), who, commenting on S. Ant.
155, prefers not to delve into the problem: “Here the difference with kai punv is slight”. Cf. also
Webster (1933: 119-20): his account on what he calls “the xai prv and the Gk yop class” is
nevertheless rather chaotic.

23 E.Alc. 507,611, 1006; Heracl. 118; Hipp. 899, 1151, 1342; Andr. 494, 545, 879, 1166; Hec. 216,
665; Supp. 980, 1031; EL. 339; Tr. 230, 1207; I'T 236; Ph. 443; Or. 348, 456, 1012; IA 1619; [Rh.]
85; S. El. 1422 (chorus); Ant. 525, 1180, 1257; OC 549; A. Th. 372 (?semi-chorus); Ar. Lys.
1072, 1082.

24 E.JIon 1257 (Creusa); [Rh.] 627 (Athena); S. Aj. 1168 (Teucer); ElL 78 (old slave); OC 1249
(Antigone); Ar. Ach. 908 (Dicaeopolis); Eq. 691 (sausage seller); Pl. 332 (Chremylus), 1038
(old woman). Denniston (1954: 586) is somewhat misleading when he says that kot prv is
“often” used as the first words of a character.
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Euripides | Sophocles | Aeschylus | Aristophanes | Total

chorus leader (or chorus)? 6 1 1 - 8
character* 4 - 1 4 9

Table 2 — Who utters entry-marking GAA& yap? (notas 3% e 4%°)

There is no exception to the rule that entry-marking xat piv is
uttered as the first words of character or chorus leader (or chorus). In its
turn entry-marking &A\& yép is markedly used not as first words (13x), ex-
cept when employed after a strophic choral song and uttered by the chorus
leader (4x, all of them in Euripides).

As we have seen, examples (26: kai priv) and (18: dAN& ydp) are
very much similar in this regard, appearing as they do after a strophic cho-
ral song and being uttered by the chorus leader. In fact, as noted by Ham-
ilton (1978: 72), entrances that immediately follow choral odes are not
announced.” It is perhaps not without interest to note that, in the fewer
instances when they are indeed announced, they tend to be accompanied
- especially in Euripides — by one of our particle combinations. As regards
the tragedians,” there are 87 unannounced entries of characters after (or
else at the end of) strophic choral songs,? as against 30 announced ones.
Of these, 15 employ kai prv and A& yép. If we discount three instances
where a break-off is not involved — what may well have precluded the use
of either of our particle collocations®™ — we end up with 15 out of 27 an-

25 E. Hec. 724; HF 138, 442; Ph. 1308 (probably spurious; for Mastronarde 1994: 512-4 lines
1308-53 are genuine); Or. 1366 (probably spurious); Ba. 1165; S. Ant. 155 (chorus); A. Th. 861
(probably spurious).

26 E.Hipp. 51; EL 107; Hel. 1385; Or. 725; A. Pr. 941; Ar. Ach. 40, 175; Av. 1168; Lys. 1239

27 Cf. Poe 1992: 130.

28 Data based mainly on Hamilton 1978: 73-80.

29 Aeschylus: 16x; Sophocles: 19x; Euripides: 52x.

30 InE. Alc. 232-3 Chorus A announces the arrival of Alcestis and Admetus, thereupon Chorus
B and the chorus leader speak another ten lines, and only then Alcestis and Admetus begin
to sing. Thus the announcement does not involve a break off, and both dAAd yép and kai
uv would be ill-suited in this context. E. JA 590-7 are probably spurious and may belong to
a second chorus, in which case they are followed by another nine lines (598-606) uttered by
the chorus of women from Euboea, and only then Clytaemesta begins her speech. Again, the
announcement does not involve a break off, hence our particles are not employed. The semi-
chorus in Aeschylus Seven Against Thebes 369-71 heralds the arrival of the scout without the
use of any particle; thereupon (372-4) the other semi-chorus announces that Eteocles is com-
ing (372 kot pnv 63°..). It appears that the use of kai v is warranted in the second announce-
ment, but not in the first, because only after the second announcement the chorus breaks off.
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nounced entrances following choral songs (55%) using either kai prjv or

&ANa yap (in Euripides the percentage is 69%).**

Euripides Sophocles Aeschylus Total
overall 16 9 2 27
Katl (v 7 2 1 10
ala yap® 4 1 - 5

Table 3 — Announced entrances after (or at the end of) strophic choral songs(notas 5°2 e 6*)

As for the announced entries after strophic choral songs without the

use of dANG ydp and kai prjv, apart from the three instances mentioned
above where a break-off does not occur, there are three further instanc-

€S

where either dAAG& or prjv is employed: S. Ant. 626 (unv); E. Hipp. 170

(&AN&); E. IT 456 (4AAG).** Most of the remaining cases display different
constructions, of which Sophocles is particularly fond: S. Ant. 376-8, 801-

5;

Tr. 962-4; OT 1110-12; OC 1096-8; E. Tro. 1118-21; A. Ag. 489-94. In

all these passages the entry announcement is couched in an explanation
of sorts following upon a sentence. The use of kai prjv is hence precluded,
whereas the adversative character of dAX& yap would be out of place.*

31

32

33
34

35

The previous assertions correct and build upon Wilamowitz’s claim (1895: 38) - rightly chal-
lenged by Bond (1981: 101) - that GAAG yép is customary “bei der tiberleitung vom gesange
zum dialoge”.

E. Alc. 1006; Hipp. 1151; Andr. 494; Supp. 980; Tr. 230; Or. 348, 1012; S. Aj. 1168; OC 1249; A.
Th. 372.

E. HF 138, 442; Ph. 1308 (probably spurious); Or. 1366 (probably spurious); S. Ant. 155.
The break-off function is common to the three examples, and kai pnv or 4ALa yép might have
been used as well, particularly in the last case, where dALd ... yap would suit the context very
well (*,0, 0ALGL ... i YOP ... o, Glydrte ...). The most interesting example is of course E. Or.
1549-50, combining as it does GAAG and pijv: GAAG Py Kai T6vOe Aevoom Mevéremv dopmv
méENoG 0EVTTOVY, NcONpEVoY mov TV TOYMV 1) vV Tépa ‘But here I see Menelaus approaching
the house with hurried step: he must have heard about what has happened. In this exam-
ple one might argue that dALd goes with lines 1551-2: (GAAG...) 00KET Gv @OAGvotte KAjOpa
cvumepaivovteg poyhois, & katdt otéyog Atpeidat ‘[But...] [ylou in the house, Atreus de-
scendants, it’s high time you finished bolting the doors with bars!’

In A. Ag. 489-94 the announcement of arrival (kfpvx’ ... T6vd’ 0p®) follows, by way of ex-
planation, the sentence in which the arrival itself is hinted at (tdy’ eioopecOa...). Hence the
adversative incision, so to say, that prevails in contexts where entry-marking ¢ALd yép and kai
unv are used is absent (and kai punv at 493 would be anyway impossible for it would not figure
as the first words spoken by the character (= Clytaemestra), the only place where it is found
among the extant tragedies and comedies (cf. Denniston 1954: 586 and Meridor 1979). See E.
Med. 1116-20, where kai 81 is used: the context is similar, but Medea is certain of her success
and only waits for confirmation (cf. Erp Taalman Kip 2009: 114), while Aeschylus’ Clytaemes-
tra is not, hence the use of kai 1 in Agamemnon 493 would be unwarranted. Something
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Still, though not uninteresting in themselves, these figures cannot ac-
count for the reason why kai prjv is used in example (26) and A& yép in
example (18). A possible explanation may be sought along pragmatic lines
and has to do with text cohesion. In (26) the chorus had just mentioned
appraisingly in their song the house of Tantalus (Or. 345-7 tiva yap &t
TaPog oikov dANov Etepov 1} TOV amd Beoydvwv yapwy, Tov and Tavtalov
o¢éPecbai pe xpny; ‘But what other house shall I rather honor than this, the
house of Tantalus, descended from marriage with the gods?’), and Mene-
laus’ entry announced by the chorus leader suits them very well: 350-1
Silog 6pacbat Tod Tavtahddv ¢§ alpatog dv ‘his looks mark him plainly
from the blood of the sons of Tantalus. The topic of the house of Tantalus is
carried on from the immediately preceding choral song to the announced
entry of the Tantalid (kai prv...), and the praise heaped on him is all the
more justified in light of it. Nothing similar can be said of example (18): the
approach of Lycus (&AN ... yap) signals an abrupt shift of focus - in fact,
some anxiety is to be expected from the chorus’s leader upon seeing him,
a true antagonist.

Entry-marking kai prv, I suggest, tends to be used where a topic is
carried on (or else resumed) when announcing an arrival on stage, even
though the shift of focus is inherent in its employment. Entry-marking
aANa yap, on the other hand, tends to signal a harsher shift of focus with-
out explicit topic continuity. Perhaps this is best illustrated when compar-
ing E. Hec. 724-5 (= example (3): &AN’ eicop® ydp 1008e Seomotov Sépag
Ayapéuvovog, toovBévSe orydpev, @ilat ‘But since I see Agamemnon,
your master, approaching, let us now hold our peace’) with the following:

similar also could be said of the following: S. Ant. 376-8 (the announcement explains why the
chorus is at a loss); S. Ant. 801-5 (for the tears that cannot be held in check when announcing
new arrivals upon stage, cf. E. HF 442-50 [ex.16: GAAQ. ... Yap], esp. 449-50); S. Tr. 962-4; and
OC 1096-8. In E. Tr. 1118-21 the announcement explains why the chorus leader asserts that
one woeful change follows another (cf. E. Tr. 706-8 [ex.12]: AL’ €k Adyov yap dAAog ExPaivet
A6y0G...), and in S. OT 1110-12 the main clause tov Botiip’ 0pdv S0k follows the conditional
clause in which the conditions for its truth are specified, thus precluding any adversative
incision typical of our particles. The case of E. Tr. 568-9 is a unique one: ‘Exdfn, Aevoceig
™vE Avdpoudyny &evikoig En” 8yotg mopbpevopévny; ‘Hecuba, do you see Andromache here
carried on an enemy wagon?’ In our corpus, never is a verb of seeing (Aebcow, 6p®d, e[i]copd,
Sédopka, dépropat, PAEnm) used in the second person singular with the particles &GAAd yép or
Kai uMv to announce a new arrival. Only the first person singular is attested (11x kai piv, 9x
aAlo yap); the second person Aevcoelg seems to have blocked any possibility of employing
either of the clusters.
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(27) ai iy mep@oa Toyydvet dopwy bro
i0" (= Hecuba), €6 8¢ katpov goiot paivetat \oyors.
‘But here she comes out of the tent, appearing at the right moment to hear your
report. (E. Hec. 665-6)

Hecuba is the main topic since line 658.* Her arrival is most suitable,
and this is duly underlined by the chorus leader: she comes “at the right
moment” (¢g 8¢ katpdv). Characters arriving at the right moment are in-
deed not infrequently announced with the use of kai urv, suggesting that
the topic is being either resumed or carried on. In Euripides Hippolytus
899, Hippolytus is the main topic since line 885 and his arrival simply
moves the topic forward, notwithstanding the break-oft function inherent
to kai prjv. Again the right time (¢ xapév) is mentioned.

(28) kaiuiy 68’ adTOC MO 00 £G KapOV TTdp
‘Tnnovtoc. ...
‘Look! Your son Hippolytus is here himself, a timely arrival!” (E. Hipp. 899- 900)

An example of a topic being resumed is Sophocles Ajax 1168:

(29) Kot v €6 avTOV KALpOV 0ide MAnaiot
Tapetoty avopdg Tovde mai Te kai yov,
TaQov TeploTeNoDVTE SUOTIHVOU VEKPOD.
“Yes, at this very moment here are this mans son and wife, come to adorn the
tomb of the hapless corpse’ (S. Aj. 1168-70)

Teucer had sent Tecmessa to fetch the child at 985-9;* now they make
their entrance ég katpdv, announced by entry-marking xai pijv.*® Alterna-
tively, entrances signaled by &A\& ydp are never said to happen at the right
time.”

36 The maidservant asks the chorus where Hecuba is at 658 (yvvaikeg, ‘Exapn mod mod 7
novabAio ‘women, where is Hecuba the utterly wretched...?’) and explains why she does so at
663 (‘Exapnt gépo 108’ dlyog ‘it is to Hecuba that I bring this sorrow’).

37 Cf. Erp Taalman Kip 2009: 113; Wakker 1997: 228.

38 Compare also A. Th. 372-3 kai pv Gva& 88" avtog Oidinov tokog (= Eteocles) &ig aptikoAhov,
ayyéhov Adyov pabelv ‘And here is the king himself, the son of Oedipus, just at the precise time
to learn what the messenger has to say’. At 369-71 a voice from the chorus (or the second half-
chorus) had announced the entry of the scout, without particles; now Eteocles’ entry is signaled
alongside the remark that he has come “in the nick of time” to hear what the scout is about to say.

39 Rather, an element of surprise may be felt: the entrance of Amphiteus coming back so soon
from Sparta (Ar. Ach. 175 = example 22) must surely have caused a mild astonishment to
Dicaeopolis, for he had sent him on a diplomatic mission to the city at 130-2, barely forty-five
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In Euripides Heracl. 118, Demophon is the main topic since 111:

(30) Kot piyv 68’ avtoc (= Demophon) épxetat amovdiy éywv
Akdpag T adehgog, Twvd’ émfkoot A\oywy.
‘Look! Here he comes himself in haste, and his brother Acamas with him, to
hear these words (E. Heracl. 118-9)

Here lies one of the main differences between kai urjv and kai 81: the
character whose arrival is signaled by kal pijv may well have been the topic
of the discussion that immediately precedes it, yet the arrival is not pre-
pared for (when it is, xai 6] is used).”” But the crucial point is that entry-
marking kal prjv tend to enhance topic continuity, lending particular cohe-
sion to an arrival on stage. A character arriving of his or her own accord,
for instance, may be explicitly integrated into the plot in the following
examples:

(31) ko piyv 6p@ Kai Bheyidnpov tovtovi
poatovta: dihog § £0Tiv Tt T0D TpdypaTog
axijkoév T 1) Padioet kal T TaxeL.
And here comes Blepsidemus too; the way hes striding and hurrying along,
hes obviously heard something about what's going on. (Ar. PL. 332-4)*

(32) Kot piyv 0p@ TdAarvav Ebpudikny opod
ddpapta iy Kpéovtog: ék 08 dwpdrav
fitot khvovoa madog fj Toxn mepd.
‘Now I see the unhappy Eurydice close by, Creon’s wife; she is coming from
the house, perhaps because she has heard about her son’ (S. Ant. 1180-2)*

A character may also arrive on stage after being summoned, and here
Kai pijv may signal that a topic is being resumed.

lines before! In Ar. Ach. 40 (= example 21) the Prytaneis were previously referred to, but the
use of GAAG yap may well be sarcastic: “Look, what a surprise, here they come... at noon!”
(they were expected long before that).

40 Cf. Erp Taalman Kip 2009: 120-1, 128.

41 Cf. Ar. PL 1038-9 kod uiv 10 PEPAKIOV TOSE TPOGEPYETAL, OVTEP TAAAL KATNYOPODGO TOYYAVE®
(...). ‘But look, here comes the young man now, the very one I've been castigating Example
(30) is of course a suitable one as well.

42 Cf. E. IA 1619-20 xai pnv Ayapépvev dvaé oteiyet, 1oved’ antoig £xov oot epaley robovg
‘See, here comes lord Agamemnon, who has the same tale to tell you’ Cf. also E. Or. 1549-52
(already mentioned in footnote 34): GALd v Kol TOVOe Aeboc® Mevédewv dOpmy TEANG
06&0movV, Nebnpévov mov Ty toxnv i vdv mdpa. But here I see Menelaus approaching the
house with hurried step: he must have heard about what has happened’
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(33) Kai iy Gvag 68" v Aiyéwg yovog
Onoede kat OpeRv oy dmootakels mapa.
‘See, here is our king, the son of Aegeus, Theseus, who was summoned
according to your words: (S. 0C 549-50)%

In Euripides’ Hippolytus, Theseus commands the messenger to bring his
son at 1265 (kopiletr” avtdv); at 1342 Hippolytus® entrance is announced
by the chorus leader thus: kai v 6 téhag 66¢ 61 oteiyel (...) ‘Look, here
comes the unhappy man (...)’** In Sophocles Antigone, Creon summons
Ismene at 491 (xai viv ka)eit’) and the chorus leader’s anapests announce
her arrival at 525: kai u)y mpo mA@v 10" Toprvn (...) ‘See, here before the
gates is Ismene (...)’

Finally, a character’s arrival may be hinted at by the plot. The actual arrival
may be signaled by kai v, whereby the previously mentioned topic is taken
up. In Euripides Alcestis 477, Heracles asks the chorus whether Admetus is
at home;* some lines later (507-8) Admetus is announced as follows: kai
i 68 adtog Tode koipavog xBovog | Aduntog Ew Swpdtwv mopedeTat
‘But here, Admetus, the king of this land, is himself coming out of doors.
Euripides Andromache 1166-7 (kai ufjv 68 &vag 1jdn @opadnv Aedgidog éx
yis ddpa mehdlet ‘See, here is our lord, his body carried home from the
land of Delphi’) may be viewed either as a case of a topic being carried on
or resumed, for at 1158-60 the messenger had told Peleus that Neoptolemus’
body was being brought back to be mourned (cf. Erp Taalman Kip 2009:
116). In Sophocles Oedipus at Colonus 1249, Antigone announces the entry
of Polynices (kai ufjv 68" fuiv, ®g £owkev, 6 £évog ‘Why, here, it seems, is the
stranger!’), who was the topic of the previous conversation between Oedi-
pus, Theseus and Antigone (1150-1210) before the choral song.* The topic
continuity is made explicit by Antigone: Oedipus asks her who that stranger
might be (1252a) and she retorts (1252b-53): §vmep kai maAaw kateixopey |
yvoun, napeott dedpo ITodvveikng 68e “The man who for some time has oc-
cupied our thoughts, Polynices has come here!”

43 Theseus was summoned by Oedipus himself at 455-6; cf. Erp Taalman Kip 2009: 113.

44 Cf. Erp Taalman Kip 2009: 116; 117 (on Eur. Jon 1257-8). In Euripides Andromache 545-6 (xai
uny 8€dopka tovde IInAéa médag, omovdit TifévTa dedpo ynpatov n6da ‘But look, I see Peleus
nearby, hastening his aged steps hither’), Peleus enters accompanied by the maidservant sent
by Andromache some 450 lines before (cf. vv. 79-90)!

45 "AdunTov &v S6potety Gpo. Kryydvem;

46 Cf. Erp Taalman Kip 2009: 114.
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4. Conclusions
To sum up, it may be said that entry-marking aAAa (...) yap:

1. signals a strong or marked shift of focus;

2. may be accompanied by an explicit call for action (,, dANA... ;1o
YOp... pop [SUBJUNCTIVE] [IMPERATIVE] [FUTURE] [-Te6c]);

3. when a call to action is absent (,,, GANG [...] pugy YOP--- popD)s it
may be presumed, which is tantamount to say that there are only
“complex” instances of the cluster, as against “simple” ones (
AN [...] yap...) not related to entry announcements;

4. has a stronger break-off function when compared to entry-mark-
ing kai unv, for more often than not it does not figure as first words
of either character or chorus leader;

5. may be uttered likewise by either character or chorus leader (or
even by the whole chorus).

POP

In comparison, entry-marking xai v

1. signals a light or unmarked shift of focus;

2. may be used to carry on a given topic, or else to resume a topic that
has been dropped;

3. is normally uttered by the chorus leader in tragedy;

4. tends to appear — and the same may be said to a lesser extent of
entry-marking &AA& ydp - when an arrival is announced after
strophic choral songs.
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