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THE CRIMES AND ARTS OF PROMETHEUS
Most recent scholarship on Aeschylus' Prometheus has
been devoted to the question of Zeus and the plan of the whole
trilogy 1). And that in a way is understandable. Portions of
the play are so plainly obscure - the wanderings of 10, for
exarnple - that one cannot give an account of thern except by
appealing to a larger design in which they would have a place.
But these atternpts to explain 'tOlm Ep.cpavEcrt 'tci: p.1/ ytVwcrxop.Eva
has led to a neglect of what we have before us, which equally
stand in need of explanation. We propose, then, to consider
not· the unavailable but two passages that are unusually dark
and inevitably raise questions about the trilogy as a whole.
The first concerns the crirnes for which Prometheus was
punished, the second the arts which he gave to rnen. The two
are clearly related: the arts are sornehow Prometheus' crirnes.
As soon as Zeus usurped his father's throne, he distributed
arnong the gods who had sided with hirn various offices and
honors; but he assigned no special role to men and planned to
destroy them entirdy (chcr'twaal; yEvol; 'to 1tC~v) before he produced a new race (228-233). Prometheus does not explain
what lay behind the plan of Zeus, but only that he frustrated
it. With the help, however, of a fragment of 'Hesiod', we may
reconstruct what Zeus had in mind, and how Prometheus'
crirnes were an answer to it. Fragment 96 (Rzach) lists the
. heroes who came to woo Helen, and after saying that Menelaus
won her and fathered Herrnione, it goes on as follows (57-65:
other possible restorations do not affect the sense) 2):
llcivu; OE tlEOL oEXa 8up.ov WEV'tO
E~ EptOol;' oY) yap 'tO'tE P.~OE'tO 8ecrXEAcx epya
1) See Lesky, A., Die tragische Dichtung der Hellenen (Göttingen,
1956), 77-82; the most extensive treatment of the play is F. Solmsen's
Hesiod and Aeschylus, 124-177 (it is referred to as 'Solmsen'); see also
Lloyd-Jones, H., ]HS 76 (1956), 56-67; Fitton-Brown, A. D., ]HS 79
(1959),52-59; and for the linguistic side, Schmid, W., Untersuchungen zum
Gefesselten Prometheus (Stuttgart, 1929), 41-77.
2) Cf. Schwanz, J., Pseudo-Hesiodea (Leiden, 1960),418 ss.
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ZEUe; O~lßpEf1ih"I)e;, f1El~Cl:l xcd &1tElpOva plav
'tUpßacrlae;, ~01J oe yEvoe; f1EP01tWV &v8pw1twV
1tou..ov &t:cn:ii>cral, 'twv oe 1tpo~acrtv f1ev oAEcrcral
~uxae; ~f1l8EWV, lva f11J OElAOlcrt ßPO'tOl<JLV
'thva 8EWV f1lyE'Y,j, f1opov o<p8aAllOlcrtv öpwna,
an' Ol f1€Y f1(hapEe; xal Ee; Ücr'tEPOV WC; 'to 1tapOe; 1tEp
xwple; a1t' &.vSpW1tWV ß[OtoV xal ijSE' Exwmv

The plan behind the Trojan war was to destroy the race of
heroes so that the gods ('tExVCl 8Eii>V) could no longer marry
mortals and in their children "see death with their own eyes".
If Aeschylus regarded the heroes as the OZutEpOe; 1tAoiie; of
Zeus, after Prometheus had thwarted his original intentions,
then Zeus might have first planned to destroy all monals so
that neither the gods nor his new race would ever see death by
mixing with them. This new race would have been a better
version of the heroes since they would share in the gods'
immonality; they would have been like the daemones who
came from the golden age (Hes. GD. 121-126); but they
would have been generated, for Zeus wished to plant or sow
(tpt'tOcral, 233) and not make (1tOl1)crcU) them (cf. Suppl. 310);
and hence, before monals could be wholly destroyed, men and
women would have to be selected as their mothersand fathers 3).
10 would be the first victim (cf. 668).
If Zeus wanted the earth exclusively inhabited by a race
of demigods, so that they would not see death with their own
eyes, then the other crimes of Prometheus were meant to make
monals equal to them even in this respect.
248 TIP. 8v1J'tou; y' E1tixucra f11J 1tpOOEpxEcrSal IlOpOV.
XO. 'to 1tOlOV EOp<!>V -C1)crOE <papf1axov vocrou;
250 TIP.'tu<pAae; EV au'toTe; EA1tloae; xa'tcJ>xlcra.
XO. f1Ey' W<pEAWet: 't00't' EOwp~crW ßpO'tOle;.
252 TIP. 1tpOe; 'tOlcrOE (-lEnol 1tOp Eyw cr<plV w1tacra.
XO. xal ',10',1 <pAOyW1tOV 1tOp Exoua' E<P~f1EPOl;
254 TIP. &.<p' OU yE 1tOnae; hf1o:S~croV'tal 'tExvaC;.
1tpOOEpXEa~al

f1opOV cannot mean, as it is usually translated,
"foresee death", but quite literally it must mean "see death as
3) That Promeeheus saved Deucalion and Pyrrha who were of ehe
bronze age, which preceded ehe heroic in Hesiod's scheme, slightly confirms
this (ApolIod. 1. 7. 2), although there is only one race of men in PV.
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their lot in front of them" (cf. e. g. 7tpoopäV Th. VII. 44.2).
If 7tpOOEpxEcrl:Jal meant a Cassandralike prophecy (cf. 843),
Prometheus would not have been compelled to give them
blind hopes; he simply would have taken this faculty away.
As Zeus had wanted to make men invisible (ai:cr'twcra~, 232) so
that death might be invisible to his new race, so Prometheus,
by blinding men with hopes, did the same for them without
destruction. He made death invisible AlO1J<;;). The pre-Promethean situation of man was the constant awareness of death,
and as this made any activity based on future expectations
impossible, which is the presumption of. any productive art
(cf. Xen. Mem. I. i. 6-9), Prometheus had to remove men's
oppressive sense of his mortality before the arts could become
useful. Mortals are Erp'iJ[1EpOl according to the Chorus - Prometheus never says they are (cf. 83, :'46, 945) -, theylive
in the light of day in which they once saw themselves as only
mortals 4 ). But Prometheus' gift of fire, coupled with blind
hopes, means the replacement of this natural light by artificial
light, whose purpose is precisely to conceal the original horizon
within which men live. The price paid for the arts is blindness.
Whether the fundamental condition, which has only been
overlaid but not removed - the Chorus hardly regards postPromethean man as different from what he was before
(544-550) - , can be rediscovered on the basis of the arts is
an open question. Aeschylus indeed might have thought that
this rediscovery was a task of tragic poetry.
The Chorus believes that to see death before one is a
disease - the gods hate Hades as much as mortals do (r 65)-,
and that Prometheus benefited men in settling blind hopes in
them. On the other hand, the Chorus asks in wonder whether
Erp'iJ[1EpOl have fire, but they do not seem to regard it as a great
benefit to them; only 10, for whom the arts are of no use, will
address Prometheus as though she thought it is (612 ss.). The
Chorus is composed of immortals, and it would not be strange
if they thought fire was primarily a benefit to the gods.
Without fire men could not have sacrificed to Olympian gods
(cf. Ar. Av. 1515-1524); if they sacrificed at all, they could
only have poured libations and offered first fruits 5). And if

r

4) Cf. Fraenkel, H., T APhA 77 (1946), 131-145.
5) Cf. Stenge!, P., Opferbräuche der Griechen (Leipzig, 1910) 26-31,
126-145; v. Fritze, ]., de libatione veterum Graecorum (BerEn, 1893),
6-10, 32-38.
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one thinks of the technieal expression cX1tUpet t€p<.X., which are
saerifiees to the Fates and Furies (Schol. ad Ag. 70; cf. Fraenkel,
ad loe.), it is fitting that pre-Promethean man, haunted by
his own mortality, should appeal to the only gods as far as
he knew which eontrolled his life and death. In any ease,
such fireless saerifiees would necessarily assign a higher if not
exclusive position to the chthonie gods: even the immortal
gods would have made men think of death (cf. Eur. fr. 912 N).
No wonder, then, that Zeus when he assumed power had no
regard for men who could neither please nor displease hirn
(cf. 494).
Prometheus' three erimes - his reseue of men from
annihilation, his eure of their despair, and his gift of fire radieally change not only the condition of men itseH but also
the relation of men to the gods. Prometheus' refleetion on
this latter change is embodied in his deseription of the arts;
but before we turn to that, we must eonsider how Prometheus
viewed his effeet on simply human life 6). The order in which
he has presented the arts is not at first cIear; for that number,
though E~OXOV crocplcrp.atWV (459), is fourth in his list while
first (if the fragment is his) in his Palamedes (fr. 303 M,
adesp. 470 N) shows that here it is not in a seH-evident position. Men originally lived in the dark; their eaves were sunless
and they did not know how to make houses whose windows
faeed the sun (450-453). Their emergence from eaves into the
sun naturally leads Prometheus to deseribe the art of distinguishing the seasons (454-458). The night-sky gave them
clear guides for diserimination, but sinee the rising and setting
of stars are sometimes still "hard to diseern" (OUcrXpl'tOl),
Prometheus gave them numbers, which is the only sure way
of marking the seasons (459ss.); and as numbering is useless
unless one remembers accurately, it is joined by the invention
of letters. Thus the first four arts form a whole: 1) openness
(houses) 2) the seeing of the sky in its differences (astronomy)
3) the precise discrimination of the stars' movements (number)
4) the precise recording of these movements (letters). The fifth
and eentral art is the taming of animals (462-':"'466), which
partly is neeessary for agrieulture and hence dependent on
6) Cf. Thraede, K., "Erfinder" in Reallexikon
tum, Bd. 5, 1191 H.; RhM, 105,1962,158-186.

f.
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the preceding three arts 7). The mention of horses then suggests,
as Stanley remarks, ships, the horses of the sea (0 708); and
Prometheus then reflects on his own situation in which he has
no device to release hirn from his pains; for if Prometheus
saved men from the flood sent by Zeus by advising Deucalion
. to build a ship (cf. Apollod. I. 7. 2), his own helpiessness by
contrast would now especially come horne to rum.
The Chorus next interposes and compares Prometheus
to a bad physician who cannot cure hirnself; and as the repetition of the phrase EC;; v6crov 1tl;crl;1v indicates (473, 478), Prometheus is thus provoked into describing medicine (478-483).
Medicine deals with symptoms, which are the predictive signs
of a disease; and hence Prometheus couples it by a simple t€
with prophecy, also an art of interpreting signs that can be
either good or bad (484-499) 8). The phrase tOt<xu't<X flEV olj
.<xu.' (500), which closes his account of prophecy, would seem
to indicate that metals, the ninth and last invention, are on a
completely different plane 9). The connection seems at first
purely verbal: the signs that arise in fire (Q;AOyO)1ta: cr~fl<X't<X) were
previously E1tapYl;fl<X (499, cf. Ag. 1112 ss.), and just as Prometheus gave men eyes (E~wfllJ.(hwcr<x) to see them, so he showed
them the benefits hidden (lmtpUflflEV<X) in the earth. But if
one considers that metallurgy is the only art mentioned that
essentially needs fire (besides certain kinds of divination), and
that Q;AOyW1td: (j~fl<X'ta could equally weIl describe the way in
which one judges in smelting the state of a molten batch, metals
are the fitting climax to the Promethean arts of prophecy. The
last four arts, however, are much harder to see in their inner
unity than the first four. Taming of animals might have led
Prometheus to reflect on mastery in general, and thus the
mastery of the sea to the mastery of disease, and that in turn
to the mastery of chance through divination (cf. PI. Leg. 709a1c3). The discovery of metals, then, would be related to the
previous three arts somewhat as housebuilding was related
to astronomy, number and letters. As housebuilding meant the
7) The transition, linguistically, is triggered by epycivYjv (461), which
suggests YiJ~ ,0 Epyci1;:Eo8cxL as Eustathius puts it (Comment. in Il. 122,45);
and it suggests as well the phrase ßofj~ Epyci,Yj~ Archil. 48 D 3 (39 B), Soph.
fr. 138 N2 (563 P); note the v.I. here Epycim.
8) Herodotus 11. 83-4 follows his account of Egyptian oracles with
Egyptian medicine; cf. III. 132. 2.
9) Cf. for the phrase Eum. 480; Soph. EI. 696, OC 62.
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ooming out into the open of men, which entailed the arts of
distinction and accuracy, so metallurgy, as the art of bringing
things out in the open which primarily are. not in the open,
would entail the three preceding arts that make use of hidden
characteristics of the sea, the earth (herbs), and fire (sacrifices).
Prometheus first described men as clear-sighted in the
face of death, and his own activity as one of blinding; but in
the account of the arts he presents men as originally blind and
the arts as the means to bring them out into the light. How can
we explain this contradiction? The difficulty seems to consist in
Prometheus' failure to state what he believes to be the nature of
man. Men were previously v~mol, he says, and he made them
evvouc; and <ppevwv E1t'YjßaAou,;; (443ss.). If we take this literally,
Prometheus claims that men were originally dumb or unspeaking (in-fantes); but beings without speech and sense can hardly
be considered men at all, and Prometheus only says he showed
them how to write (460). If, however, V~1ttOl means only foolish
as it usually does - PeX8€V OE 'te v~moc eyvw -, the claim to
have given men those arts which they are capable of finding for
themselves seems unfounded. The art, for example, of astronomy
is altogether different from the gift of fire. Men might never be
so favored as to find out how to make fire (cf. 367-369), but
as long as they can see and reason they can discover the order
in the movements of the stars. And again if men can talk and
thus make distinctions, they can count, andno Prometheus
would be necessary to instruct them. AEyew, after all, means to
count as early as Homer (0 452) - to say nothing of the later
Aoy(~ecr8ca -, and Prometheus hirnself uses it in almost that
sense (973; cf. Pers. 343) 10). What the silence of Prometheus
about the nature of man implies is revealed in aremark that· at
first looks like a mere1y grammatical curiosity. Among the
ways of divination is ornithoscopy (488-490):
10) Cf. Plato Epin. 977c 3-d 4. A6"(o~ occurs some 28 times in PV,
more than in any other play of Aeschylus (in Ag. 19 x). It is curious that
it does not occur in Prometheus' account of the arts, whereas I-Iüeo~ first
occurs there (505) and becomes frequent thereafter (641, 647, 664,684 are
all in a single speech of 10'5, 876, 954, 1080, cf. 889, 1063). AE"(5tv is also
unevenly distributed: only five out of twenty occur before 609, and of
these the first four imply a reluctance to speak (197, 260, 317, 442), and
445 prefaces the list of arts. Perhaps it is not irrelevant that the play
moves from silent Bia to Hermes, Jacundus nepos Atlantis.
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yap.1Jwvuxwv 1:€ 'lt1:YjcrtV olwvGlv o..lt€epGl~
OtWptcr', OL1:tva<; 't€ O€~tot epucrtv
EUWVUp.ou~ 1:E

The accusative of respect epucrtv is puzzling 11). The relative c1ause seems to be equivalent to OL1:tVE~ OE~to( 1:E EUWVUP.O(
1:E (EUWVUflOt is the reading of pt), but one may wonder whether
metrical considerations alone made Aeschylus avoid coupling
ep6crtv and Euwvufiot. OE~t6~ literally means "on the right" and
by extension "propitious", but Euwvufio~ literally means "of
good name" (the constant usage of Pindar) and only because
one recognizes it as a euphemism for "unpropitious", does it
mean "on the left". OE~t6~ and EUWVUP.O; are themselves signs
that have to be illterpreted. The right is right by nature but
the left is only sinister by name; but since they are correlative
terms, right and left as propitious and unpropitious have
suppressed the distinction between nature and name, epucrt~ and
vOflO~ 12). As the distinction, then, between nature and conventioll is not operative for men but replaced by art, so that
between speech (Aoy0<;) and language (YAGlcrcra) cannot be drawn.
Prometheus does not distinguish between number and letters
but joins them with a single 1:E, even though all tribes kll0W
how to count while not all tribes know how to write (cf. Her.
IV.113.2). The fourth art (letters) and the eighth (divination)
equally show that Prometheus in bringing men into the light
has not revealed aIl the distinctions found in the light, and that
the ambiguous status of speech and reason in his account is
founded on the blindness he first gave to men. For it is impossible
to reconcile his giving men blind hopes as weIl as the art of
divination unless their belief that they accurately know this
art is in fact the basis of their blind hopes 13). Men first lived in
a chaos and were like the shapes of dreams (448-450), but
11) Cf. Holwerda, D., Commentatio de vocis quae est cl>r:m2l vi atque
usu ... (Groningae, 1955), 33 ss.; Lesky, op. cit., 78 n. 1.
12) Cf. Her. 11. 36. 4: ypcil1l1a:toc ypcicpouoL 'XOC! Aoyl~ovtOCL <!,'ljCPOLOL "EAA'YjVE, I1EV li1ta tWV lipLOtEpWV E1t! tOt llE~LOt CPSPOVtE, tijv XEtpOC, AtYU1ttLOL
M li1ta tWV llE~Lüiv E1t! tOt lipLotEpci' 'XOC! 1tOLEÜVtE, tOCÜtOC oclho! I1EV CPOCOL
EmlJs~Loc 1tOLSELV, "EAA'Yjvoc, /JE E1tOCp(OtEpOC; Plato Leg. 794 dS-795 a 7.
13) Cf. Th. V. 103.2, where the Athenian ambassadors say to the
Melians: "Do not imitate the many, ol, 1tocpav liv9pUl1tE(U1' ett o<iJ~Eo9OCL,
E1tELllOtV mE~oI1EVOU' ocfhou, E1tLA(1tUlOLV oc! cpOCVEpOC! EA1t(IJE" E1t! tOt, liCPOCVEt,
'Xoc9(OtOCVtOCL I1OCVtL'X'ljv tE 'XOC! XP'Yj0l1ou, 'XOC! ÖOOC tOLOCÜtOC I1Et' EA1t(llUlV AUI1OC(VE'tCXLa"
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Prometheus showed them how to tell which dreams were fated td
turn out true ('lta'ltp(va npfil'tOi;; €~ OVE(pa'twv ä XP~ ünap yEvea&a(,
485) 14). Men do not altogether awaken under Prometheus'
guidance but still live in a twilight - think of Io's dreams (645
-662). They now believe they can tell apart ünap from ovap,
but it is only the ünap of dreams. "I opened the eyes of mortals"
(€~wl-'-l-'-a'twCJa), Prometheus says again, but only so that they
could see the signs concealed in fire and not the light of the sun
(488 ss.), for Prometheus makes no distinctionbetween the
oUCJ'ltP('tO( risings and settings of the stars and the ouCJ'ltpno( cries
of birds (458, 486 (consider 447ss.), cf. 662, Ag. 981). But men
as sure1y lack the complete art of divination as Prometheus
possesses it 15). The arts which illuminate the human worId are
embedded in all-encompassing darkness (cf. Se. 3, 25).
Once one sees that the chiaroscuro art of divination is the
model, as it were, for all the Promethean ans, the only outright
falsehood in his speech begins to make sense. Prometheus, who
cannot eure himself, showed men the mixing of drugs, "by which
they ward off all diseases" (483; contrast Soph.Ant. 360-364).
We must not palliate this claim and assume Prometheus means
less than he says. Man's first ilIness was the awareness of death,
für which Prometheus found a remedy in blind hopes. If they
cured man of this numbing fear, it may not be too fanciful to
suggest that the ultimate hope was that of immortality; for if
Herac1es dominated the succeeding play or plays, as the fragments suggest, no one could be found more fitting as the embodiment of this hope (cf. Thomson, 29-32) 16). I should not
wish to insist upon this admittedly unprovable conjecture, but
it does explain why divination and medicine are put side by
side. In any case, a medicine that cures every disease entails a
way to avoid death, even if it only means a shadowy existence
in Hades, for Hades is not death simply and, according to
Hesiod, is no older than Zeus (Th. 453-457). Prometheus even
there found riches, hidden in the earth, where before men had
14) XP'iI almost entirely replaces OE! in PV, XP'/j and XPEWV some
19 times, OE! only once (9) with ace. and inf., for in a play that only has
divine characters every "must" is a "fate" (cf. eh. 297).
15) Note the aIIusion to blind hope in the Chorus' words to Prometheus: 't[~ I!A1t'~; OUX öp/fr. X'tA. (259, cf. 536-538).
16) See Her. IV. 93-94 (the Getae) for the consequences of such
a hope.
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only put their unburnt dead 17). Hades is Pluto (cf. 805 ss.;
Pearson ad Soph. fr. 273).
The list of arts begins with man's emergence into the open
and ends with the bringing to light of metals. Within this
framework of light, the central art is something of an anomaly.
The verbs Prometheus uses to describe his way of giving each
art are those of showing, distinguishing, and discovering: fOEt~CX
(458, 482), (t~)EU()ELV (460, 468, 469, 503), tp:YjacXfL'Yjv (477),
ta'to(xtacx (484), bptvcx (485), tivWptacx (487), otwptacx (489), wO(J)acx
(498), t~(J)fLlJ.cX't(J)acx (499); but in the case of taming the verbs are
surprisingly direct: fCEU~CX and "/jicxyOV (462, 465). Taming
apparently is not an art that can be taught in speech; Prometheus has to show it in deed. And what holds for the tamer
holds for the tamed: it must learn through suffering. Prometheus thus alludes to the need for force and compulsion in
taming (!1t1t6oCXfLo~), which distinRuishes it from all the rest of
his arts; for even in his medicine there are only "gende remedies"
(482; cf. Her. III.130.3). The taming of Prometheus hirnself,
which is constandy described in terms of subduinr; a horse, is
sufficient proof that persuasion does not suffice 18). Prometheus,
who pities even the fate of the monstrous Typho (352), is
inclined to discount and reject compulsion (cf. 212 ss.) - he
calls horses here "lovers of the reins" (~tA1jVtOt, 465) 19) - , but
his tacit admission that it is necessary raises the question whether
the same relation which holds between men and beasts should
not also obtain· between gods and men. The gods, as beings of
a different order, may have to rule by force. It is the "bit
of Zeus" that compelled Inachus to eject "by force" his daughter
from house and country (671 ss.). That the gods need to use
force would be perhaps the major concession Prometheus will
later make in being reconciled with Zeus 20), forthe very condi17) ~vEp9E Ilt x90vo, XEXPUJ.1J.1EVCX (500) reminds one inevitably of
the common phrases XCXAll1t'tELV and rii XPU1t'tELV for burial, as weil as of
Eum. 274 ss. J.1ErCX' rocp "ALlJ'I)' Eo'tlv Eli9uvo~ ßpo'twv fVEp9E X90v6~; Pers.
229 'tor, 't' fVEp9E y'i'j, q>!AOL" etc.; indeed, this is the only Aeschylean
passage where fVEp9E, vEp9EV does not refer to Hades (nine times).
18) cJlliALCX (54), J.1CXOXCXALO't'i'jpcx, (71), X!pXlllOOV (74), see Blomfield's
Glossarium on these words; cf. 323, 563, 1009 ss., Schmid, op. cit., 59.
19) See Fraenkel, Ag. 1067 for the harshness of Greek bits, and contrast the way Oceanus manages his bird yvwJ.L'll O'tOJ.LllllV IhEp Eü9uVlllV (287).
20) In light of such phrases as Ag. 182 ss. /}cxLJ.16vlllV I}E 1tOU XlipL,
ßLCX!lll' OSAJ.1CL OEJ.LVOV YjJ.1EVlllV and Suppt. 1069 EUJ.LEV'i'j ß!CLV, it seems to me
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tion of his release - the continuation of the reign of Zeus means that he ean no Ionger simply piease 10 or by implieation
the rest of mankind (cf. 758 ss.) 21). Bia is there as a silent actor
because Prometheus does not yet understand it 22). Prometheus
now, however, does not regard men but the new gods as savage;
and the gods are shown as at best indifferent: Oceanus never
mentions men. The tyranny of Zeus must be moderated if human
life is to beeome tolerable; and Prometheus offers a way to make
the other gods as philanthropie as hirnself. Saerifiees are a way
to tarne the gods (cf. 494), for they give the gods a reason for
taking an interest in men (526-535). "How could I forget
divine Odysseus", Zeus once said to Athena,
0<: 1tept P.EV ',160',1 Ea1:t ßpo'twv, 1tept ö' fpa Seo!atv
aSaveX'totatV eöwxe, 'tot oupavov eupuv exouatv;
The first effect which sacrifices had, one can imagine, was to
persuade Zeus to abandon his plan of destroying the race of
men and generating an immortal raee of heroes; for though
Prometheus saved it once from a flood, he surely could not
have saved it from an onslaught of thunderbolts. Fire, as we
learn from the battle between Hephaestus and Scamander, is
more powerful than water.
If we have partly uneovered some of the implieations
behind Prometheus' list of the arts, we have not yet explained
its dramatie funetion. Why does it oeeur between the Oeeanusthat Kratos' words W, iiv 11lllaxejj 't'ijv AlÖ' 'tupavvllla O't€PYElV (10) should
be taken literally: Prometheus will learn to love the tyranny of Zeus.
21) Between Prometheus' saying his release will not come Ttplv iiv
Zeu, tXTt€o'll 'tupcxvv!llo, (756) and his saying that Zeus cannot but be
overthrown TtA'ijv ~yooy' iiv h lleol1wv Auee!, (770), a change occurs: the
first would satisfy lo's desire for vengeance, the second would not, since
by itself it implies that he will tell Zeus the secret; but Prometheus, by
bringing in Heracles, makes it appear that he will be released IXXOV'tO' AlO~,
contrary to the testimony of Philodemus (fr. 321a M); hence Pauw's conjecture IXpXOV'tO'. 10 thought, however, that the answer to 't!' oliv b 1uooov
to'tlv IXXOV'tO' AlO'; would be oulle!, (cf. Hephaestus' b AOICP'ljOOOV ya.p OU
Tticpuxi Ttoo, 27: cf. Soph. Ant. 261); and Prometheus does not see fit to tell
her that his release requires the perpetuation of Zeus' tyranny (875 ss.).
22) His omission of weapons in the list of arts, even though the unapproachable Scythians are armed with bows (711), stands together with
his failure to mention political life (cf. Solmsen, 140 n. 79, 142 n. 88,.143
n. 91): Tt01l' and Tt01l0l1a each occurs once (421, 846). This failure is all the
more striking because we see in the very first scene that Hephaestus has
an art inferior to the art of ruling, and that his art is mo rally neutral
(45-47; cf. Soph. Ant.365-369).
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scene and the arrival of lo? Just prior to Oceanus' commg
Prometheus told the Chorus to stop bewailing his present
troubles and hear the future that awaited hirn (271-273); and
yet Oceanus' entrance not only delays this revelation for the
moment but puts it off until 10 comes. Oceanus, then, somehow
has made Prometheus meditate on the past and reconsider the
arts he ~ave to mortals. Oceanus teIls hirn almost at once,
"Know thyself, Prometheus" (309, cf. 335), and this injunction,
I believe, compels Prometheus, while the Chorus sings, to think
over his crimes. "Do not think", he begs, "that I am silent out
of wilful pride and disdain, but I devour my heart in deep
reflection (cruvvotq.) to behold myself thus outraged" (436-438).
Prometheus' thoughts are on the arts, and if not of remorse they
are almost of despair. To the Chorus' confident belief that once
released he will be as strong as Zeus (508-510), he replies that
he is not thus fated to lose his chains, "for art is far weaker
than compulsion (necessity)" (511-514). This looks at first as
if it only meant, "My art is weaker than the compulsion of
Zeus" (cf. 107), and hence the list of arts would be Prometheus'
way of acknowledging his own weakness (cf. 469-471); but
were this its primary sense, it never would have led the Chorus
to ask, "Who then is the helmsman of necessity?" The general
force of Prometheus' assertion makes it applicable to Zeus as
well: "His art too (these chains) is weaker than necessity~'
(cf. 87). The Chorus phrases its question personally; it does not
ask, "What then (d ouv) is master of (stronger than) necessity?"
It senses at once that art no more than necessity is a purely
abstract noun. The Fates and Furies are necessity, and as Zeus
is weaker than they (517 ss.), the conclusion seems plain: not
Prometheus but Zeus essentially is art 28). If Zeus as the highest
god is art in the most general sense, one can see another reason
why Prometheus' description of the arts is his response to
Oceanus' command to know hirnself. The arts indicate his
relationship to Zeus, and why he apparently has the edge over
Zeus. The ordering of human life paralleIs the ordering of the
world that he accomplished on Zeus' accession to the throne
23) Fraenkel, in his Ag., vol. III, 729, in his discussion of this passage not only assimilates the Fates and Furies to a "moral law" (Wilamowitz' phrase) and thereby makes them almost unintellip;ible, but he claims
(n.2) that 514 is a polemic against 'Musaios'. fr.4 Diels, Vorsokr., w~ edel
'tEXV'Y) IlEy' alle(vwv !oXuo~ l!o't(v. But "better" is not the same as "stronger",
and art (Zeus) may equally weil be both weaker and better than necessity.
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(439-441, cf. 228-231). The empire of Zeus would also be
surrounded by darkness. This empire, in which each god has a
specific task, is presented in the first scene, where Zeus is shown
to contral both the an of metal-working (Hephaestus) and the
art of taming (Kratos and Bia). But Zeus who has assigned a
share '(l-l0tpa) to every god turns out to have a share as weIl (cf.
49 ss.). There is something for which he has no art. The three
Shares (Motpat) and their executive arm the Furies have no part
in the art of Zeus. We later learn that Zeus' defectiveness consists in his ignorance of generation. He does not know that if
he marries Thetis, she will have a son that will overthrow
him 24). Zeus, then, lacks the art of the Fates or generation.
Their art is that of weaving: Ev6a 0' E7tEt'ta I 7tElcrE'tat &.crcra oE
a!cra xa'taKAwllE:;; 'tE ßapEtctt I YEtV0l-lEVq) v~(ja'J'to A1Vlr ("fj
196-198, cf. Eum. 334 ss.) 25). It does not seem accidental
therefore that of the three human needs - food, clothing, and
shelter -, Prometheus mentions arts that satisfy the first and
third but not the art of weaving, although he thrice employs
words that necessarily remind us of its absence 26). As the only
female art does not appear among the arts of mortals, :so it is not
counted in the technocracy of Zeus ('tav llto.; &pl-l0vlav, 551; cf.
Suppl. 592-594; Her. II. 53.2).
We must now try to discover the sense behind this somewhat enigmatic result. Zeus is a god who was generated, and
as a generated being nothing in his ancestry warrants any other
presumption than that he like his father and father's father
before him will be overthrown (956-959; cf. Ag. 168-173).
In the play itself the Chorus of Oceanids is silently there to
threaten him with his overthrow, for Thetis, granddaughter of
Oceanus on her mother's side, surely lurks in their shadow (cf.
894-906). Oceanus also, as llEWV yEVEat.; (8 201), at least
partly appears to remind l1S of generation. He fathered the
mother of Kratos and Bia (Hes. Th. 383-385), the wife of
24) It also seems implied that he does not know that Heracles, in
the thirteenth generation from 10 (774), will release Prometheus <xxoV'to,;
AtOI;; and hence it is fitting that 10 should enter just after this (hut see
n. 21). 't0X'l'j occurs in the play 13 times, as it does in Soph. OT (cf.l0801085).
25) Cf. Dietrich, B. c., Phoenix 16: 2 (1962), 86-101.
26) ltAtv9oq>s!1; (450), AtVOlt'tSptt (468), and epydv'l'jv (461), whidt is
Athena's epithet in Attica and elsewhere as the goddess of weaving (Soph.
Fr. 844, 2 P).
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Prometheus (557-560), and the father of 10 (636). Oceanus is
the complete opposite of Prometheus and art 27). He alone
remained apart when Zeus called an assembly of the gods
(r 4-9). A.s the embodiment of generation he represents the
missing element in the rule of Zeus, for Zeus does not know
. how to control it. If the new gods are to be proof against
generation, they must find a way of becoming asexual: once
he is castratedUranus no longer generates and becomes a
neutral oupavoc: (Res. Th. 175-205). Does Zeus, then, have
such a way? If the trilogy unfolded it, the Oresteia would be its
fitting counterpart; for there the human cyde of crime and
counter-crime is stopped by law, and here the divine eyde of
usurpation and expulsion which are grounded in sexuality would
be stopped hy an. The art needed, as we have allegorically said,
is the art of weaving, and the goddess of weaving is Athena.
The virgin Athena, in one account, was born from the head of
Zeus by the art of Hephaestus (pind. 01. VII. 35-37, cf. Hes.
Th. 924-926); and in another, she would have had if born
from Craft (Mijt(~) the sovereignty among the gods (Hes. Th.
886-900; cf. Solmsen, 67 ss.). She is any case the perfect
product of art, who can solve the problem of generation among
the gods just as she once partly solved it among men; for by
virtue of her being motherless, she tipped the scale in favor of
Orestes (Eum. 657-666, 736-738) 28). Our final condusion,
27) Consider Prometheus' eontemptuous eontrast between the unmade
eave of Oeeanus and Seythia the mother of iron: 1t(ii~ ~'t6AP.1)OOC~ Al1tiliv •••
7tE'tPy/PEcpf} OCU'tOX'tL't' ciV'tpoc 't7JV oL/l1)POP.'lj'topoc H9EtV ~~ ocIocv (299-302);
cf. Thueyd. IV. 3. 2, 4.3: Pylos is <pUOEL XOCp'tEPOV and ocö'to XOCp'tEPOV.
Note that love frustrates art in the so-ealled deeeption of Zeus, where
Hera had clearly planned to entiee Zeus into her chambers so that onee
inside he eould not leave sinee Hephaestus had fit ted the door "with a
hidden bolt that no other god eould open" (8 168). Hera makes herself
too attraetive for the scheme to work (8 215-223, 293-351); and the
first indieation that it will fail is Sleep's rejeetion of a throne made by
Hephaestus "forever irnperishable", but his aeeeptanee of one of the Graees
(E 238-276).
28) The rnuch-abused line Sept. 197 a.v7Jp yuv'lj 'tE XW'tL 'tüiv p.E'toclXllLOV
is not so foolish if one realizes that neuter eitizens would solve the problem of the trilogy: the erirnes and eurse of Oedipus eould not have oeeurred. Consider the 'toiJ'to of Soph. Ant. 334 (the hymn to art) in light of
the hymn to Eros (781-800). One rnay note that Soph. Ant.332-352
presents nine human aetivities and d1araeteristies that seern to be a reply
to Prornetheus' list: 1) ships, 2) farrning, 3) hunting, 4) taming, 5) speech,
6) thought, 7) a.o'tUVOP.OL opyocl, 8) shelter, 9) rnedieine. Speech rather than
tarning is eentral, and speech rather than letters is deeisive. Hunting and
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then, that Athena might have played an important part in the
last play of the trilogy (whether it be IIup<p6poc; or Au6p.EVOC;)
is not altogether surprising 29); but as it is safer to leave the
ullknowable alone, we would rather appeal at the end to our
analysis of Prometheus' arts and crimes.
Brandeis University
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cio'tUVOIlOL opya.( reveal the absence in Prometheus' list of force and the
city; while the absence here of astronomy and prophecy reveals the Chorus'
omission of 'tCl. OUpd'lLa. as a human limit (cf. 418). Their list presents man
as an offensive (1-4) and defensive being (7-9), with thought as somewhat anomalous; cf. PI. PIt. 279 c 7-9.
29) Cf. Thomson, 34 ss.; Schmid, op. dt., 107 ss.; contra, Solmsen,
153 n.127.

