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Abstract

Aeschylus} the first European dramatist whose works have
: . . .. » .
surviveds w.s a laring and’ innovative craftsman who rai<ed tragedy
to a level :rom which he has influenced the foxm and history of drama

t? the present day. We be'leve we nay find in the lyric interaction

between the 77w~ and the ac%ors_of his dramas some indication
of Aesc. o' inpov.:tive technique. 1 -

roov yri o onwer anges were later called "komhoi”-by Aristotle,
a term ~h.ch img c©s a theme or mecod of lamenfation. It has beén

thought -hat perhaps in the bipartite lamentations there exists the

) .V 4 . 57 . ‘ »
essential germinal element of tragedy. This theory seems worthy of ¢
analvsis, especially since there are in the tragedies of Aeschylus
some hipartite compositions which .~e rot threnodic in nature. We
attempt to discover Qhether +these exceptions are indications of
innovation away from accepted dramatic practice or are the marks of a

genius. exploring a form which was the natural result of the dramatic
. i . :,é
conventions ‘of his day. )

The thesi< examines the seventeen bipartite passages in the

! * N y . . . . -
tragedies of Aeschylus in relation to their dramatic situation, their

7

metrics and their overall dramatic effect. The form lends itself to

use in situations of high emotional intensity, at points of crisis and

S

climax, as elements of character development and foreshadowing and in

the creation of scenes: which are elevated from our general concept of

o

life as portrayed in drama.

-



T : . ‘ .
~-The thesis concludes that the theatrical nature of these

passages indicates the attempt of Aeschvlus TO axploit a situation

¥

that involves a chorus. and an actor in srder to achieve specific

-
-

Jramatic effects. As an early-dramatist Aeschylus was not bound to

.
cbserve conventional uses for his lyric-forms. Rather, it 1s the

mark of his genius that he could employ the kommatic form in certain

S~

. . . ’ . T~ ’
exceptional and unconventional uses, cies which were later abandoned
. .
\

‘.

by his successors as the role of rhe chorus decreased. The tgggis\\\
therefore concludes that there is reason to suppose that Aristotl s
attempt to define the kommos in terms of content was based on obs. . v-
ations pgrtinent to later.tragedies and dfaﬁafisté and, moreover, that
the belieé fhat the L.partite lamentafion_was.germinal to tragedv

Gs erroneous .

[}
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CHAPTER 1 ' . , .

THE LIFE OF AESCHYLUS ‘ |

7

Few facts about the life of Aeschylus can be<advaﬁcee with
any certainty. The "Alox0Aou Budg" (Life of Aeschylus) appended to
the Medicean manuecript appears toldate‘from the(tenth or eleventh
century 1 and.repeats episodes which seem to be merely traditional.
Aristophanes' Frogs provides the most nearly contemporary -
/depiEtion of Aeschylus thch has survived. Herodotus refers to the
death of the poet's brpther, Cunegeirus, at the battlg.ef Marathon
and although the death was an outsfanaing act of heroism, the inclusion
was probably_as much the result of an interest in Aeschylus as the
desire to record an individual acf of bravery. -
| The date of Aeschylus' bﬁfth giveﬁ’in fhe "Bios" is certainly
corrupt and.a general assumption is made in favour of the year 525/4.
Lattimore 3 suggests tgat this is suspect since.it.coineidesftoo
ekactly with the known Greek habit of dating back forty years from an
important event (in this case Aeschylus' first vickory in u8u)
and that it is 'unlikely that a man who utterly eclipsed his rivals...
éhould have had to wait SQ loAg before scoring his Ffirst success"

ThekParian Marble states thaf"he died in Sicily during the archonship

) . 6
of Callias (u456/5) . This Qate at least may reasonably be accepted.

PRIV
jJ

Suidas says that he was forty -seven at his death but since this would

make Aeachylus onlykﬁhlﬂieén at the time of Marathon afd thus too
probable that Hermann s emendatlon of fifty-

This would prov1de a birth date in 513/2



Aesehylus was born in the last quarter of the sixth century and died
at the height of the Pentecontaetia. -It is the events. that were
taking -place -at ehis time which afe important to our discussion of

" the art of Aeschylus.

Aeschylus lived during a time of great political and intel-
lectual act1v1ty, a time whlch achieved greater positive effects on
European culture than any other untl; the Rennalssance almost two |
theusend years later. His youth saw the overthrow of the Peisistratid
.tyranny and the emergence and developmenf of democracy at Aehens. His
early manhood w1tnessed the repulse and termination of Persian
aspirations agalnst the Greek. malnland The crucial role played by

Athens in this must have seemed a vindication of democracy and clearly"
. ‘
established Aeschylus' city as a major power.

In art the stiff formalism of the Archaic Period was giving way

to the idealized naturalism of -the Classical Age. Abstract Philosophy . -

was beginning to analyse the relations of man to the universe and his
gods. Literature was also undergoing changes. Prose and the writing
of history were emerging as recognized genres. And in drama perhaps

. : 8 R el , .
fifty years had passed since Thespis introduced the first actor
(protagonist). .

Gilbert Murray holds that in three respects Aeschylus deserves
to be cailedtthe ”Creatof of Tragedy"
) rirst, hlS glft of Semnotés, bringing greatness or -
majesty where it woS not before; next, his' bold exper-
imentation in stage technique... and thfaly, his i
1ntellectual vividness as a thinker stirred by great ideas.

;AriStofle tells us that tragedy started "from little myths and

Rt

laughable diction' and did not "assume majesty" until late



o<

This majésty (oepvdTtng) is an element of Aeschylean drama which
has been noted since Aristophanes: |
oA & notoe Twv EAwwv rupydoog djuata cepvd

Oh, thou first of the Greeks who built majestic
words into towers. '(Frogs, 1004)

AN .
Aeschylus was noted for the majesty of his diction, the metaphors,

the paraphrases and lengthy compounds which seem to come more from the
epic tradition then the lyric. Quintilian observes with some

justification,
Trageodias primus in lucem Aeschylus protulit, sublimis
et gravis et grandilocus saepe ad vitium...

Aeschylus first brought forth tragedies into light,
sublime and weighty and grandiloquent often to the
point of vice.... 11 ,
This sublimity and weightiness are as much a part of Aeschylus'
majesty as the diction he employed; It indicates the fact that he

bestowed on the "little myths'" a grandeur that they had not attained

previously.

wdvov ydo Iniot T Bdpog mepLTLOEVaL Tolg 'ToOUIoLS,
:doxatov elval uplvwv T peyaroneenég Te ual Mowiudv,
™ & novobpyov . kopboreeTég T Hal YWoAoYLrdv &A-
Aotoidv Tfig TeaywLdlog MYOUUEVOS.

For he alone was eager.to bestow weight upon the personae,
judging what was magnificent and heroic to be innate and
believing that what was villainous was affectation and
that pithy speech was foreign to tragedy. 12
Aeschylus was also an innovator. Aristotle credits him with
. . -~ 13 C.
the introduction of the second actor . This alone was a great .
‘advancement for drama since it enabled the situation to change and the
plot to move. New information could be introduced as happens.in Persae

when the messenger announces the defeat of the Persian forces and when

Darius forecasts the battle of Plataea. The situation changes in ~



Septem when the spy reveals the disposition of the enemy leaders and

inexorably Eteocles eliminates his other champions until only he himself

[

can stand against his brother. The protagonist is thus set in
! I
S | . . o
opposition to the movement of plot; Eteocles has a choice, on six
separate occasions, but because of his character and the choices he

has already made, he must, in the end, choose to stand against

Polyneices.

_The moving plot was desighed to display and test moral
character, to give room for moral choice and for its
results. 14 = , 3

Aeschylus made visible'chaﬁggs toAfhe drama, altering such

‘ ' 15
elements as the dress of the actors :and the dance forms . He

seems to have been fond of grand visual effects. Consider‘thé
entrance of Agamemnon with Cassandra in his'chariot,‘probably ac-
companied by retaineré and captives, or the resurreqgtion.of Darius
from his tomb. Aeschylus' éttention to costuming and effect must
have been detailed for the "Bios' says that on the appearance of the
Fufie;‘in Eumenides such great terror was cauéed among the audience
that the children died and ;omen miscarried O

Aeschylus lived in a time of innovation and he was not ébpve
attempting his éwn expériments. He helped give drama its shape and so
altered the course of drama to the present day. It is right to lpok at
his'wofk with an eye to the original, the innovative andveyen the daring,
fqr; as Kitto observes, ”Aeschylug'was never a conventional or a

. o 17 -
cautious dramat st .

oD

A

That Aeschylus was a great . thinker has been one of the com~on-
vlaces of criticism since at least the time of Frogs where Aeschylus

meets Eu}ipides' objection to his diction with the reply that

2
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it follows
that words are born to equal great thoughts and ideas.
(1059)
One need only look at the subjects and themes of the plays which
‘survive to that ‘their author was a man almost obsessed with the
relation of man to thé gods and the universe 17. Aeschylus was

concerned with the nature of the gods, as can be seen in almost

every play, but most particularly in Prometheus and Eumenides.

' He dealt with the concept of Justice in Oresteia and that of the

inherifed curse in both Oresteia and Septem. If Aeschylus does not

always resolve the queStions he raises, it is perhaps because the

questions themselves do not admit of resolution. At any rate,
' !

4

Aeschylus was stirred by these thoughts and attempted to articulate
his vision of them, his concept of order and his view ‘of human and di-

vine morality. Aeschylus is the first Europe .n whose opinion on

~
™

these hatters were given literapy form and so survived the passage
of time in the form in which they were created.

Aeschylus forever altered the face of tragedy. He gave it a
dighity and majesty in its outward appearance, in its language and in
its subject. He '"took sd?ject after subject from the epic tradit%?n" 18
and gave trégedy a status which had previously been enjoyed only bfc
the epic. Yet he took tragedyAa step farther by concerning it with
ideaé and philbsoph? that had never concerned the epic poets. By
. the innovétion of adding an actor he gave tragedy a scépe and
potential it had not previously possessed.

It is perhaps a comment on his times that despite, or possibly

even because of, his innovations, Aeschylus was held in high regard



/ by his own coqtemporariés. He made at least one trip to Sicily as
the guest or even at t' command of the fryant Hiero .  The '"Bios"
tells us that Aeschylus was cémmanded to present a performance of
Persians and that that play was '"esteemed very highly" by Hiero. No
less.than the literate court in Sicily did his own countrymen hold
Aeschylus in honour. The "Bios" says that "the Athenians treated
Aeschylus with so much affection" that after his death they voted
that anyone who wished to produce anlAeschylean dréma would automa-
tically be granted a chorus. To a man who had fought for the freedom
of his country at Marathon and probably also at Salamis, Plataea and
Artemisium 20, t*.. free vote of his fellow-citizens would surely
have been the greatest of honours.

There is no agreemént about the number of plays which Aeschylus
wrote. The Suidas séys'ninety dramas with twénty-eight victories,
possibly including posthumous triumphs. ‘The "Bios" indicates seventy
dramas and five satyr plays with thirteen victories. The Medicean
manuscript lists seventy~two plays although ten more can be identified
from other source;. 0f this prolific output only seven dramas gnd
some fragments have survived.

In general the dat;ng_of the surviving plays is a matter of

scholarly agreement. Persians was produced in 472 B.C., Seven Against

Thebes in 467 and Suppliants in about 464. QOresteia, which is the only
e .
complete trilogy we possess, was performed in 458 B.C. The only play

that cannot be set into the chronology with any agreement or certainty

is Prometheus Bound, although it is often thought to be one of

Aeschylus' latest plays 21
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CHAPTER II

AN INTRODUCTION TO THE KOMMOS

Although there has been a considerable amount of study devo-
ted to the various poetic forms employed in the Greek dramas, one
of fhé most intéreéting, the kommos, has been largely ignbred, and
no thorough review of‘it has been undertaken during this century. It
is one of the aims of this study to provide a comprehensive ~xamina-
tion of the kommos as it is employed in the works of Aeschylus.

One of the major reasons for this neglecf of the kommos is
the fact that there is a degree of hesitation in .approaching a sﬁbject
whose very definition is a matter of great controversy. There have <:>
been very few commentators in this century who have ventured to call a
‘passage a "kommos' or "kommatic".

The word woupdg (xommos) derives from the verb wdTw (I strike)

and occurs only once in Aeschylus:

’t’-.':uolu woupdv ApLov _

I struck myself in Arian lamentation. (Choe. 423)
The phrase occurs in a passage whose koméafic nature has never
lseriously been disputed. Séme information may be derived from its
occurrence. First, "kommos'" refers to an act of lamentation, in this
case, in grief at a deaéh. Second, Aeschylus holds that act to be of
Eastern, specifically Median, origin. VThird, although it,refers-to a
‘ritual, there is no evidence that that act involves anything more than
a physical actioﬁ. Certainly we cannot relate the word hkommos”‘fs
a bipartite lyrical form.

The use of."kommos" to describe a lyric scene invdlving an

actor and the Chorus (that is, bipartite), originates with the

twelfth chapter of Aristotle's Poetics.
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(Lo && T& &d TS ounWig uoL uouuou. . .
woupde 68 Spffvog HoLvdg Pty wal &d ou;nvr”ig

And peculiar to sohe‘plays are those i.e. songs
from the stage and kommoi. . .\. and a kommos* is a
threnody common to the chorus and the actor.
This is the first application of "kommos" as a\technical term to
describe a specific type of dramatic poetry. \Indeed, the definition

A
seems simple and clear enough that there should be no difficulties.

If Aristotle's definition is followeo the most readily dis-

cernable feature of the kommos is that it is mouvég (common) to the
: i

" actor(s) and the chorus. Thus toé form can be diétinguished from the
" other lyfics-named,in‘this ohopter of the Poetics by the simple
expedient of seeking thosé which involve both.parties. The dofinition
of kommos seems to fit the structure of the Poetic;. Taplin
selieves that there is a balance of three actor's songs (prologue,
episode and exode) and three chofal songs (parode, stasimon, and
_kommos). We are inclined to follow the ooinion of Leon Golden and
0.B. Harrison Jr. % that "kommos'" is added almost as an ofterthought
to fit the case.of those lyrics which are nei- =r wholly by the actors
nor'thé chorus. This seems a more logical approach because it
establishes a distribution of three actors' songs,bt;o~choral songs
;nd one which is pfoperly termed ®oLvég. The only difficulty which‘is
likely to arl;e frem this is a considemation of the quantitative
amount of inferchange necessary to establish a lyric as "common'
We believe that there must oe a relatively.even distrioution of lines.
between the chorus and the actor to fulfill this condition 5.' N

The difficulties in the Aristotelean definition are presented

by the word "threnody'".

10
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First, the interpretation:of Spﬁvog‘itsélf is a matter of
disagreement. It would seem from its root heaning to be almost
synonymous with "kommos", since it stems from a verb'(apéow;L)
which means "to cry aloud" or '"to éhriek forth". In this sense it
need mean no more than-”ﬁo lément”.“lt acquired  a meaning of
”fﬁneral song' or ”dirgeﬁ in the work of Herodotus 6, and it is in

this latter sense that Aristotle's definition is generally interpreted.

Diehl identifies threnody with "Totenklage'" or 'death lament'",

‘
. N

although he permits a degree of@latifude in his interpretation since
he accepts both Aga. 1072 - 1177 and Eum. 777 - 891 as kommoi. He
also points out that these same bipartité‘lyrics are referred to
'mere and there in fhe scholiaf és Soffvog 8. Cornford, however,

is somewhat more restfictive and uses "Threnos to denote a regular
lamentation dvervthe aétual death.of some pérsbn in the play 9”.
Thué he excludes from éénsideréfioh any more general type of lamen-
tatiqﬁ. ’

The.present study suggesté that this limitation of threnos

) Loon
-

may He dnyéfranfed.r If the threnodic aspect of Aristotle's definition
is to be accepted surelygap.attémpt must be made to discover what
meaning he himself attéched to the word. Afisfotle did not expand

on +he term‘except to suggest that 1t is almost interchangeablé with
kqmmos. :We Have alfeady~noted that the derivation of these two words
need not %ndiéate more than lamentation. Certainly the occurrence

of Ssﬁvcg and its cognates in Aeschylus does not support the equation
of thrénos with dirge.

: : . 10
0f the seven occurrences of threnos in Aeschylus four

11



(Choe. 335, 3u42; Sept. 863, 106u) clearly fulfill the condition of
being a lament over the dead. In Aga. 991 the Chorus refers to the

"threnody of the Fury'" which, although it might be a dirge for those

killed in the past, is more likely a lament for the deaths which are
about to occur. éornford and Diehl 1 disagree about the threnodic
nature of the excharige betwéen Cassandra and the Chorus in Aga.
1072 - 1177%. Aeschylus, however, has Cassandra refer to the passage
in question as

9offvov . . . Eudv TOV abTiig

my very own . . . threnody. (i322)
Here the word cannot be understood as a dirge for one who has died
but moét probably means merely "lament". It is, however, only proper
to note that, given the immediate dramatic circumstances, Cassandra's
choice of "threnos" may>equally suggest a dirge for one who' is about

.12 . .. . o .
to die . This tvpe of dramatic justification, however, cannot be

extended to Pro. 388:

N Yép oe 9pfivog obudg eig ExSpav BAAN.

Let not t@is threnos for me cgst you into enmity.
This can only be a lament for a person who is in no danger of dearth,
as Prometheus himself states: .

&t Savelv ué\) EOTLV 00 TIETEWLEVOL.

To whom [ﬁyselﬂ it is not appointed toc die. (753)

In the use of the cognates of 9pRvog the implication of

"dirge' is even iess predominant. There are three instances in which
_a-dirgé is referred to (Per. 686, 337; Aga. 1541), three referring to

impending death (Aga. 1075, i165; Choe. @26) and four which are

12



Lamentations (Sept. 78; Sup. 112; Pro. 43, 615) .

The question of the interpretatign of the word 9pffvoc has
anticipated the second difficulty whiéh the word presents: the
limitatioh of the application of Aristotle's definition. If 9pfivog
means only "dirge' then mo more-than four or five 1t of Aeschylus'
bipartite lyrics will meet the’criteria of the definition. We suggest,
however, that since the interpretation qf Spﬁbog as "lament" was
current somevone hundred years before Aristotle, and since Aristotle

himself provided no indication that such a restricted interpretation

was intended, that it is reasonable to accept laments as fulfilling

the threnodic aépect of the definition. Even if threnody is understood

to include laments, there will still remain some bipartite compositions
which cannot be reconciled with Aristotle's definition.
There remain two possibilities:

1. "Kommos" is not intended as a technical term to
include all bipartite lyrics, or

2. The definition of the term, -for some reason, has
neglected to take into consideration a group of lyrics
which are not threnodic in nature.

The second possibility seems the most probable and reflects some

difficulties of a more general nature which are related to Chapter 12

of the Poetics 15.

16

According to Cornford ~, Eukleides substituted the term

0 &Quothatov (amoebaean) for "kommos".  Since this word means "responses"

its use probably implies a recognition of the difficulty presented by
Aristotle's attempt to define the form in terms of content. '"Amoebaean'
is used by Cornford and Diehl to describe those bipartite lyrics which

are not threnodic and is not considered by them to be interchangeable

13



with Remmos.

e \
In the late nineteenth century, however, there was a tendenty

to regard all amoebaean lyrics as . kommoi 17. Westphal 18 insisted
that the threnodic must be weighted equally to the amoebaean in the
definition of kommos and in this seems to have been followed by Diehl.
Cornford first promulgated this.view in English and since then the
term kommos has almost disappeared from usage. With the recent work
of Zenya Nakamura 19, interest in the kommos has been renewed and

the trend seems to have come full circle, since she uses "kommos"
ihféfchapgeably with "amoebaean'.

It must be admitted from the beginning that it is impessible

to reconcile all the bipartite lyrics of Aeschylus with the definition

¢ . S

given in the Poetics. .That "kommos " is.intehdéd as a technical term
in that definition'seems certain from the very similarity befween
the words 'kommos" and‘”threnos”. Any attempt to restrict thé uée
of "threnos" to a certain type of lameéé i; subjecfive and not
supported by lexicographical data. It may be assumed, for théﬂﬁresent,‘
that the definition of ”gommos” by Aristotle was based on a sampling
of dramas which wéuld support his conten;ipn, but that he allowed a
wider range of meaning to "threnosf than dirge. With this in mind {
this study will be scrupulous in its use of the word "kommos'", in- k\v/"
tending only bipartite lyrics of lamentation. Otherwiée a "kommatic
form" or "structure" will be understood to be synonymoué with "bi-
partite'. |

Bearing in mind that the kommos 1is a poetic form of lamentation
involving actor and Chorus it can be seen that the kommos is an®almost
essential element in Greek Tragedy.> Since the Chbrus,-whether its

role be that of a commentator on the action or that created by the



dramatic illusion of representing a particular group of people, is

a necessary conventioﬁ of the Greek tragic‘stage, its interaction with
the actor‘will be essshtial to the drama. Sinée the.spfferings or
death of man is the essence of tragedy it fglloﬁs that:a frequent '

theme of the interaction between the -actor and the Chorus will be that

of lamentation.
t
So natural is this identification of bipartite lamentation with

tragedy that some scholars have seen the kommos as "the original
) . .

kernel of Tragedy" 20. This theory holds that the lament for the dead
‘'her©® (according to Murray, for the dead god himself in the agricul-

tural cults), which was a part of the festival of that hero and was

. 3 . L. . ’ ’ 2
bipartite in structure, having a chorus and its leader (£EGpxwv) 1,

‘developed in time into dramatic form. The kommatic form, which by

virtue of ;ts fulfillment of the conventions of Greek drama, had proven

.

its usefulness, might be seen to have developed in its turn away from

its own origins to express other_ ideas and to. include other emotionsQ»

&

This—supposition would seem to explain the derivation of 'kommos'" as

a technical term and the presence of non-threnodic bipartite lyrics.

- The purpose of this work is to.consider the seventeen kommatic
e ’ s : T~ - .

' paséages 22 in the surviving tragedies of Aeschylus. These  are com-
po;itibns of interéhange'between the Chorus and ét least oné actor

in which at least one party utilizes a lyric metre 23. (Itashoﬁld be
éointed out‘that it is extremely rare thaﬁ{ﬂoth pafties use only

lyric metres). Through an analysis of the structure, metre, and, in
- : . K _ | .
particular, the dramatic purpose of thes%fsections certain similari-

~ ties may become apparent which will help/determine what reasons

!
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would necessitaté the employment gf a lyric exchange at a particular
point in a dramé. From these similarities it should be‘possible to
derive some information about the kommos as a distinct genre ofL
poetry at the time of Aeschylus. In its turn fhis will provide some
illumination about the history of the form and its relation to the
hyp -thesis that thé kommos is the '"kernel of Tragedy".

The passages fgpm_tﬁe werks of Aes;hylus haQe been arranged
according to basic similarities in sense. This has been done more
‘with a view to obliging tﬁe Ariétotiean definition of kommos than
to tracing any'possi§le dégéiopmenf or evolution of the kommos

_ l
throughout the career of Aeschylus. Thus Chap#ers IIT, IV and V

are related (in order of increasing marginalisj) to an extended
definition of "threnos'". A sixth chapter is included in order to
treat those cases which cannot justifiably be considered as approxi-

mating in any seénse the word "threnos', but which, by virtue of their

kommatic structure would seem to be a species of 'kommos'.
& A
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12.

13.

Footnotes

1452b.18 and 1452b.24; Aristotle; Poetics; edited with an
introduction, commentary and appendices by D.W. Lucas; Oxford;
Clarendon Press, 1968. d&md thg ounvfig, literally, "from the
stage" to indicate actors' songs as opposed to choral songs ==

which were presumably dellvered from the orchestra.

See F.M. Cornford; "The So-called Kommos in Greek Tragedy";
CR. March 1913, p. 42 and also Oliver Taplin; The Stagecraft
of Aeschylus; Oxford Clarendon Press, p. 471.

Ibid. p. u75.

Aristotle's Poetics, A Translation and Commentary for Students
of Literature; Prentice-Hall; Englewood Cliffs, N.J., 1968,
P 173.

See below, Chapter III, p. 42, VI, pp. 109 - 111.

Greek - English Lexicon; Liddell and Scott; Oxford; Clarendon
Press, 1964 edition, "9pffvog".

Kouuo'", . xi; 1195.
Ibid. See also Lucas, p. 138.
Op. Cit., p. uu,

Choe. 335, 3u42; Sept. 863, 1064; Aga. 991, 1322; Pro. 388.

All quotations from Aeschylus from Aeschyli, Septem Quae
Supersunt Tragoedias; edited by Dénys Page; Oxford; Clarendon
Press, 1972. (Abbreviated as OCT. ). All translations are my own
unless otherwise noted. In passages quoted line number lndlcates
the last line in the series.

All future references to the assignment of passages of:Aeschylus
to a category are to be understocd as referring to the lists of
Cornford, p. 43. and Diehl, 1197 - 1200.

See below Chapter IV, p. 66. ~ /

Per. 686: Uuelg && Spnvelt ) &yyle Eotlteg tdpou
And you lamented st#8ing near the tomb...
937: Moplavduvolb Sonvathicog :

of - Marlandlan MOUYTIEYS e s o »

 Aga. 1541: tig & Spnvicwy;

"Who shall mourn him?
1075: od Yydp Torobtog dote SonVnToG TUXETV

For he is not such as to.chance upon a mourner.
1165: Suooiyel Tdxal uLvued Speoudbvacg

Your sad fate as you wail it piteously....
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14,

15.

| 18

Sept. 78: BoefuoL @oBeEd HEYAA" & .

I cry aloud at my sorrow great and fearful.
Sup. 112: TolabTa ddea pEAea Specuéva ALYw

I speak of such sufferings, unhappv lamentations...
Pro. u3: Guog Yo o0&V TéVEe dpnvelodal

It is no remedy to lament for this man;..

615: &ouol memavuow Todg Euobe Sonuiv ndvoug .
I have just ceased my labour of lamentation.

Cornford, pp. 41, fn. 1 and 43, accepts only four.

Chapter 12 of the Poetics has long been observed not to fit
the state of tragedy as we know it from the fifth century.
Ingram Bywater (Aristotle on the Art of Poetry; Oxford,
Clarendon Press, 1909) observes that the Poetics

was written- for the benefit of the men of his own
day, and with reference to the theatrical conditions
of the time . . . . The general assumption in the
Poetics is the theatre as it was in the middle of
the Fourth Century. (p. 206, see also Taplin, p. 475
and Cornford, D. 41) '

Additionally the twelfth chapter presents certain difficulties

which have made it suspect in regards to its authenticity as

the work of Aristotle.

According to Bywater (p. 205 in <he nineteenth century
Bernavs, Bernhardy and Ritter reje:ted -he twelfth chapter as
an interpolation on the grounds that:

1. it breaks the continuity of the Zoetics (see also

Lucas, p. 135 and Golden and Harriscn, Pp. 173),

2. the‘string of names and definiticrs are not at all

necessary to Aristotle's Purpose.

3. the conclusipn, as a repetiticn of the opening, betrays

the hand of an interpolator (see also Lucas, D. 138).
Recently G.F. Else (Aristotle, Poetics; Ann Arbor, University
of Michigan Press, 1967) and O. Taplin (op. =70 - 479) have
doubted its authenticity on the followinz grounds:

All of chapter 12 (according tc the conventional
numbering) except this first clause is excluded

from the translation as spurious. Its feeble and
repetitive definitions reek of some late grammatikos.
(Else, p. 94, n. 85)

Certainly the definition of "kommos™ is particularly inane:

1. the similarity between the root meanings of_uouuég

and 9offvog make the definition look childish if we understand

it to mean " a lament is a crying-aloud" or clumsy 1f we

take it as " a kommos, that is, a threnddyv...". (The only
resolution for this 1is that we must understand that

‘Kommos' is intended as a technical term),

2. if so, this is the only case in which a definition

is attempted in terms of content,

3. as a result, the definition omits a number of lyrical




16.

17,

18.

19.

exchanges, particularly in the works of Aeschylu., which

are not o. a threnodic nature and are thus left uncategorized.

Echoing —he uestion of authenticity Golden and Hurrison
(p. 175) additiovnally remark: ;

To tHis rather sterotyped.treatment of the chorus can

be contrasted the functional approach at the end of

Chapter XVIII (11. 55-64), an additional indication,

perhaps, that Chapter XII is a late 1nterpolatlon.

But Bywater (p. 205) objects that: q
1. the terminology and brevity of the definitions is
Aristotelean, [except that "episode" is used dlfferently
elsewhere,. see Golden and Harrison, p. 174].

2. Aristotle may have felt the parts too obvious and

recognizable to be passed over, and

3. this section has been antlc1pated earlier.

There 'does remain the difficulty of reconciling ‘the
definitions in Chapter 12 with what we know of fifth century
tragedy. (For a rather full discussion of this aspect see
Taplin, pp. 470ff). This is, of course, not necessarily an
objection to the authenticity of Chapter 12, but rather fo its
value in understanding the remains of Greek Tragedy.

All of this, that is the fact that the Poetics seems to
relate to drama of the fourth century, ‘and the problems with
the definition of kommos, lead us to agree with Cornford
(p. 44) that "Poetics 12 is defining in 'Xommos' a term which
belongs to the theatre of the fourth century and to a date at
which the tendency to limit amoebaean composition to Threnoi
had gone so far that the two were practically coextensive'.

This brief review of the impact of Aristotle's remarks
about "kommos" is intended to show that there are reasonable
grounds for treating the definition in question with some
wariness. The limited translation of 'threnos' as ‘'dirge',
moreover, is entirely too restrictive. By extending the
translation of threnos to a more general type of lamentation
we would be more fully able to consider the nature of the
Aeschylean kommos without doing an injustice to the ancient
definition.

Op. Cit., p. 4i4, fn. 3. ' .

‘Wecklein, in his edition of Eumenides; Teubner, Leipzig, 1888

p. 314, refers to the passage 917 - 1021 as 'Kommos'. This
passage is one of rejoicing with absolutely no threnodic
character and has therefore been included under the headlng
of "Problem Kommoi" in the present work . ©

Cited by Cornford, p. 41, fn. 1.

"The Kommos in and before Euripides', Annuario istituto
giapponese di cultura I; 1963 - 1964; pp. 11 - 25.

t
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21.

22.

23.

. Cornford, p. 42. See especially F. Adrados, Festival,'Comedy

and Tragedy. The Greek Origins of Theatre; Leiden, E.J. Brill,
1975, p. 5 ror identification of sources and . Murray,\

Op. Cit., p. 5.

See Iliad XXIV 723ff.

Sup. 348 - 406, 734 - 763, and 843 - 910. Per. 256 - 289,

694 - 702, and 908 - 1077. Sept. 203 - 244, 686 - 711, and

874 - 1004. Pro. 128 - 192 .und 1049 - 1093. Aga. 1072 - 1177
and 1407 - 1576. Choe. 30 ~ 478 znd 869 - 874, -‘Eum. 777 - 891

and 916 - 1020.

Those cases in which the lyrics ~¢ one party alternate with
a dialogue metre (Aeschylus used the iambic trimeter and
anapaestic tetrameter as dialogue metres) are called
"epirrhematic". '"Epirrhemata' generally refers :to the type
of dialogue metre employed.
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CHAPTER III

DIRGES
—_—— ’

¥
It would be an interesting and valuable study to analyse the

inter-relationships between the kommoi of the plays of Aeschylus

and their importance to.fhe development of theme within the indivi-
dual dramas. Such a study, however,.presupposes.a knowledge of.the
kommos as a genre. It is the purpose of this work to provide such a
basis.

For this reason the kommoi are grouped gccording té content
and -meaning rather than in adherence to a scenic analysis in which
the chronology of the plays would be a contributing factor. The
grouping and arrangement of the compositions under consideration
has, necessarily, been arbitrary, but it is not random.

This chapter discusses five passages which are distinctly
laments éver the dead. Bipartite dirges unquestionably fulfill
Aristotle's definition of kommos and seem to be the more ancient
use of the bipaftite form.

Choephoroil (Libation Bearers) 306 - 478

0f all the bipartite compositions of Aeschylus this long and
complex passage alone has been the subject of much critiéal attention.
It is generally considered to be the archetype of the kommatic form.
Therefore it would seem to be a suitable @ .int from which to begin
this study sihce it may provide direction when considering those
passages which have not been so thoroughly analyzed.

Dramatic Situation

Some years after the murder of Agamemnon Orestes returns to

Argos, at the command of the Oracle of Pythian Apollo which has
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promised to protect him in exacting revenge upon the murderers of
his father and threatened a dire fate if.vengeance is not obtained
(269 - 305); At the same time, Clytemnesfra, the wife and murderess
of Agememnon, having dreamt “she had borne a viper and nursed it at
her bféast,‘sends Eleétra‘and a Chorus of Trojan serving women from
the palace to offer libation at the tomb of Agamemnon in expiation
of her dream and the Furies of Agémemnon (526 - 3u).
Chagrinned at the hypocrisy of her mother's sudden concern

for the rites of her father, Electra is advised by the Chorus to
“
[¢]

pray for vengeance and ‘the return of Orestes. This she does, and
asks

abTh T Lol &dC apooVETTECTY TOAD
unTedg vyevéodal xelpd T° edoeReoctépav.

as for me myself, grant that I become much more
moderate than my mother and my hand more reverent. 141

Orestes reveals himself to her and recounts Apocllo's prophecy.

ToLolode xonowole doa xon memnoldéuval ;
el 1N rdmouda, tolpydv 0T’ éoyaoTteov.
ool Yoo elc &v. cuumitvouvoly tuepol,
9e00 T° fpeTial wal matede mévdog ufya
nal mpdg mLéEler yonudtwy dxnvia,

0 1) oA itag edrdreeotdtoug POTGV,
Tpolag dvactathicag e0&SEp @oevl,

SLoTv YuvaLKoly @O’ Umnudoug TEAELV.
IMreta Ydo. worfv. el 8¢ wh, téx ™ eloeTal.

Is it not necessary tc trust such oracles?
Or if I do not trust them, the deed must still be done.
For many desires coincide in one:
the command of the god and my father's great suffering,
and the want of property presses upon me,
and that these citizens, the most famous of men,
who laid waste Troy in glorious spirit,
might not be subject to this pair of women:
for his heart is feminine, but if it is not,
he will soon know. (305)

The two children join with the Chorus in the kommes.



Metrics and Structure

One may conclude from the length of this passage alone that
Aeschylus considered it worthy of the most exacting attentions. A
further indication of this is the fact that the structure of this
kommos is the most elaborate in Greek Tragedy.

The composition consists of eleven strophes 2,'introduced and
concluded by choral anapaests. The complexity derives from the fact

oy, ) ) Lo
that the arrangement of the corresponding strophe and antistrophe is
not that of choral odes in which antistrophe follows its strophe,
nor that of the majority of kommoi in which the strophe and anti-
strophe are separated by a lyric or dialogue passage delivered by
the other participant. A diagram will prove helpful.

Introductory Anapaests (Chorus 306 - 31i)

Section 1 (epirrhematic): . '
a B o ul vy B' y' w2 &6 e &8 w' { e '
0 C E c 0 C E C 0 C E C 0 C E
322 331 339 3uy4 353 362 371 379 385 393 399 404 409 417 422
Section II (lyric):

n 9 v v n'* 9

c \ E 0 cC - L c
428 433 438 443 450 455

Section III (lyric):

® W XA
OEC OEC ALL ALL
460 465 470 475

Concluding Anapaests (Chorus or unison 476 - u478) *

The exacting symmetry of the first section is totally cast aside in
the second section untii a virtual unity is obtained in thé third.
‘It will become clearer that Aeschylus has used the form of this
kommos to reflect the thematic and mental changes which occur during

the passage.



The introductory anapaests set the tone of the kommos, being a
prayer to the Fates and an invocation of the spirits of vengeance.
rofxpéLAéusvov )

nedooouan Alun LEY " adTeT.

&utl &€ mAnyfic woviag ¢oviav

TANYNV TLVETwW.

| s And Justice

cries aloud that the debt be dealt with:

and for blow of death let deathly

blow be paid. (313)
Orestes prays_thaﬁ Agamemnon-will hear his dirge and the Chorus
reiterates the belief that the‘dead demand revenge. Electra invokes
her’ father, seeking escape from her present misfortunes. The Chorus
says that éod can make a paean from a dirge. It is a standard wish
which Orestes expresses in bemoaning that Agamemnon did not die by
the hand of "some Lycian" at Troy, to leave fame to his house and
glory to his children. In this wish for an honourable death is seen
how the '"want of property" which motivates Orestes should be inter-
preted. It is the dishonour of being debarred from his rightful
inheritance, rather than-actual poverty, which weighs upon him.
Similarily, the Chorus hates Clytemnestra and Aegisthus: it.is less
dishonourable to be slaves to a glorious king or his legitimate
successor than to murderers and usurpers. b

It is with this in mind that the Chorus reminds Orestes of the

dishonour which Agamemnon must endure in Hades as long as his death
. 1s unavenged 5.: Electra echoes Orestes' prayer that her father had
died at Troy, completing the first two triads. Thus this part is

concerned with the invocation of the dead and a wish to alter the

past

240
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In the central mesode, which derives and emphasizes its impor-
tance from its position, the Chorus informs Electra that there is no

point in dreaming idle dreams.

AL BLmifig Ydp Tficse wapdyvng

&o0nog trvettar. T@V pév dowyol

watd yYAc fi6n, TV 68 wpatolvtwv

xépeg olx SolaLtotuyepidv ToUTwv

muol 8¢ WAov vyeyévntalt.

But the sound of this twofold

lash approaches; the succour of those

already under the ground, since the hands

of these abominable rulers are unclean,

increases for the children. (379)
Again the essential conceptof the impurity of the murderers is
mentioned, but now in connection with a belief in assistance from the
dead. Agamemnon is seen as an AMdotwo (avenging spirit) in the tomb
and Orestes becomes his agenf on earth, his Fury.

Orestes acknowledges that Agamemnon has heard the brayer and

beseeches Zeus to force vengeance up from below the ground:

... Tonebor 8" Gug TeAetTal.

. accomplish this for our parents; (385) 7

The Chorus asks for the right to sing the song of triumph (&AoAuyudv)
over the man and woman and Eleétra prays that Zeus destroy them. The
Chorus reiterates the law of vengeance. Orestes invokes the direction

of the "Tyrants of the Underworld" (405) and Zeus. Electra ends the

first section with a telling simile:

Alunog Ydp dot’ dudpowv SoovTog
wTpde ot Suudg.

for as a wolf, likeminded, savage is
the heart from its mother. (422)

This marks a turning point in the thought of the kommos. Pre-

~



viously all attention had been focused on the murderers as a unit
and stress gi§en to the role of Aegisfhus 8. Now the murderers
become separated and the focus of attention will be shifted to
Clytemnestré. The triads have develqped the theme that vengeanée is
just and that it is demanded by the ,slain.

The second section becomes totally lyric and the carefully ar-
ranged symmetry of the first section is discarded 9. This seems to
indicate that the rational argumentation of the Chorus' anapaestgs
hAs given way to a more emotionally charged situation. The Chorus
recounts its lament for Agamemnon, and Electra recalls his unattended,

unlamented burial. Orestes now invokes vengeance in an apostrophe

to. his mother:

matede 8 &tiwowy doa teloelg

STl pdv Savpduwy, *

BuatL &7 &udv xepiv.

fnevt’ &vd voaploog <o éroluov.

Shall you not pay for the dishonour to my father

according to the daimons,

and according to my hand?

And when you are killed, may I be destroyed. (u438)

. . . 1 ..

Although Orestes cannot bring himself to name his mother O, this 1is
the first time tnzt we see him conscious of the fact that 'Vengeance
is matricide". As far back as 298 we have known that Orestes will
commit the act of revenge, now we are brought to the realization that
the act is one of enormous pollution. In his wish to be destroyed
Orestes expresses his understanding and acceptance of this fact.
It is more than the commonplace of, "I would die fulfilled", it is
the recognition of the fact that having committed such.an act his

11

pollution would be too great to continue living “*. The Chorus quick-

26



27

ly dispells any sympathy Orestes might have with his mother's fate:

éraoxallodn 6¢ v° , ac T8’ el&fig.

Erpaoce 8° dmep vy O5e dmtTEL

pdoov utiocar jnévo

&peptov aldve oP.

WWELG TITpgoug Sdag dttuoug.

And he was even emasculated, that you should know this:

and so she wrought when she buried him,

desiring to make his fate

unbearable to your life:

you hear the second dishonour to your father. (443)
‘Lesky observes that here Orestes is hearing something’new 2; which
is central and meant to motivate him. This, although true, ignores a
‘crucial consideration: the differencé in the motivations and actions
of Clytemnestra and those of Orestes. Clytemnestra has exceeded the
proper limits of vehgeance for the sacrifice of Iphigenia in the mur-
der of Cassandra. Her jealous motives are emphasized in her maltreat-
ment of the corpse of Agamemnon. The emasculation of Agamemnon may
well have originated with Aeschylus to prov1de this very important
contrast between the actions of Clytemnestra and Orestes . Electra
then recalls the dishonour she has suffered. Thus Orestes' personal
motives are reiterated with new force and urgency. The second section
ends as the Chorus tells Orestes to bear these thoughts in mind
and that

noénel & Syt pdvel xaSMHELV.

It is right by being inflexible to stand fast and
join battle. (455)

By interrupting the pattern, symmetry and order of speakers which
was established in the first section, Orestes has become almost an

auditor rather than a participant. This is necessary to impress



upon him his motives and the necessity of his act of vengeance.
{
The third section, in which all participants unite, is a
concluding invocation of Agamemnon and the chthonic deities which

prays for the triumph of revenge. - o

‘M wdMlovteg, udmapeg xSdviot,
THoe HaTeuxAc MEWeT’ Gowyhv .
nawolv moopoduwg il vium. ‘ .
But hearing this prayer,
Blessed Gods under the earth, send strength
willingly to the children for victory.' (478)
The movement of the kommos can thus be seen as the Chorus attempting
to motivate-the children to vengeance in the first section, being
joined with a convinced Electra in the second, and finally united
. . . 14
with Orestes in the third.
Superficially, this is how the kommos advances. Yet we have

known from before the kommos even began that Orestes was committed

o the act of revenge. <Contrary to Lesky's belief that .the kommos

ot

\

enables Orestes to come to.desire the act and thus implicate'him—
self in gui}t, Orestes has used the word "desire" (LuEpOL) in

line 299. The kommos §rovidés no new element of desire, rather it
"reinforces and arficulates the‘désire which alréady existed.

¢

Schadewaldt's belief 15 that it shows Orestes steeling himself for
thé deed also contains some truth, yet at the moment of action
Orestes will still hesitate. Although the kommos moves from a general
consideration of revenge against namelesﬁ opponents to vengeance
being specifically matricide, we have known this from the beginningA
of the drama without evef needing to be told. In éhort, nothing is

said or developed in the kommos that we do not kmow or cannot intuit

from other sources.



Since this is the case one must ask why there is a kommos and
th Aeschylus should have expended such care and attention on so long
a scene which stands completeiyvqutside the dramatic action. of the
play. This will be encountered f;equéhtly in ourestudy»of kommod :
the kommos is often a moment which has been isolated from the action
of the play, aﬁa which does not develop any new thought, theme or
idea which contributes to the action of the drama. ‘Tﬁis ob§ervationl
will only be of use if it is used fo direct attention to those
elements wﬁiph‘are recapitulated and developed‘in the kommos rather
than to seeking a new element which provides impetﬁs to the rest of
the drama.

The kommos of ChééDhoroi provides a lyrical restatement and
thus emphasis of the themes and ideas which are formulated and acted
on ‘elsewhere. In the first Bection the conéept of Alun is developed:
Vengeance is Just. The second gives the minor premise: Vengeance
is Matricide. Thé resulting syllogism is.Orestes' tragedy: Matricide
is Just. This is tragedy on a human level:kit is no'tragedy if a man
\is forced by god alone tQ.commit an act. Therefore Orestes' personal
motives are re-emphasized. It is for the same reason thét no menhtion
is made of the command of Apollo during the kommos. Orestes‘ig about
to commit the most heinous crime of Oresteia, and yet, unlike his
grandfather, father, and mother he will escape retributive vengeance.
For the moment we are led to %orget or ignore Apollo's promise 6f
protection: the act of matricide must be'undergtood in human terms to

have the force’ of tragedy. Orestes accepts the\potentiality of having

' . . | . .
.to tay for his act. He is no Clytemnestra valngy hoping that by his
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fevenge he will have driven off the spirits of'vengeance and be able
to escape his own retribution. . This recapitulation is dramatically
effectivé because it elaborates the crux of the tragedy. In this sense
then, the kdmmos here act; as a '"binding song" which unites Orestes
to his fate.

There is a magical quality to the kommos. Not only does it bind
Orestes but, it serves to awaken”Agamemnon's w?atﬁ and to transform

Orestes into the Erinys of his father. Morebyer the kommos provides-

the ydog EVBLHOG (just'laﬁentation) for Agamemnon. The lament is
just because Clytemnestra had denied him his threnody and because it
. . ;. .- 16
is sung by those with the most right to mcourn him .
Guastalla is very much to the point when he suggests that the
repetition of themes and ideas in a bipartite lyric form would make
: . . . . ' . 17 -
a greater impression and assist the comprehension of the audience .
Nakamura has missed this because she believes that the "kommos seems
to have associated itself with a ... grandiose... scene for its own
18 . o .
sake “~. -By not questioning why a scene should be grandibse she
makes a mistake which is similar to those who would insist that some
type of action must be achieved in the kommos. By his elevation of
b
the scene and his attention to the details of that scene'Aéschylus
focuges the attention of the audience on the fhematic considerations
which he wishes. to make clear. 1In Choephorol he.- even provides a
type of apologia for the kommos:
x wal v duewef tdud”® ételvatov Adyov,
Tiunua ThuBou THS dvoluamtou TOXNG. ‘
¢ 8 A, éneldh Sodv mataoSwaat @eevl,
EpSoLg v fidn Saluovog TE LELREVOGS .



o

None can find fault with the length of this discourse
you drew

out, to show honor to a grave and fate unwept
*  before. The rest is action. Since your heart is set

that way,. now you must strike and prove your destiny
‘ ‘ - e\ (513) 19

\~» -~ o
That there should be no dramatic development within the kommos "is

blameless'". The rest of the play, as Murray says 20, is- "action'".

Persae 256 - 289

Since Persae~is concerned with the destruction of the Persian

‘army as seen, ostensibly, from the Persian point of view, it caﬁ'be

AN

no surprise that there” should be a comparative%y great number of dirges
contained in the play. We may even regard the drama, with Adrados,

" 3 i 21 : ‘. ’
as-a "series of threnoi - . .

The passage with which we are presently concerned is classifiedg;

by Diehl as a kommos and by Cornford as a Quasi-Threnos.

‘Dramatic Situation

‘A mood of foreboding has been createdAbyAthe deliberations of
théjéersi;niElders and théir dialogue with thé Queen following her
recounting of the dream which tormented her sleep. A herald enters
with fhe‘news: ) ’
‘HébOGL. ngaIég ydo g SAAE BGOBdbmv,

Persians, the entire army of the barbarians is

destroyed. (255)

Metrics ‘and Structure

The compostitidn is of the basic epirrhematic structure: strophe -
dialogue response - antistrophe - dialogue response and so forth. This
structure will become more familiar in succeeding chapters, since it

iS the essence of amoebaeans. Thus when it is said that a passage

.1s an epigrheamtic structure with three Strophes (as in this case) it

31
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will be undéfstood that the above formula will be repeat 1 tw.
tﬁat there are three strophes and correspéonding antistro; avowill
not always be the case that there will be a concluding dialogue response.
Here Aeschyiué uses iambic trimeter (ghe common dialogue metre)

for the pesbohses of the herald and lyricél iambs for the choral
section. Possibly the brevity of the scene restricts the variety
of lyrics employed, however the use of the iambic is interesting.
This is the only use of iambs in the lyrical section of an Ae;chylean
kommos and is proﬁably meant to convey the foreign atmosphere since
the iamb is regardedf%s aﬁ eéstern metre. Also of interest'are the
great numbef of resolutinns with which Aeschylus baries this simple
metre. The first line consists of eleven breves before a longum is
reached. Iﬁ 1s almost as though éilence is building to a great cry
of pain in which the longa of the ”ai; dipthong alliterates the
word of lamentation "alal".

This is a straightforward lament for death which the Chorus takes
"up on hearing the herald's news. As such t%ere is frequent employment
of words of lamentation. Although the announcement has fulfilled
the Chorus' premonifions and the Queen's dream, the Chorus is first
surprised by the novelty (vednota, 256) and unlooked for nature
(&earttov, 265) of the defeat. This is-whaf‘increéses thé tragic
intensity of the situation: that,fhe‘Persians, previously unaccustomed
to Aefeat, should be so completely overcome. As a result, the Chorus
gints that it has lived too long:

fi popoBlotog 88e YE TLC,; al-

av. gedvdm vepoolg, dmol-
gLv To8e N GeArTTov.



33

Long seems this long life
to us elders, to :
hear of this woe unexpected. (265)
The periodic nature of this kommos is effective. It is 6nly
in the Herald's last responée that we learn where the defeat has

occurred: ‘ .

*® TMAeTotov &xdog &voua Zadapivoc xAVeLV.
@el, T@v "AMUDV OC OTEWL HERVNUEVOC.

Gh, most hateful name of Salamis to hear;
Woe, how I mourn remembering Athens. (285)

To the Athenian audieﬁce this is the most important piece of news
which the herald imparts and so it is hela back “to fhe end. To
the Persians, however, the most important would have been the extent
of the destruction and this has already been conveyed. Thus Aeschylus
combines the natural interesf of his cheorus while building the dramatic
suspense of the audience. Here Aeschylus fulfills the foreshadowing
which he created immediately before the entrance of the herald when
the Queen questioned the Ch??us about Athens (230 - 45).

The Chorus' natural reaction to the herald's statement that
""the entire érmy ... 1s destroyed" has been to give way to lamentation.
During the lament two additional pieces of information were garneréd:
that the destruction was the resul£ of a naval engagement (272 - 3,
278 - 9), and that it happened at Salamis and had some connection with
the Athenians. It should .seem fittiA;\Eé the ‘Athenians, only tod
familiar with the destruction wrought on their.city, that the herald
should '"mourn rememberingbAthens”. The scene is, admittedly,
theatrical but it is natural for the Chorus to be overcome by grief

and to give vent to that emotion. Their last words effect an oblique

transition’ to the next scene:
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}

oc Mepol&wv TMOAAAG pdTav
elvibae Extioooy NE” &udvEooug.

How many Per . wives '
in vain are now left manless. (289)

There is one Persian woman étnnding silently by to whom i@ﬁiﬁ\of
paramount importance whether she has been left manless: the Queen.

‘ Tbus the Chorus, overcome by disaster and their lamentation, recede
into the background of our thoughts during the long scene betwéen
the Queen ;nd the messenger. It is in this latter scene where rhe

bulk of the information can be imparted in a rational dialogue

exchange rather than in the emotional environment of the kommos.

Persae 908 - 1077

-
JAES

“1) The final scené of Persae returns to a more complex scheme
which befits the exodus of this threnodic drama. It is a tﬁrenos
of ancient type and, althoug: highly structured, such as might
have been sung over the dead.

Dramatic Situation

" At the very end of the play, after the fears of the Chorus, the
dream of the Queen, the news of the Herald and the raising and
prophecy‘of Darius, Xerxes enters. He is presumably alone, wearied
from trével and grief, his gafments rent (835ff). His first wofds
begin the threnos.

Metrics and Structure

The structure is more complex than the simple epirrhematic
exchange of 256ff. The composition falls into Ifour sections of
characteristic form and thought. The firs£ section (908 - 30) is
Fhe‘introductpry anapaests in which Xerxes prays for death and the

Chorus laments the fallen youth of Persia. The second (931 - 1001,
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strophes a - v) is a'catalogué of the dead. With the third section
(1002 - 53, strophes &6 - () the lamenf proper begins. , This is
almost of lyrical stichomythia containing a great many words of
lamentation and frequent/pepetition.of words. The final section
(1054 - 77, strophe n ané\£1e closing epode) gives visual expression
to the lameﬁtation as the Chorus beat their breasts, tear their hair
and rend their garments yhile leaving the orchestra. The effect of
this destruction of their barbaric and rich robes must héve been
specfachlar and would visually express the greatness of the calamity.

Thé anapaestic metre predominates fhroughout this scene although
it it of a strictly lyrical nature 24 and subject to frequent
resolution. There are occasional mutations from the anapaest into
the dochmaic (930, 936, 945 and 976; and iambo-choriambic (1007 and
1031) metres.

Persae does not have a specific climax. Rather, there‘is a
gradual incfeasing of tension from the first igchoate fears of the
Chorus through the announcement of defeat to the prophecy of Darius.
All of this takes place in the absence of Xerxes, the character who
is central 'to the tragedy. Thus the arrival of Xerxes provides a
-type of climax but it is one which is inextricably bound to the
denouement. Ireland sees the absence of Xerxes as a method of
focusing attention on him:

The playwright has reduced to a personal and thereby
more understandable level a power which in the end
overstretches itself. For this reason it is on
Xerxes that responsibility and attention rests....
The appearance of Xerxes [is] the visible symbol of
all that his folly has achieved. (25)

Aeschylus has kept Xerxes before our minds but out of our sight

even down to the evasive way in which Atossa asks for news of him:



Ba. dot’ énl ounmrouxlq
Taxdeic GvovSpov TEELY Horuou Sovwiv;
ay. 2pEng ubv aotde I te nal edog BAénel.
Queen: ... whose sceptered death
drained the ranks manless? Be quick.
Herald: Xerxes himself lives and looks on light.
| ' (299)

And so it is that the ultimate appearance of this central figure
wearing the rags which were once the robes of the Great King, should
symbolically show the depths of his, and his nation's defeat.

The appearance of the visible symbol of their country's calamity
has a sobering effect on the Chorus. In the ode preceding his
entrance the Chorus made invidious comparisons between the days of
glory under Darius and their present misfortune. They have come
close to criticism of the Great King in lyrics such as:

ZépEng ptv &yayev, monot,

=¢pEng &° dmdecev, TOTOL,

ZépEng 6¢ mivt® érdone Suopoduwg

Bapl&ecoL movtialg.

Xerxes led, alas,

Xerxes destroyed, o woe,

Xerxes rashly all discharged

with ocean argosies. (553)
Now they are united not merely in allegiance, although this must be
admitted, but in misery which is an even stronger motive. Only
twice in the course of the kommos does the Chorus venture any word

approximating criticism. Once when they lament

#Bav EZépEq uTanfvav, Ausou
ctopt Tepadv.

youth killed by Xerxes, who crowds
Hades with Persians (92u)

and again when they refer to Xerxes as ueydate [lepaiv, 'most infatuate
of the Persians'" (1016). The first is simply the fact of their misery,

the second the cause of their misfortune. It is the delusion and the
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infatuate desire embodied in '"Ate" to which Aeschylus ascribes thé
Persian defeat, the ovérweaning ambition or hybris exemplified by one
man: Xerxes.

The comparisbns between Darius and Xerxes which we have noted
above are cenéral to the theme of Persae. More will be said of these
contrasts of good and evil, of age and youth later 26 but it is
important here to consider how these elements are treated in this
' final scene. The Chorus dwells at length upon.the evils which now

afflict the Persian nation:

ucuo¢dxu5a Bokv, nomoufAicetov (dv.

This evil-omened shout and this evil-sounding cry, (936)

HOH noéuqua AéYELC
Y3a speak evil upon evil. (986)

&&oLv ooty oGV MoHoTg.

Evils of evils given to evils. (1041)

It is Xerxes himself who‘completes the contrast with his father Darius:

85 éydw olol alantdg,
wEieog Yévwal val Te naquq
woodv. 8p” Eyevduavy.

Here I bewail, alas,
miserable have I become
to mv family and fatherland. (934)

Thus in his defeat, Xerxes assumes the responsibility and pain

for the death which has been attendant on his hybris:

. /
Sdomvog €Yo
- ee. TU SW rxnuwv .
AR éweks zel, uaus HET® &vboiv
v ouxouévwv
Sovatou HaTd potea uoAdaL .
Woe;
Wretched me... (909)

what sorrow do I suffer? (912)
Would, Zeus, that the
fate of death had covered me
along with those who are gone. o (917)



|

Overcome by the tragedy which has befallen their nation and confronted
by the visible symbol of their nation and its catastrophe, the Chorus
can no longer revile Xerxes. They can only share in his defeat and
repenténce. With a visible display of sorrow for the dead, and for
themselves that they have lived to see this; the Chorus exits, united

in~miéery with their king.

Septem 874 -~ 1004

~This passage presents some difficulties with regard to the
attribution of parts. In fact the question takes on increased
importance since there is an excellent possibility that the speakers
are two hemi-choruses, ?ather than an actor and Chorus. It is for
this reason that Diehl classifies itigé én amoebaean while Corn-

’ A

ford, despite his usual reticence in these matters, considers it to
bg.a true threnos 28. ‘ % | . |

Admittedly thi; question is most relevant to our discussion,
yet the fact that it is impossible at this stagé to resolve the
problem conclusiﬁely, necessitateé inclusion of this passage in
this work. Indeed, since the matter is one of "eddtorial judgement!
it is probably correct to follow the general trend of most recent
editors and translators in.regarding this as an alternation between
at least one actor and the Chorus. It must be emphasized, however,
that there exists é very real possibility that Aeschylus originally
wrote this passage aé an exchange between two sections of the Chorus.

Dramatic Situation

As the text stands, the Chorus sings an ode following the
announcement by the Messenger that Etebcles and Polyneices have

killed one another at the seventh géte. Antigone and Ismene enter
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with their brothers' bodies to sing the dirge.

Metrics and Structure .

Again there is a complex, non-epirrhematic structure’which is
reminiscent of the final scene of Persae.. Moreover, except for the fact
that the concluding anapaests are not_éart of the kommos, the two
are closely parallel in both. structure and content. |

Throughout this scene fhe metre is mixed and there does not
seem to be a dominant metre on which the kommos is based. As is also
the case in the_ending of Persae, there is a two-part structﬁre, the
first being a lyrical section and the -econd being lyric stichomythia.
In both sections there are sufficient internal indications of freéuent
change of speaker that the application of the term amoebaean is
clearly warranted. : . e
| Remembering that a kommos must involve an actor with the Chorus,
it will not be sufficient that this composition be indisputably
amoebaean, if that style can be fulfilied by the uée of hemi-choruses.

Py

We must npw examine whether an actor is involved in this scene. If

Wilamowitz' theory is correct that t%e stichomyths are divided
between two choreutai acting as exarchonates of the hemi-choruses
the sense would be close to a kommos but not one that would fulfill
the Aristotelian definition since &md owunviig clearly indicates én
acﬁor. 30 The section of the scene most pertinent to the present
discussion is 994 - 7.

~{d bvog  — b Hood
—&iuoowy -ual xSovl
-ed mvtwv 6° Euol.

-ual .1 medaw Y éuol.
-0h, pain. -0Oh, evil.
-To house. -And to land.
-And above all to me.
~And henceforth to me.
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Although it can be argued that the use of the singular pronoun to
refer to a plural subject (if the speaker is a segment of the chorus)
is justifiable, the sense of the lines does not admit of this.
Lloyd-Jones' objeétion seems unanswerable:
It cannot seriously be argued that any member of the
’ Chorus can have claimed that to her above all others
the death of the royal brothers was a grief, nor that

any other member can have capped this preposterous claim
by one equally preposterous. (31)

This is particularly to the point since Eduava implies a personal
and familial grief. If these lines are accepted, it is right to

agree with Lloyd-Jones that "we must conclude that 960 - 1004 were

written for the sisters"

Since the parficipation of Antigone and-ismene in the kommos
is thus estaﬁlished, and since it is known that they have been
present since 861, the next question is; "What part, if any, do
the siste;s play in the lyrics preceding the stichs?"

There is no such personal statement as 996 - 7 in the earlier
section which would ciearly indicate the participatioh of the sisters
at any point. The argument from silence must aéply here. As Lloyd-
Jones remarks: % |

it is even possible that some part of the lyrics was
sung by the sisters. ’

And again:

We cannot quite rule out the possibility that the
sisters took part. (33) .

The question remains unanswerable. Yet the one fact which may be
asserted with some assurance is that the sisters do not begin the kommos

at line 874 34.



Aie 68 8lun mEdtepov @ing )

Tdv. Suonédasdy 9 Guvov “Epvvidog

dxetv “Alé&a t°

&Opdv. oLy’ EnLudAneLy.

It is right for us, before their speech,

to sing the ill-sounding

hymn of the Furies and

the hateful triumph-song of Hades. (870)
Not only does this agree with Iliad (XXIV, 719ff.) in which the
professional mourmers begin the lament over Hect?r, but it coincides
with the regular form of the dirge in Aeschylus, that 1s, the Chorus
begins and the actor, although he joins in, becomes their leader.

It is probable that 'the ill-sounding hymn of the Furies and the
hateful triumph-song of Hades" is an elaborate periphrasis for dirge.
Thus if the Chorus begins at line 874 there is not the unfulfilled
promise which there would be if the sisters immediately entered
into ~he lament. Possibly, too, the convention of the Chorus
beginning the threnody militates against the sisters being involved
in the first strophic pair. ////

It is certain, therefore, that the sisters cammot—Se involved
before line 887 and must be involved at line 961. Of the rest nothing
can be stated with any certainty. It would, however, be reasonably
effective if the sisters spoke during the fourth pair, if only because
they are the last children of Cedipus and Iocasta, on which the ending
of the third antistrophe focused.

suotaluun apLy & texoloa

0 TAAV YUVALLKHGY

SOl TEHVOYOVOL KEHAMVTOL.

mit& tov. abtdg mdolv ad- _
TaL Sepdva Tovod’ Etex”,ol &~

05" érereltacv Ui’ AAaopdvoLe
XEPOLV. duoontdooLoLy.



Ill-fated she who bore them
beyond all women
who are called child-bearing:
taking her own child as
husband, she bore these who have
met their end at their mutually-slaughtering
brotherly hands. (932)
This passage does have the effect of calling attention to the other
children born from this marriage, and it may be in recognition of
this fact that the Medicean manuscript first introduces the sisters

3% ' It can be argued that the continued silence of the

at line 933
sisters would be as dramatically effective as their speaking at
this point. Certainly there is nothing in the fourth strophic pair
which requires that it be said by Antigone or Ismene.

| If, fhen, the two major sections of this composition are such that
the first is totally choral and the second aimost wholly devoted to
the actors, can we say that this is nowvde xopoD wal &rtd ounviig
(common to the chorus and the actor) and therefore a kommos? We
believe thaf we can do so. This long passage without the intervention
of an actor is singular in Aeschylus, but that no more preéludes
the entireycomposition from being "common" fo the parties than it
provides a further reason for believing that the passage is an
interpoiation. Moredver, the theme and mood of the passage are
consistent between the parts and there is a balance between the
sections. The language throughout is that of lamentation.

Although the form may pe somewhat unusual, there is scarcely

a more traditionél use of the kommos in Aeschylus. This is an
immediate lament over the deceased prior to burial.. There are none of
the unusual situations presented in other cases, such as a lament

some time after the death and burizl (Choe. 306ff.), or before the

42
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death (égg. 1072ff.) or even that instance in Agamemnon (1u4y8ff.)
in which‘the Chorus wishes to make the dirge but is forbidden by the
actor. The choral opening, the non-epirrhematic structure and the mix-
ture of metres all seem to be traditional elements of the dirge.

However traditional the theme, mood, structure and metre might
be, there remains an element which is essentially dramatic. That
element is'the articulation of the relatioﬁship between the deaths
of Eteocles énd Polyneices and the curse on the race of Laius and
OCedipus 36.' Parallel to this is the motive of brotherhood, particularly
in its relationship to the parents and which is emphaSLZed by the

frequent use of duals 37. All of this is certainly more the concep-

¢

tion.of a dramatist than an act of spontaneous threnody. That the
brothers have killed one another is an abomin- act, as the

Chorus has observed:

dudpotv &° dualpowy Sdvatog &6° aditontduog,
olx &otu yficag tolSe Tob nidouotoc.

But for the death of men related by blood, who slay
one another,
old age is not reached by that pollutlon (682)
'This act is part of the fulfillment of the curse of Oedipus and a
retribution brought on the house of Oedipus for the transgression

he committed in marrying his own mother. This in itself was part of

the fulfillment of the curse upon the house of Laius. Pollution has

begotten retribution and the retribution itself has engendered. fur- -J//}

“ther pollution. Thus these motives are interwoven at the end of the
trilogy to reinforce the theme of pollution and its requital.
The curse of Laius is hotvyet complete and the abomination of

Oedipus has not yet been extirpated. There remain two descendants of

_Oedipqs upon whom vengednce has - yet to be exacted. It Aeschylus'did

S amakt e S
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bring Antigoné and Ismene on stage this late,:can he have expected
his audience to have been blind to the necessity of their\paying

~ for the sins of their father and mother? Would he not have provided
an indication that the fulfillment of the curse, which.can only be
.effectgd by the extermination of the house, would come to pass?
Whoever wrote the final scene of Septem was not ignorant of these
considerations. |

) Reférring to the brothers, the Chorus observes

HEVEL
utéava tolg énuydvoig, (39) ~
6L v alvoudoorg,
5L° dv veluog &Ba Sorvdtou TEAOG.

There remain
/possessions for their descendants,
through which they were doomed to a sad end,
through which their strife, which ended in death
arose. (905) :
The two ironies inherent in.this statement are that it applies just
as easily to Oedipus (and therefore his descendants) and the nature

of the possessions which are left:

Ud &8 aoyati Y&C
mwobtog &Buooog £otat.

And under.their bodies.there is
a wealth, unfathomed, of earth. (950)

Enough ground in which %o be buried is all that is left to 'the

members of this house. '~ : h}
We beiieve, then, that there is an indication in the kommos that

Antigone and Iémgne are ''doomed to a sad end" as the last representa-

tives of their family. In Antigone's determined refusél to accede to

the demands of the Herald, the beginning of that end is éeen.

Perhaps it'ii pdor dramatic technique to introduce two characters at

the end of the trilogy and a scene which seems anticlimactic. Yet



Aeschylus is concerned with a theme and its development and comple-

tion, and the scene is hardly inconclusive. Antigone does go off, in

direct opposition to the Herald's commands, to bury Polyneices. One
\ _ .

feels as certainly as if there were a fourth drama on the subject

of her payment, that her violation of human law will have as certain

a requital as her parents' and her brothers' violation of divine

. Lo
ordinance .

Agamemnon 1407 - 1576

/

{ ' \
The lineation of the kommos of Agamemnon is a matter of

some dispute. Cornford refers to the section following 1448 as an

"Imperfect Threnos", meaning that there are elemenis which -are not
g .

. . : 41
consistant with a regular lament over the dead. Both Nakamura

and D.J. Conachér 42 refer to the kommos as beginning at line 140Q7.

Diehl, however, classifies 1407 - 30 as an amoebaean and 1448 -

’

1576 as a kommos. It is wrong to omit the lines 1431 - 47 since

'

these are necessary to complete the amoebaean structure.

For the purpose of this study the passage is regarded as being

a two part composition, similar to the dirge in the Septem and the final

scene of Persae. The first section, 1407 - 47, i1s an epirrhematic

discussion, while the second is 'a more complex form which is similar to

the majority of the dirges which have been reviewed.

Dramatic Situation

-Having just murdered Agamemnon and Cassandra, Clytémnestra is

revealed standing over the bodies of her victims. In an almost

trance-like state she describes the murder and claims it as a victor'yL1L
: o : .

" She invites the Chorus to share her joy,

45
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xalport” &v, €l xou'.pouf’, &yo &° EneUxouaL . : i

Rejoice, then, if you would rejoice, but as for me,
I exult. (1394) '

The Chorus, aghast with grief and disbelief, marvels at her insolence

VK

(Spaototouog 1399), to which Clytemnestra expresses her complete

contempt,
o) & alvelv elte ue Wéyewv dEAerg,
buotov. ... .
s B’ ExeL.
But you may wish to praise or blame me, _
it is all the same. ... (1u0u4) .

‘That is how it is. (1406)
The Chorus begins the lyrics which open the kommos.

Metrics and Structure

The first section (1407 - 47) consists éf an epirrhematic ex-
change in which Clytemnestra has iambic trimeter epirrhemata and the
Chorus sings lyrics composed of only dochmiacs uq. As this metre
will be encountered more fréquently later3‘let it suffice for the
present to remark that the metre is associateq in tragedy with'ﬁnhappy
situations, usually of a threnodic or semi-threnodic nature. Thi;
section occupies the first stropi.c pair. -

The second section (14u8 ; 1576), which includes the‘threé re-
maining strophes, is more complex. The choral lyrics aré of mi#ed
metre while Clytemnestra's are priharily anapaestic. These are gen-
erally tetrameter but admit‘frequent'resolutions and shortened lines.

The firs£ sectibn begiﬁs with the chorus castigating

Clytemnestra - her deed.

dnédunes dnétaneg dmdmoilg &7 Eom,
utoog &BotLuov Gotolg.



fAYou have
a burden
Clytemnestra's mood is

from the slaughter and

she committed the murders. Her reply to the Chorus' provocation is

cast away, you have cut away, and you will
be without a city,
of hatred to your townsmen. (1411)

calmer than it was when she entered fresh

exulting in the trance-like state in which

a measured and rational argument based on the laws of vengeance:

ot toltov & yfig Thode xpfiv 6° dcvépn)\ars V)
procudtwy &owv”;

1

Was it not necessary for you to banish this man from

this land

as the penalty for his pollution? (1420) \

The Chorus is moved only.enough to grant the premise of her revenge

and the necessity’'it enjoins upon her:

&utitov ETL &e xo otepoufvay @LAwv
ouu TOUaTL TeEtool.

Still, in requital, 1t is necessary for you, lack-

ing friends,

to pay back blow for blow. (1430)

The theme of requital becomes one of the major threads of the

kommos. It is picked up again in 1528 - 29:

E LpoSnAn T

Scxvd"cq) teloog dmep ApEev.

In dying death,

sword- drlven he repaid what he began,

restated in 1560 and 1562:

SveLboc fuel Té6” &vt’ Sueldoug, ...
ofoeL ofpovt’, éutiver &° O ralvwv.

This is reproach for reproach,..
- she ravages the ravager, and the killer pays

full penalty,

until the theme is fully expounded at the end of the kommos:

nlver 8¢ uluvovrtog év 9podvw ALdg.
ety v Enfovta. dfoutov Yde.

“
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And while Zeus remains on his throne this remains:
"The doer suffers'"; for this is according to law.
- (1564)

Because these statements are so closely related to the theme
of vengeance which continues to be explored in the remainder of the
trilogy, there is a prophetic aspect to them. By killing Agamemnon
Clytemnestra has linked herself to the fatal chain of retribution.

_ She does not recognize the irony when she says

' nELY HaToAREaL
10 maldv &yxog, véog {xdo.

Before the old woe
subsides comes fresh suppuration. (1480)

The Chorus, however, perceives the relationship:
&sowna 6° &uBoL HTUMOV SOLOXPAAT
Tov atpamndv. doodde 628 Adyed.
Alua &' &' &0 medywa Myetal BAABNG
edg Aalg dnydvaror Molpag.
And I am afraid of the bloody beat of the storm
shaking the house; and the drops are ceasing.
And Justice is being sharpened for another deed of bane
on other whetstones of Fate. ~(1536)

If Clytemmestra is blind to the prophetic quality of these utter-
ances, it is perhaps bedause she 1s suffering from a profound change
of mood during the progress of the kommos. She began in a state of
ecstatic righteousness caused by the intense emotion and the almost
demonic possession which enthused her during the act of murdér._ The
rationality which marked her exchange wWith the Chorus in the first
section modulates when the Chorus reminds her of the nature of the law
of vengeance (1430), into a very emotional exposition of her persocnal
reasons for revenge. Her reply, although still in the rational iambic
trimeter, is probably one of the most coarse pieces of invective to be
found in literature. The sorrow that she feels for Iphigenia is

r .
/

Lo,
\ o
, o
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remote from the hostility that she vents on Cassandra:

¥ 7 alxypdwrtog %8e wal TeEpaoudnog

nal nolLvdAentpog Tobse, deapatnidyog,

mLoth EbGveuvog, vautliwv & oekuirwv

totoTteLPRhg.

And she, the captive of his spear, both wonder-seer
and bedmate of this man, teller of prophec1es

trusted mistress and mast-rubber 45
of the ship's benches.... (1443)

The change in Clytemnestra has begun. To this point the epirrhematic
structure has tended to indicate a restraint of emotion, which although
it has been close to the surface has now come completely to the fore.
Murray observes that at the beginning

She is possessed by the Daemon of the House (1475f£.)

and for the moment filled with superhuman strength

and pride, which dies down later. 46
Clytemnestra weakens as the demonic power leaves her and there is
a parallel movement from assurance to resignation which borders on
fear. A contrary movement is also employed by Aeschylus. At the
height of her possession by the daemon Clytemmestra vaunts her own
commission of the deed. Five times in her speech before the kommos
she states that she herself kil’ ° Agememnon as a sacrifice. No other
person or force is mentioned. At the beéinning of the kommos she says:

OUTOQ €0TLV Axausuvmv, Euog
woLg, veuoog 66, THode 8eEL8g xepdg
Eoyov, Siunalag TEWTOVOC.
This man is Agamemnon, my

husband, but a corpse, the work of this rlght

hand, a rlghteous contriver. (1406)
Yet as the power of the daimon leaves her, she increasingly iden-
tifies herself as an agent of the daimon and correspondingly less
the wife of Agememnon:

adxele elvar td&e tolpyov éudv, e

6" Enuiexdelc,
"Ayopsvoviav elval 1° &woxov.



eavtaléuevog 68 yuvawnl vewooDd
o086’ & malde Souude Adotwo .. ..

You assert that the deed is mine,

omit to say this:

that I am the wife of Agamemnon; :

but rather the phantom of the wife of this corpse,

the old keen spirit of revenge .... (1500) 47
Concurrent to this is a growing importance in the role played by
Aegisthus in the murder. He is first mentioned in line 1436, but
there is no indication at that point that he has assisted in the
killing, and Clytemnestra has continued to refer to herself in the
singular. By the end of the kommos, however, Clytemnestra is so

enervated that she lapses into the plural, thereby sharing the re-

sponsibility for the murder:

- ompdg Nudv
wdrmeoce wdtdave, wal waTaddopev.

at our hands i 48
he fell and died, and we shall bury him. (1553)

It is a far different Clytemnestra who ends the kommos praying for

peace:
E&yd & olbv
83w &alpove 1§ MeLodevisiv x
onoug Jeudvn rgfx-: wdv otéoyeLv \

&OoTAnTd mep VYT, 8 .86& Aowndv, tout’ |
& Tihvde &duwov dAAnv yevedv. \
TplBeLv SavdtoLg addévtatoLv. ' L
uwtedvv & pfpog Baldv éxodon : \

v dndyon pou, waviag peAdddowv \

Yot I myself
wish to swear an oath to the daimon
of the Pleisthenids to be content with these things
however hard they are to bear; and herafter, going -
from this house, let him harass some other Lamlly
with kindred murders.
And having a small share of possessions
' is all that is sufficient for me, if I have driven off
from these halls the insane slaughter of one another.
(1576)
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Already indications hqﬁj been givenvthat her prayer will not
be fulfilléd. Clytemnestra has joined -herself in the chain of
retribution. She has committed hybris in killing Cassandra, over-
stepping the limits of divinely sanctioned vengeance for personal
motives. Indeed, she has had too personal a motive for even the
killing of Agamemnon. As ‘such her prayer is corrupt. It is a con-
tinuation of the ongoing perveré&ons of the feasts of Tantalus and Atreus,
the perverted marriage of Paris and Helen (1156ff. and 1455ff.), |
the corrupt sacrifice of Iphigenia and the truly perverted '"sacrifice"
of Agamemnon and Clytemnestra's consequent wish to pour.libations
over his corpse (13385 ~ 98). Clytemnestra has added new outrage to

old; she has not succeeded in driving "off ... the insane slaughter

of one another'.
The power of the scene comes partly from this, that
the superb and triumphant Queen, by her own act, has
placed herself in the same posltion. as the King over
whose body she is exulting. 49
One may even see a reflection of-‘the motive of»cofrupted rights
in the form that this kommos takes. This is not a lament led by the
family of the deceased, as would be proper. On the contrary, the family,
lrepreseﬁted by Clytemnestra, specifiéally fbrbids the dirge (1551ff.)
which the chorus wisheé to sing. lIt is necessary, therefore, for the
Chorus to insert their dirge into the structure of- the kommos in
asides 50. The corruption of ritual is complete and this serves as a
further indication that Clytemnestra's prayer is incapable of fulfill-
ment.
In Clytemnestra's prayer, then, the three motives we have beeﬁ

considering ultimately converge: the motivz of corrupted ritual, the

motive of Clytemnestra's demonic possession and the motive of retribution.
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The theme which concerns the law of retribution is the overriding
consideration of the trilogy. In spite of the devout wish expressed
in her pr"gr Clytemnestra has not ended the operation of this law.
In the antistrophe immediately preceeding the prayer the Chorus

 has not only fully expounded this theme, but has asked a question
most pertinent to the rest of the trilogy:

wiver 88 uluvovtog &v 8pdww bLdg

mdetv v EpEavta. Sfoulov Yde.

tlc &v youdv doatov éupdor &duwv;

HendAAnTaL yévog mnpde &tal.

And while Zeus remains on his throne this remains:

"The doer suffers'; for .this is according to law.

who could cast out the cursed seed of the house?

The race is bound fast to destruction., (1566)
Ironically the Chorus has answered 'its own question.as it had
answered it in a previous question:

(o th, dual AngiA

VoL TLoL TIvVERYETaL.

w{ Y& Ppotolg &veu ALdg TeEAelTat;

Tl Ve o0 Jedmpavtdv EotLv;

Woe, on account of Zeus

the all-causing, the all-doing.

For what among mortals is brought to consummation

. except through Zeus?
What is there of these things which is not god-ordained?
(1u88)
It is of interest that these are the only two references to Zeus
in the kommos. The rhetorical questions of the second passage answer
the gquestion pbsed in the first: Zeus could cast out the cursed
seed of the house. Only Zeus, '"the all-causing, the_all—doing”,
Zeus Teleios, 'the Fulfiller, the Accomplisher" has the power to
bring these things to consummation. This is what will be seen at
N X

the end of the trilogy, in the great "Kommos of Reconciliation' which

ends Eumenides.

e
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The bipartite lyrics just reviewed fulfill the Aristote-

lian definition of kommos in its most limited sense. These are truly
threnodies over the dead which are shared by the actor(s) and Chorus.
They reflect the dirge over Hector at the end of the Iliad in their
choral opening and in the participation of the family of the deceased.
Possibly even the metric cdmplexity is intended to reflect the spon-
taneous nature of the threnodic lament for the dead. The invocation
of the dead and recounting of the manner of death ;ould also seem to
be elements which were common to dirges sung at the death or burial
of a man.

" There are, howeve;, elements which are entirely dramatic in
ngture, the creation of a dramatist for his own éurposes. The first
of these is the structural complexity which is best exemplified by
the kommos of Choephoroi 306ff. The imposition of such an elaborate
structufe, the confinement of grief to such a formalized system is
clearly the work of a poet. The employment of that structure to
emphasize the dramatic and poetic conception indicates an artistic
form in which the imitation of life is but to serve an ulterior motive.
This leads to the second dramatic element of the kémmos: the use fo
which the form is put. Aeschylus uses the kommos at climactic points,
to effect transition to a subsequenf scene.and as foreshadowing.

Most importantly he has used the kommos as an emphatic focus fér his
ideas and themes. Aeschylus has elevated the dirge to a highly important
dramatic event. He focuses his‘thematic concepts into a form which at

once arrests the attention of his audience and so focuses the viewers'

attention on that theme.



These dramatic elements recur in further study of the kommos.
This should not be considered surprising. Rather, it would be
 surprising if a form as effective as the bipartite lyric were to have

been limited to use only in laments over the dead.
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Footnotes
ey e

1. ©P-rt of the reason for this is the involvement of two actors
. ith the Chorus. The only other instance in Aeschylus is
Septem 87uff., in which the division of the systems seems to
be handled in a much different and simpler manner.

2. This is following the OCT of Page and Anne Lebeck, The Oresteia:
A Study in Language and Structure, Washington, Center for
Hellenic Studies, 1971, p. 1i4f., Nakamura, Op. Cit. p. 13,

F. Blass, '"On the KOMMOL in the Choephoroe', Ha. XIII, 1905,

p. 287, and R. Guastalla, "Le Kommos des Choephoroe', Melanges
Desrousseaux, Paris, 1937, p. 191, view it as ten systems,
taking n & 9 as one system. A.S. Sidgwick, Choephoroi, Oxford,
Clarendon Press, 1900, p. 27, sees it as twelve systems,
taking the two corresponding mesodes (340 - 44 and 400 -~ Ou
as a strophe. '

3. This section is called triadic from the grouping of systems in
units of three separated by mesodes (u). The Choral sections
here use anapaests as epirrhemata while the lyrics are an
assortment of simple metres (see Guastalla, p. 194). In this
diagram the strophes are numbered in Greek characters with the
corresponding antistrophes marked '. Similarly the first and
third mesodes (see note 2, above) are marked ul and pl'.

Line numbers indicate the termination of the system. Speakers
are indicated as Orestes, Electra and Chorus.

4. T.G. Tycker, The Choephoroi, Cambridge, University Press, 1901
observes in his note to lines 314 - 421 (p. 77):

Inasmuch as the MS does not specify the speakers and
mostly omits even the paragraphus which marks a change,
the whole structure of the kommos was long unintelli-
gible and much of its meaning misconceived. The dis-
covery of the antistrophic correspondences and a pro-
per assignment of parts to the personae began with
Hermann, and have since made gradual progress, until
Wecklein has been enabled to formulate a perfectly
symetrical arrangement.

5. This reiterates the concept expressed 291 - S2:
' “ual Tolg Ttorodtolg olte uoathpog HEPOC

elvaL petaoxelv, ob @LACOTEBVEOU ALRAS

And for such there is neither portion to share

in the cup, nor draught of drink for friends.
It is unnecessary to speculate on whether Agamemnon is a king in
Hades (Lesky, Der Kommos der Choephoroe, Vienna, Pichler
Tempsky, 1943, p. 49f.). The essential issue is not the possible
loss of status but the proper honour due the dead, honour that
has been denied not only by the continued existance of the
murderers but by the lack of a proper dirge (511).

6. Lebeck, p. 115
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10.

11.

12.

13.

1y,

15.

18,

17..

Lesky's discussion of this word (p. 66f.) seems to mis- :the
impact of the double entendre. The dative can mean eiiher
"for" (on behalf of) or "to" (upon). Lebeck (p. 118 and note
20 p. 202) comes closer to the double intent Aeschylus meant
to convey. '"Accomplish this for our parent (father),
accomplish this upon our parent (mother)". Indeed if we alter
S to dude of ME the double intent becomes quite evident,

On the importance of- Aegisthus see 111 and 305. The uniiv
the murderers is indicated by plurals and duals: 41, 82,
132 - 34, 142 - uy, 234, 273, 367. See also Lesky, pp. 22, 69f.

~ &
L
o1,

But see Blass, pp. 263ff and 283 on Wilamovitz' transpQSition
of 434 - 38 to feollow u455; Brooks Otis, Cosmes and Tragedy,
University of North Carolina Press, 1981, p. ~lf.

indeed, he will not use the word witnp uantil 899, when,
~“ronted with the actual commission of the act he will

<. 1 to Pylades:

OuAGSNn, Tl 8pdcw; unTép’ aldecdd utavelv;

?ylades, what shall I do? Do I dare kill my mother?
Electra, however, has used the word '"mother" from 90. She
may do so since she will be blameless of the actual commission
of the act and by her use of the word emphasis is given
to {restes' omission. '

See Lesky, p. 95f.

Idem, p. 85. This passage does not confirm his contention that
the earlier part of the kommos is concerned with the act of
murder and the later with the maltreatment of Orestes-and
Electra, but rather the reverse.

Lesky, in developing his theory of the importance of personal
guilt and divine responsibility, passes over the matters of
motivation and excess. This is not to say that the union of
free will and necessity does not play an important part in
the philosophy of Aeschylus. Rather, the resolution of the
problem posed by Oresteia hinges not on perscnal guilt
joined to the necessity of Alun, for &1l the crimes of the
house have been so committed, nor on the specious arguments
of Apollo in Eumenides, but on the fact that Orestes alone

does not exceed the just proportion of revenge nor commit hybris.

Such a view is held by Lebeck, p. 113, Lesky, p. 116 and
M. Untersteiner, 'Le Coefore di Eschilo, Il Commos',
Dioniso, 1949, p. 173. :

Wolfgang Schadewaldt, "Der Kommos in Aischylos' Choephoreh”,
Hermes, 1932. '

Lesky, p. 39.

Op. Cit., p. 186. {
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18.

19.

20.

21.

22.

23.

24,

25.

26.

27.

28.
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Op. Cit., p. 13, emphasis ours.

Translation from Lattimore, p. 111.

Op. Cit., p. 180f. ¢

Op. Cit., p. 82.

"Barbarians'" must not be taken in any perjorative = =. The
simple meaning of '"non-Greek'", or any English term = :h as
foreigner, seems stranger in translation than it apparently
did to the Greek audience. ‘ :

All of this supposes &vL’ &via. woMd to be the correct reading
although Pauw's emendation of alv’ alva wood is certainly
attractive on the basis of alliteration.

That is, not the anapaestic tetrameter of dialogue.

S. Ireland, "Dramatic Structure in the Persae and Prometheus
of Aeschylus™", G&R. 20 (1973), p. 168.

p. 101f. .

The language in which Xerxes acknowledges their
charges reinforces the connection between the pre-
sent miseries, youth and dangerous ncvelty....
Helen E. Moritz, '"Refrain in Aeschylus", CPh. 74, (1979),
p. 19u4. .

The problem revolves around several considerations. The first

of these is the general lack of indication of parts in the

ancient manuscripts. As Taplin observes in "Aeschylean

Silences and Silences in Aeschylus" (HSCPh. 76, 1972, p. 85),

"It seems possible ... that there was a stage when the

attribution of parts was not marked in the text". He also

notes that M attributes nothing to the sisters before 833

(Idem). All this is complicated by the fact that the general

verdict of editors is that the final 'scene between Antigone

and the Herald is a later interpolation (Kitto, p. 52; and

by implication Murray, p. 141; see also Page, OCT., note

on 1005 - 78). T

Thus the central procblem is where the interpolation begins, _

since any attribution of parts would probably be subsequent . .
to the interpolation. If we accept that the passage under
discussion was originally intended for two sections of the
Chorus, it would have been a simple matter for the interpolator
to assign one of the choral parts to either or both of the
daughters of QOedipus in order to provide continuity to the
final scene. This in turn would have necessitated the
intérpolation of 861 - 74. It is argued that there is no
sound dramatic reason for Aeschylus to introduce the sisters
at such a late point‘in the play and that the scene is too
closely related to Sophocles' Antigone to be brought/ﬁp and
left unresolved at the end of a trilogy.
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29.

30.

31.

32.

33.

34.

35.

36.

37.

We must note, however, that from what we can see in Homer
and in other cases in the dramas the general form of the kommos
was for the family of the deceased to act as exarchontes of
the chorus in the lament. Therefore it .could be that the

sisters were introduced merely to fulfill this traditional role.

H. Lloyd-Jones has dealt with the problems connected with
this scene and the history of the scholarship pertaining to
it in his article "The End of the Seven Against Thebes"

(Cg W.S. 9, 1859, 80 - 115) and the reader is referred to
it for a dlSCUSSlOD of these matters.

The entire question of attribution of parts and -possible
interpolation is not one which admits of uniyersal agreement.
To those who-believe that sections are interpolated, none of
our analysis will have any validity. If 961 - 1004 is
interpolated it is unnecessary to regard this passage as a
kommos, since only 996 - 97 can unequivocably relate only to
the sisters. Bearing in mind Aeschylus' sense of innovation,
the possibility cannot be gainsayed that the section from
874 - 960 was intended for sections of the Chorus. If all

_of the section, or any major portion from 861 onwards was
interpolated, we need not consider this in a study of
Aeschylus. If that is the case, we may agree with Lloyd-
Jones (p. 113) that it is strange that a play as well regarded
in antiquity . and as well known, would have suffered such
wholesale revisions.

Taplin, p. 85.

An actor can serve as exarchon of the Chorus (Adrados p. 1),
but although the function in a dirge hearkens back to this
use, &d ounviic marks a distinct development away from the .
earlier choral roots of tragedy:

Op. Cit., p. 108, note 1.

op. Cit., p. 108.

Both from p. 105.

- So Lloyd-Jones, p. 101ff. in opposition to A. Sidgwick,

Septem Contra Thebas, Oxford, Clarendon Press, 1903, p. 58.
Sidgwick's interpretation demands that we ignore the part
played by the professional mourners in 'Iliad 24, 719ff. and

" does not account for the "hymn of the Erinyes" here.

Lloyd-Jones, p. 105, Taplin, p. 85 (see footnote 1 above).

Race (house): 877, 880, 881, 895 and 915.
Curse: 894, 898, 945 and 954.

Parents: 877, 885, 898, 914, 926ff. (927), 9u5 and 1004.
hog c:mpounds 890, 931 and 832. The concept of 'brother'
is expressed Chleflj through the use of duals.-
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38.

39.

40.

u1.

42.

43,

T

us.

- Chryseis back to Argos where she wi

\“\\4/

() 59

See below, p. 76f.

See Lloyd-Jones pp. 87 - 92 on the subject of émiydvor.
Certainly the word could here translate as ''those who come
after". The irony of the statement is, of course, increased
if: Eteocles and Polyneices left no descendants. With regard
to Aeschylus' use of the word as a title we suggest that in
the absence of any information on that play and any attempt
to connect it in trilogy, it is impossible to state categori-
cally that it is connected with the Theban cycle.

It is not impossible that Ae&chylus, and not Sophocles, was

the first to establish the form of the myth as we know it

in respect of the sisters. The OCD. "Antigone'" does not advance
this theory, indeed it disparages s the ending of the Septem,

but its discussion of the myth and its probable development

at the hands of Attic dramatists 1s of wvalue.

p. 13.

"Interaction between Chorus and Characters in the Oresteia',

AJPh. 95, (1974), p. 32u4.  We take exception to his reference

to the kommos as lines 1407 - 1577 since the termination is
incorrect. Florence M.B. Anderson, "The Metrical Arrangement

of the Kommos in the Agamemnon of Aeschylus', AJPh. 45,

(1924), pp. 70 - 71, understands the kommos as lines 1448 - 1576.

In 1378 we should prefer viwng to Heath's velung. der cry
of victory (droiuyudg) is corrupt, see Moritz p. 211.

This is unusual in Aeschylus whose general tendency is to
combine the dochmiac with othér meters, especially the iambic.
1411 and 1430 present rare instances of a longum in the
penultimate position.

(LQTO* reading from codd. prefered.) The sexual nature of this
vilification is heightened by the phallic. symbolism of
alxudwtog and LO‘L‘OTDLBT']Q. Clytemnestra's jealousy is so
intense that she ignores the fact that Cassandra's history
does not indicate the type of wanton behaviour here portrayed. .
It seems strange that the vile connotations of LototpLBng
should only recently be recognized in two articles entitled
"An Obscene Word in Aeschylus", AJPh. CI (1980). The first,
by George L. Koniaris, (yp 42 - 44) bases its argument on
the use of lotdg (wmb) in Strabo (8. 6. 20) as a pun for
"penis erectus'". Wm. Blake Tyrd ell (pp. 44 - 46) assumes the
term was colned by Aeschylus ow' the basis of totée (mast)
and the comic use of roCBLEv' o "frottage'. We suggest that
the sexual connotations of L 6g ('« ‘ich would therefore be
implicit in its compounds) weve, old by the time of Aeschylus.
Consider Iliad I, 31 in which_Agamemnon is speaking of taking

totdv érouxouébvnv ual &udv. Aéxoc
Plying the beam and sharing my bed.



4g.

43.

50.

The phallic implication can be seen from the juxtaposition of
totdg to AEXog (bed), and should therefore caution us to be
alert to the possible connotations of the word.

;'09; cit., p. 228.

. There is an ironic contrast here with Choeghoroi (vide supra

p.25 ) in which Agamemnon is the spirit o7 revenge.
The Daemon has faded out of her,fu:r exultation
gone. She is left with only her own strength,
exhauste. ond desiring peace.

(Murray, p. 231.) L

Kitto, p. 77.
1489 - 96, which is repeated at 1513 - 20:

Y BaolAel RaclAed,

He ot {xmpuao,

POEMOG, X cou)u.ag i not’ emm,
wetdin 6° dodwng & smmnn sy
dottsc’t eocvdm glav. JRT"\)

0 Vieles UOL, woltay Tavd* ep&epq‘
EoAly udoyp Samelg S
& xsobg CIUDLTéuq) BeXéinp. R

‘Alds klng, oh, my king,
How shall I weep for you? .
\ What shall I gver say from mg\r Lendly mind?
There you lie in this spider's’web
Your life gasped out in dishonoured death,
- ah me, on this bed not fit for a free man
( subdued in treacherous fate
" by a two-edged weapon in a hand.
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CHAPTER IV

' LAMENTATIONS

We have reviewed those aﬁoebaeans which fulfill the necessary
strictures iﬁposed by Aristotle'S'definition of the kommos. As such
only those amoebaeans which:@ are indubitably threnodic in that they
are true "totenklage', or laments over the dead have been considered.‘%j

There remain, however, the‘great majority of the amoebaeans
which occur in the surviving works of Aeschylus which are not laments
over the aead. These may be found to be of two types. fifst, an almost
transitional type‘of amoecaean ggfch contains either a lament dealing
with a death which is to happen_agia-lament of more general character
in which deach or fear of.death need not.be a factor motivating the
dramatic interchange between the actor and chorus. Second, there are
those amoebaeans which do‘not.even contain elements of lamentation.

The present chapte$ trcats of the Ffirst type of these remaining

.webaeans.
¢ : There exists, aﬁd is really characteristic of Tragedy, what
we could call the derived threnos, already -mentioned,
in.which the lament is not for a dead man but generally for
an unhappy event. 1..
The permutations of the derived threnos may saem to.bé:end;ess, There
araA;for exampie, those in wh;ch death is imminent (éga;‘197? - 1177),
those:in which dcath has;occarréd but is not specifically'béiﬁg lamented
and all those whi2h treat of some personal.misfortune,”sorrOw or . .

23 - o “
/

. unfortunate event. Thus there' remafns In this type o;,améebaean a

S f\
I
sense of lamentation which.is a wider application of . thaﬁgerm thﬁenody.
,.c] SN N
It should then be mentioned at the outset that’ thD»%ﬁClLSlon »
u\cr

of any amoebaean under a general heading such as has necesSarlly been ™

- I . . 3
" -~ “. e
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made must be totally subjective and arbitrary. It has therefore been
our intent to effect this division by keeping din mind the separafion

of "totenklage” and "derlved threnos'" with due respect to the opinions
of Cornford and Diehl. It will be seen how very fine a distinction this
can involve and how very unsatisfactory any resolution of this division
must be.

We have said that this type of amoebaean is '"transitional' or
fderived". More precisely? these are derived since they proceed from
the denotétion of threnody as a lament, yet do ﬁot Have exactly the
same sense as those threnodies which are laments for or over the dead.
These amoebaeans are transitional in that they mark é passing from‘the
more rigidly defined tkrenos to an expanded definition. Perhaps ‘they are
truly transitiocnal in their application to thisAstudy because t%ey serve
as a point between the kommos as "Totenklage" and the amoebaean which
contains little or no trace of lamentation. The expansion of the term
. threnos is ;ritical to our discussion of the definifibn of fﬁé’rummos and

is relevant to our understanding of the role and development of the

amoebaean form in the d, ma.

-

Agamemnon 1072 - 1177

. ' - L
This part of the ''Cassandra Scefie" most acutely represents how
subtle the distinction between threnos and derived threnos can be. Diehl

classifies it as a kommos while Cornford lists it as a "Complaint'". The
v D .

reason for thi; 'atter classification is that Cornford sees ,nly a

2 . .
metaphorlcai appllcatlon” of the term threnos in such cases. This

. i
is a~most certalnlj over- restrlct ~~ the application of threnos: death

is \j much one. of the prime concerns of this passage. It would seem

then,'almost{fo be begging the issue to exclude this as a kommos simply
| :
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because the death to which it alludes has not occured. Such pedantic
considerations did not intimidateiﬂiehl. Although in its strictest
sense this may be a derived threnos, it is dramatically and logically

a real transition towards the derived type. This is the only case in

Aeschylus of what Adrados calls an "autothrenos" 3. In fact, this

type of lamentation occurs only once- each’ in sophocles and Euripides,
PRI

in both cases under situations in which mourners would not be found

after the death had taken place * ' o

Dramatic- Situation

Agamemnon hés returned from Troy with his captive, Cassandfa, the
unbelieved prophetesé of her city's destruction. Clytémnestra has led
him into the palace -cver a carpet of rich“pape;tries to celebrate
sacrifices of lhankﬁglv1;g Cassandra, left alone with the chorus, is -
seized by a prophetl; frenzy which begins with a vision of.the -ast and
léads to the impending deaths of herself and Agamemnon.
Metrics -

This part of the scene consists of seven sets of strophes. In
the first four sets Cassandra rants in dochmiac metre > while the
c@orms responds in iambs. From the fifth set onwards Cassandra tends
towards incregsinglybregular iambs.

Nakamura observes that this is "spectacular' in that "the lyrics

e 6 ; .
fall to the actor'" . Certalnlf the dramatic effect must have been

out of the ordinary: Cassadgprlnterrupts her long silence and clad
e =

in her prophetic robeskﬂﬁhées and sings of death past and to come
against the background of an uncomprehending, and presumably immobile

chorus. This may Be, as Nakamura suggeét&5 the germination of
é-:

"y tendency that galned full power latg§>éqqé?m§ur1pldes to make a

o

. ) e
popular show~ plece out of the actor's song" Lewtaln} it was not
P g 3
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normal stage practice: often the lyrics would be shared or even

more fre.. a7 ' the chorus (as its name's derivation suggests) would

have dancea the lyrics.

The a7 .oe and the subject matter of this passage are inextricably
bound to the definition of kommos and to our understanding of that form
" and the uses to which itimight be.put.~
The scene is indeed spectacular and several points must be

mentioned td aid comprehension of it, for its purpose is ‘not simply

Tk

tovcréate "a popular sHow—pieceE but to develop the theme of the
drama itself.

The scene beglns with Cassandra breaklng Her long silence with
lamentations and the chorus commentlng in its lack of comprehension

Ka. &totototol oL &i.
CFOAAOV GXTOAAOV .
Xo0. Ti Tabt’ dvwtdtuEag dupl AoElou;
o0 Ydp. ToLolbtog dote dpnvntol TUXELV.
Ka. &totototot momor &3.
GFOAAOV GFIOAAOV .
Xo. 76° abte Suomuoton Tov Jedv. uoAel
o0E&V. TPOoTHOVT - €. YOOLG TapaoTaTetv.
Ka. GoAAoOV @noAlov,
&YLLET”, &MY Eude.
amukaooug Yap 00 udiig T SelTepov.
Xo. ypnoewv founev &upl TV adTRg HomMGV.
péver & 9elov Souvrlar mep év @oevl.
Ka. uwaov mrto)u\ov
&yulat’, dno)u\wv éude.
&, mol not’ fivavég ue; mpdg Molav OTEYNV;
Xo. TOOC TV 'ATpel&dv. €l ob wn 166’ évvoelg,
E&vd AMyw coL. wal TS odn épelc wdon.

CASS. Woe, woe on-the earth.
Apollo, oh, Apollo. .
"CHOR. Why do you call out these things upon Lox1as°
ﬁ For he is not such as to chance upon a mourner.
CASS. Woe, woe on the earth.
Apollo, oh, Apollo. -
CHOR. And again she.calls in words of ill-omen on the god
who is not fitting to take part 'in lamentation. -
CASS. Apollo, oh;*Apollo’
of the streets, my ruin.
For you have utterly destroyed me a second time.



CHOR. It seems she will be prophetic about her own
: misfortunes;
the divine ability remains in her slavish mind.
CASS. Apollo, oh, Apollo
"~ of the streets, my ruin.
Where, ah, where have you led me? To what kind of
house?

CHOR. To that of the Atreidae; if you do not know this
I shall tell you; and you will not say these thlngs
are false. (1089)

There is an aspect ot the role_of Cassandra which is a variant of
the 'messenger': in this sense her purpose is to provide information about
what is to take place. By virtue of her prophetic gift she can foretell
the action rather than report it after the fact. The sense of foreboding
and the mood of doom, which has tormented the Chorus during the return of
Agamemmon ahd the '"Carpet Scene" is thus increased with ‘terrible urgen-
cy. What had been merely a premonitien of evil.should'have beceme
absolute ceftainty during Cassandra‘s visions.

These visions are themselves a progression which recount the‘story
of the house of Atfeus and elucidate upon the doom awaiting it and_
herself. Her first thoughts are of4A§ollo, the god of prophecy and the
god whom she has betrayed He has become the source of hergdestruction
who was once her lover. She links her doom with that of the house to
which‘she has eome and sees a vision of:what has happened in the house.
This vision gives way to a vision of the death of Agamemnon. It is a
very clear and particular vision which'is“followed by laments for herself.
She foresees that ‘with the death of her protector (Agamemnon) her own
fate is sealed. Flnally her thoughts return to Troy: to the ”marrlage”
of Paris and the sacrifices which Priam offered- in vain. These are the
final images.affecting and forecasting hef destruction. If it had not
been for the "marriage''of garis (ie. the rape of Helen) Troy would not

have fallen. Priam fell while offering sacrifice, sacrifice which



offered '"no healing help'" to prevent Troy '"from sufferigg as it had
to" (1171). Cassandra's mantic frenzy has run its course from the
source of her destructian (Apollo and her capture after the fall of
Troy) to-a vision of her death. Running tange%tally to this is the
source of Agamemnon's doom (his ancestral guilt and his c;bture of
Troy) and a very clear vision of his.death.
The Chorus, although it has a premonition of foreboding, is

"at a loss‘how it will end" (1177). The Chorus is“a victim of the
curse Apollo has placed on Cassandra that no one should believe her

1

prophecies. Thus subtlely has Aeschylus made a circular construction
of this song. It began by naming Apollo as the source of Cassanéra'é
ruin and ends'with Her foretelling that ruin. The Chorus, because it
is a victim of Apollo's curse, unwittingly emphasizes how completely
that ﬁurse is being brought to fulfillment.

The quesfion must now be raised as to whether;this passage is
a kommos. Certainly it is auoupata, thus any exclusion of it from
consideration as a kommos must dependlﬁpon the definition of the word
Fhrenody. JIt has already been obser*ved'v9 that there is valid cause
| to e#pandvthe definition of Spfivog to include morgjgeneral laments than

those which are made over a corpse. To recapitulate, let Us state that
such an expanded definition seems to have been current in the time of

Aeschylus (hence certainly at the time of Aristotle) and that Aeschylus

himself seems to have regarded this passage as a threnody. At line 1322

o
Y

Cassandra refers to singing 'my veébry own threhody” (Spfivov ... €uov
wov adtfg) . The passage quoted above shows many instances of words which
are common to lamentation, words which are certainly threnodic in their

intent and nature.



67

By virtue of the fact that this is not a lament over a corpse
the passage cannot be classified as a "f¢tenklage”. Death, however, is
the primary concern of Cassandra's song and she does most assuredly
lament that~which is about to occur. That a lament for the dead should
be sung by the victim herself is both logically‘and dramatically
suitable in this particular case. Cassandra alone knows of her impending

. cr s . 10
doom, she has even experienced it in her prophetic state ~ . As a

%oreigner of no importance to the peopié of Argos, there will be no-
one to give her the proper rites after her death andvno one to sing her
funeral dirge. Only Cassandra knows this, and she provides the know-
ledge as her final, although unspoken, préphecy.

-This study must now coﬁsider those amoebaeans in_whichAthe
" meaning of threnody cannot be understood by "Totenklage'". In the
passages which follow there is definitelyAa more extended definition

of 9pffvog than is accepted by Cornford. Death is not involved either

directly nor as anything but a remote possibility.

Emenides 777 - 891

This passage is claséed as a kommos by Diehl but all reference
is omitted by éornford., As in the prévious example t@gye is inter-
action and discussicy in which.the actor attempts to ﬁgkéJthe Chorus
comprehend, but again the Chorus seems to be deaf to the actor, although
for different reasons. Despite Cornford's‘ommission, this composifion
is included at this poiﬁt éince its mood and language are that of

lamentation.

Dramatic Situation

Orestes has been acquited of the murder of Clytemnestra and

has left promising Argos'. eternal friendship to Athens. The Chorus

3

-



has already threatened evil to Athens if they are unsuccessful in

their case:

nat uAv Popelov THVS” duiilay xdovdg
EupRoLASC elul pndoaide AT LudooL

Arid lest it be a heavy weight on the country, I am
an advisor that this company should not be dishonoured.
(712)

It remains for Athena to induce the Chorus to abandon their threats

and leave her city at peace.

ﬂetrics

The
with the
speaking
metrical

Thué the

composition consists of four iambic epirrhemata alternating

dochmiac and iambo-dochmiac lyrics of the Chorus. Strictly
the lyrics do not constitute a strophic system since the

correspondence is the result of exact literal repetition.'

four lyrics are in reality only two which have been repeated.

The dochmiac metre is again used to convey intense emotion and a mood
’ P

of great

The

distress.

first stanza of thé Chorus fully expounds their intent and

the reasons for their. proposed action.

(b Jeol vedtepoL, moiaLolg vduoug
HoLTTHIono9e udoe XepGV ELAECOE wou.
&yd 6° &tiuog & T@aLva BapHoTog

év Y4 tatde, e, .

v Oy dvtinevdfi pedetoa wopbdlog
oroayudv T xSovl

&popov, & & tol

ALYV &PUANOG d:ceuxog, & Alua Alua
oy énrobuevog

Brotopddpoug HNATEag v xdoq Barel {
orevalw. Tl PETw;
vyeAduol. &0colot” &y ‘
mwAltale &mdov.

tOh xteydrator wdoar duatuxeleg

Nuxtdg &ATLuonevdeleg.

r

Woe, newer Gods, you have ridden down the anc1ent
laws and seized tbem from my hands;

/,and I, dishonoured, wrafched, heavy with hatred

—
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on this land, alas, .

poison, the barren drop of poison causing sorrow in return

will drip from my heart upon

the land, and from itself

leafless and barren will fall the bllght on the ground

Oh, Justice, Justice,

dragging its man-killing defilement across the land.

I moan. What shall I do?

I am laughed at; afflicted I suffer

among these citizens.

Woe, great the misfortune for the daughters

of Night, sorrowing for their dishonour. (792/822)
Not only the metre but the sentence structure convey the distractien
of the Chorus: the grammar is loose and frequently the thought is
interrupted. Their lament is for their "dishonour" (780, 792) and
the ridicule they suffer. The language is that of lamentation. The
cause of their suffering is that the 'newer gods" have made them
dishonoured and ridiculed by taking the Erinyes' ancient privileges
from them. The contrast betweeP/QeoL vemrepon, and ToAaLobg vOuoLG

[

'is extremely lmportant ‘to the QSeme\and intent of Eumenides.

The Erinyes have been the representatives of the naNaLOUg
wououg (ancient laws). Vengeance has been synonomous with Alun
(Justice) under the old laws, and fear of that vengeanéé the constraint
which has prevented man from crime (517ff.). Oresteia has, in fact,

"shown the unremitting suffering which-is the result of this chain.of

vengeance: Agamemnon has paid for the crime of Atreus, the sacrifice

of Iphigenia and the wanton bloodshed 0£fﬁ§i;war on Troy, Clytemnestra

and Aigisthus have paid with their lives_és‘retribution for the
slaughter of Agamemnén and Orestes haé only escaped Raying for the
killing of his mother in revenge for his father's death. Orestes has
escaped his own petribution through the intervention of the newer gods.

The Chorus rightly observes that this marks the overthrow of the

ancient law of vengeance.
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If the old laws are overthrown and the ancient constraints are

no longer operative, then a new law aﬁﬁmﬂew constraints must be dispenéed.

If this new dispensation is to succeed it is necessary‘that the Erinyes
give up their ancient rights 17. Their continuance as agents of
vengeance would be a disruptive and anarchic obstacle tc the operation
of the new order. Indeed, their curses might destroy mankind before
the new order would have a chance of effect.

Athena has recognizéd this difficulty:

Hal wh Tuxolool MEAYIATOS VIHNEAPOU,
xapel uetalbolg (Oc én @oovnudtwy

nEGoL MESV &peptog, alavic vooog.
Towalta ptv wdS° ¢otiv. &qupdtepa pfvely
éunewy te T ovomiuat” dainxdweg T éuol.

-+ and should they happen not to be successful in this case,
the unbearable poison of their resolve will again
come upon the land, a woeful sickness.
For such is this matter: either way, whether I keep
or send them.mff,'}t is a grievous thing without remedy
' ' for me. (u481)

It is therefore necessary that %ie Chorus be induced to abandon its

present course and this inducement is the substance of Athena's three

RS

epir;hematic speeches. Her task is twaoid: the Chorus must be compelled
-to.rengunce its vengeancé,Aand its power (for these are powerful
goddesses) must be fedirected. Athena attempts to sdftgn_the Erinyes
through persuasion: i _ | ' o : o |

o) Yap veviunod’, A\’ (adnpoc 8iun
EEAAS” ndug olm dTwulalr cfSev.

- GAT En Adg Yao Aauned woptdola mapfiv. ...
OLeTg &¢ wite THide v Bacbv ubdtov
owrinte, wn Supotcde. ...
€YD ydo Uutv mavdluwe brnloxouat
E6cagc e Mal uevduidvag EVSIHoL XSovde
AnapodpdvoLoly fudvag én’ doxdoale
EEeLv U’ &othv TEv8e Tl wpoundac.

.. for you have not been defeat:d, but truly the “udgement -
came from an equal ballot, not a dishonour therein;



but the lustrous- evidence from Zeus himself was there...(797)
And you, do not bring down your heavy hatred on this
land, nor be angry... . . (801)
For I promise you most justly
seats and sanctuaries according to the rights of the land
on shining thrones by our hearths :
to accePt the honours done you by these citizens. . (807)
Athena has thus trhed to convince the Chorus: that they have been
\neither defeated nor dishonoured. “his is a matter of vital concern
to these goddesses‘to whom dishonour and loss of rights is a kind
of death. It is, perhaps, the only death that an immortal can suffer.

. Therefore Athena has offered them new rights and ho.ours< The Chorus,
however, is so unmoved by her persuasion that they repeat tu-ir first
stanza, their "furious indictment of the younger gods' and their "curses
in the name of lee, agalnst the crops and chlldren of Attlca" 11.

It is as though Athena had never spoken and understandably she replies
in exasperation:
otm Eot’ &tiuol. ‘ . :
You are not dishonoured' (824)
Her velled suggestlon that the w1ll of Zeus has beén fulfilled (797)
is replaced by a clear threat: i
Hde némouvda. . an,, Hael 'Cl. 6€L AEYELV;
ual ulm&xg ouSa &xn:cog wovn Sedv Y
€v (p xsouunog ECTLV écxupayuc;m»og . '
A" obdEV. aliTtol 581.. od &' edmudtg éuol .
And I have the trust of Zeus, what need to speak of that?
And I alone of the” ‘Gods know in which place the keys
to the house of his thunderbolts are kept. :
But nothing of this is necessary. You, be obedient to me. 5
’ ‘ (839) L ¥y

.In response to their curses against the crops and children Athena offers

the Furies "first fruits" as offerings for children and the marfiage

rite (834 - 35).
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The Erinyes have heard her and their cry changes, although it
remains one of bitter unhéppinéss for their treatment.

fud mxdelv wdse,

cpeG
éw-: mAaLowoova wara TE YAV OLKELV,
atieTov nooog.

@el. -
méw tou pévog {97 &ovtd TE HOTOV.
olol ‘&8 el.

Ctic 1 Unodletol Meupds 680va; -
&ie pitep NOE. .
&d ue vdo Tipdv Savallv deiv
SvomouoL e obdEy Aoy &dAoL.

That I should suffer this,

Alas, v

I, the ancient mlnd to live undgr Lhe earth, s,
unhonoured as an abomlnatlon, ‘
Alas,

I breathe fury and utter hate;

Woe, alas;

What is this paln ‘which creeps under my ribs?

Ah, Mother, Night, Co .

For my ancient honours are taken by the Gods |
and nothing is left me but unbearable servitude. (846/880)

Athena returns to the use of peréuasion. She offers a seat in

. :
the Erechthion (855) and requests that they do not blight the land with

- , e

N .
"civil war. Thus her motives are incrqgsingly‘political. This will

later be reflected in the final kommos in which the prayers for tﬁe
welfére of Athens also become iﬁcreasingly political; |

The Choru; fepeats the previous stanza\lamenting the passage of
their ancient rights. Athena concludes the koﬁmos by reiterating
" the honours that will be:theirs (884, éél) with special emphasis on
their civil status: they Qill not be dndEevog ESou (banishéd from
the land, 884) but will be youdpyp (landowners, 890).

It is of intefest that in this kommos”the plot is'abtuall&

advanced in Athena's attempt to persuade the Erinyes. In fact, however,

the suasory nature of the comp051tlon is e;fectlvelv condensed in the
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stychomythia which follow the scene and the actual outcome remains
uncertein until-the beginning -of the concluding bipartite lyric.

what is of immediate felevaﬁce to the drama is that Athena's
speeches.indicate the theme of the resultaﬁt public good which will
follow from the persuasion of the Furies. As their conversiog’is
ﬁeceseeey to the establishment of the new order, that order ié'essentiél
to the development of mankind,'as will be seen. 12 parallel to this
are the actual curses of the ﬁrinyes, for these anticipate their later
blessings in an ironic fashion. It is through this fofééhadowing,

both of a straightforward and ironic nature, that this kormos becomes

an effective and essential part of Eumenides.

Seétem (Seven Against Thebes) 203 - 2uh

. : : 13 :
This passage is listed by Diehl under "amoebaea" 3 and by

Cornford as "Terror and Prayer". ' Therefore, it is not’ considered as

a kommos by either author.

Dramatlc Sltuatlon

Y.
al

L& v,

B

' Thebes~has been sur@@&ﬁded by the armies of the Seven and Eteocles.

rebukes the women @f the Chorus-for their dlsheartenlng lamentatlons.

The Chorus has foreseen the approachlng fratrlc1dal battle and is beset
by fears of their city's’ Qestructlon.u In Eteegles' opinion these'

considerations can only weaken the morale of his men andfthe-feéf the
, : . )

Chorus has acknowledged must therefore be terminated or supressed.

Metrics ‘ - : : ‘ N L

The passage is composed of three strophic sets in which the

choral parts are of.dochmiacs while those of Eteocles are regular

e

_triplets in iambic trimeter. Iamblc trimeter is the common metre of

73



dialogue in tragedy and there is something of a discussion involved

\
. \
!

in thls passage.

Et.

B

ET.

CHOR.

ET.

CHOR.

ET.

CHOR.

“The agltatlon

~.of gods teave, ma
with its streets- full of fugltlves and

[

Tl olv; o\numgdoam gnoqmvmwv
ﬂouuvnatv noeE unxavnv owruotag :
VEWG uapouong novtle obv wiwaTL;

GOA° &L BaLuovwy mooéoouog firdov do~
yaia Rodtn 9eotg nlouvog 8t ‘GAeig
velgoudvag ALddsog vy Boduog sév wWALS. -
& 8T’ Aedny wdBw Tde osBEwy Atde, néksoc;”
,t\) UnEPEXOLEV
THOYOV TTEYELV ereoﬁe ToréuLov &dou.
ouquv 46 Yoo Tde Jedv. WX olv deobe
oue THS c’x)\ouong ndreog  HAelnELY /\oYog
ufiroT éubv wat’ aléva Aol dedv -

&5e rmrvowuoug, unS " eniéoLuL tdv& C o
doru&oouomﬁ:vcv ALY mt otqd Ul L
drrrduevov el Ealps ap. S
Wy oL Seoug onGodﬁ@mj\g%U WG,
neneapxton YGo é;ou ™me. eunant,ag , -

~ Pryowhtsautiipog. 36°- EXEY, Myog.:r s
EotL. 9eal, 6 ét Coxug mﬁtmotéoa,...\r‘ '
How not? Then will the sailor, 1eav1ng the- stegn
to go forward, not find .a device for safety- ™I

- L

when the ship is afflicted on the waves of. thejseaQ‘:

But it.was to the ancient images wf the gode‘
I ran, trusting the gods when ‘tthe snowy .
stones were being ‘flung agalnst the gates::

Then in fear I gave prayer to. the Blessed ones, thag F G
H’~ o

they would take up the defence of the city.
Pray thatithe walls keep out the enemy spears,
ig this not with the gods? -But they say

that the 'gods of a captured city desert her. ~

WO

e
v

i

Never, while I llVL, may this assembly" S e

.I-never see.this city.

assailed by fire -at the ‘hand of an enemy army
-Do not call on the gods and ‘counsel evilly.
For obedience is the mother of success

and the wife of .safety: such lS the proverb
That is so.

of the Chorus xs emphaSLQed by the: metre whlch is

Py

But stronger is the strength of“god..;

A,
¢

-

%626)

effectlvely cont asted by the cold regularlty of‘Eteoctes s., speeches

Thus’ theumental state oﬁathe part1c1pants in this dlSCuSSlOD is :5””

reflectedlthrough the poetry.:

ELU ST Ay
9:'fearf,» runnlng' and pggyer' and by the im of‘flying stones
. 'n' 5 - . 14\ ’ & . L ) ’
and "streets full of rugltlves . T <
LA S i i o ';;". ; '

A

The mood 1s conveyed by the wbrds of

s
s

T4




P

hls _course; Qf actlon and the knowledgeuof his ultlmate lack &k real

l _humanity

/

The Chorus speaks of its fears against the seemingly untroubled-

i

foundation of Eteocles' veny regular and almost bonyersational lambs.

What is most of Lnterest to note at this juncture is how hollow his

»-"

replies are andthdw void of comfort they are to the very immediate

fears of the Chorus. ‘In fact five of Eteocles' six speeches are

platltudes or. have proverblal force 15. Only’once does_he'speak from

v
&

theyheartiand thatyms to issue a command that the Chorus '"be quiet and

ot

not over-fearing" (238). His speeehes provide'an indication of his:

character: this-is not“an;innéyative man, he acts, speaks and thlnks

. a b a,

75

accordlng to a set pattern of behav10ur He 1is a martlnet whO’ﬂan'issue *

commands but who, secure in wealth of. commonplaces that “Fit every

/’::

occasion, has a certain narrow-minded self-righteousness. .This may

.well foreshadow his later decisién td do battle with his brother,

N RN el
£

N . Sl . _
Polynelces. Through this skillfull characteqization-of the major actor

-'L.

Aeschylus prov1des a gllmpse of Eteocles' nature ;a foreshadowiﬁg of
W ¢ frf ’

v . \%

x ] .

3

The dmbebaean form has been used here to reyeal the contr'“*
".

between the truly human concerns of the Chorus and the relentd

inhumanity of war as personified by Eteocles. Thls passage has

- o T

'effected characterization and Qy foreshadqylng, has furthered the plot.

Moreover it stands at the point betﬁeen the proper lament ‘of the Chorus.
ol . .
(70 - 180) and the prayer of Eteocles for VlCtOry (271 ff ) Thus” o
| . - R

thls 3cene offects the necessary trans;tlon from lament to. ﬁ&ayer.

\.
o

W1thout such aftranSLtlon,‘ln which there is the lnterventlon of a

Second party, there could be no resolutlon to the choral lament.

g
2 .

Bt



f

I

/

Nakamura suggests that the '"poet has recourse to a commos- .

ﬂform, é more emot ional way of expression, in order to express the
. L - 16 .. .
agitation of the scene” . This is true, but.it does not fully

explain all that Aeschylus has achieved in this case. Indeed;

agitation has been expressed during the previous lament. "Here it

is expres?ed not only by the language but by the metre as well. The

o .

“contrast of the Chorus' agltatlon.and Lteocles' calmness leads the play
‘away from the ‘almost climactic emotion of the previous lament by
reducing the dramatic tensiep to prepare for the true climax of GSeptem.

PRV
e

Septem 686 - 711‘u :’9,J

<

- ) ;
This passage is mentioned by Cormford as having a prevailing

‘ R -, . . /

situation of "expostulation and entreaty" This is not a lament over

the dead, rather it a case of the amoebaean Corm belng used for

the climax of a draﬂau; S - .

Dramatlc Sé;uatlon oo - . , . /'_
Uy o> . . N .1 . . . { )

Eteocles has dec;ded to meet hés brother in single combat at

b~

" the seventh gate. The Chorus is horrlf;ed at. the potentlal outcome and
g s 'tm
attempts to dissuade him. '
. | hRE
Metrics - & N

Thls passage consists of two sﬁhophlc sets in whlch the Chorus

"employs the dochmlac metré 17 while Eteocles aga ﬁ speaks in lamblc<‘>

1
v -

trimeters. The Chorus is agltated no longer concefned with its own
e .

) -

sarety but wlth the dec1510n and fate of Lteocles.-

i

THe Cllmax occurs when Hteocles has made hlS dec1510ﬁ and

1 J ‘w;!

T , - A

AR
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A

.Thus Eteocles has d ectly lnvolved himself in his own doom By

L& 77

is another dh01cg possible and that 1t would be pollutlon to shed the

blood of a brother. Again they appeal to his sense of right and law:

duosoh. &° &yav tpepog &Eotpd-
VEL TILKPOHAOTIOV .GvE&oorTao lay tsAew
aluatog o0 ewotol.

Sharp-toothed, indeed, is the passion -
which bids you accompllsh this bitter-fruited man-
slaughter of unlawful blood. (694)
teocles pleads that he is the victim of the curse of his?father and
so is drawn to his fate (695ff.). But the Chorus object: .hat he

will not damage his reputation and that a sacrifice will expiate the

Furies. Eteocles, however, is completely resigned to his fate; no

. longer is he the champion of human action. The Chorus repeats that

the chqiﬁeﬁis his and that God may change His attitude (705 - 8).
S . '

The appeals to law, custom and reputation, however, are in vain.

‘Eteocles, driven by his partihular fate and by‘hié lack of individuality

R
L2

and original thought (as. discussed earller) cannot step beyond the
limits imposed by his shallow code of behav1our,and will not admit

another solution except the "honourable' one:

T

e'Em:o uom&v cpébou TLC, dtoxx';vngﬂdtep / ‘éOTwe":

*

If one suffers evil, let‘;t be w1thour shame. 684?&3

P AN , X
T 8edv 6L6évtwv oun &v b«wyoug HOHG o . ,
Whan the: gods have glven evils, you cannot escape ) 719

' I3

.G

ehoesing wrongly he has created his own ”personal'guilt"' 8; He is ‘
no longer a(tietim of an ancestral -crime, he’hes‘poliuted himqeif withlf
an unlawful paesion”.(692). ) : - ‘ | "';L T
>seené?is the'climax of,SeEtem.’ Ah aLternetersolutioq is

Toe, .
o
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offered and rejected. This alternative, the Chorus makes clear
(699 - 701), would have engendered an alternate ending. Eteocles

accepts his fate (703) and so sets the.apurse of the denouement. Atl

\

‘one brother must die (681 and 718Q§?y the other's hand. It “,'

1.

least

- would seem, however, that the Chor#s regards the deaths of both as

i

imminent.

v ot énel 8° &v adTorTOHVWE o PR
adTOSALHTOL oL, . . . - o o

Bﬁf when they die by mutually
slaughtering at mutual hands.... 735

The fact that this passage 1is climactic would almost seem to .
. ™

. N . 9
rule out an auto-t:r .- of the type which Cassandra sings . The

action of the play cannot be held up to permit much furthef’inferplay
20 - (

o .

Y

between the actor and Chorus. All that can be said, has been. It

remains to complete the denouement and to provide the logical "Totenklage"

’L\_’}
; G : ,
which ends the” play.  The curde on the house of Oedipus is about to-be

N]

accomplished: only by the deaths of both brother; can the curse be

laid to rest and that is truly tHe tlimax of the Septem.
™3

Supplices (Supgiiénts),é43 - 910

‘This is another instance of the amoebaea@ being uséd at the

o

climax of the play. The lament in this. case is -for thé Chorus itself,
" and is, perhaps;;to bg expected since the ‘Chorus is the protagonist of

’SuEEliants. There is no threat of imminentfdeath, nor -is there a

y o . : : .20 - o o
lament for a death which has occured " . Ironically, tHe lament seems

<

to be because the Egyptian Herald had not‘died;(843_— 6 and 866).

9

Dramatic Situation : ' o ‘ - P
éi

 The daughters of Danaﬁsf(the Chorus) have fled to Argos to avoid

v




79
being forced to marry their Egyptian cousins ééainst their will. Danaus
has just announced that the Argives are prepared to grant them sanctuary
when the Herald of the Egyptian fleet arrives threatening to take the
Chorus to the ship. Thgwactioﬁ of this passage'occﬁrs while Danaus ¢

ent :

has gone to secure aid.k
_Métrics \ . o .

The text is far from certain or clear throughout most of this
' passage. Thé general metre would seem to.be iambqug}. The metre of
the Chofus is far more difficult to determine since these sections are
;n very poor condition. Lines ' 5 and 870 do not admit ofvbeing
L2 : :
dochmaig nor can they be considered iambs. Ohe is tempted to apply'

what Rose says of lines 859 -~ 60 to the whole passage:

metre also is-~here a matter of guésswork. I have\nothing
s to suggest. 22 e

It is perhaps best to view this as a mixture of metres which might be

. : . .
employed to produce a mood of distraction and confusion.

n

K
5w

,
T
g

What is clear is the ton#wand theme of the song. The Chorus-

A AR 2

- has reached a nadir of despair. It ldments dnd bemoans the séemingly

inescapable fate of being forced,té return to Egypt to wed. This is the

. : . "y
cause of the lament for, although the Chorus' ultimate sdlvation 1is . j

A P

far from assured, the members are in qojdaﬁéer of death. The language
used by the Chorus is that oleamentation 23, but the lament approaches .-

4 .
the level of melodrama. First, the Chorus is only in danger of

marrying and second, the Chorus has no cause to refuse under either——
) . ‘,.

. Egyptian Law nor Natural Law, since they'are'womqn. It is will alone
CT TaEl

which dictates their refusal.' . o " -
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This is the climax of the play. This is the moment at which the

”

dramatic intensity is at its highest, when it appears least likely

that the protagonist (the Chorus) will achieve its Ob]ectlve. The de-

nouement, as befits the melodrama of tHe choral lament, follows most

uncomfortably swiftly. In‘fact,*&f the remaining parts of the trilogy

. 2 . , s
are positted u, the denouement provides only a teémporary resolution of

the dilemma. The effects of Pelasgus' salvation of the Chorus are

only temporary.

It would seem; then, that a method of intensifying the action of
the climax was to construct the climax in an amoebaean form. Certainly,
in the oase of plays in which the Chorus serves as protagonist, thls
would be a virtual necessity.. In general, the interplay between the

A : <
actor and the Chorus’must create a situation of high dramatic

intensity which the poet cpuld fully exploit to theatrical effect.

From‘analysis of the Similarities in these foregoing passages,

the one factor which is most readily apparent is that these amoebaeans

are of'a "grandiose" nature.

Dramatically, the effect of 'the lnteractlon of chorusland an actor in

berore the ooenlné of ‘the amoebaean ?s, The amoebaean may develop

c e

a set plece which is sung w1ll necessarlly produce an effect whlch lS

out of the ordinary. ThereFore these passages w1ll tend to be

43" i i o . o
: elevated from our common conceptlon or llfe. ﬁd o, T j CE

. 0

B ._c : . : [ - s ", R
Moreover, altnough it may be aSserted that some of theSe

\

bipartites further the'plot, they doy in fact,;to'some extent delay the

action of the play. By this isgméantithat they do mot generglly

- (a +
Ay

A .
develop a. conelusxon to any act oréset of circumstances whlch have

. &
preceeded them. Usuallj any requéﬁed actlon or plan Is undertaken

hd
o

: TN G T i

That thls sh@nld be so 'is hardly surprLSLng.

i
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‘and in view of -the prevailing usage in the tl’

R L o AT
. EEPRE A S Es . . o

81

the thoughts and feelings of the participants in the action.but the
decision or resolution which will result in the conclusion will be

made outside of the body of the amoebaean. ‘Thus the true action of

the play_willfbe held in dbeyance during the song. ‘Rather, the'
blpartltes develop the plot by their foreshadowing and by their
delineation of character, moods, thoughts and feellngs.' It is
51gn1f1cant that in all the cases here mentioned the amoebaean is
followed by a passage of stychomythla. This rapld exchange between

the Chorus and actor provides a deeper underétanding of the questlons
raised by.tbe amoebaean 26'or condenses-the thougbts of the particibants,

' Therefore we are'justified in concluding that the lyric in some

13

way stands outside the actual body of the play.~ This reinforces what

has been sald about amoebaeans bexng elevated cr removed from oupr

x,_v \

common conception of life, as they are removed from the actlon

of the play.

Lo',' ]

a personal misfortune. Thus they are threnéesaayn‘the sensé that &

threnody can be a simple lament. If thls defﬁnf@%om can be acceoted

pf Aéschylus there

PR

seems no reason why we should not, these passages hould be con51dered

as kommoi.

~ 7 . For the preseg},‘let us accept that the kommos originated as a

e

funefalilament. . Since the Chorus was essential to Aeschylean drama, it

would have been aasolutely impossible to .ignore its potential usés

~

\

Jn»interactsng w1th the actor. «Ehehefore it was necessary théf‘at points
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of high emotinn dnd at climaxes the form of the kommos would be

~-

employed to provide a more elevated expression. Thus the so called

N
A
; ;

"derived threnos" would have originated.
In fact, it is not a 'derived threnos" at all. Rather, in the
cases studied, it is a true kommos but one which depends on a definition

of the term that is not unnaturally limited,to."Totenklage”.



6.

7.

" 8.

Footnotes

Op. Cit.,; p. 13. L - : N

J._/)

Adrados, p. 82.  "Already mentloned" "In a wider sense a song
of grief which does not involve a death is. called a threnos',

p. 77
¢

Op. Cit., p. 4.

"The threnos may even be sung by a hero or heroine who is
going to die, for him or herself'". Adrados, p. 85.

Sophocles, Antigone, 806ff. and Euripides, Andromache, 1166ff.
These are cases in which a future death seems imminent,
whereas the other autothrenoi are for merely unhappy situatiomns.

- Dochmiac and iambo-dochmiac metre is exceedingly common
in tragedy, and to a much greater extent than any other
metrical type appears to have a definite emotional conno-
tation. All thmee tragedians use it freely to express strong
feeling, grief,“fear,kdespair, horror, excitement, occasionally
triumph or joy. . In duouPala 'or 'responces' the
1mpa5510ned dochmlacs of the one party may beat against the
other's calmer spoken trimeters. . . but curiously enough
several of the most passionate or exalted solo-lyrics
are just those in which dochmiacs and trimeters are mixed,
as in the Cassandra scene, Ag. 1072 - 1177.

A.M. Dale, The Lyric Metres of Greek Drama, Cambridge:

University Press, 1968, p. 110f.
The Staccato rhythm of dochmiacs makes them suitable for
the expréssion of violent emotions, especially fear and
despair. Here then we.have one lyric meter which, unlike
most of the others discussed, can be associated with a
particular mood or sentiment. . . the dochmiac is the only
lyric meter of which it can be said that it is calculated
to evoke ‘a particular emotional respdnse,

Thomas G. Rosenmeyer, Martin Ostwald and James W. Halporn,

The Meters of Greek and Latin Poetry, New York, Bobbs-Merrill

Co. Inc., 1963, p. 51. . 'ki“ﬁ .

Al

Idem.

4 (a}t

Frad-dwo strophes and ‘their .
R# I the song and contain ~
st essential to our

gent words of lamentation
used by Cassandra and the occurands - donvntol  (1075).

-We include here a fuller schematic .of the song than is
permltted in the,bbd +of this work as an aid to comprehen51on
Str. & Ant. a: isandra laments in'. dochmiacs, calling
on Apollo whlle the Chorus ob]ects that he is not a god

for lamentatlon : :

W

; . -
. . 4 .

83
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Str. B: Cass.(dochmiacs), punning on the similarity of
"Apollo" and 'ruin' accuses the god of her destruction.
Theé* Chorus (iambs) comprehends that .she is in a prophetlc
state.

Ant. B: Cass. (dochmiacs), asks to what kind of house

she has been brought, thus linking her destruction with
that of the house. The Chorus tells her that it is the
house of Atreus.

Y: Cass. {(dochmiacs) sees:'a vision of death and butchered
.children. The Chorus (iambs) accepts.her as a prophet but
rejects her prophecy of the past. t ;

&: Cass. (iambo-dochmiacs) relates an%®accurate vision of
how "she" will slaughter "her husband" in the bath Chorus
absolutely cannot comprehend. '

g€: Cass. (dochmiacs and iambs) expands her vision: the net,
+he murderous wife, the bath and the axe. The Chorus
(iambs) understands that there is evil intent but cannot
particularize. '

{: Cass. (Primarily iambs, some iambo-dochmiac, opening
line is iamb/bacchic/dochmiac) Foretells her death by a

\p’ .
ﬁ% two—edged-523pon The Chorus believes she is raving in
“ ' prophecy but cannot understand.

Sty. n: Cass. (lambo-dochmiac) laments the marriage of

Paris and sees herself standing-on the banks of the infernal
rivers. The-Chorus has understood the allusion to Paris, ?i

but while congrafulating itself on its comprehensxon )
misses the impljcation of the mention of the rivers? of i
Lhe underworld. <y i
Ant. n: Cass. 1aments Troy and the g T S which her ' it

1"

father made before the wall which “UPAE ealing

-

help". This may call to mind the satrerices which are belng
~ made within the house by Agamemmon. The Chorus is cqmpletely

will end".

ﬁﬁi 9. pp.-11 - 13. ‘ . g : et
: . : L . L e
10. There is an interesting modulation in the metres of her song.”"-
She begins in frantic dochmiacs and progresses into iambo- &
dochmiacs of increasingly higher iambic content,ag;she comes
closer to the visions of immediate death. Thlszseems to
suggest a growing resignation on her part and an attempt to
communicate her prophesies more clearly to the Chorus, The
final strophe is less clear and more emotional and the dochmiac

content again increases.

. 11. Conacher, D.J:; '"Interaction between Chorus and Characters o
in the Oresteia'"; AJPh. 95; p. 3ul. '

12. pp. 113ff. . .

13. From thlc point it is to be assumed that Diehl con51ders any
passage in questlon as duoLpPata. unless otherw1§3 noted.
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Prayer: 214, 216, 228 - 29, 230 - 31 and the prayer contained

(i%; Fear: 204, 214, 238, 240. Running (confusion): 211, 239 - 40.
ig 219 - 22.

\

15\ Proverbs: the image ' of the sallor (208 - 10), 225 (referrlng
\to what he has] just said): : ,
—éxa&\)EYog., (Such is the proverb or story).
Ironically-.the Chorus responds to this with a platitude: =
EotL. 9eol 6° €1° loxde moduneptéoa Y .
That is so; but stronger is the strength of god (226) ,®
and lines 217 -- 18: .
A odv Jeoleg.
Tovg Thc dodong dreog &Selnery Adyog.
but it is said '
that the gods of a captured city desert her.
Platitudes: Tobty Y& Bong Bdonetar, ©dup Pootdv.

For Ares feeds on this: the slaughter of mortals.

‘ (2u4)
cdv 8° ab Tt ouydv ual pbvelv efcw &duwv -
g g but your part is to- keep silent and remain indoors.

B : ' : ‘ (232)
- This is remlnlscent of the statement of Pericles that it is
the glory of a woman to be spoken of neither for pralse nor blame.
The use of platitudes is not unusual in tragedy, what''is y
remarkable is their frequency in this passage.

v*»‘lh - 16. p. 12. o -

17. Vide supra, fn. 6. ‘ - i
c ‘ - o » N |
9 18. See D.M. Leahy, "The Role of Cassandra in the Oresteia of |
Aeschylus', Bulletin of the John Rylands Library 52 (1989,

: esp. p. 174, and Albin Lesky, '"Decision and Responsibility
w7 in the Tragedy of Aeschylus'’, JHS. 86 (1966), p. 83 f.

19. The situation is similar since Eteocles too has accepted his

. & fate and seems to anticipate death.: His anticipation,

- ‘ however, is not the s®me as Cassandra's certain knowledge. ,

*t ..  Moreover, Eteocles has surv1vors who can provide his funeral
- rites and dirge. e

20. The use of &gyt (905) is metaphorical -and should probably
be translated here as 'forced, broken or overpowered'" rather
than "killed or struck dead". This is the contrast with
Sholav (Choe. 438) in Orestes' wish to die. Vide Supra, p.

21. Certalnly the Herald's lines from 872 onwardsﬁ%re lamblC and
very little of this section is din doubt. 3

22. H.Jg. Rose A Commentar$ on the Surviving Playgyof Aeschylus,, .
' Amsterdam N.V. Noord Hollandsche Ultgeverslﬂaatschapplj, 1957
P 71. )




23. alal atal (866), olol olot (876) and
bdtotototol
Wi e i e T eosvt
eoBepdv SOTEETE cLon
& Ba Mg bt ZeO. ;

Woe, oh woe,

Cry Earth, Mother Earth

Turn away this fear, B )

0 King, son of Earth, O C "3 - 92 and 899 - 902)

24. In the second play the Chorus to marry and in
the third Hypermnestra is de Aphrodite and acquited
of breaking her oath. Suggesti. - seth G. Benardete,

"The Suppliant Maidens", Aeschylus II, University of Chicago
Press, 1956, p. 3. ' :

~25. As we have seen in Sept. g6guff. where Eteoclps course of
attion is set by line ine 673. o '

26. See Aga. 1202 - 13 in which the stychq explain ;hyzﬁéssandra
is cursed by Apollo (see Leahy, pp- 1BLELE, Y. See-also
Sept. 714 which condenses everthing the Chorus has said into
one line:

m EA9nc &&ole ob Taod” o’ éBééuaLg mhAdLg.

Do not go on this road to the seventh gate.

/

.
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CHAPTER V ' . o TN

SONGS OF EMOTION

. There exists a group of amoebaeans in\which‘lamentafion‘does

*

not figure in any predominant degreee. These dramatic interchanges
; . ' v
seem to focus on the emotions,of the participants rather than any

real mood of sorrow and misfortuhe. ‘Indeed, altholigh the events with
. ap . ’ :
which they are concerned are far from happy, the difference in their

" character is.noted not only by the mood which pervades them but also by

the absence of the languagecand words of lamentatlon.
These may be reagrded as "derived threnoi’ e they cannot be - -
fltted &ﬁ%o our scheme even by extendlng the term "threnos" to lnclude

a more general‘tprOOf lament than a funereal dirge. L OT theSe reasons
. - o ; ‘- L
it seems wise to regard them as a seperate type of amoebaean. T

Prometheus Bound 128 - 192 . ,4_ o X'

L

1"

As -Agamémmon 1072 £f. provided-atransition from the "Totenklage
_— FEe R frea klag

v . . . I . -

type of kommos to a mdpe;general'thren¢dy,.soﬁthis passage is a
transition toward the non-threnodic ampebaean. This tomposition begins

in the lamentation of Prometheus but it moves to aviénse*tﬁat is -~ .

¥

almost triumphant.

o~ o . e : -‘"‘.5' . / /

ST

Dramatic-Situation . Co ‘ (O ‘ IR

Prometheus, chained™to a rock in the @aucé@us by.Hep%aeJtﬁs
' S 3 o

at the command of:Zeus, has heard the éound cfnéppre;cﬁing.beings.

A

the daughteps of :Oceanus. (the Chorus) enter,f lying,,to'assuage his

fears that someone_has'come,ipteht‘on mocking,;iﬁ. . %
. ; . . _ Y ‘ ' | ‘ /

. 3

Metrics. - . - B e T }
fHetracs- . . : . _
P . . . Q

The ,compositicn consists of two, strophic systéms{in§$elo—'

L - : L o toy
. s v .
o . ! o . - S 3

\
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choriambic m¢ - * .crspersed with the four anapaestic epirrhemata
of Prometheus. |

It is peculiar to this play, alone of all Greek tragedy, that
the parados should be constructed in bipartite form. It is, moreover,
contrary to our expectations that, gi&en this structure, the marching
énapaests should féll to the stationary actor rather than the chorus.
The resolution of this 1s probably to-be found in the strictﬁ;es
imposed by the dramatic setting. Prometheus, having just brlken‘the
silence hé has kept during his‘enchainmént, cannot be ignored by the
Chérus, his presencelis dominant on the stage and is the ﬁotivation
for the Chorus' entrance. Rather théﬁ’maintain another impbéing
silénce, Prometheus interacts With the Chorus from the outéet. It is
a stroke of genius to éive the traditional anapaests to Prometheus
and have the Chorus enter in flight to a lyxfic metre. The effect of
the entire comﬁosition is extraordipary: the use of the kommafic form,
“the tradifionél.entrance rhythm chanted by‘a stationary actor, tﬁe
flight of a semi-divine, unshod (135) Chorus into the orchestra and.the.
necessarily bizarre céstumes of that Chorus would all combine to -
produce an effect as splendid in its theatficality as it is provoking

N

" in its originality. , Aeschylus was never afraid of the unusual effect.

No .reference is‘made'fo this passage by either Diehl or Cornford.
The omisSion is the ﬁore'remarkéble since Diehl does list amoebaeans -
as distinct from kommoi, yet this passage, which isiclearly amoebaean,
is passed over. This omissioé is perhaps because this is the only
parados in extant tragedy which has beeﬁ constructed in the bipartite

form. The use of the form is so unusual as to obscure the very fact

of its use.
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Kitto's view of Prometheus 1s apropos: -

It is a drgma of revelation, not action; of increasing
tension in a situation which does not move. 1

It depends for its dramatic action on the progressive revelations
.. a?e developed through the interadtions of Prometheus and the
minor characters. The Chorus cannot igno}e Prometheus.
Prometheus' fear of the unknown‘group which appFroaci. s ana iFs

potential mockery is at once put to rest.

undev @ofn-
fig. worla Yap ”ée T&- ‘ .
Eig mreplywy Soale At~ V4
AaLg mpooEBa TOHVEE TIYov.

Fear not, .
for in friendship this company
on swift rivalry of wings
comes to this mountain.... (130)

The, Chorus is sympathetic and Prometheus permits himself the luxury
of a self-lament:

alatl atal.. e

Sfoxdnt’ Eoléecd’ o‘l'.z,?. Seoul ,

TPOOTIOPTIATOG  THOOE a0y YOS \

onworéAaLe &v &owolrg )

@oouadv Glniov Oxaw.

Alas, alas,.... (136)

look, see in what chains

'pinned down on this cleft

on this high look-out »

I mount my unenviable watch. (1u43)
These are his only words of lamentation and there is something
hollow in them. The lament seems- empty, almost objective, it is for
the benefit of his observers. If he has any real self-feeling it:

is beczuse of the blow his pride has suffered:

vov & aldpLov wivuyn” & tédrac
ExOpote énlyxapta nénovia.



But now the wretched plaything of the winds,
I endure being a délight to my enemies. '(159)

If his lament is empty of all but vanity, it is not without its
effect upon the Chorus.- From their sympathy they are lead to

Blasphemy agaiﬂst Zeus: ‘ ‘ 8

veoxuolg 8¢ & vouoig
ZelC AETWE HEATUVE L

.... but by laws which are innovations
Zeus governs lawlessly. (150)

. o06E iﬁge:l.
molv. &v A nopéoy néop A mAdual TLvl .
v, Suxdwtov EAR TLg dExdv.

... nor shall he étop
before he satisfies his heart or by some device
someone siezes that hard-to-capture rule. = (167)

This gives Prometheus his chance. 'The Chorus has so compromised
their integrity.that they can be made party to his‘great secret: the
secret which will free him from his-punishmenf. They have inadvertantly
stumbled upon the réason-that Zeus will need Prometheus, the»fear of

someone capturing Zeus' rule. Prometheus' laments give way to

N

snide exultation.

A v £t &uol nalnep wpotepale
&v yulomésalg alutlopsuou

xoelov EEer poodouwy mEUTavLG,.
SELEaL ™ véov Rodisun” W’ &tou
OMfiTTTPoV TLHAC T° CItooUASTAL .

Yes, for me, even though I am overcome,

tortured in fetters,

the president of the blessed- will have need,

to show the new plot by which

he will be robbed of his sceptre and honour. (171)

It ir Lhus ..at the first clue to Prometheus'! future freedom
, R . . ‘ 2 .
and recc: -il¢ “on --ith Zeus 1s revealed °. The amoebaean form is

utilized soth dramzcically, as we have indicated above, and as an

essential part of the development of the plot. This unelaborated
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\ :
statement is the first in a series increasingly articulated indications

of Prometheus' futire which culminates in his prophesy to Io. Io
will be mc t directly concerned since it is her descendant, Heracles,
who will free Prometheus. Thus, Aeschylus begins the ﬁcarefully

t . . . . 3 . . '
arranged relations... of increasing tension" which constitute the drama.

Supplices 348 - 406 N

Cornford has listed this as having a prevailing mood of "Entreaty".
This is correct if the ‘necessity of a threnodic element is admitted to
be a constituant of the kommos. There is, ir fact, not an element in

this passage which can be associated with lamentation.

Dramatic Situation

The Chqrus has come to Argos to flee impending marriage with
their cousins, the sons Jf Aegyptus.. They seek fhe protection of the
Argives under their claim of kinship to Ip. Pelasgus, king of Argos,
in uncertain how to proceed Sinqgipe sees there is a conflict of laws
and that there is a ;ery real possibility .,of war with the Egyptians if
he should honour the Chorus' request for sanctuar?.

Metrics

The passage consists of three strophic sets of dochmiacs while
Pelasgus respo..ds in five line groupé of iambic trimeter.

This passage presents 2 crux in the plot; it elucidates
Pelasgus' dilemma. The Chorus presents hi% with a problem. The lgws
of the suppliant demand that he ?rotect the Chorus th, in fact, the
Chorus has no legitimate reason, which is clearly stated; not to wed.
Under Egyptian law there is no impedimert in the marriage, nor is there

serious objection offered by Greek law. The claim to Argive protec-

tion on the grounds of kinship to Io is specious since both the Chorus



92

and their pursuers are descéndants of Io. The true dilemma hinges

on the fact that Pelasgus cannot deny sanctuary tc the-Chorus yet
there is nothing which legally gives them the right of refusal to fhe
marriage. There is no iaw or :custom which Pelasgus <an eoffer as
extenuation or justification of his giving asylum to these foreigners

except the fact that they have approached the altars of his land. To

accept them as suppliants is to brave war with Egvpt, and it would
be comforting to have justice on his side. Where justice lies

is a moot point.
Ba. el to. wpatololr matéeg AlyUrtouv cedev
Vo TG, @donovteg éyyUtota yévoug
. elval, tic &v TtoTod’ &vTLwdfival dtrol;
8T 1ol ce gebyerv watd vduoug tovg olucdev,
e otm ExouoLv ubpog ovSev. &upl col.
Xo. Tl ot ofv yevoluav Unoxelplog
nodteoLv dooduav. Urkdotop &€ Tou
Wfixap dptlouar yduov Sbapoovog
ouY§. Ebupoxov 8° EAduevog Aluav
HpTve oéPag Tt npdg Jedv.
Ba. \__oﬁn eluoLtov T wotua. wh u’ alopol HOLTHV.
“simov &8¢ wal mplv, olu &vev &fuov TASE
T omEdEaln’ &v, obdé mep woatdv, Wwh wal mote
etnr’) Aeng, el mod tu wy Tolov TixoL,
"EmMALEAC TLLOV QOAECTC ,TIOALV." |
- dugpotéporg dualuov Téd énowonet
zete. Etepoppemic, vOuwv €lndtwg
&Suma pdv. wosole, owa 6° évvduoeg.
Tl VS &E foou pfrmopévwwy LETOA-
v&c 1 8lnarov Epkal;

Xo.

KING. But if the sons of Aegyptus rule you
) by the custom of the state, claiming to be nearest
of kin, who would wish to oppose them?
It is necessary for you to plead according to the laws
of your home, .
how they do not have authority over you in any way.
CHOR. May I never be subject to the power
of any man; and under the stars
I determine my remedy, escape from a malignant
marriage. Take Justice as an ally, .
.choose the reverence which is with the gods.
KING. The decision is not well-ordered: do not choose me as’
judge.
And even before I said I would not do this without
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the people, even though I have the power. May no one
ever say, if ‘it should not happen to turm out:
"Honouring foreigners you destroyed the city".

CHOR. Inclining towards both equally, Zeus .

surveysg these things, dispensing equally 3

punishment to the ewil and what .. holy to the upright.

Since these things incline equally, why do you keep
from taking that which is ju-t? ' (387 - 406)

Pelasgus hesitates to act. To grant asylum is to cause war, to fail

ro.,

to do so is(to dishonour suppliants. He has the wer to act (399),

v

but will not, either from weakness or from an almost j:nocrat%c principle.
The reason is not important, nor cén it be resolved wi- Zh; framework
or tais one play; there may have beegAa,reaspn for his inability to |
render a decision which had implicat;ons to thelrest of the tﬁglogi,
bﬁt such speculation is not essential to understanding at this pointﬁ
Pelasgus is right: théréqare two,ways of viewing this situation. ‘
The Chorus is wrong: their solution is not the oply one, nor is it
necessarily right andvjust. It is, however, »f vital concern to them
that the action taken by the Argives be favoﬁrable to them. The
outcome is in decubt and is tﬁerefore’intensely important t; the Chorus.:
The Chorus is interested only in obtaining a favourable verdict and does
not have to argue in a logical or rational manner. Indeed, in the
stychomythia following this passage, the Chorus resorts to extortion,
thfeatening Pelasgus with their suicide on sacred land (457 ff).
In fact the Chorus has no logical or ratiopal pbint from which to
argue and, -again, this is Pelasgus' dilemma.
The Chorus is arguing from purely emotional grounds. They are

ruined if they fail to persuade Pelasgus and as a result they are

somewhat irrational. Their mood is the probable reason that the

dochmiac metre is used 5. The high emot?bn of the women is thus

1S
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effectively contrésted‘with thé honest reasoning of a male, Pelasgus.
The use of this metre is one of Aeschylus' methods of indicating that
the Chorus' argument is emotional rather than logical. The audience
would naturally associate the metre with the situation. The connotation

h .
thus svoked would reinforce the meaning conveyed bv the words and the

sitnation.

The dramatic purpose of‘thié lyric, then, is to develop the
lsentiﬁenfs and emot.uns of the participants through their interactions P
du“ing . .7ux. “Ma Chorus is shown (o be behaving according to the
“¢..rates °i ¢ f-will and to be arguing from emotional self-interest
ra 21 th o 7. any legal or logical basis. Pelasgus, althoﬁgh his
1zasonin- - far more rational, is experiencing a true conflict in his
emotions. Tt is éne-which he does not choose to resolve from his own
zgthority but rather by reference to the populaée. This is as far
‘as the*amoebégan goes towards any resolutioﬂ to the dilemma posed
by the Chor s.

In a sense then, this passage is an anti-climax. The result,
which is S0 cruéial to the Chorus, could go either way, and any decisioﬂ

undertaken will have its results which will affect th. reg;fof«the

play. The dramatic importance of the situation and the emotional

2

intensity of the participants is most effectively developed through
N * 4 " .

the use of the kommatic form.

Supplices 734 - 763

W

This passage illustrates what we have said about the amoebaean
being a more grandiose form of expression. In this case the elevation

of the emotion may well be the only purpose served by the amoebaean.
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Dramatic Situation

Danaus has announced that the Argives have granted his, daughters
asylum and protection. The Egyptianif1eet iz sighted and Danaus
promises to bring Argive aid. The Chorus sings of its fear while

Danaus tries to :nhearten them.

Metrics )
et . o

The passage censists of £wo strophic sets of the following
a;rangement: the Chorus speaks two lines of iambic trimeter, followed
by two dochmiac dimeters, an iambic metron and a final dochr :c. At
the end the Chorus has two final lines of iambic trimeter. = :naus

interjects in iambic couplets. The effect is therecfore chiastic,

both in alternation of metre and of speaker.
The mood of terror is zmply, expressed in the opening line of

the amoebaean.

>
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CHOR. Father, I fear as the ships come more
swiftly, not much time is between us.
Truly, terror holds me in excessive fear,
what is the use to me.of much-wandering flight?
I am exhausted, Father, with horror.
DAN. Because of the outcome of the Argive vote, my
children,
take heart; they will fight for you, I know it.
CHOR. Utterly destroyed madmen is the Egyptian race
and unsated in war. And I tell you things that are :
s : at hand to see.
T Spear-fixed and having dark-hulled
ships they sailed and so succeed in anger’
with their large dark army.... . (745)
Father, I pray you, do not leave us alone behind;
a woman alone is nothing, APes-is not within her.
But they, they are destructive-minded «
B : - and crafty
with impure hearts, -like crows, heed-
ing nq altar.
DAN, That would aid us well, my children,
if they are as hateful to the gods as to you.
CHOR. Not through fear of these tridents and awe of
" the gods will they keep their hands from us, father.
And they are very over-weening in unholy
~ wrath, furiously-raging, dog-hearted, cbey-
ing in gothing the gods.
DAN. But it is sdid that wolves are stronger than
dogs, and the fruit of Byblos cannot conquer wheat. ¢
(761)

In certain ways this passage seems to hearken back to the
previous bipartite and toAanticipate the remaining plays of the trilogy

in an ironic fashion.

Again the Chorus is distracted and their thoughts seem to be
rather disjointed, emotional and irrational. Certainly the dochmiac
sections ténd’to be erratic, often moving to thoughts of the Egyptians
without any logical connection to the thoughts expressed in.the previous
ianlbs;. The dochmiacs about the Egyptians are almost rants and are so
'ifrational tﬂat, as En the second strophe, it is'only by‘the‘gender of
thé ﬁronoun that one can determine to whom the reference is made.

Whether it is women or the Egyptian that are compared to crows
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would otherwise be‘complé%el@ obscure. In point of faqF the similies
used, even when the reference is clafified, are far from fléttering
to either party. When Danaus says that wolves are stronger than dogs
(760) it can only be the Chorus which is compared to wolves, since the
Chopus has just called the Egyptians'"dog—hearted". Thepe_would seem
to be little to choose bétween. |

bThe myth of the daughters of Danaus tells that when they were
finally compelied to marry, they tookﬂan oath that fhey would kill
their husbands on their wedding ﬁight. "Such women may well be comparéd
to wolves, Ares most certainly is within them (749).L ;Fonically, then,
the rest of the myth is anticipated in this amoebaean. The greatest

irony is that everything which the Chorus has said about the Egyptians

may, in the light of the myth, be turned against theﬁselves. The
Chorus is as dark of skin as the Egyptian army (745), they are crafty .
and do not heed the altar of marriage (750 - 2), they are over-
weening (757) in theif disregard for law and "obeying in nofhing”

the laws or the riteé of marriage (759). Danaus himself has observed
how strong the similarity is between his daughters and the‘objepfs of
their hatred when he says:

That would aid us well, my children,
if they are as hateful to the gods as to you. (754)

If there is some dramaticuﬁurpose.to this amoebaean, it lies in‘
its relaticnship to the resf of the myth. Certainly the passage could
easily be dispensed with if it is merely to be “a-more ele&ated ex-
pression of emction. Dramatically there»is no ﬁecessity for this
passage: both Danaus and the audiencé already know and understand the.

"Cheorus' fear, Danau. has already decided to seek help “om the Argives

(726). Once again we see that the -moebaean does not advance the plot



but is rather an instant isolated from it. The dramagic intensity
'
is mere theatricality. In this case, it does not even' provide a

connection from one set-piece to another. ‘We must conclude that

here

either this passage is extraneous to the play or that it depends upon

its Telatlon to the earlier eratlonallty expressed by the Chorus

-

and their ultimate actions. The Chorus attempts once more to justify

its aversion to marriage; in so.doing it only emphasises the similar-

ity between itself and the Egyptians and so anticipates its later actions.

Persae 694 - 702

Dramatic Situation

Overcome with dread at the news of the defeat at Salamis, the
Queen and the Chorus have raised the ghost of Darius from his tomb.

Darius enquires as to the nature of the evil which has caused him
>

to be invoked.

Xo. ofBoual uiv mpoolsécdal, T
oéBowal & dutia ALEau R
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N ’ CHOR. I dread to behold tﬁEe,‘
I dread to speak contrary things
Because of thine ancient reverence.
DAR, - But Sane I have comé from below, persuaded

’ 2 by your lamemtations,
o »/;*ngs not telling some long story but succinctly
ol oL &fpeak and be done, laying aside all your
o ] reverence of me.

=1 fear to please thee,
"1’ fear to say -contrary things
 Speaking the unutterable to those who are dear.

(702)

98
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s

The choral sections are ionic dimeters in which the last line

.

contains an extra longum between the metra. The use of this metre here

"is probably meant liké the Oriental robes to reinforce
the impression:of an un-Greek culture and code of be-

haviour. 7

This is an apt use. There is another peculiarity which deserves

comment in this case.

-

It is clear that dactyls, dochmiacs and ionics frequently
run in .Tviyn; in the last two indeed a whole strophe may
be in effect a single 'system'.: This latter technique was
more easily applicable in the short 8tanzas of many of the
Aeschylean choruses, and only Aeschylus uses ionics in
this way. 8 ) :

The purpose of nvlyn was for rapid delivery, and since there is most
>cen$ainly novcomic overtone wé would be justified in expecting thgt its
use gére is to convey the Chorus' agitation.
Of interest too is the fact that Darius'.intérjectioﬁ ié in

st N ) . R
trochaic tetrameter catalectic g. The iambic trimeter has Sééh reﬁléced
down to line 758 as the regular dialogue metre of this scené. Dale
observes thaf "the full trochaic is among the least common,me‘cr'es”'10
in tragedy. The effect here is very likely to e the same as that of the
ionic,Afhat is, to convey a sense of foreigness in this passége.
‘Perhaps Aeschylus may not have viewed thislas a less stately metre than
the iambic since the mood here is one of grandeur. ‘Indeed the increased

length of the line and the use of the catalexis falling generaLli at
the completion of the thought, which interrupts the 'running" nature
of the trochee, might have been felt to create the opposite effect.

We should not, considering -Aeschylus' priority in drama and the fact

that this may be the first complete tragedy we possess, attempt to

t
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Persae:

o . 100

interpret his inteul in any inovation with regard onl- Lo later dramas.
The only threnodic element in the‘amoebaean itself is Darius'

statement that he has'risén_" ersuaded by ... lamentations". The
P y

lamentations have occured before the beginning of the amoebaean. The
context of the passage under consideration, however, is mournful. In

this regard we should bear in mind Adrados'statement on the nature of

4

The work properly speaking consists of a series of
threnoi. -11 : '

‘ This amoebaean-should not be isolated from the scene of which it -
is arpart,/since it is closely linked to the climax, which occurs in
this scene, and since the Iamént for Darius which preceeds the amoebaean
has iﬁplications to the theme and purpose of Persae.

The non-threnodic nature of the amoebaean is commented on

;by'Nakamura:

Properly speaking the second commos of the Persae, V.
694 - 702, ... seems not to be called a "Totenklage'.
What we have here is, indeed, no lamentation over the dead,
but it is a sort of communion with the dead. And the
exact, even verbal correspondence between the strophe and
the antistrophe adds to the ceremonious solemnity of the
scene, suggesting that we have here a direct reminiscence
of a ritual performance for the dead. 12

The final clause of this statement is debatable. Helen E. Moritz has
done an intensive study of the invocation by. which the Chorus raise
Darius from the dead 13. The proper place for "a direct reminiscence
of a ritual performance for the dead" is most likely to focus uéon the‘
necromantic charms by which the dead man is raised. It is unlikely

that there would be a ritual for after his resurrection, except in

an -apotropaic sense to pre&ent harm while he is above the ground and to

[]
AS



dismiss him when the desired information has been imparted. Clearly
the words of the Chorus are not of this type. .Additionally, the‘
antistroppe applies to Darius' ﬂuestioning of the Chorus, and although
‘one might expect aﬂ?itual to be[involved in the questioning of the
dead, it would be unlikely that the reverse would §pply, since the
purpose Qf necromancy is to obtain i;formation from the dead. The
ritualistic element here seems to apply to Darius' ﬁancient reverence',

that is , his position as King of Kings. It is because of this that

Darius may question his summoners and that the Chorus fears to be

L. .

the bearer of bad tidings.
It is fhis "ancient réverence" which implies tHe contrast
between Darius and Xerxes which is central to Persae. Age becomes the
symbol of wisdom and prudence exemplified by Darius and the Chorus.
Conversely, the youth and rashness of Xerxes are the'primary cau;es
of the disaster which has befallen the Persian nation.
This brings us to a cohsideration of the historicity of Persae.
Some justification can be offered for the reshaping of history
which has been necessitated by the requirements of the drama. First,
it might seem from the nostalgic longing that the Chorus exhibits fof
Dérius that the defeat at Marathon has been forgotten. wha£ must bé
reﬁembered is that ho;ever serious the defeat at Marathon %ay have’
appeared to the'Greeks at'thé time,-and'however‘much later Athenians
may have idealized that victory, it was not the end of the Persian
advances on fGreece. Salamis, iji}ef,.%arked the end~of Persian naval
threats and if it was not the aélcal end of the Persian War. it was

the beginning of that end and the most serious defeat that the Persians

had yet suffered. It will be seen that Aeschylus does not ignofe'br
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even underplay the importance of +he Battle of Plataea, he merely

emphasizes the importance of Salamis, since Salamis'and not Plataea

™~
.

is Athens' "finest hour'".
What is being emphasized here is the contrast between what

is essentiagiy a setback at Marathon and the total catastrophe incurred
by the campaign of Xerxes. Darius becomes '"god like'" (651, 655, 656)

in comparison. Darius is a symbol>of better days, however bad they

were; and as Darius. is a shade, so his defeats are but shades when
contrasted with total'calamity. . -

It must be noted that the catastrophe is not complete until
Dafius has foretold the Battlevof Plataea. Here is the true'ciimax of
Persae. ' It is at this point that all hope i;'gone and the destruction
wrought- by Xerxes is completed. As Cassandra foretold her déom, so
Darius becomes a messenger of the fate of his nation . .

Having now some idea of its relation :o the scene and the play, we
cé; return to our consideration of the amoebaean itself., It continues
the mood of '"ceremonious solemnity" which emphasizes the contrast be-
tween Darius and Xerxes. Darius is réferred to‘as an object of awe and
as mCAOLOLv, "those who are dear" (702). The lyric effects a transition
from the invocation of Darius' spirit to the dialogue between Dariqé
and Atossa which results in the fevelation of the climax. This is
done by the refusal of the Chorus to be the bearers of ill—oﬁened news.
They do this for two major reasoﬁs. Firsf, there 'is the natural reti-
cence to be the bearers of bad news, with the anaﬁhema thatithat attaches
and second, a situation is produced by which the Chorus is freed from

the taint of lese majesty. However badly the Persian nation has fared

under Xerxes, he is still Great King, and anything which the Chorus might
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sgy could easily be construed as an offence against the dignity

of the soveriegn. Atnssa, as daughter, wife and mother of Great
Kings may say theée'things which the Chorus wishes, but without
fear of attainder. Not only does this reduce the act to one of
family concern rather than state polity, but it is more natural
dramatically that this dialogue should be between two individuals
whé are.already on stage than between an actor and chorus, leaving

one mute actor on stage.

»

Although according to the Aristotelean definition these lyrics
musf be excluded from the kommoi since they are not threnodies; there
are certain similarities with those passages previously studied. First,
the context in which they occur fends to be sad or mournful if not
specifically one of lamentation. Then too, they provide a more elevated
or, "graﬁdiose" form of expfessing the emo?iéns. They occur at points of
high emotion and of climax, even if not at th; actual climax of the play.
They provide an insight into the thoughts and characters of the
participants (Sup. 318 ff.), or a foreshadowing of  what is to come.

(Sup. 734 ff.) or they effect a transition between two elements of the
drama (Per. 6394 ff.) just as the more proper kommoi have been seen to do.
: This interacﬁﬁon between actor and chorus, an amoebaean, can have
other purposes besides giving vent to a lamentation. Theré will bé
some similarities of a natural type if they are to have any dramatic
effectiveness, for they must be intrinsic parts of the drama. They

must result from the situation which causes the interaction of the

participants and are bound by the nature of that action to result in

a form of expression which tends to be theatrical. This, as has been
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noted, is a natural result of the interaction between an actor

and a group who shares a common attitude and experience.
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Footnotes
p. 63.
Excepting 1. 27 & Awgicwv YOO 00 TEQUKE Tw.
"For he who will release you has not yet been born'". Here .

the context might, however, imply the impossibility of anyone
ever being able to aid Prometheus. It is perhaps ironic,
but not necessarily prophetic.

Kitto, pp. 58 - 59.

Diehl regards this as lines "3u4 - 417", and Cornford provides
no termination numbering, although he does note the beginning
as 3u7.

We suggest that a different lineation than Page's OCT.
which is used here, might have been employed by both authors.
There is no precident for beginning an amoebaean in a passage

" of stychomythia, since stychs, being dialogue, do not conform

to our definition of kommos. Therefore we should rule out

347 since that is the Chorus' final stych. The fact that the
Chorus does not have an iambic line before each of its dochmiac
sections seems to reinforce our conclusion that 347 belongs

to the preceeding (stychomythlc) rather than the succeeding
(kommatic) section.

- In the previous examples we have seen a very tightly
epirrhematic structure in which there is at least linear
correspondence between the non-lyrical elements which divide
the strophe from the antistrophe. . If this form is followed
the more logical ending occurs at 406. What ensues should then
be considered a set speech in iambs by Pelasgus (to 417),

a choral lyric of two strophes in cretic-paeonics (to 437)
and a final speech to line u454. It is illogical to include
Pelasgus' first speech in the system (as Diehl does) but
bar the Chorus' next lyrics, although these are not interrupted
by non-lyric passages. We are justified in including the final
speech to maintain the correspondence. There are, however, -
enough examples of amoebaeans being followed by speeches in
which the speech is distinctly not considered part of the
system (Aga. 1178ff. is a case in point).

Two probable endings for the amoebaean remain: 406 or 437.
The epirrhematic structure has been interrupted at 406 and
the final choral section is more in the nature of a choral ode,
although addressed to Pelasgus, than an amoebaean. Cor-’
respondence has alsc been destroyed at this point. A further
indication might be the complete change of metre at 418
although this is not in itself conclusive.

In consideration of all.elements of responsion and lyricism,
we believe it is p0351ble to call lines 348 - 406 a xommatic
system.

Vide Supra, p.83 , fn. 5.3\\
As far as we can approximate the remainder of the trilogy,

N
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.vide supra, p. 86 fn. 24. In any event the ironies
exist in relation to the myth as we know it and must certainly,
be intended to elicit this response.

7. Dale, Op. Cit., p. 12u.
8. 1Ibid., p. 199.

9. The Trochaic tetrameter is catalectic to avoid the '"equality
of the two parts'" (Rosenmeyer, Op. Cit., p. 15). The result
of this, coupled with the fact that Trochaic means 'running",
would seem to be a '"less stately meter than the iambic
trimeter", ibid.

10. p. 91.
11. Op. Cit., p. 82.
12. Op. Cit., p. 12. Emphasis this author's.

13. "Pefrain in Aeschylus: Literary Adaptation of Traditional (:)
Form", CPh. 74 (1979), pp. 187 - 195.

14. It is not inconsistent that Darius should not know the present
state of affairs although he is capable of foretelling the
Battles of Plataea. He relates all as part of a precphecy:

el Taxeta v° AASe xpnowiv modErg, ég & male” éuov
zebg &rEoundev TEAEUTAV. Seapdtwv. €y 8¢ Tou
&Lt wompol xpdvou TS nixouv E&xTeleutnoeLy deodg.
Woe, quickly came this prophecy to pass, and on my child
Zeus hurled its god-given end; but I was confident
- that after a long time the gods would bring this to
accomplishment. (741)
Then, before he foretells the destruction of Plataea:
el tv nmotebonL dedv
xpn Seapdtorowy ég td viv menpaypdva
“ RA&lvVTAL. ouuﬁawe!. Yc‘xo ob T& uév, ™ 6 of
nelnep tad” €otL ....
if it is right

‘to trust the oracles of the gods, looking to what has now

happened: for if the one does not happen, the other will

not, and if this is the case . . . . (803)

We see that this is a causal prophecy of the type, "if this...,
then this...." The first part has come to pass with the crossing
of the Hellespont and 'the defeat at Salamis; the second

(Plataea) will follow.

Darius, cut off *from the world of men, knows the future from
this prophecy. He does not, however, have any reference from
which to judge when the future has become the present and when
his prophecy begins its operation. His recall to the world has

" shown that the prophecy has come to pass and he can tell of the
catastrophe which must ensue.



CHAPTER VI

- PROBLEM '"KOMMOI"

In the previous chapter we considered those cases in which the
form of the passage agreed with Aristotle's de%inition, that is,
they were uoLvdg xopol wal &md aunﬁngd(comm?n t? the chorus and the
actor). Even the sense of these passages might be seen to be
fulfilled inasmucﬂ as the general mood of sadness ‘and unhappy emotion
might well be considered‘threnodis, Although the lﬁnguage and the
‘primary motivation were not specifically that of lgmentation.

This study must now conéider three passages which seem to
provide more than the usual difficuities of being reconciled with
the definition of'antiquity, it may be nétéd that heretofore there
have been considerable differences in the ‘treatment accorded to some
of the passages by previous commentators. This we have attempted
to reconcile within the framework of this analysis, keeping in mind
the shortcomings necessafily inherent in such a brief definitidn and

the understandable discrepancies which result from the connotations

?f "threnody". In short, an attempt has been made to maintain a

éense of fidelity to Aristotle's definition‘éﬁd yet give due con-
sideration to the opinions of previous comméﬁtgtors. : %
It has not been sufficient that a passage mi%ht have been |
ignored by one or another or all commentators if its form and subject
seemed to meet the criteria imposed by Aristotle. "Nor have we left
to this point to treat of those passages which admitted of the. most
divergent opinions amoﬁg previous commentatérs, if a reconciliation
might be effected in the course of analysis. Diséussion of fhose

passages which seem to us not to fulfill in any way the definition
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of Aristotle lias been deliberately left until now.
The passages we are about to consider are truly "problems'.
Two of these passages might well have been omitted in the present

study had they not been nofed in the lists of at least one commentator.

CHOEPHOROI 869 - 87
This shortlbassgge is classified by Diehl as a kommos yet is
passed over by Cornford. It is more ;han the length of the passage
wh;ch is strange. . We have seen in Persae 694 ff. an extremely shdrt
bipartite, so this need not' be aldaterrent. It is the ﬁood, the
situation and even the form which mark this passage as unusual.
Nakamura'rgmarks:
In confrast with thesé iarge scale comm01, we have a
very small commos-like composition in the Choephoroe
v. 869 - 74. And it can be regarded as a forerunner
of the astrophic commom,... 1
We should not dlsmlss this simply-: secause it is of a form used by
Eurlpldes 2. _In Eumenldes 777 - 891 Aeschylus has composed a kommos
whlch 15 not strlctly strophlc in structure. "
Orestes, determlned to obtain revenge for his father's murder,
has uaed‘the ruse oﬁ;announéing’his own death to gain access to the

palace. Aeglsthus has followed him in for the purpose of questlonlng

the "messenger” The Chorus sings that the result could go either

‘ way ‘and pray for Orestes' success. Their bias thus clearly established,

~the song-is interrupted by a cry.

AL. £ & 4tototol _
Xo. . o &a ua.
TG éxz-:L, we ne’:upcxvml. &duorg;
dnootadGuey nmvmrog 're)\ouus\)ou,
g 601@;@ 'cwvé dvalTial Hody
elval. uaxng vdo &N xexdowtal TéAog.

/
\\_’/
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Aegisthus: Ah, ah, woe!

Chorus: Woe, woe, indeed.

How goes it? How has it been brought to pass
in the house?

Let us stand aside until the Jdeed is accomplish-

ed, so that we shall seem to be blameless of thése

evils. May the end of battle be accomplished. 3
It is this interjeétion which has caused this passage to be regafded
as a kommos, and since it occurs during a murder and contains words
of lamentation one might naturally suppose that it agrees with
Aristotle's definition.

ﬁe argue that this passage does not. It is universally agreed

by commentators that a kommos must be a lyric. This composition
is not.. The metre is iambic trimeter, a dialogue metre, and even
the cry might be scanned as an iambic dipody. This is itself
sufficient reason to warrant its exclusion, but there is more. ;f a
kommos must be xoLvdg and even the sﬁbstitution of the term amdebaean
would indicate this, then surely there must be some semblénce of
balance or correspondence to the parts of the actor and chorus.
There is none in this passage. A short cry of uncertain metrical
value is followed by a dialogue passage, all of this occurring after
a choral .stasimon which leaves no place for parti;ipation of an actor.
Lastly, there is the matter of 9pfvog. Despite the laments which
bggin the passage, therg is really no plaint evident here. .The
situation is not one which admits &f any particulér sad emotion. On
the contrary, since this marks the triumph of Orestes, the reverse
is the case. The Chorus reacts in the only logical way: they are
uncertain what to do until they know what has transpired. They have

fully compromised their integrity during the stasimon and their wish

to "stand aside ... so that we shall seem blameless" does ‘mothing to
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redeem them. The scene serves to re-emphasize the Chorus' adamant
refusal to become involved, which they have shown by inciting the
actors during the previous kommos, and to provide an entrance cue
to the house-slave.

Taken individually none ,of these objections would necessarily
bar this passage from our consideration. As a whole, hoﬁever, they
present the construct under which it can be concluded that in no
particular aoes this coincide with Aristotle's definition nor any
reasoqi?le approximation built upon it. Had there been no cries, the
composition would never have been regarded as a kommos. Rather it

would have been left for what it actually is: a dialogue passage

terminating a choral stasimon.

PROMETHEUS BOUND 1040 - 1093

Sevegal of the objections which were made to the‘pievious passage

arise in consideration of the last scene of Prometheus. It is
included in this work because Cornford lists the scené. His inclusion
is qualifiea by the footnote:

The final anapaests of the Prometheus,..\ ought not

perhaps to be called a 'Kommos', though the Chorus take

part. g
- Cornford does not explain this statement, hence it is necessary for
‘us to determine why this section is listed only to be summarily

dismissed in a footnote.

What was said about the correspondence of parts in Choe.

\

\ .
869 ff. also applies here, although to a lesser extent. The structure
is: Prometheus (14 lines) - Hermes (9) - Chorus (8) - Hermes (9) -

Prometheus (14). The Chorus, obviously does not take part in any



great degree. The beautifully balanced, chépstic passage depgnds

far more on the interpiay'between Hermes and Prometheus than on

any choral intervention. The choral section seems more to accentuate
the chiastic structure of fhé actors’! ﬁarts than to fulfill the type

of responsion we have come to expect in a kommos 5. The passage is
therefore astrophic excepting>the linear (although not metrical) respon-
sion.

The lyricism of the composition is also of a questionable
nature. The passage must be considered as anapaestic, although con-
taining a good number of dactylic and choriambic resolutions. The
anapaest is frequéntly used in epirrhemata as a dialogue mefre. It
would be extremely difficult to reéard this passage as énything.but
a dialogue: the mopd itself is dialog;c. The resolutions of the metre
should be regarded as indicating the increased agitation of the
particibants rather than as an attemﬁt on *the part of Aeschylus to
inject a lyrical quality into a dialogue passage. Y

Because of these consiaerations it would seem best not to
consider this.composition as a kommos. Rather, it is an exodus
of a definite, although unusual form. The form is almost certainly
necessary to provide a kind of finality to the drama; a concluding
statement in whiCh éhé'"defiance and‘threéts" ° of Prometheus |
heérken back to the complaints which have characterized him through-

out the play. -

EUMENIDES 916 - 1020 7

Althoﬁgh we have seen gradations of the applicabilify of the

term, threnos in the cohpositionskppeviously studied it should be
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noted that in no case have we seen one in which the primaﬁy emotion
or mood was not essentially negative. The passagé ét hand can only
be characterized as "joyful reconc1llatlon" 8. Unliké all other
komm01 the mood is joyous and the tone practically triumphal.
For this reason the conclusion of Eumenides is regarded as a problem
kommos in the light of the Aristotélean definition of the term.

The passage meets all the metrical anduétructural_cfiteria.

The Chorus has three strophic systems of mixed metre set against the

v

anapaestié epirrhemata of Athena. Yet, although the form is so
perfectly kommatic, the sense is not. 1In fact, a review of Cornford's
list of kommatic passages will reveal that this is the oﬁly case
in extant tragedy of the form being used in totaliy happy circu@stances.
This is all the more remarkable wﬁ;n we considér that this is
the culmination of not just a single play, but of’the.only complefé 
trilogy ‘which has been preserved from Antiquify. At the conclusion
of an acknowledged masterpiece, a poetic form %s used in a situa£ion
and mood that is totélly exceptional. As such it goes contrary to
every other kommps and to the derivation of the te£m itself.
It has beep'noted that “it segmé characteristic of the kommos
;that the action of the play is'held in abeyance during the song
and that no action is undertaken or cbﬁciuded independently within
the confines of the kommos. In this sense, too, the conclusion of
Eumenides is ﬁncharacteristic. For almost one hundred lines Athena
has been attempting to persuade the Erinyes to give up their vendetta
and not turn it against Athené. The best she has been able to obtain

from them is the qualified:
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EAEELy 1” foumag, wal pedioraat ubTouL.

- You seem to be enchanting me, and I am freeing myself
of hatred. (3900) . , e

.

It is, then, only at the beginning of the kommos that we discover

whether Athena has succeeded and that the Erinyes make thelr decision:

6é§ouaL I'b.Mdéog Euvouu.av

T choose the community 9 of Pallas. (916)

Athena has triumphed. She has persuaded the Furies and thus

changed them from Lrinyes to Eumenides (the "'kindly" or "well-

Il

minded ones"). ‘ !

They who had shrieked curses at Orestes a%d the "new gods"

are now so reconciled with man and God that they swear an oath to
Athena and invoke blessings.upqn the city:

o0&’ dtipdow mdALv... . . o .
duolBuniov EMAG- o X
Vv ayoiuo &11.1.1.(.'7\)(.0\/
du 7 &vd natedyouwal
Seornticom noeuus\mg \
éru.oouroug Blov toxag évnoautjug
yalag eEoquBotonL
am.épb}v. dAlov célag.
10

And I shall not hold this city in dishonour ... (917)

rthe pledged altar of the )
Greeks, the glory of the lelnltleS.

And I pray earnestly, »

prophesying favourably

that ‘the bright light of the sun

break out over the earth _

outpouring the benificent Ffortunes of Pife. - (925)

Nzhe progression of the systems and the epir?hemata are most
important inéundefstanding the themelof this dramg and, since this |,
is its culmigation, the entire triiogy.

In resébnse tc these general blessihgs Athena gives> the

Zumenides her promise and delineates their new duties:
. ) /



™S &yw eoEdvg ToToSe ToATTOLS
pdoow, peyddag wal Suoopéotoug:
&aluovag adtol watavaooopdun.
vt vdo. abdtal T wat’ &vdpdrtoug
Eloov SLémerv.

Willingly, I myself effect this for these

citizens, thoroughly crushing the great

and implacable powers of these:

for everything which affects mankind,

in short, they shall manage. (931)

The Chorus proceeds from its general benedictions to those of a more
specific nature: for the fruitfulness of the earth, its fruits and
flocks (938 - 47), for man as an individual (956 - 67), for man as

a political being and the benefit of the polis (975 - 87):

mnée mobon udvig oy alpo moALTdv
6L° Soydv. ToLvae.

&vtipdvoug "Atog

dorollaal TIOAEWCS,

xGouata &° &vtidLEotev

noLvopLAET SLavolal

wal otuyelv-ulgd goevli. .

OGNV Ydw. TS év Bpotolg &moc.

Let not the dust, drinking the black blood of citizens

through passion for retribution,

mutually-slaughtering Ate,

be eager to receive that of.the city,

but let them give joys in return L

being disposed to loving in common

and hating with one heart:

for this is the remedy of many things among men. .(987)

"The remedy of many things among men'" is what has been symbolized

by the conversion of the Erinyes. They had'begun as ageﬁts of vengeance,
for the Gods in Agamemnon, for A!)memnon in Choephoroe and for
Clytemnestra in the first part of Eumenides. Now “hey ére the
bestowers of all blessings of prosperity and guardians of the polis. .
The progression of their bléssingé has built to the climax of the

political,Acivilized, Euvowrla of mankind. The fear of retribution

which has motivated the behaviour of man is now feplaced by fear of
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loss of the blessings which civilization provides, by fear of
&tiula. Blind revenge, which knows of né exceptions, admits of no
extenuation and has no end 11, has ﬁeen "thoroughly crushed" by
the establishment of courts of law to judge on matters of fact and
render a Qerdict which is retributive but does not require its own
retribution 12.

This is a new thing in the world. It is a new order, exemplified
by the '"New Gods", rising'out 6% the old order but requiring a complete

4

change as symbolized by the change of the Erinyes (who represent the -
old order) into the Eumenides,‘thus becoming. matéeg &mLbeg: children
not-children (1034).

From its very beginning the trilogy has expiored the inconsis-
tapcies and inhumanities of the c.d crder. For the establishmentbof
mankind it has $een necessary tq.g?aﬁt 2 new dispensation and a new
apportionment of the ancient powers. -Juctice must continue or man
cannot dwell together. +Fear of something must exert‘its power or
man will not live in harmony. The Eriryes must be changed or
anarchy andvvendetta will prevail. 'This has been the will of Zeus.

In the second half 9f the play Athena Is the spokesman for the
will of Zeus. She has been.conciliétory towards the Erinyes and

.impartial 13. Althdugh she 1is boundlto the will of Zeus she exerts
not compulsion but‘persuasion to effect the change on the Chorus
which is necessary to the establishment of the new orde;.

It is thus very much to fhe point that directly in the centre
of this compoéition (between the second strophe and antistrophé) .«

Athena should deliver what is essentially an aside on the subject of

the victory of Persuasion:



TSe ToL Xupal THHU Teopodvws

ETTLHOO WLV

yévopct. ctépoyw 8° Supata Hewdole,

&L pon v Jooay nol otdu’

OC. A0S’ dyplug dmmvavag.

S éupdnoe zebg dyopatog,

viug 8 dyadiv

EoLg Muetéoa 51d mvtde. .
. " 1 am exulted -at how eagerly

these things are accomplished for
my land. And I am content with the eyes of--Persuasion

that watched my mouth and tongue
with respect to these ones here when they were wildly
rejecting it. .
But Zeus of the Assemblies prevailed,
and our desire for good
won out in every respect. (975)
This is the acme of the trilogy. The new gods have triumphed and the
will of Zeus is fulfilled in that man is no longer subject to the
anarchic and wasteful dictates of vengeance. Man is free to become
settled, social and to develop all the benefits of civilization. This
is assured by the establishment of bodies of men which will decide
and deliberate, as personified and sanctified by ZEUQ "Ayopatog.
Persuasion has proven her worth on these wild and implacable beings
and she will aid mankind in the future. "Our desire for good won out
in every respect" calls to mind'the repeated thought first expressed
n Agamemnon:
aliivov alAtvov eing, ™ 6° b vindtw. (121)

Alas, sing alas, but may the good win out.

Thus at the end is the prayer fulfilled: good is the moral and

! .
e

political Euvouria of man.

The kommos closes with a double valediction from the Chorus
which indicates their total reconciliation with both man and God.
Aeschylus is not so jejune as to suggest that perfection has been

obtained. In the midst of what might seem to be a paean of praise
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to Athens, there occurs the rather surprising line:

aupoovolvteg &v xpdup. v ‘ \
being wise in time. (1000)

This would indicate'that the perfection promised is obtainable

only with the passage of time.

Athena bids farewell tc the Chorus, sending them to their new
seats beneatﬁ the Acropolis. Thus tre goddesses have truly betome
chthonic deities: not merely <! iuities of the underworld as they once
were, but gods of the land they have blessed, gods who are literally
at the foundation of the state. The emphasis on civilization

and dwelling in concord is reiterated as she entrusts the Eumenides

-:I.'4 f_‘_‘
. to a procession of citizens:

Uuetg 8 Ayetode, noAuoooGXOL
mideg Koovaol, talode uETOLKOLg
eln &6° &yadGv ‘
dyadny Sidvola noALf&Lg.

A\

And you, city-dwelling children . 14
of Cranaus, lead these fellow-dwellers ;
-and of good
good be the thoughts for citizens. (1013)

-

| : - ,
Dressec in crimson robes, as was the custom for immigrants at

the Panathenaea, the Eumenides are brought to their new home in
triumphal procession.

In his "Introduction to Prometheus Bound" David Grene says of -

Orestela:

The conclusion with its stress on an obscure
theological point and its very local emphasis
on the court of the Areopagus baffles our a-
wakened interest. 15

"

the court is viewed as only the court of Areopagus, the.city as

only Athens and the conversion of the Erinyes as only a clever way to



account for their metamorphosis into the Eumenides, then that if.
likely to be our conclusion. But we hope that this study has shown
that Aeschylus' intent is mﬁch wider than that. Thg court symbolizes
all human institutions by which man may live in harmony, Athens
represents civilization and man living together, and the gonversion
of the Furies betokens a much larger ethical problem: what restraints ]
are best and necessary in order to secure the peace; harmony and
government of man. The problem is large, and perhaps.an attempt
to reduce itlto a few lines of commentary is as great an injustice
as to dismiss it as "obscure and baffling".

Aeschylus, however, has attempted to deal with the probiem in
the larger context of the drama and to a great extent he has succeeded.
The masterpiece concludes with a kommos of triumph; a brilliant
example of Aeschyius' inhovation and art. Every stanza relates to the
resolution of the trilogy. Most lines recall thoughﬁs that havé been
expressed earlier and shéw their resolution in the light of the.
reconéiliation that has been effected. Almost every word seems to
have been earefully chosen to reflect some éspect of the drama or of
Aes;hylus' philosophy. The synthesis of drama and philosophy is as
complete and perfect as the reconciliation of the old and new orders.

It is for this reason that the use of the kommatic form is so
natural and successful in this’case.. The representatives.of the o0ld
order (The Erinyes/Eumenides) and the ncw (Athena) ﬁave met, argued
their cases and been reconciled. The kommos is fhe celebration of

the reconciliation. Thus on earth we see the universal reconciliation

of which the processional Chorus sings:
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ZebC MoVTONTAg
ottw MoTpd Te ocuvkaTéfa.

Thus Zeus the all-seeing

and Destiny came to agreement.

(10u6)
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Footnotes
1. Op. Cit., p. 1u.

2. Idem, pp. 19ff.

3. The attribution of parts is difficult. The note in the
apparatus of the OCT. is:
869, 870 parapr. praefixae, 872 chori nota
869, 870 a paragraphus has been affixed, 872 the chorus
"~ is noted.
In other words 869 - 71.could be of almost any speaker or
combination. It 1s not even necessary that one be Aegisthus;
.o.a servaﬁt or Clytemnestra would serve as well. 871 could be
s considered suited to a person within the house, although it
is a matter of concern to the Chorus since it has admitted
:doubt ‘in the preceding stanza. At least one cry must belong
to someone within the house and the remainder rightly belongs
to the Chorus.
In Lattimore's translation lines 8638 - 70 are passed over
with the stage direction, "A cry is heard within the house”
(p. 123). This avoids the embarrasing paucity of English
words of lamentation to translate the Greek, side-steps the
question. of speaker change and emphasizes how truly important
the interjection is. It is thus much to be preferred. '

4, Op. Cit., p. 43. Diehl does not mention this passage at any

point. Nakamura omits all reference to Prometheus:

It must.-be remarked here that Prometheus, of which the

parados is in commos form, is left out of account in

my present paper, because I hesitate to attribute the

play to Aeschylus from stylistic considerations. (p. 24, fn.2)
The possibility that Prometheus might be the work of Aeschylus
dictates its inclusion here. Certainly in regard to the
treatment and uses of kommoi there are far greater differences
in those of Eumenides than those of Prometheus, and it does
not seem to the present author that kommatic usage can be
added to the stylistic criteria which are used to eliminate
Prometheus from the Aeschylean corpus. f

5. It is of interest to note that the choral section divides

naturally into two sections of four lines each, although they

- are uneven metrically. Thus we have an arithmetic progression
based on increments of five lines, i.e. Prometheus 14, Hermes
9, Chorus 4 and reverse. Barring the possibility of some unknown
and arcane symbolism the only reason for this would seem to
be to produce a "decressendo - cressendo'" effect to draw the.
play to its close. This might also reflect the tendency of
the Chorus to speak in quatrains noted by C.J. Herrington,
"A Unique Technical Feature of the Prometheus Bound", CR 77,
1863, pp. 5 - 7, although the metre s different in this case.

6. Cornford, p. 43. .
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8.

9.

121

This numbering agrees with Nakamura, p. 13. Diehl omits
reference to this passage. A case might be made for the inclusion
of lines 1021 - 47 since it is choral following an epirrhema
from Athena. There is, however, a change in the epirrhemata of
1021 - 31 to iambs and the choral section is of two strophic
systems in anapaests. The metre is thus completely different
from what has preceded it; the Chorus is a secondary one, not
the Chorus of Eumenides, and the epirrhematic structure has been
discarded. This last section is thus a separate entity and,
since we have already excluded Sup. 407 - 54 on similar grounds,
we regard the final lines of Eumenides as a valedictory and
exodus of non-kommatic form.

Cornford, p. 43.

No adequate translation of Euvounla exists. The Greek is
literally '"dwelling-together", and the implications are those
of civilization and the social state. It is in this sense that
"community" has been used.

10. &rwnla as a legal term means the loss of civil riéhts'and is

11.

12+

13.

thus somewhat ironic. Vide infra, fn. 1u4.

wal @ utavdvtL b T téouwa Thg wuyfig; »
and for the killer where is the end of flight? = (u22)

Athena teaches that reconciliation is possible through
the properly ordered .polis in which the conscience

of the individual is guided by the judgment and wis-
dom of the court.

Reconciliation of the guilty individual is pos-
sible not because he is deemed "innocent" - that is
furthest from the decision handed down by Athena and
the Areopagus - but because he is, 1f noble and capable
of rational understanding, worthy of being accepted
in the city. The polis ... has learned the only way
to deal with wrongdoing is to educate for nobility
and teach the nature of human destiny.

Richard Kuhns, The House, The City and The Judge,
Indianapolis, Bobbs-Merrill (1362), pp. 14l - 2.

Her speech in 470ff. indicates that she sees both sides of the
issue. Her impartiality is further shown by her refusal to
judge the case herself although it is entrusted to her as
Goddess of Wisdom by both parties. Instead she establishes
a tribunal of citizens, thus emphasizing the divine ordinance
of such bodies. From this point two possibilities arise:

1. Athena is herself one, of the jurors, as advocated by
Kitto, Op. Cit., p. 88 and by M. Gagarin, "The Vote of
Athena', AJPh. XCVI (1975), pp. 121 - 27. In this case

we must see the tied vote as indicative of what today

would be called a hung jury. The result.would be, as

stated in 741, that Orestes is to be judged "acquited”
which is the legal sense of vind, rather than to have '"won'.
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. 2. Athena is not one of the jurors and either the tie goes
to the defendant as before, or Athena casts the deciding
vote in his favour. If the latter is the case, we should
~not be too hasty in blaming Athena; certainly she has a
vested interest in the case, as does Zeus himself. The
attempt at impartiality has been made and if Athena is
forced to vote, we cannot wonder that she votes on the
. side of her father. ' ,
In any event the tie indicates that there is right and wrong
on both sides. Nor are we to regard the decision as a victory
for one and a defeat for the other. As Athena states:

o Ydp. vevlunod’ A (adngwoe &(un

EERAD " Andac odu &TLplq oedev.

Foc you have not been defeated, rather the verdict

truly came out as an equal vote, not as dishonour for

you. (796)

4. "Metic" need not be pejorative in connotation. ' The original
sense was probably less negative than it later became, but
even i1f the connotation can be supressed there remains the
fact that it involved the legal deprivation of rights.
Acschylus may not be using the term in any sense but that of
derivation. The Eumenides themselves seem to exult in the
title, using petowdla in line 1018 in a sense identical to this.

15. Aeschylus II, University of Chicago Press, 1956, p. 132.
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CHAPTER VII

CONCLUSIONS

The éubject matter of this work and the form itself have
derived from the definition in the Poetics of Aristotle. We have
paid little attention to the full definition of the term kommos to
this point. The concern has been more with.the form implied in
Aristotle's definition, that is, with lyric compositions: which are
\Ucommoﬁ to the chorus and the actor." This then, has been the sole
criterion for selecting the passages studied. Th}s has seemed a
logical approach since it reflects the vagaries of later scholarship.
Only in this way has it been possible to include ail those ﬁassages
which might pertain to the use Aeéchylus made of what is in itself
a genre- of dramétic poetry.

We shall délay for some‘time longer a return to the other part
of the definition'of kommos, that it is a threnody. Instead a
review of the'use and style of these bipartite compositions of
Aeschylus will be undertaken to discern the similarities and

characteristics which join these compositions as a cohesive unit.

AESCHYLUS' USE OF THE KOMMOS

Nakamura frequently uses the word '"grandiose' in relation to
the kommos of AeschyluS"l. Certainly, Aeschylus was a véry "theatrical"
dramatist. There is sufficient evidence of his use of stage effects,
panoply, pageantry and even the bizarre not to be surprised by a
tendency towards grandeur in any type of composition within his dramas.
Thié is particularly true when we consider the nature of the kommos.

_The kommos is an interaction between an actor and the chorus in
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which at least one party sings a lyric. This is a situation which
has a natural potential for resulting in an elevated and uncommon
form of expression. The institution of the chorus itself is something
that is foreign to our perception of feality and can be very difficqlt
to handle dramatically. As a result, this interaction can become
highly theatrical or "grandiése”. Indeed, to those to whom the chorus
is an unusual convention, a sense of elevation and grandeur, which
is not inherent in the specific paséage, may be apparent. It would,
therefore, be wrong to assume that the kommos tends towards grandiose
e%ppession without considering t?e dramatic necessity for this to
occur in any particular in;tance.
Simply stated, a kommos may occur at any point in the drama in
-
which there is évnatural interaction between the chorqg,and the actor.
The lyricism will have its own ratiocnale and make ité own contribution
to the drama or the dramatic effect. If the dpamétistkis skillful,
it may be expected that something is achieved by use of the-koﬁmos
which would not otherwise be effected. We would-be justified in
! -
deﬁénding that he do more than merely titilate our aural and visual
faculties, however much pleasure we may derive from this. All this is
even more to the pgint since it has been observed that in maﬁf Eéseén
_the kommos dces not contribute to the advancement of_;he plot and tﬁat
the kdmmos-seems to be an instant isoléted from ;he action of the play.
In these cases we are not disappointed by- Aeschylus. He does not
yield to mere effect, which would be well within the potential of the
form. The effects remain, but within this framewérk he develops

3 . U - .
character °, provides foreshadowing ', or effects a transition from

one part of the play or one speaker to another 5. These passages
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always relate to the theme and underscore it and expose the moods )

of the participants. ! ‘

A "grander" type of kommos occurs at points of climax and
anti-climax. This is particularly necessary in those plays in which
. . “ N

the Chorus figures as pro- or antagonist. Thus in Suppliants,

‘Persae and Septem the climax occur$ in a kommos or kommos structure.

The interplay, upon which 'draﬁa' depend57 naturally finds its heightf
of .intensity at a point of intéraction»between the Chorus and an -
actor in 01ld Tragedy. |

There femain two uses of the kommos which most closely approach
Nakamura's conception of a "grandiose... scene' 6. In the use of
the kommos as a final scene (and with this we should include thg
remarkable parodos of Prometheué) and in the funerégl laments the -
visual and lyrical elements‘combine to produce an exceptional and

theatrical display. These two uses intersect in Persae and Septem.

If anywhere, the spectacular is evident in these cases. But we

cannot agree that there is a "grandiose ... scene for its own sake''.

The denouement is of utmost. importance in resolving and expanding
upon the theme, as is most readily seen in the conclusion to Eumenides.

That the conclusion of a trilogy, and there are two final plays

f?om trilogies in Eumenides and Septem, should be of an elaborate

and Fheatrical nature is not remarkable.. The great scope and

format of the trilogy, its elaborately worked out plot and the

grandeur of its theme  almost demand an endingAwhich is on a par with
what has preceded it. The final impression is the lasting impression
and we must be left satisfied that the theme has been fully articulated.

Our interest and attention are heightened by this display of visual

-

]
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\and lyric pyrotechnics. Yet in the midst of thié "grandiose"
finale Aéschylus never lets us lose sight of the theme. Atlthe very
end of the trilogy (or play in the case of Persae) our attention
is re-focused on the ¢ssential doctrine which has given rise to the
dramatic performance.

It is in the "Totenklage'", the funeral lament, that "we have...
a -direct reminiscence of a ritual performance for the dead" 7. We
shall have more to say about the effect of thié upon the history of
drama shortly. What is important at this point is the use which
Aeschylus makes of this ritualistic scene. In general he intertwines
thematic concepts for elucidation of his drématié intent. Death is
very often the manifestation of the results or causes of the ;religious
idea which underlies the éhéme. Xerxes pays with the lives of his men
for his own rashness and hybris,\Agamemnon and Eteocles for their own
voluntary continuance of the chain of slaughter and death and Cassaqdra .
for her rejection of Apollo. Thus in- the l;méntg for’fhese characters
ié seen the working of the cosmic laws and the results of their human
failings. These laments are thus far removed from the ritual recounted
in Homer at the end of Iliad XXIV, fér these dirgés emphasize\Ehe, )
tragedy not just of death itself, but of all the for;éé which have |
lead to deafh.

In addition to thé themafic intent there is the drama that
-Aeschylus introduces to these dirges. Thus Cas§andra, aldne and~
friendless, laments the“death which she alone c%n foresee, the death
which will be unmourned and unavenged but will ﬁring to an end

the sufferings of Troy. So too Clytemnestra contrasts her ‘exultation

at the death of Agamemnon with the Chorus' grief. By his dramatic



artistry and characterization, Aeschylus has elevated the ritual lament.

THE STYLE OF THE AESCHYLEAN KOMMOS

The present study hés shown no discernable tendency in

Aeschylus towards an astrophic form of kommos. 0f the three

compositions mentioned which seem to be astrophic, two

any way kommatic while the thifd.g preserves the form of

\

are not in

the strophe

although not the intent, with its exact literal responsion. The

astrophic kommos of which Nakamura speaks 10 would seem,

then, to be

a peculiarity of Euriﬁides. The. form may not have been unknown

to Aeschylus, but it was not one which he found occasion

“The Aeschylean kommos is a cohesive unit depending

S

thought which separates it from the surrounding sections
The metres preceding and succeeding it will generally be

from those empioyed in the kommos. A decision about the

H

ot
"

to use.

on metre and
of the drama.
different

lineation

of a kommos will thus tend to be somewhat arbitrary and must therefore

be based on the metres and intent of the surrounding passages.

Useful guidelines will be such factors as the beginning of iambic

trimeter stichomythia, the preéence»of a choral ode, a chang of metre

or mood, or the introduction of a new character.

Aeschylus seems to have preferred the epirrhematic

his kommoi, and within these the iambic trimeter was used in ‘epirrhemata

form in

in eighty per éénﬁ of the instances. Conversely, with the exception

o

of Persae 694 - 711, all non-dirge kommoi are constructed with

epirrhemata. The anapaest was used as epirrhemata in Prometheus

128ff. and Eumenides 916ff. In these cases the metre is

probably meant

to indicate the choral movement of the parodos andiexodus, although
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in both cases the marching rhythm falls to the actor. In any case

-

the anapaest associated itself wisﬁ choral movement into and out of

the orchestra.

With regard to the lyric metres of the Aeschylean kommos the
following may be concluded with some certainty. In the "Totenklagen',
or dirges, a mixture of metres is p;eferredf This pro£ébly allows
the poet greafer freedom of expression and may reﬁiistically reflect
the imﬁromptu nature of such songs as might have been sung in - non-’
‘dramatic situation. In‘othef cases of® intense negative emotion

dogiMiacs are most commonly employed and it would seem that this

metre must have automatically conveyed this emotion to the audiente.

Al .

The minor Ionics of Persae 694ff. probably intensify the fofeign
flavour of the scene as might the use of the lyric'iambs of 256ff., :
although in the' latter case there is probably also an:element ofl‘
simple solemnity. It would”be of interest to have a more certain
.dating for Prometheus since the aeolo-choriambic is "more common in
comedy and in Aeschylus and earlier Sophocles than in later fifth-
dentury tragedy" 11. If the date of Prometheus is later there mighf
‘ be the deliberate use of a metre é;sociated withbcomedy which would
heighten the bizafre nafure of the scene. C- tainly, from the limited
number of metres employed in the non-dirge kommoi, we;are justified

in assuming that the metre is intended to reflect the prevailipg

mood of to increase the dramatic effect. By extension we can be

reasonably certain that the same is true of the dirges, although

the effect of the metres is lost to the modern ear.
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THE KCMMOS AS A GENRE

In order to attempt to resolve the discrepanci: o7 ...on
provided by modern. scholarship it would be worthwhile to review that
scholarship and to determine what facts can bé extracted regarding the
kgmmos as a distinct literary genre. From this, we believe, a
’history of the form and an hypothesis about Aristotle's definition can
be ascertained.

Aristotle, writing about a century after Fhe death of Aesbhylus;
offefed fhe term ”koT@os” to describe bipartite'threnodies involvihg

. [}
the Chorus. He recoéﬁized their difference from the other types of
lyric in the word {6ua. What he meant by the word 9pfijvog, however,
is unknown. The general assumption is that he intended an iden-
tification with "dirge; or ﬁfuneral lament' which was common in
Herodotus. This need not be the case since a wider meaning of more
general types of lamentation is attested in Aeschylus 12. In the
absence of other testimony from Aristotle himself it is erroneous to
assume that the more limited defiﬁition is necessarily correct.

It is the more surprisihg that such a restrictive definition be

imposed on Aristotle by those same scholars who readily point out that

The general assumption in the Poetics 1s the theatre
as it was in the middle of the Fourth Century. 13

It is a commonplace of scholarsﬁip that the Poetics is based on later
drama, perhaps even later than those plays which we now possess.

It is fair to assume thét Aristotle's view of drama would be coloured by
those pla;é with which he was famiiiar. Ihus,his conclusions would

necessarily be based on the dramatic practice current at the time of

his study or at the time of the dramatist in whom he was most interested.
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This point is important since there is a noticeable change in the use
and function of the biparfite lyric between Aeschylus and Euripides.
Aeschylus never set out to write a kommos. The use of that word
as a teéﬁnical term is apparently unknown before Aristotle: Aeschyius
was a dramatist, not a theorefician, so his interest in terminology
would probably have been minimal. Aeschylus set out to compose drama.
He was confronted with'certaip ritual conditions (such as the presence

of a chorus) which had to be met dramatically. Thus the interaction

between the Chorus and the actor, which was essential to Greek drama,

would occasionally result in a compdsition of intense lyrical exchange.
In short he met the dramatic necessity of‘the situation with a lyrical
form which-was suitable to the conventions of the stage and which he
made useful to his dramatic purpose.

Some time after Arigtotle, Eukleides substitu;ed the term
™ anLBafov‘for "kommos'", probably recogﬁizing the difficulty of
applying that derivative to all bipartite lyrics. -In a way this is
more equitable to Aeschylus, the majority of whose lyric interchanges
are actua- . ”responsiéns”. Yet by strict application it would leave
6ut those which are true dirges since, as has been noted above, the
responsive element is ﬁost lacking in Aeschylean "Toteﬂklageﬁ".
We would also have to include stichomythia although these lack thé,'
lyric aspect of Aristotl;'s definition.

Since the nineteenth century, scholarship has generall& assumed
that

kommoi- were originally used purely for lamentations
shared by Chorus and actors 14

and because the interaction of Chofus_and actor is essential to

Greek drama,
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‘scholars ... found support for theories which hold not
only that the 'Kommos' is the original kernel of Tragedy,
... but +_: that the whole'performance ‘was Qriginally

a lamen- ilon over a dead god or hero. 15

These theories would have their shortcomings since it would be difficult
to account for such other elements in the drama as the agon, mimesis
and dialect. The unsupperable objection is that noted by Cornford:
If the view were true, we ought to find in the ear-
liest tragedies amoebaean composition solely or chiefly
used for Threnoi, in the later tragedies more such
compositions expressing other emotions and fewer of

them restricted to Threnoi .... the actual case is
exactly the reverse. 16

It seems, then, that the assumption and the theory‘are‘wrong. Kommo 1

cannot have been the kernel of tragedy and were not originally used

i \
)

sélely for lamentations.
We are left with two facts abogt the evolution of the kommos;

1. The bipartite, or amoebaean or kommatic form existed and

was an essential element of the drama, even at an carly

stage, |

2. The form became increasingly limited to dirges or

"Totenklagern". "
There is, then, the difficulty of reéohciling these facts with a
scheme of the evolution of thé drama.

It is profitable to conéider a parallel development as an
explanation of this phenomeﬁon. _The evolution of drama itself supplies
the explanation of thf development of the kommos rathér than the reverse.

The parallel developmen£ of which we speak is noted by Adrados:

In the ultimate phase, Theatre comes to give its choruses
an almost neuter or neutral colour, becoming a mere
lyrical underlining, mythical sometimes, of the action, and

a stage expedient for isolating some scenes from cothers.
This frequently happens in Euripides, as is well known. 17
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From these three facts we, can postulate the evoltion of the
kommos in its Aristotelian sense.

Whatever the origins of drama itself, the bipartite structure
originated naturally the @5@>nt aﬁ actor became ah-entity separ—
ate from the chorus. In thi. sense ;lone, that is, in being a
dramatic interchange between actor and chorus, the kommos may be
considered to be a kernel of drama since this interchange is
essential to drama. The results of this study indicate that even at
an early ‘stage in the development of tragedy these compositions
were not limited to funereal iaménts. Thus this basic concept of
interchange, which began with no specific theme or moqd, has equal
application to the origins of %ll types of Greek Drama, and not
tragedy alone; The interchange did.ngt depend on tragic elements
but on the int;raction of actor and chorus within a lyrical framework.
It is therefore wrong to postulate, solely from the exisfance of
'kommoi, that tragedy derived from a lament over thé dead.

The form was nurtured and expanded and its potential fully
explored, until, in Aeschylus: its péﬁk of developmentﬂﬁés reached.
"As long as the ritual neéessity for the Chorus existed, and dfématists
were both capable of dealing with it effectivelj and inclined to do so,

the Chorus, and as a result the‘”kommos", remained viable elements.,
_ , ~
At some time during the -career of Aeschylus a changé ocurred. It
was realized that a.more realistié drama could exist independent
of ritual. |
One immediate préblem arose as drama beca@e more humanistic

. and less ritualistic: what to do with the chorus. It is seemingly

contrary to reality that a large group of people should think and



behave in a completely identical fashion. It seems that the poet

was then left with three possibilities. He could discard the Chorus
completely. However, while the action had become less ritualistic,
the form and the festival occasions for the presentation of drama
had not, and so the Chorus reﬁained for a time. He could confine the
Chorus to an extraneous use, filling in episodes, és is often suggested
of Euripides 18. He could use the Chorus in a somewhat traditional
fashion to comment on the action and restrict its use dramatically

to cases where the Chorus could be expected to have similar thoughts
gnd a shared interest and to behave as a unit. One primary occasion
in which this set of conditions would have convened and perhaps the
most natural one, given the tragic situation, would have been in
"laments over the dead.

The two latter poss££ilities seem to have gained currency
siﬁultaneously: the former when the Chorus functioned as an independent
unit and the latter when it interacted with the actors. That thé m&re
”naturalisticﬁ drama gained popularity rather quickly is confirmed by
the immense popularity emjoyed by Euripides. As a result this newer
type of drama became the living force and by the time of Aristotle

"kommoi" were concerned primarily, if not exclusively, with laments

over the dead.

-

Our study, thefefore; would seem to provide reinforcement of the
belief that the Poetics is indeed concerned with the é%ate of drama as
it existed at a period later than that of Aeschflus, that is, the late
fifth centufy at the earliest. We believe that we have shoﬁn sufficient
similarities in Aeschylus' use of the kommos to refute the possible

objection that the plays which survive (probably one-tenth of his output)
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may not proQide.a representative sampling. The.limitation imposed
by such a small selection, if our theory of the evolution of the kommos
is correct, is that there should be more non-dirge kommoi in the
earlier plays:- than in the later. A statistical analysis of the
surviving plays'of Aeschylus, however, does not support this.
Persae, a play concerned with death on a massive scale, contains forty
per cent of the remaining dirges while Prometheus, which is not at all
concerned with death, contains none. We suggest that while the sample
is indeed too small to admit such an analysis within the works of a
partiéular dramatist, a comparison of thévdramatists will support
the theory.

The vast majority of the bipartite compositions of Aeschylus do
_not conform to éhe Aristotelian definifion of kommos if we are to
interpret "threnﬁs” as difge or "Totenklage". This interpretation is,
however, more restrictive than can be supported by lexicography. The
interpretation ought to be discarded and the term kommos properly applied
to all those lyrics which are a species of lamentation shared
proportionately by the actorskand the Chorus. This extension of the
term "threnos" preserves fidelity to Aristotle's definition. Of those
lyrics which are not laments but which conform to the style and structure
of the kommecs, we might say thay they are of "kommatic form" and
we would do well to devote our energies to attempting to understand why
and how effectively such a form is used in.a manner contfary to
expectation, It is incorrect to require that a techniéal term,
devised and applied after the fact meet all variations which are.
possible in an art form uniess that form is consciously and faith-

fully copied. So it is with the kommos. The form of interchange

134



arose from a dramatic convention and was found to fulfill certain
con&itions ;t certain points in the history of drama. As the
history progressed and those conventions changed, the conditions
which the form fulfilled alsoc changed. It was only when the Chorus

. ] . ‘ 1
itself became a stylized convention that the kommos S became

stylized and consciously imitated.
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Footnotes

1. 'pp. 12 - 13, "grandeur" p. 14.

\

2. Sept. 203ff., 686ff.; Sup. 73uff., BUIEFL.; Per. 69LEf.;
Choe. 306ff.

3. Sept. 203ff.; Sup. 734ff.

4 \§§B£.4203ff., 686£F; Eum. 777ff.; Per. 256ff.

5. Sept. 203ff.; Per. 25655, , BILEE.

6. P. 13,

7. Nakamura, p. 12, not in this context.

8. Pro. 1040 - 93, which is not truly lyric, and Choe. 869 - 74,
wnich is neither mowvdgc xoool (common to the chorus) nor lyric.

9. Eum. 777ff.

10. pp. 19ff.
11. Dale, p. 131.
12. Aga. 991, 1322; Pro. 388.

13. Bywater, p. 206 (quoted by Cornford, p. #1). See also Taplin,
p. 475.

i4. D.J. Conacher, "Interaction Between Chorus and Characters in
the Oresteia', AJPh. 95 (1974), p. 323. :

. ‘)r .

15. Cornford, pp. 41 - 4l; see also Adrados, pp. 2ff.

16. Cornford, p. 42. Although we do argue that in relation to
Aristotle's definition the term "threnos" should be extended
to include a more general type of lament than the dirge, this -
observation is still accurate and to the point, since Cornford's
limitation of '"threnos' ensures that his analysis of the kommos
in Euripides is correct. '

17. P. 130.

18. This is perhaps an unfair judgement, although a commonplace of
criticism. The potential of such use presented the extreme
danger that in the hands of less skilled dramatists the Chorus
would eventually have to be discarded since its viability
‘had been utterly compromised.

13. (or whatever it might have been called had Aristotle been more
familiar with, or more interested in, the dramas of Aeschylus)
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