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ABSTRACT - = - . 3
. o TR ‘ ¢
' ' f : Y
“Scholars of crltlcal essays and. camentaries q..Aeschylus

e ]

Ehorl have focused their attention on the characterrzat_on of

<Orestes, Electra, and Clytemnestra, and not on-that of the chorus.

The present thesis closely examlnes the lmages and’ dlCthn of the

chorus of slave wamen who speak forty—one percent of the l;nes ln

!

the play. I shall denonstlate that. the waren are Dresented as

’ realistic, subtle, and~fem1n1ne charactEEs. _The;r characterlzation

is as relevant to the meanlng of the play as the language, the action,

and the attitudes of its other characters. o ‘15 s

Chapter One 1s a detalled examination of prev1ous scholar--b%

~

PR

5ship on the rdle,'or lack thereof, of the chorus. ThlS chapter is . e}j

a necessary first step in seeing how other scholars assess 'the g_.é;g
chorus, and lt sets this thesis in perspective. Chapter TWO | fﬁrw ‘
analyzes the parodos and the kamos. The chorus use‘ambiguous; |

laneuage as-a tool in order to influence Electra and'Orestes to -

[

perform\aﬂnact of vengeance that ironically also carries out the

vmnen s desire for revenge against the House of pelops. Chapter

\

Three exami a*SLgnlflcant interlude (47 85 occurring -

o between the kamos and the' Flrst Stasimon, e the chofus . .

¢

dwell Upon the image of the snake and use it to bind
Clytemnestra and her son together as kin-killers. Chapter
Four examines the rest . of the v~ (585-1075) in order, first,

£o connect Orestes, the se —son) with the vengeance of the”’-”-,‘

serpent-like Furiss, and, second, to show the chorus as

6 . R .
'aiders and abettoks' of a murder-plot. Chapter Fiwe
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\ t

considers whé@her Aeschylus is misogynistic and uses the recent
.o , ) . .

/

study of the trilogy by the fem;niét»classicist( Froma Zeitlin.’

Unlike Zeitlin, my analysis of the subtle intertyining of plot

4 f L3
-and. images reveals Aeschylus' vision, .not only of the plight of

.

the chorus uider patriachy, but also of every female character or

set of characters in the trilogy.
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CHAPTER @&NE ,

4 a
N h N
INTRODUCTION: SgOM‘ PORTRAIT OF THE CHORUS OF CHCEPHORI
: — -

o e o,
~ There are numefous camentaries 'on.Orestei@? the orgly .
» extant trilogy of Aeséh:zlus, who was renamed in Antiqu{j.ty
for his work in that dramatic form. For. the most part,‘\scholars
‘have #£bcused their attention on Agamemnon and, although’t‘here
ha‘ve/been a few ‘carment‘ix;iés on Choephori}, these works sﬁudy-
primarily the characterization of Orestes and Elect;:/a, rather
&"than that of the ‘chorus of slave wamen. " No systanat;‘c _narsis
\&ﬁg\the chorus' odes and speeche# exists beyond an examination of
' the wamen's participation in the famous kammos (306-478) which
resﬁlts in Oljes.tes" plan toiéx;encige his father's death. (Si ce
—_ . . ~
the chorus speak forty-one percent of ‘the play, not onlyg
plot to(k';gll C¥ytammestra and Aegisthus,’ butG also i‘ts‘eveé)tual
success are actions that may be directly attributable to the
women's persuasive 'skills. S ¥
.The present thesis provides a close exan%natldn of the )
. images and diction of the chorus in all of th; play's major:
scenes. It finds that, although outsiders themselves, the
slave wamen are'knowledgeable aboft the curse on Pélops' House
and its de\}astating effec't;s upon succassive gégnerations of the
kin-group. : This thesis arques ﬂuat,( through ambiguous allusions
to kin, blood curses, and their own éuffering as victims of
tyranny, the women encourage and use Orestes' and Elegtra's

. I
desire for vengeance as a means of expressihg their own hatred

J

¥
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_lIg’lSlng_lflcal‘lCe in previous scholarship. ‘ J >
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of the House. ° In order to set this aopnqach in oerspective, it

widlde useful, first, to(g‘eView Fre ] OUS scholarshio on the role

@

of the chorus. The significance that tr.is thesis finds in t »

» :

role rrust, cf course, »b%weiched againSt its relau\/e
lof {

~ ¢ .

One of the earliest cammentaries in English on Choephori
r v

is A.W. Verrall's (1893).l In his 65-page introduction to the
Gree;~ te—x~t he refers to the’ chorus only in passing and regards
the play as "The Story of Orestes" -- a focus made clear’_by the
title he gives to tlie chapter.2 In my opinion, Verrall's. reduction
of the role of the chorus ;eflects a mode of sc‘nolarshiu that
soe/axs of the wamen only. J_n their relationship tg other
characters in the play. It is ironic that th(e Choms whose
words dominate the action, are passed over in silence by
cammentators on- the wcmenlsxlanguage.

The..only question about the {fui that has received —f

lengthy debate is whether or not Ae3chylus portrays the wamen )

realistically, that is, whether their actions befit wamen: who

A

“have been enslaved particularly 1f Aga:renmon were thelrg?, . s

Aﬂﬁl

Al
enslaver. A, Sidgwick (1900) , for example, identifies- the

. cho *women captives accampanying Agamemnon on his return
é . .

> ‘ :
hame fram Troy at the end of the war".> In his view, the chorus
are ocamgrised of Trojan wives, mothers, daughters, or sisters.

Therefore, Sidgwick . faces the prablem of a chorus who shoul : |

" hate -Agamemnon and his_house, but who "identify",with them.

K'Y

v
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The rationale thas he offers to exol.am the. svmpathles of the ~
/N '
chorus depends u\pon his interpretation of dramatlc convenmorxs:‘z

But something must be allowed t3 the conventiosis of the
) drama: there is nothing more cammon than that the

ho 5Id slaves (though obviously sprung ®am a hostile

and| conquered race) should identify themselves with the oo
es of the house, and so in this case hate the
usurpe ivVe aid and counsel to the heir and avenger. ,

. ‘ ) For Sidgwick; the question of realism )fh Aescbylus .

‘vortrayal of the wamen is/ in spite of his belief in theigj

9

‘ Trojan backgroundp, lessffne of an accurate representation of

< It is, contrary to the probabllltles, since cpptl’

v N CL
their political views of a depi§gion of their status'as A

cs@xventlonal" ‘slaves performing dutles t.radltlonally assmiéd

té fémale sérvants_( Sidgwick appears ter bel ieve -that Aeschylus - *
preferred his pdrtrait of the chorus\z.o remain faithful to\ b \“,
Sicjwick's view of traclc stage mﬂ;e;mon Q Nevertheless, by v 4 :

/identifying the chorus as Trojan, he fueled a debate among &= .
' - .

scholars of his own genergtt_ic?)_;é/\/er the wamen's function im

dloeghox% .H " cow

In the following year (l90l)ﬂ, T.G. Tucker, realizi
N s

serving wamen are ngk Trojan-6

“ewly brought fram Troy by a master.who was slain O
the day of his arrival at hame would hardly identify . ,
themselves 8o keenly with him and with the past and )
present fortunes of the house. . ' .

In other words, Aeschylus portrays, the chorus as playing a

dramatically realistic role, but one that assumes the wamen o

had been slaves resident in the household of Agamgmnon lon’g

)) . . -



before Troy. rmcker deseribes them.as "having one been under. ”the
;appler @__ of the house, at a time when Agamemnon ard his
children were dwelling in it". 7 He sees no difficulty in a chorus
-acting and speaking in a manner which expresses loyalty to members
.of a, family that has protected them both physically and socially.
Nevertheless, Tucker's idea about the background of the
chorue is derived fram his misreading of the foliow:'mg sequence
of lines. 1In line 170 the vxmen refer to themselves as ToAaLd
("aged") in order to use thelr status as elders to convince
Electra to follow theif advice. Tucker takes this aescription
out of context and uses it to refer to how long't\he waren have
lived.in the house -- an uncor¥inding argument. Similarly, in
74 ff, , Tucker uses the chorus' description "of having been taken
fram their paternal have as proof of how long the chorus have

-—

lived in‘?%gamemnon's House —— a second unconvincing argument.

" In connection with this argument, he also describes the wamen as

ol XUoAWT (8eC - ("spear-caught"), an epithet the wcmen‘ never use
of themselves. 8By' emphasizing in "spear—caught" the chorus'
memory of the violent act that transformed them into slaves,

Tucker really undercuts his own argument that the waren live

"happily in the house". Flnally, Tucker ocmpletely ignores the

textual’ evidence which Sidgwick had used to defend his yiew of

the Troj.an identity of the chorus 9 since Tucker believes that

the chorus are slaves Captured in battle, it should follow that

their families have been killed, if not by Agamemnon himself,

-

o
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then by predecessors of his line, warriors whose harsh and
indifferent treatment of women was embgdled by Agamemnon and
his s&égéering mascuiiﬁity at homg. While the hatred that a
slave }xmay bear towards a master can mellow with tr;'e passage of
time,* in Choephori Aeschylus' slave wamen adnfr; to attempts "to
conquer " (literally,?"to become master of") étbitter hatred as
the only means of enduring a life that is out of t_.heir control

(78-81) . 1Y N

Even J.T. Sheppard (1927), who, like Sidgwick, Verrall,
and others, focuses his cammentary on Orestes, recognizes the

possibilitv of deep-seated resentment in the chorus, for he N

refers to them as "savage Trojan wamen" and "- /1nd1ctlve" 1
Thus, both Tucker and Sheppard have, each . . .S own way,
prepared for the concern of thi.s thesis with a choru‘S who use
their behaviour as mourners to conceal bitterness of another
' ;ort whlle urging Electra and Orestes to give physical

expression to the chorus' hatred of same members of the 5
household, the wamen can carry out their own hj.ddeﬂfatred
agaigmst other members of the household. 12

Anne Lebeck (1971) marks a new mte.rest in the chorus
of Choephori by finding “traditional gestures of mourm.ng \)
mingle[d] with cries of perscnal misfortune" in the first
strgp’?(e of the ngdos.m' Lebeck is clearly suggesting that
the chorus has a more cawplex dramacic function that merely
s;erving as a lyric voice i‘nter'rrt;ncling with those of the

more dominant brother and sister. 14 --
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In spité of such a bold reference to the personal cries.
of the chorus, Lebeck, tco, like scholars Before her, dées not
thorduék}ly examine the ijrplicat_ion of her stacc—ment,- namely,
that t.'he .cho'rus may éx'erci'se an ‘indeoendent role., Such a ~horus
can nteract with others, but can also act as a we].1 ¥
character, psychologically and emotlonallv She reczr L
wamen as "blending their own mist ortunes with that of - coont
In fact, neither Lebeck nor ény contanp@rary'scholar is willing to
am,alyze the chorus' Speéches in aLway that would attempt to
mderstand. why the wamen would unite flttmg crles of mourning

/and avparently inappropriate "cries of per;onal misfortune". |

In one of the most recent studies on Choephori, Otis

Kopff (1981) in Cosmos and Tragedy fails to examine the chorus'

words and calls them "female partners (serving-wamen) of Electra",
"more rovalist thar: the king"; not only have the wamen's words
disappeared, but they have also been transformed into an

, abstraction: theyaré "the singl'e—minded spur of both Electra

Y

and Orestes" 16

Similarly, Lois Spatz (1982) dismisses the chorus in one

bl

contradictory sentence:l?

. [they] are only foreign wamen who are war captives
frcm Troy, fiercely loyal to Agamemnon and his
cRildren and passionately camitted to the prirn  es
of the blood-vendetta, but cowed by the tyranny -
Clytemnestra and Aégisthus. (Underscore added)

‘ o There is one contenporary scholar who has rejecbed the

welght of tradition on the role of the chorus and his caments

-~



have inspired much of the work to be carried on in this thesis.

Philip Vellacott (1983) in The Logic of Tragedy recognizes the
‘ dcxrdnciant‘ and c}estructive potential of the chorﬁs in their
relationship with Electra and Orestes. Unlike previous scholars,
 Vellacott associates the wamen with the cause of Electra. 1In

his view, the chorus' resentment is Electra's resentment in that

the fox:mer;'s hatred of Clvtemestra and devotion to Agamemnon
stgm fram their s;mpathy‘ for Electra. Because both wamen feel
betrayed by the House, they hate it. For Vellacott, the

" similarity between the wamen is further seen in the way in which
both Electra and the chorus describe themselves as slaves

. (éf. 77 and 135). Thus, Vellacott's identificatibn of the

chorus"with Electra explains to him how the chorus can utter.

words t'hat support Electra's love for her féther. For Vellacott,
the chorus sexve- as a mirror image of Electra; in fact, they
foresnhadow in their suffering as slaves the fu- re that Electra

” sees before her. 18

'\i i , However perceptive and innovative Vellacott's approach to
theg c:horus is, he remains unwilling to take a further step and
to exa;mne how the role the chorus play as ritual accamplice
‘with Electlfa and Orestes in a murder-plot can be seen to imply
a personal motivation as well.
. In the most recent cammentary on Choephori, A.F. Garvie
(1986) accepﬁs Schadewaldt's descriptibn of "ti'*le cax’ifbrti;ng and

counselling role of the Chorus" (vis-a-vis Electra and Orestes) A9

z
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r(«’
Garsie views the chorus of slave women acting primarily as N

20

"conventional representatives of Argos itself". Whereas for
, .

earlier scholars "c;nvent;ionality" had turned the chorus into
wamen who —r;our not cnlx- because the rules of the> tragic stagé
theatre d@ﬁnd it‘:ﬁ; b_t also because thev are loyal to the ‘family,,
;‘convent_ionality" now turns the chorus into women who play a civic
role that is neve.t; made explicit in the play.2l Garvie brings
sc’hola.rship full circle to Verrall by observing that thé chorus
" .. though prisoners‘. .are loyal to Agamemnon" and they Jdisplay,
he adds, cértainly in the first strophe of the parodos, "the
traditional behaviour of mourners",22

This sumnary of the majfzr ééntributions to an understanding
of the role of the chorus in Choephori has dermﬁstrated- that
scholars are generally reluctant to accept the chorus as a
gollect_ive dramatic cﬁaracter deserving of examihation on their
own mérits. As I have showrt? thé'wcmen have been described as
"conventional", "typical female mourners', "loyal", "savagé",
"vindictive", "cowed", and all these descriptiorms assume that the
chorus are of secondary i.rréaortance to the méaning of “the play.

L d

The descriptions are often contradictory and none of them carries
o
the authority of thrc G:ee};{btext. )
The preser = rtnesis argues that the chorus, while certainiy
acting in conjunc~ion with th;a purposes of Orestes and Electra,
e;chibit, though oZter. covertly, attitudes and ideas that reveal

objectives of their own. It will be shown, fram a close reading



of all of the choral odes and major passages of N;igue, especially
the kamos (306-478) , tnat the chorus of oephe r anctron as a

self-contained and DsychO1091call@fmnu\-developed dramatlc

character equal in the intensity uf the;r languace and action to
the two principal actors of the play.

Chapter Two studies the parodos and then the kamos in order

to examine the methods by which the chorus, in the guise of mourners,:

influence Electra and Orestes to an act of vengeance that also
'serves the wamen's own desire -or revenge. The.frequence af
ambiguous references to "violated beds", "incurable suffering”,

and "blood stroke for thelstroke of blood"™ make it possible for the
audience to hear the intertwining of' the chorus' cause with that of
. Orestes and Electra. In this Section of the play, the chorus often
allude to the severe pereonal dangers inherent in the killing of”
kin and to the already weakened conditicn of the male blood-line
of the House of Pelopsi At the same time, however, as my
examination of the major images end themes suggests, the wamen
vcohtinualky urge Orestes to believe in the "Justice"-of matricide;
an- act that must 1nev1tably threaten his own life and, consequently,
the contlnuatlon of the royal line. By the conclusion of the
kamos, the chorus have prepared Orestes o carry out acts of
kin:killihg, but Electra does not take pert in the actual murders.

Throughout the kammos, the chorus as%?me a priQileged position as

teacher of the royal children. When the children falter or grow

too boastful,;the chorus do more than mere.y serve as a lyric .

=



back-droo to the songs of lamentatlon sung by the brother and - -
51ster. Whlle appearlné o) sunoort Orestes and Electra, the wamen
~ really undermine and threaten to destroy the continuation of
Apatrltlneal descent in the House of Pelops.

Chapter Three studies a stgnltlcant interlude (479-585)

DY

‘ between'the kamos, where Orestes utters his determinaticn to xill,

Y

and the scenes where he camits kin-murder. During this
intervening passage, Orestes aSsﬁmes the role of prophet, divining
_for the chorus his metamorphosis'into the snake-son of his
monstrous mother. The chorus' description of Clytemnestra's
nightmares of a snake suckling.at her breast is an integral part
of their attempt to ensure Orestes' sense of the "Justice" of the
mutders he is about to camit: - ‘ '

Chapter. Four examines the remainder of the play (585l10755
from two dlStlnCt yet related, approaches One of the major‘
themes and imagistic patterns that runs through the three choral
odes of Choephori (585-651; 783-838, and 931-971), enlarges and
Eeﬁines the_chotus' view of the bringer of vengeance ‘< <
dehumanized agent of the Furies. The most camon ima: in the
chorus' discussion of this concept is that of the snake, the
monster of Clytemnestra's dream. 'Thet;cnen continually reflect
on Orestes from this perspective. It is ironic thet when' they
?ncourage Cilissé (766-782) and,llater, Aegisthu£4{847;868) to
actions that cripple the ability of these individuals to warn the

household of danger or to take measures for self-protection, the

~

_—

10
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v ' ’ '[i/.j‘J" : . T

n, in ‘aiding an’ ting' Orestes, became, -for a moment; .. Loigs

: . - : ‘ = TR -
personfications cf the .uasculine snake-beast Orestes becomes. -1 °7 - 7 !

Chapter Five considers whether Aeschylus is rrisogynis‘t_i'c

in his portraval of the chorus. The recent work ’Sf the feminist

E

classicist, Frama Zeitlin, will previde a focus for argument.



Footnotes

10.

' The date of e~ h suiclar's work on Choephori is placed in
brackets in zhe main body of the taxt in order to assist
readers in seeing the chronological order of critical
viewpoints. / ' ,
Unless otherwise state’, all translations of the Greek
are my own, ard are baged on the late Sir Denys Page's
Oxford Classical Text of 1972. ’

A.W. Verrall, The 'Choephori' of Aeschylus  (London:
MacMillan and Co., 1893), p. X1.
A. SidgwicK?JAeschylus, Choephori  (Oxford: Clarendon
Press, 1900), p. xvii. ! .

®

Ibid. - | -

-

\ e

Sidgwick's idea about the conventional role of the chorus
has bee: reiterated by Hugh Lloyd-Jones, who, in The
Libation Bearers by Aeschylus (Englewood Cliffs, N.J.:
Prentice Hall Inc., 1970), pp. 3-4, adds:

®' The sex and station o the Chorus render it especially

suited to utter the bitter lamentation for Agamemnon's
fate 'and for thé tyranny of the usurpers in the first
half of the play. Likewise, in the second half the
Chorus is well suited to utter the passionate prayers
for the victory and for the preservation o§ Orestes.

T.G. Tucket, The Choephori of Aeschylus
University Press, 1901), p. 4.

(Cambridge:

Ibid, p. 5.
Ibid, pp. 4-5.
Sidgwick,}g: xvii, says: ~—

3 A

..the Scholiast clearly understands them to be [Trojan
captive wamen]..This is further confirmed by the passage
425-428, where they lament 'in the Arian and Kissian
(i.e. Asiatic fashion.'

The text of this passage is corrupt. Scholars have offered -
various interpretations of lines 77-80, in particular, of
the terms dox&c and Blov. ‘Apx8g has been translated as
"rulers" and "beginning" .(cf. the camentaries of Garvie,
Tucker, and Sidgwick). Same scholars have replaced Blou
with Bla or they have cawpletely deleted the word (cf. the
camentaries of Thamsoni and Lloyd-Jones). The general sense
is well translated by R. lattimore, The Oresteia (Chicago:
University of Chicago Press, 1953) : £




Co1L.

12.

13.

14.

And mine it is to wrench my will,” and consent
to their commands, right or wrong, '
to beat down my edged hate.

(79-81)

J.T. Sheppérd Aeschllus and Sophocles

Longmans, Green and Co.,

1927),

-

i d

(New York:

pp. 34 and%é.

James £. Hogan, A Camentary on The Cawplete Greek Tragedies
reity of Chicago Press, 1984), p. 107, also
agrees with Verrall, Lloyd-Jones, and Sidgwick on the
conventional role of the chorus and he describes them as
"slaves in the:house, perhaps brought back by Agamermon

f)§ Fram the outset their sympathy is‘with

(Chicago: Unive

from Troy (76 £
Electra".

George Themson, The Orestela of Aeschylus

University Press 3 1933

as Trojan:

(Cambridge:

vol, 1, p. 34 also views the women

. [Tlhe women reveal their own identity -~ they are
captlves fram the sack of Troy. They
masters by campulsion; their goodwill is reserved for
the avenger, when he cames. '

Anne Lebeck, The Oresteia *

Studies, 1971),

with their own suffering.

p. 98.

A

(Washington:

cbey their

Centén for Hellenic )

The interest is new to Choephori,
but not to ancient Greek literature. Cf.
where slave wamen publicly mourn Patrocles, but are concern

the poet's words, truly mourns Patrocles.
In later chapters, I refer to another wofk by Lebeck

and Mirror Image?, CP 62 (1967)
references to the article will he to Lebeck, "The First
Stasimon" and citations to the book will be to Lebeck,

Oresteia.

182-185.

Harer, Il 15,282 f‘f;

Briseis is the only one who, inj

_entitled "The First Stasimon of Aeschylus' Choephori:-Myth

Hereafter,

Maarit Kaimio points out in The Chorus of Greek Drama within
the Light of the Person and Number Used

Cament. human. litt. 46), p. 92:

{(Helsink1l 1970 =

The chorus employ the first person smgular in
reflective passages where they give their opinion
of an actor,.or in a more generally reflective tone,
sum up their personal attitude.

[

A.F. Garvie in his cammentary on Choephori accepts Kaimio's

argument:

%=

13



16.
17.
18.
19.

20.

21.

Lebeck,.p. 99. ey

In Aeschylus the Chorus often begin and end (cf. 81)

a song with a first:person singular expression of=
emotion, so that their ‘role in the drama is emphasized.
(p. 55) ’

rd

Iy $
=% ]

ik

Otis Kopff, Cosmos and Tragdfy  (Chapel Hill: University of
North Carolina, 1981), p. 69. '

Lois Spatz, Aeschvlus (Boston: Twayne Publishers, 1982),
p. 117.

Philip Vellacott, The Logic of Tragedy  (Durham, N.C.: Duke
University Press, 1984), pp. 107°'ff. 2

AF.

l,

Garvie, Aeschylus, Choephori  (Oxford: (larendon Press,

1986) , p. 122.

Ibid, p. 53.

N

-

Although Garvie describes the chorus as "conventional
representatives of Argos itself" (p. 53), it is Orestes,
it should be remembered, who introduces the problem of
. political motivation in the third play of the trilogy.
\%,‘See, for example, lines 287-291, when Orestes says:

<%

~wal Vv &yvol otduateg epiiuws HOAD

. xwpaw Gvaomy 'Thcd” “Adnvalav €uol ‘ d

uoAety dowydv: ~wthoetal 6" &vev Sopdg
abtdv te mal viiv nal v "Apyelov Aewwv s
notdv Sunalwe ¢ T v TE olupaxov.

I call upon Athene, queen of this land, to
cane and rescue me. She, without work of her
spear, shall win myself and all my land and all
the Argive. host.

Athena at lines 681-684: ¢

WWoLTt” v fion deoudv, “ATTLrw Asdg,
nowtag &lnac wplvovieg atuatog xutol.
gotal 8¢ waL 10 Aowmdv Alvewg otpaty

alel Sunaotiv Tobto BodAeutipLov. ‘

If it please you, men of Attica, hear my decree
now, on this first case of bloodletting I have
judged. For Aegeus’ population, this forevermore
shall be the ground where justices deliberate..

:"}\
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And Orestes at lines 754-758:

) Hc)v\dg, O aoooa Toug éuoug &5uoug;.
valog ToTogog eoreonuévov ol ToL
HOTEULOAG wE-  wal TLg ‘EMAwn Eoel,
"Apyetog avihp aldig &v TE. XohHaoLy
olueT atepoLg. . \

pallas Athene, you have kept my house alive.
When I rxd lost the land of my Zathers you gave me
3 place to livé. Among the Hellenel they shall

say: 'A man of Argos lives agaln in the estates of

his father.;.
Above passages are translated by R. lattimore,! po 1,4
ard 162, respectively. _ COR
22. Garvie, p. 54. o

R g
!

< h/‘
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CHAPTER TWO ‘»
"THE STERN RIGOUR OF BLOOD FOR BLOOD"!

\-

The parodos of Cheophori marks a dramatic moment in the play.

‘ v
The term refgz./s to the chorusv' firrst entranee, as wel. 35 txc)a th
first ode ‘they sj_ng.2 It “ollows’ a short profogue in which\.%;stes
mtroduces the chorus tc }*_é 51137: campanion, % Pylades. |
This chapter begins with an exammatlon of the structure,
language, and ﬁmaces in the oarodos in order to show the ways L} )

G
which the chorus of slave women use their posx_t‘on as rltual mur".o:ars

o 'Q

both to express and bo carry out their des:.re for vengeance aga.mst

' the House of Pelops.

PROLOGUE (1-21)
—

Orestgs sets the tone when he describes-the chorus in lines
ll3-l4 as "this assembly of wamen conspicuous in thei:éiéark robes”
(He* bw’wuo@ o Leixm YUOLLHEY EOECLY LEAQYXLUOLS nog'm‘)/w. ahd as’
"women who brinc libations as appeasement to the dead below" (x04g
wesohaL g, veor_éomg LELALYHOTO, iO—li and 15). Orestes' emghaiis
is on the outward appearancebf the women, and he engages in a fcmm
-of image-making when he uses words like mgocELxdow and éne vrdooe !
and 14). In add‘itionf'his rhetorical questions also suggest tha<,
in his mind, the®wamen may not necessarily be what their outward

appearance. projects. The term he uses to describe their apparel
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(U.E)LCLYXILZLI.OLQ) .sugc:restsltine possibility that their intenti@ris‘may be
as dark g the:; rores. There is an ‘ol-a\‘/ious assonance in weAQYY{poLg
A and pfiav atuo (':da.fk biood") . Reschylufy also uses a sitilar word,
LeAayx(Twy in Persians (114) to deséribe - ?fi* ¢ heart. The
x‘»ord‘ﬁlor "rabes" (@doeolv) can refer to a &eb" or a "shroud",:

both of which are imagistic reminders of Agamemnon's death robe. >

- . .
Orestes adds to the impression he creates about the chorus of slave v

i

waren by urging Pylades in lines 20-21 to withdraw with him "so that )

*

[Orestes] may learn yhys this band of waren are who are turning

towards [the grave]) ".4 In spite of the fact that he recognizes his

.
Y
-
B

sister Electra among the chorus of slave wamen, this does not mean
that Orestes automatically assumes their loyalty to the House.__-

i~ Nor, in fact, does Orestes connect his sister with anv

WOrcLs suggestive of her devotion to his father's house. Whether or

not the audience includes Electrd in the ~lural reference in line 15

7

to fer. les about to pour offerings as "honeyedfcha.rr'r“\s", to the spirits.
of the dead, even when she is referred to alone in a separate line,

Orestes linguistiéally'identifies his sister with the chorus: both o

appear to him as "conspicuous"” (mpéroucn and meénouaoy, 12 and 18);

and. both are excludedl fram references Orestes makes to his own plans

for vengeance. 5 - ' ~

-~

In describinga the chorus and/£lectrg/ in temms which highlight

the mysteriousness of their visual % pearagce, Crestes hints of the

.,

possible deceitfulness of simple appear Thus, even before these

~ “wamen have spoken a single word, neither their black robes of -
; ) -



mot1rning nor the drink 5ffe;§ngs they éarry seem to convince Orestes
of their- intention to mourn Agamemnon ;s:incerely.' Most importantly,
Orestes shows his ownwariness of the wamen ‘wh'o ;represent the

house’ o1d by hld.]_ng himself so that he can overhear their plans.

N

PARODOS (22-83)

The Eé_{: odos may be divided J_nto two strophes and two .

.antiustrophes' of equal length’(22-31 and 32—41); there are also
t;ﬂo sherter units, strophe and antistrophe'gaxma (42-_—53,‘54—65)
followed by an epode which is filled with textual difficulties
(75-83) . Lebeck .o'orrect‘l.y sees the c?tganiz.ation ‘of the parodos as
daminated by ring camposition, a pattern formed »thr‘ongh the
' recurrence of key words and .the metaphor of blood She traces
blood :unagery fram its f:.rst appearance in line 48 with "blood

1’

fallllng on the ground" (neadvtog o.n.uo.rog nedoL), to.line 67 .

"avenging gore fx:eezés“ (tltag wévog nérmmyev) , and, then, she
relates the llte.ral descrlptlon of Agamemnon s frozen blood to the

flguratlve image of the chorus "frozen by sorrows kept concealed". 6

Lebeck S perceptlon of a cyclicdl movement in the parcdos is an

important. one, and it can be expanded to- include at least four .

other patterns of terms and metaphors that are connected with the
\ . o

‘met;aphor of blocd.

In the first part of thls chapter,,I mll study the links

1 .
Fndtrnrmmdn W1AAA smaravr (JM;\)(\("! atmiking. (“[FTT).T')YUé\)(JJ\)) rending

-
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-

(dpoypcte, rAauldeg); hatred (HC’J’COQ?, otiyog) ; hdlitaxy viclence -
(Goxov, d&dmrovp,_dnékewv), and,\ﬁ-nally, da;:kness (&vwdeol) . It
is signifi"cant that all five sets of images are also used in’
Agamemmon to portray the dual aspects of Clytemnestra and Cassandra
as wamen who are both victim and prophetess of doan. This /dualit_y

i.n\thf female image carries over, I believe, into the portrayal of

the chorus of Choephori; it is a key to understanding their subtl.
ar.—. divided nature. '
According to Lebeck, the chorus of serving wamen "introduce

\

-both themes of lamentation as well as retribution" through the

7 What she does not note is that this metaphor

metaphor of blood.
begins as early as linfz 23, when the wamen cambine their actions of
r{tual lamentation with the action of bloodying their cheeks. The
disfiguring of skin would ot orly be striking to the Athenian
‘audience, for wham such rites of self-—flagellation{ had been outlawed
since the time of Soion, but it also dramatizes the'exte_nt to which
the women are prepared to inflict pain, in this case upon -themselvesv.s
In effect, they are aésociating the flowing of libations with the
flowing of their own blood.. They intermingle the wine, oils, and
perfumes of lamentation with the flowing waters of their own life's
bloo‘d.lO Suéh a dramatic use of @dvog occurs in Agamemnon in contexts ‘
that also highlight female attitudes -  actions. For example,
Cassandra, slave of Agamemnon and prophetess of Apolio, describes the

House of Pelops ambiguously as (1090-1093) 211



& &

uLa@ddeov 1tv olv, oA cuviotopa
abtapdua -uand Troptdual]
dvdpoapayelov wal méov SavThipLov.

A house hated by the gods and which

[correspondingly] hates the gods, one which

is cognizant of many.evils of kindred murder,

a sTaughter-house which drips wit: blood.

Whenever the term'idvoc (which carn be translated as “murder",
"Slaughter", "blwdShai", or ngore") occurs in Iﬁwj 1t Usually
refers to the murder of kin, an act which in Oresteia necessitates.
revénge by kin as well. Any member of the audience who is aware of
the use of @bvog in Agamemnon to mean both the show of blood and the
requirement of further bloodletting, should hear echoes in the slave

waren's first reference to blood in the parodos of Choephori.12

The bloody fingernails that rend the cheeks of the chorus create too
many channels and furrows and cuttings for the éudience to regard
them as,signs:of unambiguous lamentation, especially for a foreign
master (24-25, see discussion below). In addition, the audience will
recall that‘Clytemnestra in the first play defined her slaughter of
‘ Agamemmnon perversely as the éossible pouring of ritual libations
(1395-1398). Just as Agamemnon was likened by his wife to a

"mixing bowl full of evils" s0, too, the‘chorus of Choephori pour
out a mixture of libations fram their own bowl over thé grave éf
Agamemmon, renewing the audience's sense of the evils‘ever present
in the House.‘ The theme of the renewal of bloodshed andievil will

v

be further developed by the chorus in lines 66 f£f.

“ .

20
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Iﬁ strophe alpha (22031), the chorus associate the flov.;ing

of blood with the tearing of their own skin and the rending of their

) garments of mowrning. Early in the stro;ihe, the phrase "with sharp-
handed beating" (OEUxeLoL oy uéer, 23) introduces a sequence of
descriptions of the damage the chorus are ‘doing to themselves and

‘to their ga.rments.13

there is "linen-destroying”" (Auvopddooi, 27},
= "ripping of cloth" (Maxiéec, 28), ard, finally, "the breast-bovering
apparel of robes struck by e\/;entéz which bring no laug‘hter"
(WEQWL oToAuol ALY dye')\deOLg Eunpooals METANYUEWWY,
30-31) e The terms Uearudtwy ﬂ.’@oven robes-webs") and meETAnyLEWIV
("struck") recall for the audience ¢iolent moments in Z_\gan‘eﬁnon.
In that play, the chorus of Argive elders use Updoua
twice (Agamemnon, 1492 and 1516) to lament a master murdered and
caught in the sbider—li_ke woven web of Clytemiestra's death blows.
Similarly, 't.he éction of striking with intent to kill is used by all
three actors in Agamemnon.l_5 First, Cassandra, foreseeing her own
murder, as well as that of Agamemnon, prays for a "timely blow”
~ (warplav ANyNv); in so doing, she uses words’vmich Agamemnon
himself repeats when he is being st;abbed to death by Ciytemést.ra
(1343-1345) : 16
Ay. 0.‘JJOL, néminyuat watplay Tanyhy £ao.
Xo. otyar tlc manyhv &utel waielus oUTaoUEVOg;
Ay. Guot pdd’ aldig Seutepav ngw\nyué\;oc._
Ag. Alas, I am stricken by a timely blow within.
( Ch. Be silent, who is shouting about a blow, having

been stricken mortally?
Ag. Alas, once again I am stricken for a second time,

Clytemestra takes an additional opportunity to strike Agamermon twice
again when, in recollection, she boasts to the chorus of elders

(1379-1387) :



o

Lommua & &Y Enawo” én” éEelpyaouévoLg
obtw &' Ernpofa, wal TS ok dpvicouat,

O uhTe eedyery uit’ GudveoSal udoov: %
&neLpov &uolPRAriotoov, donep (xStwv,

nepLotLx (lw, Todtov etpatog wasdv:

LESTHEY abToD wdAa, wal memtwHdTL

ol €nevdl&uul, To0 Hatd xdovdg

aLdg VERPEY awtfipog etutalay xdotv.

I stard here where I struck upon my actions.

Thus did I act, and I will not deny this, so that

he could neither flee fram nor ward off doam. I
. set about him a vast net like that for fishes,

an evil wealth of robe. And I strike him twice,

and with two deep groans he let go of his limbs

there, and I give him a third [blow] when he has

fallen by way of the thanks which had been vowed

for Zeus beneath the earth, saviour of corpses.

By’the end of strophe alpha, therefore, the chorus have
mixed into their songs and physical acts of lamentation language
that resonztes with darker implications drawn fram the images in

the first play of beating, tearing, the flowing of blocd, and the

pouring of one's life energy over those either dead or about to die.

Antistrophe alpha (32-41) emphasizes the dark and troubling

images contained in the previous sfrophe by adding and juxtaposing
the ideg of "hatred" (udtog, otiyog). Not only do words of

hatred frame the antistrophe, but they also form a ﬁheme repeated
at two other points in the Eggodos; The chorﬁs begin by relating
hatred to darkness and éenales (32—36):17 w

Topdg Yo S0IPLE [¢dBog] S
Sverpduavtig €E Urrvou wdTov VeV
&wpdvuntov dupda-

o uunddev Eiaxe nepl edBwt,
yuvaLkeloLoLy év

&OooLy Bapbe T



Shrill fear that makes hair stand on end, prophet

of dreams of the house, while breathing hatred

fram sleep, cried aloud a loud shout in the dead

of night fram the inner chambers because of fear,
. falling heavily on wamen's chambers.

\

By connecting a prophet of dreams, first, to anger and, then, to
night and wamen, the chorus bring to mind the rcle Cassandra had

played in Agamemnon. Just as she, the prophetess of Apollo, had

. interpreted the dream visions she saw in the house as representing

both past kin-murder and the future murders of hersel® and
Agamermmon, SO, too, t;be chorus of Choephori connect interpreters
of dreams (here Clytamestra's dream) with fears about their
meéming, with feelings of anger, and with anticipation of murdér
(37-41) .

Whenever hatred is ment. ~oc in elther Agamemnon ér
Choephori, it usually foreshadows the death of the person toward
whan the hatred is directed. Fof example, when Cassandra foretells
her death at the hands of Clytemestrad, the Trojan waman divines

the reason to be the queen's hatred of her as a concubine of
18

Agamemnon (1261-1263) : |

Tebyoua wapol uoddy EvdroeL xdte: ‘ .
EnedxeTal, OMyova gwtl odoyavov, ) .
éufic &ywyfig avtitetoecdor odvov.

Uy

Weaving as a drug, she [Clytemmestra] will put me
into her anger as payment; she vaunts as she whets
a sword for her husbdnd, that she will take a
requital of my blood for my conveyance.

Strophe beta (44-53) contines the linkage among streams of
blood, the fear of speaking too openly, and thoughts of death

. . ¢
(46-48) . Nevertheless, the chorus ailude in lines 51-53 to a

Yy
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v

"sunless hatred of mortals: darknesses which conceal the hou.le with
deaths of masters".19 The audience is left to determine which |
masters are to be connected with the idea of death; logically,
SeoOTAY f;lvdtowu refers to the death of Clytamestra and
Aegisjzhus, but it co ..’ also refer to the royél brother and sister. -
There can be>no uncertainty, however, about the chorus' demand for‘
atonement by members of' the House of Pelops.
| When the women show the personal level of their hatred in
the parodos,; their words, foreshadow new visions of death fof those
who control them (78-81). .In Agamemnon, hatred was cl§arly a
driving force behind th% murder of kin and it continues to be so
~in Choephori. The chorus use personal -hatred of th;eir masters to
inspire a similar hatred in a younger generation of royal masters,
wko will be hated in turn. They 'é'onti.nually appeal to Orestes and.
Electra to remember the reasons why the latter should hate those
who Qﬁfairly ‘"’vern their lives and future hopes, namely,
Clytgmgstra and Aegisthus.

The hatred the chorus bear towards fhe House perfectly @tches
the depth of Clyteﬁnestra's hatred of a tyrannical husband. One
remembers the queen's retort to the chorus of elders as she boasts
over the body of Agamemnon. She{{blames them for not reg:ognizing the .
juétice of hating and punishihg a man who dared to sacrifice his own
daughter (Agamemnon, 1411-1412). She implies that because of the
urmilhli-ngness of the male chor;/s to act on behalf of the dead young

female, Iphigenia, she, Clytemnestra, anothet female, has been : /
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forced to use stealth in exacting due payment fram an unjust
husband.  Similarly, the chorus of Choephori must use their female
wiles to cirry-out-their own vengeance against the House. The
difference between Clytemnestra and the chorus of slave wamen is
that the former, assuming a ﬁwan—like role, actéd on her own in
exacting \}er_lgeémce. The chorus of Choephori will have .to carry
out their vengeance through the queen's children. /

Antistrophe beta (55-65) underlines the deceptive nature of
the chorus' language. The women juxtapose military terms that are
negated and, hence, seemingly innocuous, with a term that denctes the
pious reverence owed to gods (oEBag) ('55—58) :

oEBag & &uaxov dSduaTov ardrepov td nolv

SL" drwv eoevdg te Saulac nepatvov

vOu dplotatar.  @oBel-

TaL &8¢ tigr T & ebTUXETVY,

166" v Pootolc Jede te nal Secu 1t - v,

A reverence to the gods not to be hat led against,

not to be conquered, and not to -~ irred against,

one which formerly made its way through the ears

and hearts Jdf the people has now departed in revolt.

. And one is afraid. But prosperity, it ts this that

is a god among mortals, and even more than a gad.
Many commentators agree with the scholtast that OePag refers to
the "majesty" of Agamemnon, but an examination of its appeardnce in
the previous play, in this one, and elsewhere in Greek tragedy,
indicates that it properly refers to the m&zship of gods by men.20
In Agamemnon, for example, the chorus of Argive elders provide an
instructive definition, one that also alludes to the impiety of

. Agamemuion, as well as to that of Paris (369-378) :



condernr .

pursuit of wealth.
beflavidu; will bring about the downfall of men:
this amon:g mortals is a god and more than a god"l (& & eldTUxely,
186" tv Rpotolg 9edg TE MaL 8500 iéov, 59-60).
tone of the chorus' statement a veiled form of sarcasm, but the
wamen also go on to specify three female abstra;:tiors that will
pun_ishv the hubris of such mortals:
pain (“Axn), and Night (NGE): (61-65).°1 The cherus are wanum;\
all members of the House about the family's reputation for‘
arrogance and impiety: the ccmbinaﬁion of these two misconceptions
about mortal power led Agamemmon to kill his daughter; they led
Clytemnestra to kill her husband;

of the chorus' implied rejection of the godless household of their

masters. 22

.

..olm & TLG , :
Seolc RooTtdv GELolodal WEAELV |
doig &dntwv XdoLg
matold - & 8" oln eboePhg-
moavtal 6 éyydvolg

garo)\w‘;rwv oonT
mvedvtav petlov A Suxalwg

CwAsbviwov Esdtev UnEceey,

tnto 1t BEATLOTOV"

Sameone denies that the gods deign to care
about mortals, for those wham grace of
untouchable things is tramgled upon. But he
is not a pious man, and ruin capes upon\
descendants of over-daring men, when they
breathe more greatly than is rlght, when
their houses are teeming excessively,

beyond what is best. )

Like the chorus of Argive elders, the chorus of slave waomen

treir rulers for a lack of reverence and an insat.iablle

In antistrophe beta both types of sacrilegious

"But prosperity,

‘Not only is the

"the scale’of Justice (Alwun),

and, now, they became the focus

In antistrophe beta, the military language emphasizing

26
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the importance of reverence also implicitly attacks past irreligious

%conduct of menbers of the Hduse.

]

Strophe gamma (66-74) concentrates upon the theme of
disease, always a consequence of implous or hubristic acts in the

House. The wanen assert that there is no cure, mo means of

atonement, no method of stopping "the endless flow of blood
(66-72) ,/éarller in line 48 they had questloned whether atonement

for blood falling to the ground was possible, but here they reiterate
the idea that bloodshed always results in more bloodshed. For the

chorus, bloodshed is equivalent to the "violation of bridazl beds

J(SLY(SVTL 5" oltL VULDLHEV ¢&wrlwy, 71), an idea that adds an

~.)

- lntensely personal because 1t is sexual and self- revelatory) level
to the netapbor of blocd. Thé women identify murder with a crime

. mxmutted by males against females, thus highlighting one of the

majco‘} theme;;e of the trllogy the st.ruggle between men and wamen for

tators fram bldile to Garv1e interpret line 71

.‘t >

,ﬂ‘g‘
N S ﬁcqmpa.rlson between * Virginity and Loss‘of Life;
If however, the phrase "viotlaticn

y refers to the loss of virginity, then the

‘és agam mtens;fled on a visual level the

27
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Agame“%”x the husband of Clytemnestra made Cassandra his: o o
- con? g’ine and Clytemnestra herself referred to him as Her =
, ' éyer" and "honey of the Chryseises [slave-concubines] under
%E{e walls of] Ili{m" (.fﬂamemnon,- 1438-1439). The audience can -
L,
. or whilghe victimized them at Troy. All the audience knows for
' certain is that the women; at same point earlier in their lives, 9

TN,

had been violently removed fram their paternal homes, either by

Agamernon himself .or by his male ancestors. Regardless of who

"violated their bridal beds, these wameri condemn the House for

having inflicted a servile stz us upon them (76-77). In my view,

the chorus contain traits of Cassandra and glytermestra.

Physically,_ both Cassandra and the chorus are slaves to the will
and, perhap‘s, even *0 .the body of Agamemnon. Psychologically,
Cassandra, Clﬁa@sga, and the chorus of Choephori draw upon their
own immediate @(;;é,riencés of the destructive effects upon fémles

b‘f war, the death of kin, the loss or'QjJninution of family unity,
and physicai violation, as sources of their loathing for Agamemmon.
All of these x«aémen, though unrelated in blood, have suffered
bécause of men, impious men; suffering has turned each of them

into what the chorus call Clytemnestra: the "godless woman"

. (B0c%eog YuMd, 46).

The epode (75-83) provides an abbreviated biography of

the chorus, and brings together in this personal account the themes



of the wamen's hatred of the House (78-81) and of "blood that no
longer flows, but stands congealed" (83).
The metaphor of lood is cledrly relatéd to the experience

of females and, ‘as in antistrophe beta, the chorus appeér to pay
lip service to the House (75—81):24

guol 87, &udywav Ydo duplmToALY

Jeol mpooriveyrav, &x ydo oluwv ;
moateoloy Sovaldy ' Eodyov aloofu
Sinata wal ph dluara, ?
énovt” doxde Blov,

Blal peoonfuwy alvéol TLHEGY @oevdv
orive s paTolonL

But, as for me, (for the gods have brought forth
the necessity of a city besieged), fram my paternal
hames, they have led me to a servile fate. It is
fitting for me, conquering the hatred of my bitter
heart, to approve, when matters are borne by
violent force, the just and unjust acts of the .
rulers of my life.

Although, as I observed in Chapter One; Garvie views the role of

the chorus as providing a polit%ggl statement on behalf of Argos,

.3\ 3
nevertheless, he admits one diff3

: "It is odd that Aeschylus

N5 3 25

should here stress their status as'gfiscners—of—war (75=-7)".

The chorus emphasize'their servile condition, but the choice of the

fal i}
! . o Y

word alvéal is digficult to engpffain without questioning its

- meaning. AlvéaaL can mean "to acquiese in" or "to sit still for".
On the other hand, it can also mean "to praise" or "to approve'.

The women, therefore, could be sayingﬂ%hat”they publiély approve
theif masters' actions, | ., in view of their earlier warnings about
the dange}s inherent in impious behaviour, their referencg to

"unjust acts" condemms, as well as praises. The wamen describe



their own efforts to "conguer" a bit‘ter. hatred, and these are harcly:
the words of oanplacenti. s_la.ve_s_or docile a&ﬂr&s of the ur;just acts
of the rulers of\ their lives. The chorus resemble Clytemnestra,
because they use slightly ambigucus wprds like alvéml to say one

thing, while makmg the audience think of the opposite.

.“'.

The chorus; conclude the epode with a'stataneni t.hat 1s |
emblernauc of the threat they pose to the House as nomma o ;; B m.;
"I weep under veils because of the wanton [pointless?] acts df“ m}] e '
masters, while T am froxen with hidden griefs" (&wwiw & Lo’
elpdtov wotalolol SecoTdY TUXALS, HOUPAloLg TEVIECLY TXVOULEQL, .

81-83) . 2°

One of the most ambiguous cries of lamentation uttered . .
under veils is the chorus' allusion to "wanton acts". Unlike othér
s.cholars, I believe the‘chorus are. inter alia, alluding to the
impious sexual conduct of Agamermon.27 When Clytemnestra herself
is about to die, she reminds Orestes, her son, of Agarne@onfs Tehrela
(917); she demands that her son recogpize the origin of a mother's
and wife's sexual miscondhict as arisincj’ffalx that of her husband’s.
Since the chorus have just finished camparing sexual crimes ccmnit‘ted
by males against females to bioodshed, the words uaratougx. &eonoTav
tOxalg can, in my view, then refer primarily to the sdmal behaviour
of Agamermon.

. It is, therefore, the lust of a male which is the main cause
of the chorus' weeping in secret. The "vain” and "wanton sexual acts
of [the1r] ‘masters" have resulted in o2 chorus who describe themselves

s "frozen with hidden griefs" ( I%;&%o speaklng, the chorns ‘do

"
Y
3
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va Q&t mean that they are weeping for Agamemnon's pointless death

apd thereby find solacé in ambiguous language, but rather that they
. g
are using such language to renew the cycle of avenging bloodshed in the

~

House. This is how they, as "godless worhen", can attack the House

!

fram within. ~

' - As the parodos cames to an end, the hateful words of the

women flow back to thoughts of blood, viclence, tears, garments that
conceal, deeds that reveal impiety, and masters who must make
atbnenent. The intertwiring bt mowning with desire for venge‘ ce,

" a theme which the chorus irrtroduced in the parodos, continues oﬁgh
the play and reache§ its climax in the kamos, where .the wamen
influence the child;.;en to act as their surrogat,e,',.canying ot both-’

the -chiidren's and the choms; own desire for vengeance against the

House.‘ It will, therefore, be useful to examine the stichamsthia

/" ogue) between the chorus and Electra before turning to the kamos

. ...f.
~ STICHOMYTHIA (106-123)
> Just as the chorus have transformed a song of lamentation
" in the parodos into a song of retribution, now, in . the stichamythia,

> they turn Electra's song of lamefitation into another song of

retribution.?® In place of giving advice to Electra, the chorus }
first rouse her hatred for Aegisthus. When Electra asks the chorus

to identify the pcrson wham the prayer is to cdmfort, thus admi tting

.31



her need for personal support ("Shall I pray these things both for
me and fdr 'you?"), the wamen reply "It is for + yourself, having
leérned these  things, to consider [them]" (1li-112).

This dialogue is the first of several maments in the play

¥
s
r

whére the chorus appear both to co-operate with, that is, to assist
or to hearten Electra and/or Orestes ,‘ and, at ‘the same time, to:
distance themselves frcxﬁ the action to be undertaken because of
their advioe. The ambigquity of their reply encourages Electra to
assume their loyalty and support. Yet the audienée senses its negative
iﬁ;plications, too. By throwing the responsibility of prayer back
upon Electra, the chorus aré ‘forcing’her not only "to cépnsiderf',

.. but also "to. speak out" (@odcni) what she has learned fmn{bthan
Electra needs the phy51cal and emotional support of these females
who, w1thout her knowledge, are transformlng her into the publlc

spokesman of their hatred and desire for vengeance. In effect, the
chorus abrogate the rights of a pedagogue (116-123) :29
A HA. €D "COU'L‘O, wpodwaoag 00X MLoTE uE.

Xo. roug aitioLe vuv ToD edvou pHERVNILEVN
. Tl oot SLBaon” dmelpov EEnyouugun.
. EX9elv TLv’ abtolg Saluov’ i BOOTGV TLvaL.
. dtepa SLuaoThv i SLkunedooy AEYELGS; ’
drowotl eedlovo’, dotig dutanontevel.
nal 1ot wototty eloefh Sedv ndpa;
T 6 o0, tdv éxdpdv GutopelBeoTal HaHOLG;

sErEyss

El. This [is] well [said]. You have ins ted me
very well. .

Ch. Be mindful of those responsible for bl s}49d.

“El. What am I to say? Teach me who is me}cperlenced

" by leading me out of it.

Ch. [Pray for] same divinity or mortal to come
against them.

El. Are you spéaking of a judge or an avenger?

Ch. Say simply, whcever will kill in return [for
killing].



El. Ard is this a pious thing for me to ask from the
gods?

Ch. Surely it is [pious] to requite the enemy for
[with, or by means of] evils.

Such a chorus, who do not distinjuish between Suwaothv_ ("judge") and

Suungdpov (avenger) , instruct Electra on the iesson of Afwn ("Justice"):

it is pious, they say, to kill one's enemies, even if those enemies
oonsi'stf of kin -- an apparent religious contradiction to their own
definition of offog in the parodos.

Similarly, after Electra makes her prayer to chthonic Hermes
o \

and pours libations over Agarr\ermiqn"-s tamb, the chorus' prayeri_ irhich
outlines the ritual just ccmpleted by Electra.', re—defines her )
actions in language that guides her to see the pouring of libations '
as a powerful deed possibly efficacious agamst evils, and to be
associated with military defence-works, and the threat of darkness

and death (152-163):30

tete &dmpu wavaxtg OAduevov N

drouéuwl SeordTtal

e0¢ Pelo. TOOE HESVEV HOMGV T’

dandtponov, &yog [or c"xAYog] dnedyeTov

neEunbuwwy xodv. .

e 8¢ wou. ofBag, O, O Séorot”, €E
&uauede eEEVOG.

4ToTOTOTOTSTOL *

{1 TLg Bopuodevihig avip

Svarutho 68y TInudLtd T° v xepolv

mai{vtov’ év Epvwl] BEAN r;md)u\wv Aong ‘

oxédia T adTAMWNo. WiV Eupn

Pour forth a plashing tear that has verished. for K
a master who has perished, upon this bulwark of
evils and averter of good things, hateful pollution
[pain?] of poured libations. Hear me, hear, oh
reverence, master, fram a glocmy heart.
ototototototoi, let a spear-strong man come,
‘Jeliverer [dissolver?] of the house, Ares [god of

: war] brandishing Scythian bow bent in his hands in
the act and wielding hilted swords in close cambat.

A

2

4
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This passage has Cazsed much debate amohg scholars because of the
obscu.fity of the women's lang.uag . If one accepts M's reading of
the passage as t.ré.nslatea above, the chorus revie_aw “he pattern of
central images they developed in the parodos in order to inflame
Electré's. hatred and to meld her will to their own. In teaching
‘Electra the 'proper' way to pray, ironically witnh.hateful words, the
wamen get a vicarious pleasure in speaking the very words that m;s:k
their contempt fof the House. |

Sc .olars miss the Domt of the ambiguity of the mﬁen's words
when they reverse the order of the vbrds HOMOY ue&@ T ("of evils and
of good things") in line 154, and read "this bulwark of goods and
averter of ‘e;/ils".Bl In my Opir:ion', unless the chorus are being
facetious here, it does not rﬁak& sense for them-either to describe
Agamemnon's tamb as a "bulwark which consists of evils" or to refer
to the "deprecatory pollution of pouréd libations" és "an' averter of
good things", if they truly support Agamermon and his children. If,
however, the bitter hatred vthe,,vnnen feel for théir masters includes
all members of the House of Pelops, then they would indeed regard
Agamemnen' s tc(;b as a military fortress, the walls of which require
radical ;action bv the living.

On the one hand, the women consider the pouringpof libations
to be a loathsame pollution, an act which in the parodos they had made
" equivalent to the shedding of blood that demands more bloodshed |

{66-74) . Nevertheless, as captives and servants, the chorus are

forced by their status to sutmit to further self-pollution even as

34



. behaviour.

35

they join with Electra in pouring out libations. On the otherxhand,
the pourj_nig of libations is alsd their means of per\verting the
‘sacred ritual act of lamentation: it allqars them to teach ﬁlect.ra
to speak words of killing as a new form of prayerful‘ and pious

32

Finally, the chorus' praver for a spear-strong man to " loosen” .
the house, "an Ares", is equally aminous. The word duoiutfip can be
viewed positively as "deliveter“, and this will be the superfi‘ciél

image that the chorus teach Orestes to believe in. The tem can alsc

be used negatively to mean "loosener", that is "destroyer",. and it is

an epithet well-suited to th& chorus’. concept of Ares, a sl of war

<

{4

s

who kills men by loosening their iimbs. ‘For tiy. wamern, Are.gf

v e

. . i "'-.)’ E ‘."’ ‘ ' e .
symbolizes their warrior, the one who mgu,*evehtua”lygr wage their battle

Y

against the fo;tress of tomb and House; thrquéh Orestew, 'IAre“s will be i
their means of "loosening” the House' polluting hold onA‘then.
Therefore, when the women invoke Aganémon in prayer, |

calling him the epitome of "reverence” (oéBag) , one recalls. that in

the parodos (55058), oéBag had connotations of the hubristic conduct of
men, especially Agamemnon. Now, 1 lines "156—‘1;57,,V the -‘chorﬁs giveh an
underhanded campliment to Agamemmon, §£r§t, by deleting his personal
'name, seéor!d, by replacing it with, a“'ﬁéésf:ioriable epithet of religious
glo;y, third, by adding the cammon de:scriptoruqf "despot", and,
finally, by feducing him to an eJustenceas a "mere consciousness"
(gofv); he is a "weak;' (duowodg) and jrjéssib’iy‘ non-efficacious spirit,

4

one incapable of bemg sensed, were i#;"npt, they imply, for their own

-



prayer.34 It is paradoxical that just for a brief mament the wamen
nlace Agamemnon in need of them, like a slave needing direction.
Long before the kamos, then, the recurrence or intensification

of images begun in the parodos signals the’threat the members of the

chorus pose. Their raison d'étre is hate which will be realized in the

‘form of vengeance against the House of Pelops. Their equivocal language
,creates an image of a chorus who pubiicly reinforce Electra's deBire to

> e
avenge her father's death, but who 'privately seek the means of

-

éradicating Pelops' entire line. These are the wamen who, after the

B

redey

hition scene, define Orestes and Electra not only as "chiidren”,‘;

i the irmediate descendants ef Agamemncn, but-also as would-be "saviours
: T

[

of [theirklfatper's hearth" (264). ne chorus are acting duplicitously

here. They openly‘%ilence;the children (ouy&3’, 265) and pretend to

speak out on their behalf E&Lwishing for .the death of those who unjustly
Y .control the house. réut the juxtaposition of two opposinésparticipial

nouns, the one denoting "rulers" (robg”gpcroﬁvrdg), the other denoting

the future of the rulers as "slain" (Saﬁém%dg),35 and the graphic

f

description of life's juices "oozing liké ﬁitchfblack currents ot
flaﬁg" (v unuibL mLootpeL @Aoydg) create é'dangerous picture for
3 Eleétra“énd Ores£es as young and would-be rulers of: such a House.
If ﬁhe children succeed in their murder-plot, they, too, will take up
"in turn the dual roles of the rulers and the slain in a”fated household,
"7 “where lex talionis prevailsl The opposing images of saviour and-killer,

ruler and slain, haunt the kammos as well. R
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KOMMOS (306-478)

According to Aristotle, a kammwos is a song of lamentaticn, a
threnody (death song) cammon to chorus and actor(s) .3‘5 As noted in '
Chapter One, the ’kor_rmoi has been. the center of most critical
commentary in Choephori. After reviewir}g the major points made
about the kammos by previous scholars, I shall discuss them in
relation to my own views.

a

¢ Recent cammentary has been inspired by what is called 'thé

great debate' between Lesky and Schadewaldt. Garvie summarizes the

debate as follows: 37 ' ' —

Lesky..argues that the principal function-is to show us
Orestes at first anxious and doubting, then making up his
kind.to a matricide which 4ill now has been only in the
background. . .Lesky's view then is that the kamos is
dramatic and dynamic.

For Schadewaldt..it is dramatically static, in that Orestes'

decision is nowhere (until 899) a variable in the play, and- -

there is never any doubt that he will do what he has came to
do. His resolution is as fixed at the end...Schadewaldt
argues that..in the kamos, it is the audience which
experiences ever more clearly and intensely the necessity
of matricide and becames convinced that Agamemnon will hear
his children's prayers. . Sy

As Garvie's r@view makes clear, for scholars the kamos is designed w

reveal the R9o¢ of' Orestes and to study the nature of his tragic

dilénna.38 Wirmingtbn—lngr,am, thowever, urges the audience_t{)

consider the structure of the scene ‘as a signal tq the prcmmence of

the chorus:39 ' o
It [the kamos) is lyric, and (though this ha%st.rangel/,
been denied), in it the role of the chorus is &f primary
importance and in some degree governs its camplex

structure. , .

The chorus open, close, and serve as an interventionary force +in the

kamos. Garvie divides the scene into four sections: "..the first

¥
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(306-422) consists of four triads in each of which the étIOphe is sung
by Orestes, the antistrophe bv Electra, tie two beiné separated by a
stanza of the chorus". 'The chorus respond to Orestes and Electra in
the second section; the third section is primarily triadic ’again and
in the fourth the chorus sing a strophic pair' .40
The choﬁxs begin by associating’the E;reat Fates »(‘P'btml.)
who are female, with another female, Justice {Alun) while,;at the same
time, reiterating the Ve_ryk lesson of an avenging A(xn which they had
earlier taught Electra in the stichanvthia.41 As the chorus prax'that
'a hateful tongue be fulfilled in return for another hateful tongue", and
also that "Alun take oayment for what is owed and again that "bloody

st.roke be paid in return for bloody stroke" (309 313), one begins to

hear strains of the cause of the "Epuvleg ("Furies") mixed into the

kamos. In égémenmon, the audience recalls, Clytamestfra sumarizes

the "righteoﬁsness" (9¢uLg, 1431) of her vengeance as an act involving
three female deities (Alun, "ATn and ’EQLVL')Q) on whose behalf she has
slaughtered Agamemnon, thus fulfilling his Molpa. Later, in
Euvenides (334), the 'Epwéeg also associate themselves with Molea
and the blood due to earth when kin kill kin. In Choeghori, even as
the chorus remind Orestes and Electr‘:a of- the ancient lesson that the
"doer must pay" (313), the wamen are also errtphééizing the endless

murderous demands of lex talionis (306-3.3) .42

The effect of this ancier.”. law .s seen in Orestes' response
in strophe alpha (315-322). But, as his part in the komos.develops,

the chorus approach the% male pupil differently from their female pupil.
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Orestes will be encouraged to assume an active role in the caning
vengeance and Electra will became the passive recipient of ideas that
she is permitted to voice, butrnot to carry out in action. The first
.L:;example of Orestes' awareness of his greater participation is a
statement made while invoking his "unhappy" [or "ruined") " Eather"
(alvdmatep, 315). Orestes asks Agamer‘monv to clarify what he, as the
son, can say or do (316) to bring the light of Moipa (319) in place of
the darkness of his father's tamb. By speaking in such terms, Orestes
is already assuming the role of the chorus' "loosener", an Ares in
front of the fortress of the tamb. Part of his self-confidencé
arises, perhaps, frcm ha\Ling been reminded of the obligations of lex
talionis in line 312, a lesson which carries with it, as the chorus
assert here, the weight of a "thrice-aged saying" (toLyépwv uDdog) .
The chorus reply for Agahermon in strophe beta (323-330)
by explaining that the "eséence" (tuoévnuai of a man slain, and one
whose bodyhas been cremated, lives<on beyond the fire. In fact, in
| Agamemnon's case, fire has transformed his essencé into wrath. This
essence is the vengeful spirit -of Agamemnon that resides within the
fortress of his tamb. Although, as Garvie assérts, Orestes in lines
327-329 hears the story of an Agamemnon who is both lamented as dead
and wh? has returned,as avenger, the present tense of the two
participles and their juxtaposition w1th the earlier aorist (past)
participle suggest that the story canlapply ta Orestes as well. He,
too, is being lamented by the chorus. All the while e is” psychologically

maturing in the kamos into a sense of responsibility to kill mother
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'
e

and her paramcir, he is also figuratively "dying" (Sviiowwv).

-

He will kill kin as surely as did his "dead" (Savdvtog) father,

\
Agamemmon, and, just as surely,‘Orestes will becare the object of
the Furies' huﬁt in Eumenides.

“

There is a similar double entendre in the following line (329).

In that line, although the chorus do not expl}citiy mention Clytemnestra,
the collocation of the words natéowv Te wal TEKOVIGV alerts the
audience to the possibility of a contrast between males and females.

4 o

Scme camentators cambine the words and translate them as "fathers who

43

begat or sired children". Others separaté the words and take TEMOVTEV

as a reference to ancestqrs. Lebeck argues, however, that texovtdv
refers to a mother.44 fhe ambiguity created by the collocation of
the two terms, separated only by the conjunctions te wal , make it
.possible for the éudiéhce to think of the caming death of a Tother who 5f
killed é father and who will, in turn, be killed by the father's son..
"If the parents of Orestes and Electra suffer the punistment of death,
one'ﬁéy infer fram the chorus' song that the same suffering awaits
their offspring. The feminine resonances of tewovtiv are found again
in liné 330, where the chorus describe a lamentation that is "full of
justice" (évéLuoc).45 In the context of the Eggjé§, it is also a
death song that hunts down murderers with the'same keen-scentedness
that Cassandra posseéséd in Agamemnon (1094). )

Pramted by Electra's prayer to her father in antistrbphe
alpha (331-339), in which she questions the existence of an ////

unconquerable dta (339), the chorus allude to the poséibility that a

0



god might cause very harmonious "loud sounds" -(keAdboug). The women
define these sounds as a raiav, a newly-mixed uﬁt’Aoy ("kin" or “close
friend") .46 Not only does xeAddog have military overtones as the din
of fighting, but maiav, too, has similar oom'xot;at_ions.47 Toadv
carbines the opposing ideas of a military song chanted by soldiers.
as they are about to wége war wi'th a song of the god of healjmg,
Apollo In the first pléy, however, the god has abandoned his
prophetess Cassaﬂ’ a by leading her to <Argos, where destruction

awaits her.48 Cassandra mocks the god by suggesting connections

)

between the name Apollo and the pun on his name which means "destroy"

(1080-1082) .49 Malav also contains a pun on the Greek.participle maluv

@3“"1_}(11’@ ), which rem.mds Aeschylus audle_nce of the frecxuent .
vocabulary of striking and, in oartlcular of the death blows aimed A
at Agamemnon and Cassandra in the first play.

Finally, in using the image, "a newly-mixed wliog", they

-~

anticipate Orestes’ plan to enter the house disguised as a guest-

" friend bearing the news of the death of kin. Both Oreszes and

Clytemnestra exchange words about the duties of guest;-friends in
lines 705 and® 709 and, in this way, Orestes begms to pour out fram
his bowl of 'evils. The choruso' image of a "newly-mixed ¢@(log" alsb
looks back, as § noted earlier, to their own bowl fram which flows a
mixture of blood, libations, and evil thoughts (cf. Agaﬁermn's
muung bowl of evils in Agamemnon, 1397). The word wlAog most
oorrmonly denotes a close friend or a kmspe.rson, thus, it suggests.
in this passage the way in which Orestes, as a beloved sor, will keep

the cycle of kin-murder alive in the House of Pelgps.
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(0tog @lAoLoLl). Because of'descriptions contajined in the first play,

g The chorus repeat tms disconcering use of ©{Xo¢ when Orestes
in stropﬁe gamma (345-353) utters the impossible wish that Agamermoh
had died at Trov. In antistroohe beta (354~ 36,;,3 they redirect his
wish by insisting that Agamemnon became "kin to his dead kin below"
the dead kin below rust include not oaly Iphigenia, slain by her
father, but also Thyestes' childrem, slain by the father of
Agamémnon. In the House of Peloos, kln—mambers are not. sired to
]Ay the pleasures of mutual love or frle.ndsmp, but rather to beccome

@tion after generation. It is the

lmpllcatlon OF thls abuse of (pLMo. that the chorus' lesson brings to

b4

the surface ey%y whlle they add td the abuse of peAla by encouraging
& Y
50

Mguof the murder of kinfolk.>
; In antlstr‘ .%{,:‘“ (“36_3-372) when Electra utters a prayer

that 1s the opposite Ad% Orestes', namely, wishing that her father

had not died at Troy, but that his murderers had, the chorus behave

differently.* In a condescending ménner they call her "child" (mal)
and portray her as a spea.ke.r of big-and empty words (372-374). °L
They describe the hands - chose who rule the house as unholy, adding
that the children, too, have inherited rather impious hands (LW&\ov
yEYévntal), an important point which not all commentators have seen.
On this partially corrupt passage Lebeck agrees with Rose and

Groeneboam that the chorus are referring to the heinousness of the

very crimes tiey ake urging the children to camuit: the murder of mother

52 .
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and-cousin. Lebeck translates ando,comrients:

42
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1
"Impure are the hands of the mighty, the hated
and it has befallen the children still more
A crime more impious, a greater sacrilege, has fallen
.+ t> -he lot of Agamermon's children than, that of which
" his murderers are guilty. '

But the primar? ‘reason for this ever-growing responsibility
for camiting murder is contained im the verb yeyeévntai: Orestes and
Electra belong to the Yé€vog ("famiiy—line") of an accursed family.

They are doamed to mature to the same predisposition (§%og) for

‘hubri~ and kin-slaughter as their parents.

After Orestes in strophe delta (380-385)_ prays to Zeus to
send uw a "late-avenging &ta", the chorug in strophe epsilon (386-392)

utter, for the first and only time in the kamwos, a vindictive wish

AN
that they could "cry a song of triumh over a man smitten and a waman
° .~ . / t
dead" (386-389).°° 1In the parodos (80-81y thejschorus spoke cbliquely

B 3

of att%npts to repress,and conquer hatred. © H"’ e, in the kamos, they
boast openly of the "hatred of storm winds that blw in their hearts”.

Like a good pupil, Electra imitates the language of her pedagogue in y
anti:strophe delta (394-399) by praying aloud that Zeus "cle%ve\the -
heads [of her enemies]". Both her double exclamation. of anger

(0el peD) and her imitation o:; the chorus' pray;er—lj_ke formula of

lines 367 ff.' show that she has learned th» chorus' lesson of blood -

for blood bv demaning violent justice to repay her for having suffered
injustice (398). In fact, Electra calls upon Earth and other female
vengeful spirits contzined therein in language that echoes the chorus'

earlier words (267-268) .54



In lines 400;404, in 1der to ensure that Elecfra ga.nd Orestes
‘recognize the "Justicé" of the.- jesire for vengeance, the chorus
teach again the bloody law of an eve for an eye, a. law v;hosé
parameters they had stated in lines 66-74 in the Earédos:

-
A véuog utv goviag araydvag
yuudvag éo méov &0 mpocal TETVY
ali:  BRodl Y& Aolydg ‘Epuviv
moed v edTteEpov eI uwy &tV
etéocv Endyouoov €’ &

Jut it is a law that bloody drops falling on the
ground demand another blood([letting]. For .
destruction shouts for a Fury from those who died
earlier, [a gorgon-like female spirit off vengeance]
who leads another &m upon &tn. ’

Sider maintains that the chorus are reciting the code of the Furies.35

The chorus, however, do not speak of .Furies, but rather of a single
AR

Pury. Their careful selection of number allows the audience to identify

the singular avenger with the person of the chorus who speak of

themselves, for the most part, in the singular. Furthemmore, the

pattern of *hree female nouns, ‘Eowvlv, a first, and then a second, 4t

. ) ¥
reminds us of the chorus' earlier -vengeful triplet in the kamo

-~

(306-311). In that passage- the choru§ did not explicitly include the

word "Epwvlv in describing their ideas of vengeance; now they cambine

the drops of murdered kin's blood with the ancient female deity whose .

sole function is to bring justice upon those guilty of killing kin.-

She is the same female deity who, in a plural form, will track down
the blood-polluted Orestes in the last play of the trilogy. When the

chorus of Choephori describe "those who have died earlier" (403) in

the House, it is important to note that they do pot stop with the past.

S T
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* Future deaths will ¢ame, inclugding certainly Clytemnestra's and

Aegisthus', but, ip the context of the lesson the cﬁbrus'are teaching
about the power of yévog and Hdog in the House of Pelops, kin-murder
wi}l always be renewed in’ this family. One wonaers how clearly Electra
‘and Orestes under;iand the personal implicaticns of their role in
renewing another cycle of bloodletting. In line 429 brestes hinte
: 0
that he does because he connects the murder of his mother to his own
death.”® = ) |
£
The chorus waver fer the first time in antistrophe epsilon

(410-417), their sense of confidence shaken because Orestes openly

despairs of being able, through his action, to end the cycle of
A ‘

e e 2

"very gowerful curses and dishonoured remnants of Atreus' house".

For thewchorus,iit is one thing ﬁo endure Crestes' flashes of
intuition about the dire consequences of the endless cycle of the
murder of kin, but quité another to sense him withdrawing fran his
avenging role out-of fear and desperation. In order to dr ' Orestes
away fram further thoughts about personal risk and the hopelessness

of his cause, the chorus speak im general temms, letting him be the
“teacher" of their words of sorﬁéw and lamentation. In this way, they
hide theldark and sﬁormy anxiety he arouses in them bﬂ:hié hesitation;

57

covering it with a mask of empathy for his concerns. At the end of

&
the antistrophe, by encouraging Orestes to think more confidently
about himself, -the chorus, whose "heart was earlier fed by griefs all
~
lifelong" (26), have now redaired their own self-confidence, too

(415-417) .



~

When Electra repeats her request for instruction in
antistrophe zeta (418-422), her words betray the difference between
the female and male offspring of Agamemnon. The chorus play on |
- her dif feren%psychologlcal outlook whenever they respond to her
w1th comnsel Here, as eaa,her in the play (cf. 87, 91 and 118),
Electra remains prlmarlly concerned with what she can say. Nevertheless,
for the first time Electra changes that female passive image of herself
by becaming in her language the embodiment of a female avenging
~ spirit. It is she who dares to speak the word "mother" (uatede,
422), identifying Clytemnestra's implacable temperament with that of
a savage-minded wolf. 58 1n fact, she appears to think of her mother
as a beast. -Electra's use of the preposition &u("out of")' has
.overtones suggesting that, as the daughter of such a.beast-notlier,
Electra, too, has inherited the savage temperament of a wolf. 59 The
outspokenneSs of her language at this point in the kamos shows the
: . . \\__/’\\
workings of yévog and fi%o¢ in the House. It would appear that ﬂ'xe
chorus have help in mak_l.ng their lesson succeed
Electra's savage outburst inspires the same hostile and
bold language fram the chorus as they reply in strophe eta (423 428‘ 60
éuodo. woudv “Aperov &v Te Kioolag
“Vouolg inreutotplags
- &P LUTSTANK TG ToAudomta & v (8elv
EmooLTEPOTOLRT T& XEPdS SoyHTa
Svwdev Gvénadey, utlnwe 8° €ngppdSeL
upoTNTOV dudv nal movddALov wdpa..
T struck an Areion (Warlike) kamos [striking] in
' the strains of a Kissian wailing woman, and it was
. . possible to see the successive outstretchings of
hands struck incessantly and drawing much blood fram .

above and fram below, and my entirely wretched head -
strlcken by a blow sounds in retu.rn

L
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" rare. By describing a kammos as.a warlike act of striking, the Qunen

47
As in the parodos (22-31), the chorus' language call attention to
the women themselves not only becauée, as I have discussed earlier,
excessive forms of lamentation were outlawed by Solon, but also

beCause their use of the word kamos to mean "striking" is extrémely

Es

9

a2,

/ : .
"+ underline their particular abuse of ritual lamentation: they are
a0 .

¥ : .
transforming a kammos, a song of lamentation for the dead, into a

perversé‘song, that of female avengers battling for a kind of justicej
that can only reéult in more bloodletting, déath, and impiety.

In strophe beta (429-433), Electra takes up her part in the
é{gigg_song by referring to an "all-daring mother, inflamed and
destructive" (61Ca).6l The difference, however, between mother and
daughter, one admitted by Electra herself, is that Clytemnestra
was never' satisfied with merely uttering the words of Ares: she dared,
she killed, and she buried an arrogant lordﬁgntirefy on her own. By’
contrast, Electra dares to kill only in words and only in conjunction
with the chorus' instructioﬁs.

In strophe iota (434-438), Orestes' response is to
disassociate himself fgan anything that makes him comparable to
Electra. He hints in line 434 that "you; (Electra?, the chérus?)
"have spoken everything in a way that'lacks "honour'" because it
does not require the physical act of taking vengeance on his father's
behalf. Orestes' reaction fits the image of males in the Hqusé. Not
content with words, he insists on a vengeance to be exacted "by my'l
hands" (437), ard he places those hands under the guiding and mminous

control of the gods. Even though he admits knowing that his action



might precipitate his own cdeath, hié reference "bv divinites" (Ewat:
Sapduav) suggests his hope of divine protec‘c:j.on.G2
In antistrophe iota (439-443), it is the chorus, ard not

Electra, who mention, %or the first time in the trilogy,
Clytemestra's alleged mutilation of her husband's corps'e.()3
The women may be attempting to incite Orestes to campit métricide,
adding to his reasons anger at such foul treatment by his mother of
her father's body. The chorus suggeit a parallel between father and ’
son because they allude to the w .y in which Clytemnestra's treatment
' of Agamemnon's corpse will cr: .. .2 Orestes' chance of future
authority over the House; her .:.iot_ivation, the wamen say, derives
fram her "s_éeking to make his [Agamemnon's] doam intolerable for
your [Orestes']-life".

M  Electra's reaction to the story suggests that she neither
knew of nor was present at any mutilation of the vcbrpse. She
merely replies to the chorus: "You are spéaking of my father's
doom" (444). She never challenges the story nor does she indicate

a camplete confirmation of its truth. Electra prefers to dwell on

the past not as a story about Agamemnon, but rather about herself,

about her ruined hopes and humiliating servile status after Agamemhon |

died. In her recollection, she "was standing .side dishb’nom;éd-, shug
y . LT 3

\ooncé'ntrateg entirely {pon

o~

3

up in an inner-chamber" (444-446). She
Clytemnestra's victimization of herself as a helpless and unprotec;ed ,
daughter. If Clytemnestra did mutilate Agamemnon's corpse, whether' or

not Electra knew or beli‘e;ved it, her actions in the komwos and her

.2

48
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memorv of the past suggest how effectively she has been maimed as
her father was. Electra sees herse.f as a waman, like the chorus,
forced in the past to pour libation’sV'w.‘hich concealed within then;
tears of self-pity, as well as sorrow (446-449). Now, in her role
outside the house, all she can do is order her father to sympathize
with her passive condition: that isthow she is kin to the dead kin
below.64 H

As the kcx_mbs draws to a conclusion, the chorus in .
antistrophe theta (451-455) urcje the children to "be angry to learr;"
the future" and, therefore, "to enter the conteSst with untiring
strength” (453-455). With angry undertones the wamen stress their

’&/rso_nal desire for vengeance and the necessary role of Electra ar.
Orestes as cambatants in a war.

When Crestes, Electra, and the chorus join together in a
brief stichamythia in strophe kappa (461-465), the wamen again
support the children publicly, ecfbing Orestes' plea to his fathe
fo£ help, while evoking the audience's sense of their own personal,
hostile motives. Thev describe themselves and the children as
forming a otdoLg (458), . a word which can mean both a "civil war" ‘or |
"civil war group" and "a party of neoplé who. came together for

seditious purposes"; 65

this is an apt - scription of the hostile
faction oomprlsed of chorus and pupils.

Similarly, Orestes uses a charged word w\'hen he aproals to
his father to "be an acécmplioe" and also "to remember [ .7i kinship . ‘

to" (EuyyevoDd, "to be with us", 456). EuyyevoDd, with its resonances -

of kinship and thus of the cycle of kin-death, almost appeals to



,‘1‘.

“.also invite .the-audienCe to imagine #.£ only for a moment, a Hird

i .
Agamermon %o come back fram the grave either to kill or to be killed

y

;aga;'_n as kin. The chorus play on these ironies when in line 460

"the*j cambine the idea of Euyyewold With an appeal to Agamemnon

"tocx)me into the light", that is, to perform as their (the chorus')
'kin ‘and acoompl_ice in a role that divides, without the understanding

of Orestes and Electra, their father into a spirit-avenger assisting

f“,n.-

. two' opposing camps. The generalizing phrase ' against enemies" {460)

and, the paradoxical irnage of Agamemnon as helpmate of the chorus

L4

Agamannon rismg up to take vengeance on himself as the perd:xafication

| ..of aeverything the wcmen detest and seek to- destroy in the House.

‘In their esoonse n ant_istmphe kappa (461—462) Ore?,tes and

Electra ‘ignore"the distorted Jmage of an Agamemnon battling an o

Agamemn 1. 'I*hey speak onlv of Ares clashinc ‘with Ares (Orestes idea)

E

and of gods bringing justice (Electra s idea), and of Justice- falling

.‘upon Justice The paralleling of the terms “Aong and mma, and the

appeal to gods act_ing évétw ("w1th justice' ) shows-how successful

- ‘the chorus have been in making Clactra arld Orestes leieve that “Aong
'-j‘and ALm are equal in, meaning and§r’? moral value. These children not

l only trust ‘in the oooperation of the deities, they leel ro fear in

l % ‘3

'i"givmg them orders or Speaxing about the actions the- deities Wlll
- undertake in the near future‘, It is not strange,, therefore, that the

- chorus respord. to such hubri,s' in antistrophe kappa (463- 465 w1th 4h

opening sentence that indicates their shock, their trembling at the

horrible sounds inspired by their own gkillful teaching: *



odmc 1 Uoderel wAlouvaa €UYLATWY

0 pdooLpov HEVEL TIBAAL,

ebxoudvorg & av £€AdoL.

A shudder creeps under me as I hear [these]

pravers. That which is fated [death] waits

for a long tl;me, but it may came to those who pray.

These lins can be understood in at least two ways. On the
one hand, Orestes and Electra had been prepared by the kamos to
to interpret the chorus' reference to Fate as the fate of punishment
due to their mother and her lover, but the dative plural sOxouéVOLg ,
("te those who pray") is ambiquous; the participle can describe
either the advantageous or disadvantageous effect of vengeance upon
"those who prey". Lﬂ(e earlier references in the kamos, the chorus
allude to the doom that awaits the avenging offspring of.“ Agarrmmon@as

.well. Even though the women have used the lesscn of lex talienis to.
their own personal advantage- in msplrlng ‘the children, nevertheless,
thev reveal, however brlefly, an aversion to the creatures who have
learned their lesson and who will, each in his or her own way, carq;
out the chorus' vengeance against Ag}amenmon's, line.

"I‘.he chorus conclude the kommos with a definition of the House
that summarizes the major threads of their song‘with Orestes and
Electra (466-478):

& évog Eyyeviig,

nwal mopduouvoog &tag
atwatdeom Mayd,

Lo &datov” &pepta wiéN,
L& SuonaTdrawoTtov GAYOG.

&uaoLy EuuoTov

e &og olu &’ wv
futodev, A" &’ altdv,

&L udv foLv alpatnpdv-

dedv Gdv) natd yag 86" Guvog.

?‘%,



[P 9Ye1 ukéovregf“ugxaoeg ybdvion,

THoOE HATEUXAG MEWNET’

Sdowyhv

naLoly mpoeodveg énL vinne.

O kin toil and bloody stroke of

discordant &ta,

o lamentable;, intolerable wees,
o pain that is hard to check.

(It is] for the house [to find] a cure
that dresses wounds for these things,

not from otkers without, but fram itself,
because of savage bloody strife.

This song is fram the gods below the

earth.

But, listening, o blessed chthonic gods,
willingly send help for this prayer to
the children for the purposes of victory.

Winnington-Ingram is one of the few cammentators’ on this passage
who stresses how fully aware,the chorus are of the consequences of

kin-murder, that is, how single-mindedly they pursue their purpoc->:

After a brief lyric invocation (456-65), the Chorus,
. who have pressed and won their point, but who

understand far better than the actors the

implications of what is happening, react with horror

as they contemplate the intolerable griefs, the cruel
bloody strife, of a fatal family. And yet they pray

to the wlmopeg xdvior for the victory of the .
children. (Underscore added) o :

In praying to chthonic deities to aid the children, the

k]

o«

66

chorus digplay their ability to set aside any fear for or grief over

the idea that the children may suffer: the chorus demand, even more

sternly, that vengeance be done.

‘The women have repeatedly

emphasized their belief thatxx>£§?e exists for the kind of disease

that afflicts, generation after generation,. the vévog of ‘Pelops

(66-74) ; the Nlness transmits itself through the yévog and

3 e
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A
mani fests its symptams in the endles$ flow of bloody slaughter

(-400—402) When in line 475 the wamen soeak'of "this hymn"\, it is
unclear whether they are offering the hymn to the g@ds below or,
in fact, are defining everything they have: descrlbed about the demonic

charadteristics of the House as what comprises a hymn of (i.e. belonging

to) the chthonic deities. In this latter sense, the expression "this

hymn of blessed chthonic spirits” antiéipates the way in which the

‘Epuviec (Eumenides, 331 and 334) describe their own song which derives

freém the darkness beneath the earth. ™It is fitting, therefore, that

in endine the kommos, the chorus appeal to the "blessed chthonic gods"

% to came to their aid in bringing about victary for Orestes and Electra.

.

It will be, after all, a "victory" created by the songs of the foreign

™
’ %ave women in the kammos, songs expressive of the powerful hold the

~—..

chthopic deities have upon the I{ouse.

In sumary, then, the major theme uniting both the E\ x.:c;dos
and the‘k_cr_rt__mg_s_ is the Iesson of "the stern rigour of blood for blood".
In the parodos the chorus emphasize the impossibility of any ritual
action, whetl;uer prayer, the rending of garments, the shedding of tears,
or the po@mﬁng of llbatlons, to soften or turn aside the anger of gods
or of avengmg spirits resident in the House of Pelops. 67 In the

’
t

kamos the chorus use prayer and counsel in a way that reflects

, partnership with the female abstractions who haung the line of

Agamesmon "Eotvdeg, Alun, and "Atn.  Moreover, members of this

chorus emexge from the house assuming the dutles of lamentation, dutles

8
that rightfully belong, as Solon's law makes clear, to klnsmxnen.6

14
Such an act begins their association with Clytermestrd. They .are

1

53



representatives of her ideas and abilities, but they attack despots

within the house through the children-of despots. In their keen

hatred of Agamemnon, the women reserble the "godless waman' herself.

e

t
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Footnokes

10.

The title is borrowed from a description by W. He‘*ilam,
Agamemmon of Aeschylus, ed. A.C. Pearson - (Cambridge:
University Press, 1910), p. 31.

Q
Aristotle, On the Art of Poetry, trans. I. Bywater
(xford: Clarendon Press, 1909), 1452pb24.

Liddell & Scott, A Greek-English lexicon, s.v.
@APETLV.

Most,_cammentators translate the term oocroomﬁ as

\_<lppliant band": Sidgwick, p. 5; T er, p.°13,

\Garvie, p. 53. Liddell-Scott, s.v. mwootpomm,™ glves'
the literal rneamng as "turnmg towards" which I
have adopted.

See ,repe‘tition of the use o_fvthe first person'singular
pronoun in 18 and 19.

KA

Lebedk,» Oresteia, p. 99.°
Ibid, p. 98.
Plut. Solon 21.4.

Lebeck, Oresteia, p- 86, is the first Engllsh scholar to
associate the pouring of libations with the flowing of
blood.

M. Alexiou, The Ritual Lamentation in Greek Tradition
(Cambridge: University Press, 1974), pp. 7-8, defines
yodt as "libations of wine, oils and perfumes”;

Evay lowota as "milk, honey, water, wine and’ celery”;
neravde as "a mixture of meal, honey and oil"; and

~ uOMuBa as "the first fruits of the crops and dried

frech fruits".

Cassandra s vision of the floors of the house dripping
with the slaughter of bables' blood suggests that she

~sees more than one generation. and one kind of kin-murder
,'in the house. For an account of the camplexity of kin

* relationship in the House of Pelops and the variety of
g km—rrmrders carried on therein, see Michael Grant and John
azel, Gods and, 1s in Classical Mythology .
WSpsingfield,- chussetts: G,. & C. Merriam Campany,
$£1973), pp. 84-86. It is surprising that despite the

“‘*detalls Grant and Hazel give, they anit the story of

Tantalus servmg up his son, Pelops, to the gods.”

1
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12. For other examples of blood imagery, see Clytemnestra in
Ag. 1388-1392: N

ottw TOV abtod Juubv opualvel TEALV,
WonpuoLay OEelav atuatog apaydv
BAeL 1’ Epenvii Jonddl wolviag &odoou,
x L pouooy obdEy Aooov fi LocddTy

ydveL oroontde HAAUKOG £V AoXeUHOOLV.

Thus, having fallen, he breathes out his own
spirit, and spurting out a sharp wound of blood,
he struck me with the dark drops of bloody dew,

as I rejoiced no less than a crop does at the time
of the birth pangs of the calex in gladness given
by Zeus.

r

And the chorus to Clytemmestra in Ag. 1505-1512:
g ptv dvaltiog el
To0de @dvou TLg O uopTUEhaWV; ,
o nd;  noTeddev 68 CUAAT~ /
ntwe yévolt  Gv ddotwo- '
RLdletal & duoendooLg:
¢nppcatowy al udtwy
ufrac "Apng, Smou Siuav moofalvwy .
rdixvq woupeBdoy TaoEEEL . g},

That you are not responsible for this bloodshed,
) who will bear witne s? How, how [can it be]?
&’ , But may an avenger arising fram his father
‘became an accamplice. And black Ares works
violently with streams of kindred blood [to- a
poimt] .where he ¢s priceeding, he will provide
retribution” for the clotted [blood] of the
devoured children. ‘
13. M. reads wimtw. which means "bent'. This definition
does not make sense in the context of the parodos.
Kéwt and wtUmwi ha suggested as possible
emendations and they"®&te both suitable i meaning.
Although wtlmwi is much closer to M's readi®g, I
© follow Page's reading of wbmwi, abiding by the rule of
difficilior lectio. '
. 7 |
-14. pdoTEOVOL occurs E)nly heye in Classical Greek
" literature. Xenophon usedya variation of the term,
npotepvibiov, in military passages, OcCur¥ences
which’suggests that this resonance might nave been
familiar to Aeschylus' audience as well (Liddell-Scott, -
S.V.) .-

Cu
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15. Orestes also uses the word Lwaocud to describe the rcbe
which he uses to prove his identity to his sister. '
The robe was woven by her and was embroidered with animal
imagery (231-232). : .

16. Clvtemestra s use of the historic present tense of the
verb al lws her to re-enact her husband's murder

17. There are serious problems in both Strophe and antistrqshe
alpha (22431 and 32-41), apgl probably corruption in both.
See Garvie, p. 57, 'for a“ *fuller discussion. I accept.
Heath's emendation of @OtBOQ to @dRog which makes sensc
in the contcx\, of t‘le pas&age :

18. For other exar‘ples '. ‘

‘I@d seegg 137, Jze chorus
say: :

! ';'.“5 .
1
oTuyel 6& Selmvov O.I:ETC?O\).
v . . ' " . ‘;' ’ ' ' .
She [Artemis] hates tht feast of the eagles [the sons
of the Atreidae].

And 456,. the chorus say: _

Ropeta & dotdv ¢dtig obv uc’m,.)
The word of the citizens is heafy w1th anqer lat the.
sons of the Atreidae].. .- ’

And 635-636, the chorus ask the ‘herald:

e Y&0 MYELS XELLIWQ vaurump or,'xxrcp
EASelv TeAeuThiooL TE &Lué\mv xow,

Ard what, do’ you say that a sterm came qu the fleet .
because of the anger of the gods and then stopped/

. And 1211, the-chorus ask Cassandra.

>

e &ft’ dvo.rog fioda Ao lou
How then were you unscathed by _he angér of Ipmas°

19. In line 129, when Electra speaks ofébourmg' hbat.lons over
‘ the grave, she refers to "mortals" i.e. 1iwving people, as
resident in the grave. The schollast 1o, this passage, and

same oamentators following his lead, héwe z;‘eplaced the

term Rpotole ("mortals") with vewpolg (“edrpses”). In so
\ doing, they miss the possibility of iror a passage

where Electra sumons the corpse of her ~ to take

pity on herself and her brothe¥ljecause . .8t pour out

. libations on behalf of those who ate liv.  and yet who
- ~ deserve to be dead.

]



20.

21.

22.

23.

24,

]

Many camentators such as Sidgwick, p. 7, Tucwer, p. 21,

. and Garvie, p. 60, agree with the scholiast Cf. ég_

514, where the herald invokes Hermes as /'reverence of
heralds", showing proper zgespect to tne gods His
description uses the term c€fag in its conventional and
positive association with worship of the gcds.

J.C. Kamerbeek in The Plays of Sophocles, C. mentaries
trans. Dr. H, Schreuder, 2rd ed., Vol. I  (.~iden:

Brill, 1963), o. 139, on the Ajax, points out that

Ajax uses the term cum invidia to refer to the Atreidae
(666=667) : ToLydp TO AoLmdv eloduecdn wv deolg elneLv,
m&eoomoaa Tt "ATpelSac ceBelv ("therefore, in the future,
we will know that [we must].yield to the gads, but we

will learn to reverence the Atreidae"). Cf. Ag. 258, the
chorus of Argive elders misapply the term hinting at their
fear and contampt for Clytemnestra. C£. Ag. 787, the

 chorus use cef{lw in an inguiry which questions the

?

o

degree of honour that they should rightfully afford to
Agamemnon as king.

Cammentators have argued over the meaning of lines 59-60.
I agree with Tucker, p. 22, that the chorus are here
condemning man's excessive worship of prosperity.
Verrall, however, regards those Yines not as a contrar}f_,
between man's lack of reverence for the gods and his
incorrect worship of prosperity, but rather as a
contrast between man's respect for past rulers in
Atreus' house and their present worship of prosperity.
Tucker, p. 22, insists that the chorus are being sarcastic,
but he fails to look beyond that for the causes of the
women's tone.

See Ag. 922 ff., where the returning Greek warrior-king
.:dares to walk on an oriental alsplay of tapestries, an
sact which he admits is hubristic.

Sldgmck p. 9; H. J.. Rose, A Cammentary on the Surviving
Plays of Aeschylus, 2 Vols.” (Amsterdam: woord-Hollandsche
Ultgevers Maatschappij, 1957), p. 222, and Garvie, p. 65,
all agrelal that the chorus are comparing the loss of
v1rg1m.ty to the loss of life.

My translatlon of 79-¢0 follows Page's Greek text. The
debate ori ‘these lines concerns the approprlateness of
the participle (oeooué\mv whose case and meaning Garvie
has difficulty with (pp. 66-67). I prefer to define
doxdc a¥ "rulers" and not as a reference to the
beginning of the chorus' servitude. The wamen have
just stated that they were taken fram their paternal
homes and thereafter enslaved (76-81).

"~
)
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28.

29.

30.

31.

Garvie, pp. 53-54.
Garvie, p. 67, points cut that the chorus' action of
"weeping under veils" is "not only because this was the
traditional attitude of mourning (Hom. 0d.4.115 = 154,
E. Supp.110, Or. 280, etc.), but more specifically here’

because the Chorus is afraid to mouwrn openly". -
Although Garvie is correct in asserting that the wamen

. are hiding their feelings, there is no indication that
 they are afraid to mourn Agamermon because of Clytemnestra
‘and Aegisthus. They were sent by Clytermméstra to mourn
Agamermon.  Moreover, they certainly show no hesitation

elther in condemning Clytemnestra and Aegisthus or in
mourmng Agamemon in the stichamythia with Electra and
in the kamos, as well as elsewhere in Choephcri.

Garvie, p. 67, regards patalololL Becnotdv TUXALE as a

reference to the "pointless" and "wicked death of

Agamernon".  Paley, as cited by Garvie, regards it as '
a reference to Orestes; Headlam-Thamson as an allusion

- to the adultery of Clytemnestra and Aegisthus.

P g
ILebeck, Oresteia, p. 98. ‘ ”

"AMELOOV 1S a two-termination noun and the accysative
singular form can be masculine, feminine, or nfuter.

It can be translated here as an adjective referri

to Electra, as I have done.. "Aneipov can also mean
"boundless" or "limitless" and can be used as anadverb.
Liddell-Scott, s.v. In Ag. 1382, Clytemestra uses the
adjective to qualify ‘the binding net or garment with
which she encircled Agamermnon and brought him to death.
When the words mixg o0 are used in a question, they
usually indicate that the speaker is expecting an’
affimative answer. I have, therefore, translated

the question as a positive statement.

M's reading has &Ayog in line 155 which the scholiast R
emended to &yog.

I prefer not to trahslate the death cry because it

echoes Cassandra's first shrieks of despair as she

calls on Apollo, her destroyer, in Ag. 1072 and again

at 1076.

t

Garvie, p. 83, accepts Page's emendat.lon where the latter

reverses the order of the words waxiv t€ Wal xe&uov and

emends ‘the conjunction Te to &.



32.

34.

35.

36.

37.

38.

39.

5o .
Alexiou, pp. 21-22, argues that Solon recognized the
raligious dilemma caused when women use ritual lamentation
as a means of stirring up feelings of revenge. He dealt
with it by outlawing excessive and violent behaviour of
mourners.

Liddell-Scott, s.v. duaduthp. “AvaAuthp .in this form
occurs only here in Cho. The abstract noun dvdAuoLlg
can mean "dissolving" (Plu 2.915c). Hamer uses its
un—preflxed form, Aw, to mean the loose_nmg of limbs,
i.e. death (Il.4.469, 22.335, 5.176, 16.332, etc.).

In Homer's 0d.4.824 and 935, the adjective duoudg is
used to describe Athena when she takes on:the "faint"
mmage or likeness of Penelope's sister. She is even
more rarified than noymal in order to appear to the
dreaming Penelope. .

', , X :
Savdvtag ¥s the aorist participle of dmodviioww, which .

is used as the passive of dmowtelww, "I kill". This
participle denotes, therefore, either those who are dead
or those who have died through murder. '

Aristotle, 1452b24. For a study of Reschylus' use of'the
kommos, & dramatic form which appears in many of his
t_ragedles, see M.D. Thaomas, "Kamoi and Kammatic Forms,
A Study of the Bipartite Lyrics of Aeschylus", i1.A.
Disdertation, Univers)j.ty of .Alberta, 1983.

Garvie, p. 123.

J.J. Peradotto, "The Gmen of the Eagles and the Heog
of Agamemnon", ___ggrgg_ 23:F (1969), p. 256, defJ.nes f90g
as follows: :
A man's fi%g is the abiding disposition or habitual
texture of his mind and behaviour. In Greek
tragedy it is usually..one or two basic and easily
definable attitudes which motivate every significant
decision a given character makes. ; .

HSog should be distinguished fram Yévog, Wthh means the
race or clan to which one belongs. These are terms which
I use later in the chapter (pp. 45 and- 47)

Winnington—]ingram,‘Studies in Aesc?hyJ,us (Cambridge:
University Press, 1983), p 138. ’

- Garvie, pp. 124-125.
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41.

42.

43.

The chorus of Choephori call upon mother earth (yvata uata,
44), an epithet which fits the traditional lineage of

the Furies (Hesiod's Theogony, 185). Aeschylus

changes their geneology i1n Eumenides, where NUE

("Night") is the mother of the Furies. In the Theogony
"Night" is the mother of Kfjoag ("Specters of Vengeance"),
who are female vengeful spirits very similar to the
Furies in their .role. The Furies of Eumenides repeatedly
call on mother night, but stress that their place of
habitation is below the earth (Eum. 416-417 1033—1035
383-343, 871, etc.).

J.J. Peradotto in "Same Patterns of Nature Imagery in
The Oresteia", AJP 85 (1964), 388-393, cbsérves that
Aeschylus combines the lineages of these two groups of
goddesses as part of the playwright's continuing contrast
between images of light and darkness in Qresteia.

The association between Molpa and ‘EpLvig is also found
in Hamer's Iliad (19.87-89), where Agamenmon excuses

his outrageous stealing of Briseis fram Achilles as an
act of AT brought upon him by Zeus, Motpa, and "Eptvic.

Elato describes his view of lex talionis in Laws (872¢
{873a) trans. R.G. Bury (Cambridge: Harvard University

Bress, '1968), pp. 263-265:

The myth or story (or whatever one should call it),
has been clear_y stated, as derived from ancient
priests, t» the effect that Justice, the avenger
of kindred blood, acting as an overseer, employs
the law just mentioned, and has ordained that the
doer of such a deed [i.e., willful murder of a
kinsman] must of necessity suffer the same as he
has done: if ever a man has slain his own father

he must endure to suffer the same violent fate at
his own children's hands in days to come; or if

he has slain his mother, he must of necessity

come to birth sharing in the female nature, and
when thus born be removed from life by the hands .
of his offspring in afterdays; for of the pollution
of camon blood there is no other purification, -~
nor does the stain of pollution admit of being
washed off before the soul which cammitted the act
pays back murder for murder, like for like, and thus
by propritiation lays to rest the wrath of all the
kindred.

Various translations of the phrase matéowv Te wal TEMOVTWV
include Tucker's, p. 81, "the father who begat"; H.W.

Smith, Aeschylus II (London: William Heinemann Ltd.,

1930), p. 191, "for fathers and for parents"; Lloyd-Jones,
p. 29, "to fathers and begetters". Verrall, translating
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the phrase as "for sires slain and for fathers", takes ‘
natéowy to be a reference to father's family or belonging

to father, i.e. ancestors, and TEXOVTWV as referrmg o
a partlcular father, p. 47.

.44, Lebeck, Oresteia, p. 129; at p. 126, she disculsses other
examples of masculine plural and singular nouns u:ed tc
refer to a single mother.

45. Ir'dog ("lame;%*atlon") , although a masculme noun, lS
primarily & Pemale activity in Choeghorl '

46, Garvie, p. 135, treats ofAocv as an adjectlve, ‘but this
does. ;;ot affect my. argument The reeonances of }\J_nshlp are
stll ! esent S a S

47. Aﬁéog has mlltary connotatmns I,?lddeil Scotc, S.V.
48. The word matdv also recalls the °§ong vﬁuch Ipmgema sang
to her father before he kllled he.r 1:n sacrl lce (maudva

@llog ETina, Ag. 2- o) R o
," Zm e l‘v*\

"‘g',

49. Z_\g_ 1080-1082: < AP -
Ko uno)\)\ov umoMov, T I ;/.’)«. /V';Jj
&yuldt’, ANV fwf)g C L eE

e Yoo 20 | b) Lg cb 6eu1epov
Ca. O Apollo, o Apollo, '
[g8d of the] road, my destrover (apollon);
¢ Au have destroyed (3polesas) me with ease
. a second .t '
. § ' ‘?HE J/ 3 ‘ . i
50. g};&ddell—Soott, s.v. @trog. And also%}g_'lSBS -1558; . when
% the chorus of Argive elders ask Clytemhestra who will bury
¥ the husband she has murdered, she retors that his daughter,
" Iphigenia, will, "welc:,'me and "leS (,DLA.T’}OEL him in the
+ “g¢qunderworld. o ¢ R

Sl. ) d‘ii Den Boer in 'E’Prlvate Morallt}/ fn. Grqeéce and Rome",
,Mn.emo e, Supplementmn Q}ﬁ;mquacesmm Septimum, ’
..1;‘% 1979), ;9. 252, aggerts: @

xﬁ i
“WomeH” aré” oft;en called "Chlldl.].ke and not yet grown up’
and“were so @1)ed in ‘afitiquity. Such an attitude has
Q always been_;fatal to the advancement of wamen.

Cf. Aeschyms The Suppliant Maidens, where Danaus, at
the outset cf giving instructions to his daughters about
the need for pious behaviour, calls them natbeg (176).




52.

53.

54.

55.

bnatg can refer to a slave child, as well as to a son or

daughter.

See also Cho.371, Orestes calls for the "slave" (mal)

to oven the door. For further examples, see Liddell-Scott,
Gar ¢ p. 142. who agrees with the scholiast on this
passayw, asserts: "the chorus is taunting the children -
all they can do is talk".

Lebeck, Oresteia, p. 118.

The passage continues with the following statement:

"Why should I hide what nevertheless flutters before
my heart?". Although the fluttering of birds' wings
can be used metaphorically to refer to the fluttering

of one's heart in fear (ag. 975 ff.), I agree with
" Garvie (p. 148) that the orus in this passage do not

show any reluctance'in their desire for vengeance. Any
fear they may feel is indeed 'fleeting', for they regain
their confidence in the very next sentence when they speak
of "hateful wrath, keep temper blows fram the prow of my
heart" (391-392). 4

In the phrase Md xSoviwv Te Tipal (399), Electra uses a
term (tual) which the Furies employ in Eumenides to
emphasize the threat posed to their own honour if Apollo
and ‘Athena succeed in preventing the punishment of
Orestes. (228, 419, 624, 747, 792, 845, etc.). Tuual
can alsc mean "honours" or "prvileges", but itcan also
refer to "payment" or "penalty" due for a crime committed.
For a ‘isciission on the double meanings of the’verbs tiudw
and Twe, see Liddell-Scott, s.v.

> v
D. Sider, Stagecraft in the Oresteia, AJph 99 (1978), p. 19,
points out that in Ag. "those seeking and'obtaining
vengeance are campared with the Furies: Agamemnon and
Menelaus, 55-63; cf. 644-5; Clytemnestra, 1117-20; Orestes
is sent. b a Fury, 648 ff. and Orestes accepts the role,
557 £f." Sider also argues (p. 21) that "the visual
appearance [of the chorus] is such as to suggest that
Orestes and Electra are in fact urged on by the Furies
themselves". While I agree with Sider that both choruses

- act as avengers, the parallel he draws between the visual

appearances of the chorus of Cho. and the chorus of Furies
in Eun. is difficult to accept unless one can assume that
Aeschylus' audience was aware of the Furies' physical

- appearance before they had either been described or had

appeared thdmselves on stage.
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57.

58.
59.

60.

64

Each of the plays of Oresteia contains elements that shock
the audience. -For example, Cassandra's trampling of her
nrophetic and religious robes in Ag. 1265 £f.; the murder

| ~ of a mother by a .son in Cho., and the epiphany of

horrifying, repulsive, and vengeful spirits at the end of
Cho. It is impossible, however, to know to what extent, |
at this point in Cho., the audience is.able to anticipate
the appearance of the Furies in the orchestra. At the end

of Cho., when Qrestes looks at the chorus and sees the

Furies with blood -dripping fram their eyes (1048-1038),
the similarities between the two groups of females becames
clear. ' -

Farlier, in 405-407, Orestes indicated his awareness of

the disastrous consequences of the cycle of kin-murder when
he spoke of very powerful curses of those who died. His
words call back the curse that Thyestes had uttered against
his brother Atreus after the former had feasted on his o
children's flesh. That curse, however, is but one mcment
in the cyclical curse on kin-killers and child-feasters
that goes back in the family as far as Tantalus anrd
Pelops. See Pindar's Olympian I, where he re-writes the
story of the origin of the curse in order to stress the
kind of slander that can accrue to the names of the
prosperous when they became too confident of their good
fortune. ’ :

0 ' . . .
D. Sansone in Aeschylean Metaphors for Intellectual Activify,
Hermes Einzelschr. 35 (1975), p. 77, .discusses the
siquificance of the image of blackness in 413-414:

..black is the oolor .of death and mowrning and also
of blood. It is therefore likely that the expression
either refers to the physiological sensation of the
rush of blood throughout the body which accompanies
intense emotion or represents metaphorically the
incapacitating of a particular organ by applying to
it the attributes of death. Death was conceived of as
a black cloud or mist which shrouded the individual.

Electra has al-ready. referred to her mther in a sarcastic
and bitterly angry tone at 89-90.

Lebeck, Oresteia, p. 122, argues that both children have
inherited their mother's wolflike nature. '

Hermann's emendation’ of M's "Apelov to “AoWOV is N
unnecessary. The wamen have previously referred to their

" lamentation in battle:imagery and though rare, "ApeELGv can .

still fit the metrical system through correption: the
diphthong €. may be shortened in front of the short amicron
(M.L. West, Greek Metre (Oxford: _Clarendon Press, 1982), p. 11.
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65.

66.

67.

68.

The epithet "Kissian" refers to a place in Persia and is
perhaps an allusion to the Asian background of the‘ghorus.
The only other use of kammos to refer to the striking or
"beating of the head and breast in lamentation" is Bion
1.97 (Liddell-Scott, s.v. )

I have given two translations of the word &ala in order to
show its meanings as "burning" ‘and "cruel”, as well as,
"destructive". Its use here recalls the emphasis in the
first play on fire imagery (281 ff.).

In 1023-1033, Orestes again asserts that his‘murderous act
was sanctioned by divine Apollo. Moreover, in the trial
scene of Eum. (582 ff.), it is the major argument in his
defence.

Thamson quotes J.G. Frazer who explains the reason for the
mutilation (Apolloderus, pp. 328- 329)

v

Greek murderers used to cut off the extremities such as
the ears and noses, of their victims, fasten them on a
string, and tie the string around the necks and under
the armpits of the murdered men..It appears to be a
w1despreaa'be11ef that the ghost of one who has died a
violent death is dangerous to the slayer, but he can be
rendered powerless for mischief by maiming his body in
such a way as would have disabled him in life.

What adds to the horror-of the mutilation in Oresteia is
that a waman dared to maim her husband's body.

The word ndiep at the end of 450 has been added by Sidgwick.

Liddell-Scott, s.v. otdoLg, cites Herontué' usé of the
word with this meanimg at 1.56, 60.

Winnington-Ingranm, p;?l42.

Another piece of évidence that the wamen, in an un-feminine
way, are looking upon their personal vengeance as bringing

war upon the House. Here, they are using Electra and Orestes

for that very purpose.

Alexiou, p. 15, points out that, according to Plu. 21.4,
S3lon's laws not only forbade violent acts of lamentation

by wamen at the tamb, but also restricted such mourning to

kinswamen.
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CHAPTER THREE | ’
1

REHEARSAL OF SIDES

This chapter considers an important moment in Choephori, one
which allows the audience to understand the full consequence of the
chorus' influence upon Orestes and Electra. Lines 479-385 f;n:m a
separate step in the vengeance soon to take pléce within the house;
specifically, the chorus, having incited Oresté's' and Electra's anger
against t_:heir mother, now assign 'proper' duties to each of the
children. Orestés and Electra summon the presence ofe'Agamamén's
spirit, first, by offering him bribes o% 'sacrific.ial feasts and
| libations, and, then, by appealing to Earth (latl) and Persephone
(Mepodpao) to assist him in seeing h& his children fiight on his
behalf (479-490). In their invocation of their father, Orestes and
Electra treat Agamemnon like a forgetful and unheroic figure, a man
who needs schooling in the lesson of the past. They remind him of
the deceitful and disgracefﬁl circumstanceg of a murder that caught
him like a beast in a net (479-509) . Orestes is not afraid to demand
that Agamemnon "send up out of the grave Justice as an ally to his
dear kindred children" (497).

s

The chorus, however, appear unwilling tc listen to the
children as they vaunt before the tamb. .The women use the du'al
~ number, as well as a double-edged campliment, to warn QOrestes and
Electra that they have spoken long enough: "you two have stretched
out this blameless word" (510). Their reference to ambitious

speaking reminds the audience of Agamemnon's reproachful greeting
]

.9
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3

- to Clytemnestra who, he said, "has stretched out [her]‘ speech

[befitting a waman] too long" (Agamermon, 9 "

:p_raise only from other males, .the chorus of Choevhori try to
silence Orestes and Electra in order to srilirect the children's
attention‘to action: the, time for prayer:a supplicationh is over.
In’switching fram the dual to the singular in the words xatwESwonL
("you are set right", 512) and £pdoig ("you rﬁight act", 513), the,
wanen also indicate that Ores£es is the only cne of Agamemnon's
children with wham they are concerned. Electra is dismissed from
the conversation; her voice is not heard again. |

Orestes also ignores‘ his sister when he camplies with the
chorus' direction; he replies "so be it" (514) . His equality with
the wamen at this point is shown by his demand that they explain
why Ciytemnestra had sent then w}th offerings to appease Agamemnon's
spirit. It is as if Electra had never had a share either by her
presence or by her words, in the mixing bowl of lamentation and
bleod that was poured before the tamb of Agamemnon early in the play.

. Orestes' mquy seems a necessary first -step in

understarxiing' the behaviour of the waman he is about to kill.
The chorus tell Orestes that the "godless waman sent libations
because she vas shaken by dr!a.ms and night-wandering fears"
(523—-525) - She dreamt that she gave birth to a snake whom she

put to sleep in the swaddllng clothes of a child. She then
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offered her breast to her snake-child who; in turn, drew ‘a clot of
blood along with her milk (527-533). Through this dream, the chorus
imply, the godléSSness of the mother, Clytemnestra, has been
transmitted through the vévog to the son,. Orestes; like his

mother, who drew her husband's blood and who did rot immediately
pour 1i8ations of milk and other offerings due hJ'_n,1, Orestes will
became an equally monstrous snake, who draws his mother's blood
fram a breast which nourished him with the milk of life. The
chorus' account of the dream, therefore, highlights the 'he'inousness
of the very crime of matricide they are irciting Orestes to comit.
| When the women go on t8 speak of the "torches" (AouTTAPEG)
which were lit for Clytemnestra because of her fearful dream and
of the libations she sent in hope (or expééta;ion) v"of a. "éﬁgj__ cure

2 The torches

of woes" (535-'5549), ey are again bemg ironic.
remind us of the beacon lights which, in Agamemnon, 281 ff.,
signalled to C.‘Lyte;mest.ra the défeat of Troy and, consequently,
Agamémnén . impending death at her hands. In addition, the chorus'
~descripticn of funeral libations as a "cut cur‘e'\ for woeé"‘ is
suitably ambig.ous dicﬁon for wamen who have turned the pious
ritual of lamenzation ahd préy@r into a means oﬁ rousing hatred.

In describ: ~g tne cure as "cut" '(rouatov) , the chorus emphasize
the futility of Clytemnestra's hope and expegtation. Theyy are,
after all, the same women who first declared that there was no cure
for the bloodshed of the diseased house (66-74) and then _stresSéd
that the only cure for that house came fram within (471—475) .

[
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- The "cut cure" that Clyte;me_s’f'ra*mpes for aptlsz describes, in the
.chorﬁs' mouth, the cure that cuts "timely" or " fat;l" (naplav)
wounds. frcxr which bloocd flows perpetually in the accursed House.
Strangelv, the very Orestes who has never exphcmtlv spoken
th‘e word "'mther , 1s now capable v‘of interpreting the dream in
terms of his own specific and personal relationship with his
mother. This 'new' Orestes needs no chorus to teach him; he is "
ihe dream diviner: "I judge that it [the dreanm] fits together
in ~such a way" (542). Furthermore, he' is prepared, by his own
admission, to become ﬁhe monstrous son bf a monstrous mother
-(550-551). Buﬁ the chorus do not grant Orestes camplete
autonamny /Kt this point. They draw him back into ‘the sphere of =
their female influence, asserting that he will not really be a
dream-diviner until gl_ey_ choose to accept him as such (551).
Indeed, the women instruct him to assign parts in the revenge to

himself and his sister® (552-553).°

iy

y)

Orestes vields to the chorus" emphatic reminders of proper
place and goes on:to treat his sister in the same way that the
slaves have done in the kamos. ‘In 554-555, Electra is told to
" go insidé and to conceal Orestes' (éudg, "my") plans. In this

‘ . . -7 ~
way Electra is not only silenced, but also placed out of sight,
back inside a territory that is hateful to her; paradoxically,
she is isolated from the brother who is her father, her mother,

and her dead sister (239-242). Electra has now ceased to exist.

What does exist.in Orestes' mind is his own self-image as a Fury
N
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who is never "stinting in bloodshed" 2= w.o 1 i7ks 'xed k/)lood,
a third potion" (577-578). '

| Orestes' description of o Pur  apoears to Jive "un e
confidence to acknowledge the ‘horus' rignt tc ha'= a role 1 s

act of vengeance. He treats .e am un %y of the cnowus on

Electra differently; the lat =1 almost Wit wmocke. ., is = 4 toO

do the impossible —-— to gquar. . ._re< in tte~ house well 9-580) .
The .chorus, on the other hand, whi_e uxg ( 0 ~"im 27 2 auSpiciods
tongue, are assigned the role of speakint cimely" (581—58?:) .

In this way Orestes, perhaps without realizi g the full implications
Tof what he is saying, accepts the chorus as 'kin' with greater
authority than Electra. The women of Choephori have symbolically'
replaced Electra as the 'sister' of Orestes.’ They have only one
more step to take in accepting this role fully and that is by
becaming the "timebly" spokesman and 'partners in crime' of their

'brother'.



‘Footnotes -

The tltle is a Maraphrase of Lattimore's translatlon of

lines 551-353: IR : e T

I choose you my mterpreter tc read these dreams.
So may it happen. - Now you must rehearse your side &'
in their varts. For same, this means the’ parts&.’,jp
must not play. 7

© + The word €Anl¢ has both meanings, Li?déll—Scott, S.V.

The chorus' use of the word Aéyw, placed at tha,,mnd of
the line, is emphatic. Also, Afyw is a pun g
meaning "I choose", a definition Whlch also &%
chorus' sense of authority. J‘

w
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PARTNERS IN CRIME : : ““?i‘%, i?

| | | o

I havefseoarated discussion of Choephori- into th ma jor unﬁﬁs;?

which follow the natural division of the play itself. Choeohorl ? "}
presents the chorus in two subtly dl:ferent caoacr _1es Fram’
lines 10 to 584 (Chapters Two and Three) everythmg that the’ chorus
say and do is witnessed not only-by the audlence, but, more' |
importantly, by Oresi:es, Electra, and the silent Pylades, In
other words, although in C.hapters Two and Three I have ‘indicated
how clearly the chorus use amblguous language to Further their own
ends, the womerns speeches in the first half of the play are DlellC,
a fact that leads them to be more cautious in th_elrlcondenmt;cn of
the House. By oontrasp,_’.f“rm lines 585 unti‘l‘ﬁthe end of the play
(1076), there are ohly two occaSious when, the choms engage in
discussion with various members of the household- Cilissa, AegAisthus,
and Oréstes. The role of the chorus in the second half of ‘the play
is more private; the mnerol are alone in the ‘orchestra as they speak
to the audience. In their solltude melr songs are medltatlons :
on the justlce of death the songs resound w1th appeals to Earth
| Zeus, and Hermes. Strangely enough during this more personal and
prlvate presentatlon by the. chorus of theLr w?&’ﬁ’n‘e‘mer\u

take a more active hand in ensuring the success of Orestes' blot o,

to kill kin. It is as if in the second half of play

in the mind of the chorus, must be utilized as a
Y

prevent those within the house frcm takmq safeguarﬁs against
‘ AN

- ~———
.-

~. .-
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murder or to réiﬁforce Qrestes"flagging seif-confidence with words
t@ét irénically remind him of the Fury of Faté thatlnusues him,

| In order.to understand how the chorus, in te second half of
the play, reveél more subtly their avenging nature, and also their
twisting of Orestes into a "female" agent of death, I examine in
this chapter the following d;amatic moments: the song Qf Jgg;less
wamen” in the First Stasimon (585-602); the Ciliﬁsa—Second Stasimon
and Aegisthus canplex (734-782, 783-835, and 838-874), which

contains evidence of the chorus' role as acccnpllce and, finally,

the Thlrd Stasimon (935-371) and Exodos (972—1076), which show how

quickly songs of triumph turn into cries of defeat.
- (1)

Anne Lebeck has considered the Firsﬁ Stasﬁmon as both a

means of understanding Clytemnestra and murder throughout the

7

trilogy:l

Within the structure of the Orestelé the first stasimon

of the Choephori is emphatic by sition: it falls at

the center of the central drama,. Indlrectly it directs

attention to the centra problems of the trilogy.

While I am greatly indebted to Lebeck's suggestion that
each mythological story should be seen as a mirror reflection of

prcblems with men, as well as with wamen, my emphasis will be on

the contribution of the stasimon to understanding the connection

" the choris establish between male images ccntained in each myth and

Orestes as a bringer of evil upon the female.’
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Strophe alpha (585-592) is perhaps tfle most vital part of
thé ode becausé of its emphasis oﬁ béasts. The ctiorus speak of many -
monsters nourished.by: the earth, the very parent wham the wamen |
had invoked in the parodds as their "mother" (yalo woia, 44).
These earth-born bé;sts are al.sg described. in an \abs‘éract manner
as the \"terr'i.blé" and "dangerous (8eivd)-'woes Ofw fear" (586).
In addition, ﬂle‘m cpnnect these beaéts, whether sea-serpents
‘or other dangerous land monsters, to wrath:vv mother earth not onlff
breeds things that fly and walk, but thesc;: creatures are also
terrifyingly human in thedpassion of anger tl_uey possess. By the |
end of strophel alphé, t-;herefo}:e, although there is no explicit
reference, the langlﬁge of the chorus résona_tes with echoes of the
images associated with the wamen from their entry‘rin the @{odbs._
’Ali:hough the wanen evoke the images as introduction to an
ode .tha‘t recounts the mythologicél exploits of other evil"vm\é,n.,\
me language ‘o‘f beasts, as well as of fear, sorrows, and wrath,. o
along with sﬁories about deadly women, form the background against
which the audigpce can see’ reflegtions of Clytemmestra on the
surfac'é anci also sense images of another set of déadly wamen,
the chorus, beneath the su#face.
“In antistrophe alpha (594-602), the chorus speak, first,

in general of "over—daring termperament of man" (husband?, mankind?);

second, specifically of "daring wamen who are all¥daring in pa'ssioni";‘ |

third, of "associatés in ruin'; fourth and finally, of a "female-
empowered passionless paésion that both oorxjuers and excels |

_yoked-todether unions of beasts and of mortals".
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. The aphagis in this stanze is primarily upon the female

‘v’ » . . B
as the greater transgressor in terms of evil; she is the one

| tonnected.with sexual lust and with a "power" (wodtog) that

normally,belongs to men. It wou%d‘bé easy to dwell on the

repetition of the word "lust" (Epwtag and &owg) in lines‘597 and
600, to thirk, that is, only of Clytemnestra as the chief target of
the description of the chorus. To do so, howeQer, is to pass over
the word "passionless' (&nf€pwtog, 600), an epithet that hardly
characterizes Clytemestra's delight in her sexual relations with

: o

Aegisthus, her nearly-sexual joy at boasting over a dead Agamermnon

at her feet (Agamemnon, 1390 ff.), and the "relish that a dead ¥

~ Cassandra adds to her couwching” (Agamemnon, 1445-1447). The

i

stories of the chorus do not emphasize sexuality as the cause of
_ | : )
wanan's downfall. Rather, the stories indicate how waman in the

~

trilogv (and in ancient Athenian sociéty)4is valued bnly for a
sexuality that ensures procreation and the continuation of
hoﬁseholdsjgoverned by men, and how easily the female can be

condemned on that very basis, too.

- m——

In strophe beta (603-611), the chorus focus on Althaea,

who, in same ancient accounts, cursed her son for the murder of

a

her brothers. Whether she actually kills her son or not, the

emphasis in traditional accounts is on the absolute power the

ﬁother holds over the continuation of her son's life,3’a lifespan
embodied by a log that many'storytelleks describe her burning out

of hatred.’ Lebeck is the first scholar to see that this story,
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and that of Scylla in antistrophé'beta, represent mirror images of
the murder of kin in Oresteial4 The myth of Althaea‘allows the
chorus of Choephori to anticipéte a son killing a mother, £hat
- deed being seen as an act of kin-killing, and, finally, the
deéd as constituﬁing a fully premeditated act. The Greek word
modvorav (606) stresses Althaea's déliberate planning to take her
son's life and, as‘such it exemplifiés Orestes' crime of
"passionleés pass:cn’ in his cold 1nd1fference tog thi*laws of
Zeus Zéviog (god of hospitality) and to the duties of hospitality.
But if Orestes' plan is without passion, so, too, is the chorus',
the prime mover of hate, bIoodleﬁting, and Justice ig Choeghori.5
The heinousness of wamen's plots to kill becames even
clearer in antistrophe beta (613-621), where the chorus focus on
Sc?lla. Tiis female kills kin, not like Althaea, because of hamm
done to fellow kin, but for reasons Qutside the family, namely,
briberyh6 The chorus describe her as & wuvdoowv (621), "the

woman who thinks like a bitch",7

a predator who cuts her father's
symbol of power, a lock of hair, while he is asleep, and; therefore,
unaware and impotent. ’/f

The inverse, of course, of daughter killiﬁg father is
Agamemnon's slaughter of his daughterﬁ Iphigenia. Like Scylla,
his reasons for murder lay outside the family, specifically, his
desire as cammander not to betray a rlaval expedltlen to Troy, not

to fail an.alliance of men and turn them into his persona% enémles

(Agamermon, 206-217). Scylla, the chorus sayy kills her father o
T o ® ,

’



in order to 'aid and allet' his enemies (615 £f.). Just as Scylla
is bought by the price of golden necklaces (615-617), Agamemnon is
bbught by his fear of losing the spoils of war. The theme of greedl
unites male and female. 'Ironicaily, in their story of Scylla,
the sl‘eéping Nisus resembles the awake, but innbcent, victim_,
I'phigeni.a, in the story of Agamermon's actions at Aﬁlis. The male
Nisus is the chorus' ‘surrogate for the female victim of Agamemnon's
greed and political self-interest. Once again, the theme of
victimization unites male and female. One of the éurposes of .the
story is to remind the audience of the intensity of the chorus'
éonﬁa@t for Agamemnon and the religious, econamic, and political
vaiues which he represents.8

In the corrupt stroph: ganrg.(623—630), the women indicate
that their stories may not -e &:x.cly what they seem on the surface.
The chorus use the past ter «« . soeak ibout "toils that cannot be
soothed away", about a Mw_or tha. is hard to love" (or "hard on

4

kin") and which is "prayec ageinst in the house", and especially -
“about “wamen who plot as counsell rs of wit against an @u—
bearing man” (623-627). .t g, superficially, the stories .
éppear to summarize the ac—ic : of other women, .hamely, Althaea

and Secylla, the adverb dua. g ("Untimely"; or ‘t;'vunsui,tably", 624)
suggests that the stories are also sel'f—ref_le:»cive':.9 | The chorus
hint that their stories about hateful wamen are inappropriately told
because they reflect, like a mirror, stories about the hateful kin

of the House of Pelops. But the most important story told through
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. (i.e. Althaea and Scylla) or through storytelling (i.e. the chorus) .

78

- the imagery. of strophe gamma.is that of wamen as plotters and’

co{insél'lors seeking methods to destroy men, whether through action
10

The 1z - story told by the chorus focuses on the Lemnian

" affair. The use of the neuter#(td Ar‘\u.\)Lov, "the Lemnian thing",

631), to create a generalized account, and the resonance of the

verb rpeoBevetal make this the crowning or climactic story of the

_ode. The traditional account considers the crime of the Lemnian

wamen who killed their husbands in’anger at being sexually rejected
by the men.ll The chorus avoid any direct condemnation of the
Lemnian wamen and concentrate, rather, on another neuter abstiraction,

"the terrible thing" (10 6eLwdy) that is "camparable to Lemmnian

woes" (634). Herodotds' account of "the Lemnian deeds" (t& £pya

 Afuvia, 6.138-139) may throw same light on this passage.l?' He .

extends the myth to a later generation"" during whlch Pelasq:Lah men
bring concubines fram Attica to Lemnos, sire a ge.nei‘atioh of
bastard sons, and erd by killihg _thosé concubines and bastard
offspring in fear of depriving their legitimate sons of power o
and the authority to rule. When ‘the chorus ask rhe’ ically whether
they have not "gathered together“ thelr acocaunt of I_e'mos "with |
justice" (637), they may be referrmg to a view of the incident
similar to Herodbtus' . If so, their account brings to : .
culmination the mythological stories toid in the First Stasimon
about male and female kin destroying kin, about polluting acts

that lead to the hatred of gods (635), and about the total



destruction of a race of mortals that departs "disfrar;;:hised"

(é.u‘um?'év, 635) 13 The last sentence J.n this account of the

lLemnian affair is: "no one gives religious honour to a race that

is unloved by the gbds" (637), unloved because it is hostile to kin.
The camon thread in each of the three stories is the deed

of kinmmurder, whether the killer is female acting alone, lj_ke"

*Althaea and Scylla, or members of a race acting in concert, like

the Lemnians. The bloody price all these killers exact is taken

without thought for who suffers the consequences of the deed, vqhéther

son, father, concubine, husband, or bastard soﬁ. These stories of

kin-murder function like a sword that, for the chorus, "piéroes ’

| near to the mﬁgs" 1639). Furthermore, they are stories that are

_truly o’maiowg told in their appeal to Justice because they do not

fulflll Orestes admonition in line 582 that nhe\wcmen speak in a

way t@t is "seemly" for slaves, and "timely" (natela). The ~

stori'es of kin-killing -in the First Stasm\on helghten, paradoxiciélly, '

b

thé: baseness of km—murder, the very crime Orestes is about to
undertake on behalf of the women. ,
| Iln antistrophe delta (646-650), the chorus oconclude the ode
by associating Aéun,\ a fanale.no‘un_,' with two other females, Al
and 'Eowt'x;.M Accordingvto the wamen, a "famous deep-thinking
"Eptvig will bring ‘on the son [ténvov] to ﬁhe house in future to
4‘requite the pollution of long-past blood” '(649—651) . As noted in .~
Chapber Two, the 1mage of the wamen, who speak of themselves

pr:.marlly in the first person smgular, as a smgular collective -

79




¥
R

Fury, appears to be present here as well.® In fact, in the

closinglv*lli_‘nes of the antistrophe, the wanen'are._telling another
story, this time about an imminent act of kin-killing, one that

will bring the son, Orestes, like a deep-thinking Fury, against

old crimes of bloodshed in- the House. Through this act, Orestes

'extends and demonstrates the Fury—llke hatred of the chorus:

The stories of the First Staszmon are different from any o

b R -
the prayers or advice given by the waomen in the first half of the

play. Those were words -aimed direé‘tly‘.at. Orestes and Electra to
tell them how to think and what to do. By contrast, the First
Stasimon contains stories about "godless waren" and acts of kin-
murder that help the aud;iehce to look at Clytamestra almost
syrrpathetlcally 16 If she is a "godlgss woman“ there is a
"godless man" who, in word and in deed, has ‘transformed “he;m;.nto
the beast—-like and fearful killer she became. Smlarly, the
First Stasimon, particularly the Lemnian myth,l‘sugrjests t‘nat,_ if
the cho\rus of Choephori are "godless wamen", they have been #
driven to their subversive attacks on the House by male mnbei{%s

of Agamemnon's line who treat women as slaves, mere objects

-eas‘ily deprived of hame, kin, respectability, and an honoured

place in society. o N

(ii)

P ' .
, Inmedlately after the /Flrst Stasimon, as Orestes approdches

the house, he acts in a way that reminds us of the outlook and
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behaviour of both the chorus of Ch Ehorl and Clytsnnestra 17

Orestes does not openly attack manbers in the house like hlS—
warrior father had in waging war upon the household of Prram in

: Troy. Instead he first gams ‘access to Clytemnestra and
Aegisthus through quile, an act whlch the chorus later 1dent1y
with female "Deceitful Persuasion” (726) 18 Orestes' use of
deceit, .of‘lies or half—truths, makes him the camplement of
Clytemnestra in the first ;Siay and of the chorus of Choephori,
both of wham work through female deception; Orestes is an '

. extension of this female pe.rsonality. Just as the female chorus.
have perverted ritual acts of lamentation by using them as a means
:".of rousivnglhatred, Orestes, too, is perverting the sacred ‘rites of
ilgé\)La ("hospitality"). The guile he uses in telling stories that
disarm Clytemnestra anticipates the same guile the chorus employ
in Speaking to Cilissa' and Aegisthus: -

During the scene in which Orestes tells lies to ms mother
about a "dead Orestes" (674 690)., almost as’ 1f to test her love
for her son and her w1111ngness to lament such sorrowful news, -
the chorus stand by as silent 'onlookgrs.lg Their silence frames .'
a scene in which the full impact of their lessons in the kammos
are brought hame to Orestes. If he had eve.r- entertained thoughts
that Clyitemnestra was not a snake-mother, a creature worthy of
death, her resoonse or, ramer the lack of her‘ display of maternal
- 'feeling, bears out everythmg the chorus taught Orestes earller

€ebout the love of kin as expressed by members of the House of Pelops
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In a soliloquy (719-729), just before the arrival of
Cilissa, the chorus describe themselves to us as "female slaves,
the kin-beloved of the house" (oliiatl Suwibeg olwwv, 719). The |
wamen extend the irony of their quasi-kindred affiliation to the
House by connecting themselves to the cause of Orestes, -

specifically, through the "strength of [their] mouths"A (721-722) ;

' in other words, they are anticipating how they will use talk to -

deceive Cilissa, and, therefore, to help Orestes kill k-in.
Furthermore, when the chorus say "It is' ripe tin‘e’ for Deceitful
Persuasion to ygo.down into [the contests] with" (Ggrdlel NeLdd -
60Mow Ewmrqﬁﬁvm,_ 726-727), they are referring not ohly to the

deceitful lies that -sliccessfully got Orestes into the house, but

- also to the ways in which they will 'aid and abet' his cause.

The verb Euvnatalfival, which means ~"to go down into [the contests]

| with", emphasizes, !chrbugh the prefix Euv, the association of the

wanen with Orestes and their intention to serve as his accamplices.

For the audience, the juxtaposiAtion at the ends of lines 726-729
between the, female goddess, "Deceitful Persuasion" (Heud® &oilav) ,

an—d the male god, chthpnic Hermes, poses the chorus as the

, leaders and the personification of “Deceitful Persuasion”, and

Orestes as the doer or the bringer of the déadly message of “

2

Hermes.
As the 1mage of Deadly Persuasion, theri, the waren bear

no resemblance to, nor do they show any concerm for, their fellow

female slave, Cilissa, who now enters the stage. Her grief, they

- say, is not "paid for" (&uLoddg, 733). Their songs of lamentation,

however, which were sung at Clyternestra's behest are,- as Alexiou

~



notes, the songs of wamen "hired" (nlodog) to mourn.20 Just as

C]@temestra manifested no sincere sorrow in hearing about “the
de‘ath of ‘a son, the chorus of Choephori show no sorrow, that is;
no fc’eeling“uof kinship, towards one of their own kind. The |
slave Ci}issa teaches the audience the real meaning of the word
©lAta in the trilogy an;’i, in'fact, exemplifies éli of its
positive aspects. Like the chorus, Cilissa's position within
the ‘household is without power; she leads a life devoted to toil
for inasters. Nevertheless, she, finds ﬁo difficulty in calling
Orestes @lAov in line 749.

In the kcammos, the chorus had inspired Orestes to intensify

7

his hatred for Kis @llot in the house. Cilissa exhi_bits different
feell,@gs towards Orestes; she recalls all of the humble, personal,

and *é*’easured moments of her association with him as a Chlld who,

in every way except through blood, was her olAog. On the one hand,

she unlntent-_xonally gives credence to the chorus' shapi.ng of
Orestes' hatred for. hlS mother when she, in a bold statement for
a clave, condemns Clytemestra for he.r unfeelmg, un-kindred

reaction to news of a son's death ( 'she put a scowl on her face

while concealing laughter within her eyes", reading M's S¢1o
21

'oxuf)ponb\) &vdog. Supditwy, YéAwv in line 737). On the other hand,

Clllssa s candour about the queen s attltude does not automatlcally

make her disloyal to the House, or "w;Lllmg to serve its masters in
any way she can. Cilissa detenniﬁes to carry out Clytemnestra's

camand, namely, that she both convey the news of Orestes' death

3

83



&y

A |

e

84

to Aeg};thus (764-765) and that she warn Aegisthus to came back
armed and with bodyguards (766-769). She may hate the "destructive"
Aegistpus (764) , but J_n her willingness to camply with the camands
of her mistress, she demonstrates her ufx:iuestioning elAla. For
Cilissa, it appears that the House, both physically and
metaphorically, is all she has left of Orestes; it reminds her of
a time when relations among its kin-members were better.

The chorus' way of showing otAia is to .act as acécmplices
of Cilissa's "dez;d" Orestes. The " umen assume the rights of
Clytemnestra by ordering their fellow slave to alter her mistress'

message, that is, to tell Aegisthus to came back alone (770-771) .

. They work on Cilissa' hatred of the man who has, in her own words ,

destroyed the house (76.4).. In so doing, théy are using hatred in
the same way as they had with the children in the stichamythia
(106-123) and in the kamos. Earlier in the kambs, the chorus
openly sympathized mg}g the vlight of Orestecs and Electra as @lioL
in the house; now, 1:7 *His scene, they show no sympathy for a

fellow slave; ﬂuey\?‘uéver once indicate that they understand how
deep a losé Cili_s_:;c;g has suffered in the "death" of Orestes.

This is a crucia‘a'il. point. The chorus could have revealed the truth
about Orestes as being alive, both to alleviate the emotional burden
borne by his pseudo-mother and to draw her as a willing:a‘cdonplice ‘
into théjm“faction led *Orestes. But all the wamen do is h@t of
same 4s"ecret knowledge they have, sane possibly better news that is
neves made quite explicit (773-782).°%2

-
¢

By givifg orders to Cilissa
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. and by never divulging the reason why she should tell Aegisthus to
_came alone, they treat Cilissa as an inferior, almost as if she
were their slave. |

The chorus show the difference between their servile
u status and that of Cilissa by theiouardedness of their lanquage.
Cilissa openly expreesed either loye or hate for members o% the
household. In contrast, the chorus appear unable to veice any of
their true feelifgs, except through the use of ambiguous language.
Even after Cilissa departs to carry out their commission; the '
wanen continue singing‘an ode full of double meanings.

The Second Stasimon }783—837) is important for two reasons:
first, ﬁ% re—emphasizes the chorus' vision of Orestes as the snake-
"thing gg%n" (téwvov), the child who kills his monstrous mother
and, second it makes the roie of the chorus in the caming act of
vengeance a more personal one, because the wamen invoke a series of

divine flgur@%é aopeallng to these’ deltles to oversee the deadly

work of Orestesﬁthat is going on Ln the house.

Here, as iR’ the First Stasimon, the chorus _ @'along in -the

o

v.q‘ s
orchestra and their wards are directed at the a__

.)5\

"godless" ClytEﬂmestra, the. warmen  never openly admlt that they are

_ence ‘ Unlike the

playlng a duplicitous game; ratggy° ?h W§té ima they contlnue
to use language hefitting slaves in order to create images ‘that
Cwill renihd the audience of the justice and the propriety of their
uwords, in general, and their influence upon Orestes, in‘particui;rv

The chorus appear to believe that, as slaves, they must act through
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others. Althodgh Cl;teﬁhe;tra's feminine wiles entrapped Agamemnon,
éhe also actuaily‘killed him. The warmen are like Clytennestfa in
their use of feminine wiles, but thev never actually participate

in the deed of‘murder;

In strophe alpha (783-789), the chorus beseech Zeus with the
words: vﬁv\umjaLrouuévaL wl, mdrep 2ed v "OAuumiwy (literally,
"now, to me beseeching, father Zeus of the Olympian gods"), “grant
that theufortunes of the house came to éass” (tdxag TUXETVY,

786).23 Tﬁe position of the word ndreo\(ffather“) immediately
between the personal pronoun pot and the vﬁcative Zel allowsg‘

the audience to hear, albeit for a brief manént, the chorus
invoking Zeus as their father. Moreover, by using the neutral
pﬁrase Toxag ruiétv, the chorus feczce the audience to determine
for themselves whose fortunes the wamen are referring to, and.
whether those forﬁunes are good or bad. Justice, & female deity
who exa_ts the punishment of death demanded by the "Epuvieg

again proVidgs the wamen with justification of their words (788) .

In the intervening mesode alpha (789-793), the chorus

3

continue to importune Zeus to "place him [Orestes) within the

palace before his enemies, Zeus, since, if you lift him up to be.

great, you will receive in exchange twice and three times recampense.

: 4

It is ironic that the chorus both in strophe alpha and in this
stanza should invoke-Zeus presumably to aid Orestes and his family;
Zeus, 'as the audience would be aware, is, among other things, Zeus

gdviog, the very god of hospitality whose rights Orestes has abused |
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in ;gaining acc_ess to Clytemnestra and Aegisthus. The religious
conflict creates an cminous tone that allows the aedience to
think that the phrase "twice recampense" refers to the deaths of
AClytenmestra and Aegisth{ls and ﬁhe "thrice recanpense“ to the
deaths of the s::ame.v'two people, with Orestes' making up the third.
In antistrophe alpha. (794-800), the women's image of
‘Orestes as a m@ov ("young colt") "bereft of a dear kinsman"
) hints of his "'fema.'l.e nature". The word r@kov, as Gould notes,
usually refers to a young, unbrcken female horse, 2 Moreover,
the j_mage of the colt "yoked to a chariot of woes" is part of a
"traditional network of)jmagery and metaphors which associates
females and their role in sex and marriage with am'mals"..25 '
In addition, the chorus' image of Zeus placing a uetpov ("measure”,

@1imit", or "moderation") on the running of Orestes, contains within

this double entendre the grotesque image of an Orestes who must
vscmehow "moderate" his murder of mother and oousin.z?
In strophe beta (801-807), when the chorus call on "those
[gods?] w1thm the house" to "atone [release] blood for recently-

spoken Alnalg", they .create an’ Jmage that both Wilamovitz and

e
Wmnlngton—lngram have connected with the Furies: 27

This dlvme ‘collective embodies the total experlenoe of
a house which we know *to have erhraced recurrent’
bloodshed. It is this which makes it approgriate -
and vain - for the Chorus to pray for an absolution

of blood by.new acts of justice (i.e. new acts of
revenge) ard that the aged odvog may no longer breed
in the house. Moreover, it invites th& audience to .
remember that among the spirits which haunt the house
are a &aluwv of heavy wrath and the Erinyes of the
children of Thyestes.
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If Winninton~Ingram is correct in arguing fhat ‘the chorus

-

. v .
. here invoke, among other, the Furies, then the wamen's words are

doubly ironic when tﬁey continue their prayer with a wish that
“'aged bloodshed no longer breed in the house" (806). The women

are praying to the very goddesses whose function it is to ensure -
/ ~ .

’ that'ipéyo‘gﬂ does breed in the house. The only way to end the

: "breeding of slaughter in this house is the ‘destruction of every

memper of its lipe, .particularly Orestes,mv}}lo will be the only
-:" . - y . ’ .
surviving male after Aegisthus dies. The aydience must infex that\
% ' - ~§

Electra is figuratively 'dead’ smce she has been silenced and
deprived of any part- in the vengeance Orgstes.exacts upon his

kinfolk. 1In “fa>ct,\ if Orestes is destroyed, Electra would have no

P

male protector nor, presumably; any viable statﬁs in Argos.

In mesode beta (807-812), the chorus pray that an unnamed, _
god who dwells in a well-built cavern "Zgr;nt that-the house of man

look up well and see the bright light of freedem with beloved kin® |’

\ L]

eyes fram hidden darknesses". rbst camentators regard this stanza

| as an invocation to Delphlc Apollo Bb Verrall howevEr, /% thinks .

the women -are referrlng to an unnamed divine "poy@z\“ ho holds

the pas:,age Petween the living ard the dead" 29 In either case, -

the dramatic ir(i visible in the previous stanzas is also present
| 2/ .
here, particularly in the juxtaposition of its image of contrasting

light and darkness with that con}@mel/\i@ antistrophe beta, a point

which Garvie notes:30 . _- R

i

88



[In antlstrophe beta (813-818), the Chor:s p}ays‘t'o
Heqres as the god who brings success anc s one

on one's way..and who works in darkness..

juxtaposition of this stanza with mesode beta witl&'
nootmdtwy picking up Suuaowy there) is aminous. '
Orestes' deed, which is to brmg light out of darkness,
is itself to-be an act of darkness. - .

AN

The cminous tone that Garv1e notes is also present in the
b

'chorus image of Hermes acccmpllshlng a "falr—wmd deed" (814);

i

as the chthonic god of death, Hermes will bring to pass an il.

wind, one-which, % n‘&s the darkness of death, ot the light of

- freedam. If one .x‘c};tams M's o Aing of lmes 815 816, the

“sentence is nom 6 & ¢ vel v fiLlwy aononov 6" &nog kéwi

("If he 1 mlllng, he will roveal y other things, while .
i ma‘{

4

speaking an Obsgure word"), a readlngithat has troubled many
scholars. 31 . Whether one acoeots M's reading of Mywv in

line 816 or Muller's emendat_lon of that word to Aéyw, wmch
Sidgwick agcepts, the use of deliberately obscure language befits

a chorus of slaves unable to give full and public expression to

- their feelings and thoughts. Like the god Hermes, whom they

1nvoke here as god of quile, the chorus utter a word that is
either "di~" in its meaning or, eenversely, "cannot be guarded
acjainst" {&ononov émog).32 ) . ek

Strophe gamma (8I9~Ei'25') interrupts the chorus' pattern

of invoking gods and reityiing the themes of justice and death

in order for the women td# ',;"'l briefly on themselves as singers.

.of such songs. The wanen define their songs as "a famous

[musical] strain [or "law"] for delivera:nce, a female [strain]

8%
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with winds set fair" (819-821). The chorus associate thefr own.
, 2 g

female Qind—song with the male wind-deed of Hexime’s a.ﬁd, t-h—us,’
emphasize the implied cennéction between Eér&g; ‘deed, and deatt{.33
The "loud andrsh;illy-struck strains” sung by the wamen are like
other deadly female songs in Oresteia: Clytemnestra's song of
triumph over her husband's corpse; the song of vengeance chanted by
the Fugies in Eurenides, afic'1~the slave women's own song of
vengeance in Choephori. '

As the ‘wcmen cg;nclude strophe garrmaaf stressing their
singular'pé.rSonal gain (ué€géog), they ironié:ally SM of "Amn
jstanding away from thgir beloved kin (825-826). ..The audience
has already se:an the manner in which the cherus speak of and
treat members of Pelops' line, to wham they are "kin" and "beloved",
and female slaves,like Cilissa. . When ~een in the light of the one

} .
' personal reference the chorus make tc ¢he_r background in the

}arodos (75-81) , the wamen's description of persohal gain hints
that they are speaking of an “ATn which s:zands away, not form
their "kin" in the House of Pelops,. but rather fram their own flesh
and blood k_ih, because the latter were killed not by their own kin,
but by Agamemnor. or his male predecessors.

\

A5 the chorus end the Second Stasimon, they foretell "the

-

actual moment of Orestes killing his mother with a description that,
when the audience 'sees' the murder taking place, will demonstrate
how kindred a spirit Orestes is to the chorus. They tell an absent

Orestes to shout "father" (ndtep) to Clytemnestra's cry of "son”



*.

Q -
34. Although absent, Orestes carries out these

(énvov, 829-830) .
lnStrUCthDS durlng the murder seene (909-927); he is so closely
‘allled to the chorus' view of the House that he not only acts as
the wdnop would, if they could but he also speaks with the words
that"the women would use, if they could -- and he does so without
_being directly told. '

The wamen describe the vileness of the deed of matkicide in
a way that is reminiscent of their earlier description of
Clytemnestra'é’dream of 'a snake-son and ‘its implications for
Orestes as that: monstrous "thing born" (Ténvov). Dufing their _'
account of that dream, Orestes had aquickly recognlzed that he
himself was the monstrous thing born that would kill the other
monster Qho gave him birth. Now, in line 830, the “ATn that the
waren tell him to bring to fulfillment isg, then, truly "blameable"
(éntuoumoy).35 ¢

In antistrophe ganma (831-837), the chorus set up an oovfous
camparison between Perseus and Orestes One of Perseus' most
famous deeds; certainly the ome that establishes his heroism, is
the slaugﬁter of Medusa, a ‘gon.36 The aﬁcients conceptualized
Medusa as a terrifying female creature with soakés writhing in place
of h;ir, a goadess whose stare woold turn any man to SYOne,

~The,connection§ibetween Medusa and Clytemnestra are clear;
Clytumestra is a snak;—nother whose snake-son draws power fram,

sucking her milk and blood: Like Perseus, Orestes will establish

his right to rule in the house only througp a "rite" of.passage,

91
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which invol s kiiling his snake—mother' The word tor "gorgen"

in llne 835 is an emendatlon proposed bv Klrchho‘ff who sensed

4

that it has fallen out and been reploced by the easier reachng B

(lectio fac:.llor) of ooyag whlch means “anger or "wrath".
/

Whether or not one accepts the emendation, the pun is'there in

‘Ooy8g because of the placeme{& of, that word within the story.of -

lDerseus. Without the emendation, line 835 reads as folloys:
"Assume inste?é”d of xdowog ["favour"] baneful wrath"‘ (nooapdocmv
xdowog dovag kunoocg) 37 |

A w1dely debated phrase in the stanza is "the man who is
blanevgorthy (tdv atuo{) 836) . Insofar as these lines directly
precede the arrival of Aegisthus, they prepare the audlenoe to lock
at Aeglsthus as culpable and, therefore, deserving to ‘be set up

for death in the way the chorus do in lires 838 ff, Nevertheless,

in the context of Agamemon and Choephor:, Cl‘/temestra is also a

"male" and culpable because she has‘ stripped the house of its
rightful mascﬁline authority: she el;gogated wﬁémg ("mascﬁl'me
authority") for herself. (In so doing, she has become a male worthy
to be killed, deserving of the wrath of a Perseus-like son. |
The brief scene with Aeq:.sthus that follows the Second
Stasimon, while mterruptmg the audlence s exnectat_xon of
Clytemnestra's immingnt death, balances the scene with Cilissa
which precedes the Second Stasimon. The framing effect ct@aﬁterl by
the Cilissa and Aegisthus scenes permits/rhe audience to see how

7

active a part the chorus take in preparing for the shocking murder

ERYY
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his knowledge, to,;;\.

bring the house in g@a*der, he‘asserts that he has came to clear

up any prdblems arisingsfrom the news of Orestes death. In lines
845-846 he deScribes s)(orles that have caused wamen to fear; these
“frightehing stories frcdlycnen , Aeglsthus says, "leap into the
air and die in vain". Mevertheless, he#turns to the chorus, appearing
to trust these wamen and their storles to gu1de ‘his actlon (847) .
The women, almost as a aannent on the distrust he shows in line
0844 about the reliability of the news of Orestes’'. death urge him - '@%
to seek,answers inside -- fram "guest-friends" (E€wwv,.848).  They
ueé*his distrust of stories told by females to moek'his maeCulinity‘
~and, thereby, to convince himlto.enter the house on his own
(849 850). They serd Registhus to his death.
After Aegisthus leaves the stage, the chorus pray brlefly

to Zeus (855-868). They ask:“how [they]‘;lll ccmplete speaklngj
' what is fair" (or "equal", i.e. "the right measure", Eoog; 85;).
They go on to say that "edges of man-killing knives are’;bout to
be stained [so that] they will either cause the entire destruction
A‘ of Agamemnon's house or'[Oreetes?], by kindling fire and light for
freedqn, ‘[he?, they?j will have power that rules cities and great

. wealth of hie fathetsﬁ. ‘The chorus, by posing an alternative betﬁeen
" the total destructidn of Agamemnon's house and the kindling of fire

and light for freedom; appear to trulx subport Orestes, particularly

55



. since their words aré spoken while alqné‘ in the orchestra. But the
audz,glce would be well aware by this time that_, ~as Winnington=Ingram

notes, ) the extinction of the house will be tmeatened as mwh by.

» L

the success as by the Lallure of Orestes, its survwal onlw seumed

) by the outcame of the trial at. l\thens (Eum. , 754 EE)" 38 o A _‘

b’oreover, in the context of Orestela, ‘the kmdlmg of fire and N e

-light is as much a sjgn of death and dEStIUCthI‘x as lt mght be of
- oYe)
' resolutlon in Eume.nldes. 39 . —

It' is not unexpected then, that this chorus of wcmén, who

E cdntimlal%y use irohy embeeded in cbscure language to voice their -

feelmgs, dec;de to "stand aside" whlle the actual murders are . N
taklng place, "so that [they] not seem to be responSLble for these
e;\fils" (822-873) . 'Nevertheless, their trlckmg_of Cilissa and

'

Aeglsthus 1n a way that leads to the murder of an unarmed Aegisthus
: and later, Clytemnestra, belies the trut.h of their words in lines
871‘-—873. In w?smng to "seem" ebl{ameleSs of these evils, the chorus , ¢
draw 2t centlon, paradoxically, to their own culpability. Orestes 7('7
is their Ares, th@r Hermes, their Justice, their Perseus in 'fighti\ng
a "battle" (Wdxng) against the House; he is at the point of |
"'becam'mg mastér of his,objective"- ‘(ueuﬁpmmp télog, 874).. The

-

wamen are content, to let their warrior appear the abgolute victor.
4 . . -

T

(1ii)
. The Third Stasimon (931-972) of Choephori is perhaps. the

most dramatic one, because the lyric song and dance of ‘the chorus \
‘ R
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in the orchestra is superimposed upon the murder of Clvtemnestra -
hhlcb is taking’ tlace,ﬁgt the same tlme 1nsrde the house ' The
audlence was able to Hear the death crles of rgamemnon and

»

ngthUS, but C];tennestrgﬁs crles, 1f she makes any, are drowned

out by the chorus! song about the triumph of Justice. In the first

- four lines dlrectly precedlng the Thlrd Stasxnon, thexmunen appeas

N\
to lament the death of the victims, Clytemntstra arj‘Aec1sthus A7

However, "the twofold fortune&ﬁithese" (931) oould also refer, as

Rose»notes, to the double mishap to be suffered by Cljtemnestra and
Orestes "she must‘dle and he_is to be a matrlolde" # "

> As I have noted earlier, every renewal of véngeance ‘jn the
House of Pelops'inevitably leads to the destruction of those who

dare to carry it out. Clytemhestre'and Orestes, both of wham' |

performed the physical act of murder, must -be’ destroyed, under the

dictates of lex falionis, Therefore; when the chorus'pray that the
"eye of the house"h that is, Crestes, "not fall to utter [or
"camplete"] ruination" (934), they'are,‘inleffect, reminding the
audience of the dangerous consequences, for Orestes, of actirng as
"the doer" of the deed of vengeance. The lesson cf lex talionis
that the doer must also suffer in turn 1s more damnlng for Orestes,
wham the chorus describe as belng "at the crest of much blood" °
(932) . They are suggesting that matricide is, in thelr mind, the
worst form of kin-killing, an act that w1ll plunge him to ruin even
as he is camitting it. In this frnal,sectlon of Chapter Four, I

exgnine how this double lesson of trlumph and defeat is reallzed

in the House of Pelops



In strophe alpha (935—94ll,wﬁhe'cﬁorus describe Aun
"heavily-just Recdnoense" (HOLvd)fﬁﬁiéh has ccnélto the tan S
Priam (935-936). If fhe wamen afe Trojan, and, theref + . lo. |

' members of Priam's line, as some cammentatots belleveL then tre
stateament shows how easily éndfperversely ALKN can be .sed as
jusfification’fgr ﬁurderougfggﬁs thch led to the destru tion . -
ah entire family line. Beéaﬁée df‘Paris' violatidn of the v ~7
hospitality, the-@holq line ofhPriam-was ”jusﬁly” destroyed by |
Agamemmon and his followers,’é destruction which involved the
enslavement of that line's female members, of wham the chorus form

- part. Implied in the bhorusn statement on Alun, then, is tﬂe theme

‘ﬁof the erdless flow of blood:

Her”n, when thé women speak of the "twofold lion an& twofold
Ares thdt has come to Agamemnon's house, the implication is that,
whoever these twin forces represent, they will suffer. The Atwofold
lion and twofold Ares" could as easily, in the song of the chorus,
refer to Clytemnestra and Orestes, as they could to Oreétes and
Pylades. Pylades, unlike Clytemnestra, takes no physical part in the
killing of any member of the House; his function in the scene leading
up to Clvtemnestra's death is simply. to remind Orestes ¢! "the

.oracles of Apollo and trustwgrthy oaths" (900—903) T {Psofar asr\\\\\%
Clytemnestra and @restes belong to a house identified by its lion gates
and governed by an Agamemnon who "lapped‘up his fill of princely
b" od lik~ a ravenous lion" (Agamemmon, 325-827),42 mother a?dx>:

“on exhibit the Fury*like wrath of that lion who lapped .up the blood

+ of his enemies. Orestes, as "the exile who consults the Pythian god

s& i

|



qrged by instructions from the gods: aas "driven [or 'spoken” ]‘
everything” [to the end of his course] (939-940) 43 . .
When the chorus 1:1Wesode,alpha (942—545) uf%e'thémselves

.to "shout out a cry of‘trﬁaqﬂf{(énokokéﬁai', 942) "for the escape
of thé house of masters fram evils and from the wéSting away of
ppssessions by two polluters, gr%EX?us-fortunes*,444the women' s
words are ironic b§cause the Justige that came to Agamemnon's
house demahds that evils conﬁinde until the pollutant Orestes

" Suffers the same fate which he is-exacting from his mother. The,

first level of. reference contained in “two polluterg' is to

Aegisthus and Cl estra, but the phxase also applies to Orectes

“and Clytemnestra, both of “mcnlbrlng pollutlon upon the house bg

; their murder of kin. ‘ : . ‘ 5
Antistrophe alpha (946-951) returns the audience to the

i figure of Justice hescribed in strophe alphéa In the latter.

2 stanza, Alun was called "heavily-just Reccnpense"; no& Aﬁua is:

1 "deceltful-mlnded Recampense whose concern is stealthy battle"
(946-947) . At the very mament the chorus are describing Jujtlce
in this way, Orestes is actlng on thelr behalf by killing his
mother in fulfillment of the Justice demanded by the chorus.. The

male inside(}pelhouse is subordinate to the females outside.

Moreover, the chorus go on to describe Alun as the daughter

. of Zeus and they play upon‘the similarity betwen Zeus and A{un
" in the alliterative phrase Aidg wdoa, Alwav (949). Syntactically,

the phrase makes Zeus subordinate to hiS"daughter,gAtun; she



éppears,“first,'in the naminative case as nopa (daugfiter) and, ?

' second, in the accusative case as Alwav, ahgythe doubling of her

[

presénce diminishes the single appearance of Zeus' name in the
. - . . »

" genttive case. - }

A ~ v
fa . . : . . . N » ‘
In addition, there is irony in connecting Orestes' act of
. B . v
'vengeanc‘ludth.Zeus, becausé it is Zeus' law of hospitality which

Orestes has transgressed, in order to exact Justice against his |
mother. The final desgiiption of Alun fﬁreathing out destructive
. B . [ ]

wrdth" (951) reminds the audience of the wrath of the Furies, a C

~

point which I have discussed in Chapter Two.45 Just as the chorus®
§

- i

associated MoTpat and Alun . ith the code of the 'Epwvleg in lines ;
306-314, ﬂere in antistrophe alpha, the cherus refer to another
fHeadly female triplet: Nowvd, Alun, aAd the "Eouvleg. By
as$ociating HOLvd with Alun in both strcphe and antlstrophe alpha
‘% dlfferent ways, the chorus unite three thenatlc elements of
Choephori: the women celebrate a Justice which is deceitful, which
bears the authérity of Zedg through his daughter, ana which breathes

ba _
out the wrath of the Furies.

L¢

It is difficult to make sense of strophe beta (953-960) ,
wiich has often been enended.46 what is clear is that Apollo, the

divine authority behind Orestes' plot of murder,'is.aisociated with
{

- a female divinity, probably Alun, because of the context. Whether

or not one quepts Page s reading of lines 957-958, "the divine

zils and this is why I do not‘ghgve evil [or "unfortunate .

ings"] (woateltw &€ Twg o Selov, 3o} uﬁ r Unoupyelv

EN

!

'Y

<
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MGMOQQ)/Or the general sense of M's reading HCGIELTGL r SE+Qv

waod\rb uh UﬂOUCYELV HOXOTC) To mean 'the diviné is samehow check?d
' -t

~ . % 5o that it does, ndt furnish services to the wicked", the chorus'

]\~

 words are ironic. If Page is correct, the women are saying that

A -
w

they do not 'aid and abet' "evil" ("people" or "things"). Even if

one acknowiedges that Orestes was provoked into killing his mother

because she killed his father, it would be impossible not tc think
of matricide as, at the very least, a "misfortune", ¥f not an -

)
- pA
"evil". On the other hand, if M's reading is followed, &hé?? s

"the divine is somehow restrained fram assisting-evil" ("people" or

"things"), in the wamen's view, becauSérlex talionis dictates that

-

the dper must suffer. This is why the chorus gosf to say that

"It is right and fitting to reverence the ruledof heaven"; heaven
dictates that the gods help only the good..

In-nésode beta (96ll964) the chorus 'say, using berrall's

translation, "It is pOSSlble to seé the llgﬁg or "Light is present v

"I am'deliyered fromyyhe great curb-chain of thé house" (mdpa. T
. 8 . ¢ o
wbe LAty uva T hrledsn ddhiov oluwv, 961-962).%7 The chorus

are describing the;{ feeling of relief. The term Udiiov suits

€

slave women because it refers to the chain that curbs the jaw of

3 horse and, although it is not as restrictive as a bit, the curb

‘is still a means of control. The(égéth of Clytenneétra is

equivalent to the return of light and to théarising up of a louse.

[N

On the surface then, the chorus praise Orestes for the murderous ,

act bgg£§ camitting. At a more subtle level, however, the wamen

g

Al
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celebrate the lifting Of a great emotional burden from their minds

-
]

‘and hearts. is almost gh the vvengeanoe brought upon

Qly_temrqlestr’a and Xegisthus, the E:onsequences resulting to = - .

e Orestes fram those acts, are payménf n kind for the destruction \/

)

» Of the wamen's paternal hares and > murder of their own kinfolk, .
. - A . .
R Although the women can never litergd@ly regain thEhysecurity afforded
)

by their own ffnilies and the walls of their patérnaluhdne's, walls ,’/
- g

PAS
o
! v

2 rd N »
~ "that have la:rm on the <'ground or too long" (9633964) , their homes -. ’

will live on in the perscns of th?ﬂwomen who are now freed of any.

NG

—~ - ] curb-bit restr.ining them. N

~

A . .
- As Verrall not;zs, "the details" of the final stanza of the

Ll

Third Stasimon, antisty ohe beta (965—97}«)/'are wholly L‘lncertain".~ '

The genei‘al sense, }Ef'e adds, 1s & .soon th& house will be thoroughly
purged".48 Verrall i3 afsxming,’ however, t:_hat.hthe c‘hom\s‘ trul
support Orestes. If one retains M's reading of lines 967-968
(uioor v éWL nodaouot ¢ arosy ékafﬁouoyb, the chorus are saygng
"pollutior©drives away all purging throuéh cleansing rites". &e
: implication of this statement is that lex talionis is still
LoF . —_— .
operating, that is, that the pollution caused by acts of kin-
killing make it impossible fcr the killer to be purged by
cleansing rites. The final lines of this starza (969-971) make
nd clear sense and scholars are divided on me't)%ahing of these

49

lines. Whatever meaning is attributed

—

to antistrophe bam, the
general tone and wuntext of the Third Stasimon imply that the E

chorus are singingwa song of victory in a way that emphasizes the



iesson of Alun; this lesson demands that Orestes' eong of victory.
turn into cries of defeat.

In the Exodos (9%2—1@17) Oreetes is revealed standing over .
two corpses. lee his mother, he dlsplayb the bodies of his
.victims while asserting the "Justice" of his acts.-uHe'points to
the-death robe in which Clytemnestra hadrwrapped Agamermon.

Unlike his;motheg, however, who boasted with deiight as she
looked at the bodies of her victims (Agamemnon, 1372 ££.), Crestés
shows nelther joy nex-relief nor unquestlonel confidence-in the
?Justlce" of his act of matricide. Rather, he invokes “HALOG
\\*ithe""Sun—god") to stard as witness both to his mother's unholy
ddeeds"“and %o the'Justlce Of‘hlS}aCt of matricide (985 -989). His
appeal suggests his anxiety at standing alone, without the presence
',Qf any divine souree of support.
| In the subsequent dialogue between Orestes and the chorus,
" the gloamy tone of the mmnwﬂi s words results in repeated attempts
by QOrestes to justlfy his act of matricY¥de. The chorus say! "Alas,
alas, for vain deeds You have been acted upon by a hateful death
Alas, alas, suffering also blossams for the one who\surv1ves
(1007-100§). Oreetes' suffering is coming into blossam (&vOeT,
1009) in the same way that the Aegean sea blosscmed with: the
corpses 5; other Achaean youth who died on their return home from
Troy in the fleets of Agamemnon and Menelaus (Agametmon, 659-660) .
‘ They'wcnen are asserting that death will also came to Orestes for

his "vain acts" (ueréwv Epywv, 1606), just as similar acts brought

death to Clytemnestra.
: . -

101



Orestes vields >to. the chorus' tone of foreboding b-y suddenly
questioning the fact of Clytemnestra's guilt: "Did she do it or
didn't she?" (1010). As in his earlier invocation to Hermes, Orestes

. goes so far as to refer to the death robe and Aegisthus' bloodstained
. ‘
sword as witnesses of the Justice of matricide (1014-1017). At a
o

time when he should be celebrating victory over enemies, Orestes

sings a song of lamentation, grieving for a victory that brings

- é .t
with it the inevitaule consequence cf pellution (1017
.The chorus respond by saying (1018-1020) .20
o0Tic pepdmn Gouvi Blotov \
O o8Ld mtt &v o &Tuuog dueldol
abtal atal, : .
wydec & & udv abtix’, & &' fHEel.
No unpunished mortal will go through an entire ‘ : E

lifetime unscathed. ‘ )
Alas, alas, -toll cames to one man straightaway,
to another it will came [later]. :
. Rather than attempting to bolster Orestes' already waining confidence -

in the "Justice" of his act, the chorus further undercut it by 8 \\)

speaking of the "toil" (uwoxdog) which will befall him, as it does

)

every man. /

Orestes in lines 1021-1043 appears to .iderstand the dire ‘4
implications of the chorus® maxim as his confidence continues to
fail. First, he..questions the outcame of his previous acts;
second, he says that his "wité that are har¢ > govern carry him
him away as he is conquered” (v’mdmevoxl 077 324). His victory

‘is quickly turning into defeat as he utters "Fear is ready to sing

" near my heart and to dance to wrath" (1024-1025). This is

&
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~reminiscent of the fear which the chorus described in tﬁe DAroC.L -
as an "intérpreter of dreams which f€ll heavily upon wamen's ‘
d@ll?ers‘_‘ (33-37). Fear now falls upon Orestes who sings to ité

tune "I killed my mother not without Justice" (1027). The litotes. -

- junderscores his sense of entrapment by a deed~that briﬁgs him,

thus far,”no lioht and no rebuilt walls. Orestes does express,

L g "
-

however, a need to flee to Apollo!s shrine for expiation and -
protection (1035 ff.). This is no triumphal ‘Oréstes‘, but rather
a man seeklr‘g e escape "this blgodletting of ‘k-in" (td6" alux
woLvodv, 1038).

When Orestes is at his lowest emot.ionai and psychblogicali
re.bb, the %mrus revert to theu role 'of oounseli\or and overt‘
supporfer. In lines 1044-1047, tﬁe wamen warn Orestes ggainst
"yoking [his] mouth to wicked. speech”. They go on to remind hm
of the way in which he "freed the whole city of Argives by cutting

off the heads of two snakes" (1046-1047) .51

On the surface, the
two snakes are ,Clytevhestra and Aegisthus, but, within the contex
of Clyter{nestra's dream of a murderous snake-son (\523—550) , Orestes
cannot fail to interpret the ch#us' words as a reference to thé
cutting off of his own snake—h'sayacii.52
Orestes suddenly realizes the truth and cries out in horror.
Hence, when he locks at Athe chorus,'he 'sees', at the same mament,

the 'E‘owbeg.SB

These "gorgon-like females" wear black robes and
have many snakes twining in their heads (1048-1050). The chorus
respond by voicing disbelief in Orestes' imaginings: "Hold on,

(% 4
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don't be afraid, act as a victor" (1051-1052). At the very moment
Orestes cries out in defeat, the chorus tell him to act as a
vicéor, but this does not encourage him. The terrible clarity
of Orestes' fisions leaves him unable’to conquer his wits. He
perceives the 'Eolvieg to be the "wrathful gods of [his] notheg'
(1054). The chorus then mock Orestes, blaming his chaotic emotic:.s
and terrifying visldhs on the presence of fresh blood on his hands
(3855). Whé;her or not there was a éeparate band of females dressed
‘as the Furles, it 1s clear fram Orestes' description that he *
perceives a SLmllarlty between the chorus and the Iuries both in
dress &nd function. As Sidef notes: ' . s
Given Aeschvlus' reputation and the emphasis on bLicod in
 the Oresteia, we should allow that the chorus-did indeed
appear wearing masks designed with bloody cheeks, and
with ragged clothes..their dress suits the role they play
in the first half of the play: agents of the Furies. '
When the chorus~§ell Orestes that his "one cleansing" cones‘
fram D3x1as who "will make [him] free of these woes" (1059-1060),
the audience must wonder how this statement can be true. The
. chorus have?a@t only encouraged'Orestes to kill kin, but they
are also’ the same wamen who have, ironically, described such
rderous acts in terms of seeing the "light of freedam” (809).
In fact this déscriptién is not unequivocably borme out by the
iih%na of the law-court scene in the third play: Orestes obtains
his freedom, not through any purging rltuals at Apollo's shrlne in
Delphi. He becames the object of an ironic argument about the

nature of kin or blood-relationship between wife, husband, and son.
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- e .
Orestes'’ acqulttal hf%ﬁQb~lltV -0 see the "light of freedam",
cames to pass because Athena, who always sunoorts the male, casts
the deciding vote (Eumenides. 735—7413. ’

The lact words Orestes utters in this play are\an assertion
that the chorus do not see the females he sees; he is driven off
.stage, unable to remain (1061-1062). Only for a brief mament did
Orestes behold the wamen as Furies. As Orestes leaves the stage,
the women wish him "prosperity" (ebtuxotlng, 1063), a term which
they had used in the parodos to describe one of the causes of
man's downfall (59-60). Moreover, when they pray "May d well-
disposed god‘oversee and guard you With‘tinely (and "deadly"]
fortunes” (varptolot ouuwooatg, 1063—1054), they remind the
audience of the ill fortunes of Agamemmon and Cassandfa, both
striken by "timely" and "deadly" death blows. These‘ac;s'of
vengeance are, in turn; followed by other "timely" and "deadly
fortunes". )

in the epllogue to Choephor. (1065-1071), the chorus turn
once again to us, their audie . sumarizing the ' three:w1ntry
and violent storms that have -.es ned and run their course on the
royal palaces" of the House oI Pzlops (1065-1068) . The three sterms,’
according to the~chorus, have resulted in the doom of males. The
‘fi;st is the killing of the‘sons of Thyestes, who were slain by
his brother, Atreus, and feasted upon by their father (102%—1069);

the second is the royal suffering of a man (husband?), a warrior-

leader of the Achaeans who perished slain in the bath, i.e.
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~ Agamermnon (1070-1071) ; the third is the arrival of Crestes wham the
wamen describe in such terms as "but now, 1in turm, 'a't.hi‘z:d has
came fram somewhere,. a saviour or should I say doam?" (vlv &° QG.
Tbtrog IASE nmodev cwthip, 1 udoov elnw;, 1073-1074). In
separating the adjecti;fe toltog ("third") Zram the nouns owTT;nD and
1doov, the chorus allow the audience to think, for a brief mament,
tha‘t the women are qoj_ngl to speak of the third "storm"l thereby
stressing the irony of their demscrlptlon of O;:estes as. "saviour"
or "doam". : In add_lthI", the male child wham the chorus described
in line 264 togeﬁher with his sister as "savicurs of [your]
“.fatl\ﬁer's hearth" is now' equated with "doam".

Moreover, by using masculine terms to describe the "Am
that has struck the House, A‘the chorus concentrate on the male
members of Pelops' line. In this final ode, the chorus exciude
any reference to fémales, ‘whether victims or killers: Iphigenia,
Clytemmestra, and the "female" ?\egdist;_hus\are not mentioned. >’

By describing male victjms' in telms of violent stormg,” the chorus
imply that all the storms of destructlve wrath in the House
originate frcm men and nmust, therefore, be paid for by men.

The chorus then oonc;clude the play with the question: "Whé.'fe
then will it came to pass, where will the strength of. “ATH be'
lulled to sleep and [thus] cease?" (1075-1076). Given the wamen's
repeated lésson o% lex talionis, énd 'tﬁeir énphasi's upon avenging
trii)lets, and now triple stoms, the a:txiie_nce must wondler whetllmer

the trilogy will end with Orestes' utter "doom". The -power of the

s
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chorus of foreign serving wdmem has been sa effective that, alﬁhough
forced to speék fram behind veils ard through anbiguous language,
they have succeeded in acting as agents of Alun, "Amn, and the

D.

;Epuyésg.
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Footnotes

Lebeck, "The First Stasimon of Aeschylus' Choephori: Myth
and Mirror Image" CP 62 (1967), p. 182.

Many cammentators th.mk that the First Stasimon is prlmarlly
a condennatlomof Clytemnestra and- Aegisthus. Verrall,
for example, pp. 86 and 88, says:

Tho ode itself is carefully adapted to its function
as a mere symbolic interlude being in theme and’
treatment wholly non-dramatic...The previous
discourse on the monstrous effects of passion, and
of female passion in particular, is pointed of course
at Clytaemnestra and Aegisthus..

And Tucker, p. 134:

’ S
The chorus occupies the interval with apt reflections,
enphasmmg once more the enomity of Clytaemnestra's
crime and the justice of her inevitable punishment.

and Roée,‘p. 178: ‘

If all his [Aeschylus'] my‘thological examples are of
women who did ill, that is because the Chorus have a
waman in mind, Klyta:mestra, who they recognise is
the prime mover in the whole affair.

1

Garvie, p. 203, however, asserts:
Lebeck (though same of her 'mirror-images' are samewhat
over-subtle) has shown that one must look for a wider
relevance, and that, although the emphasis is on crimes
oorrtmttai by wamen against male relations, Aeschylu.s is
thinking also of the broader context of crimes in the
house of Atreus.

Gods and Heroes of the Greeks: The Library of Apollodbrus,
trans. Michael Simpson (Amherst: University of Massachusetts
Press, 1976)\ l 7.1. ff.

Lebeck, "First Stasimon", p. 182

If there are any resemblances betwee : Althaea and Clytennestra,
‘they must surely derive fram the way masculine acts have
aroused the women's anger; Clytemnestra is harmed by two

men, a husband who sacrificea his daughter, and a son who
fails to remember, or to take into account, at the-moment of
klllmg his mother, the father who killed his sister.

-
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11.

12.

éshe is the "good" or "M

Lebeck, "First Stasimon", n. 5, roints out "in the more

camon version of Scylla's stury, passion is her motive.

See Paus. 1. 19. 4; Apollod. 2. 15. 8; Nonn. Dion. 25.

161 £f., Prop. 4. 19. 21; Ov. Met..8. 90 ff., Cizis 130".
e 7

Clytemnestra has the tg@gue of a hateful bitch (Ag. 1228);

A ple watch-dog of the house" (Ag.

602); cf. also Il. 6.344, 356, where Helen, her sister,

speaks of herself as a "chilling evil-minded bitch" and

a "bitch". —_— ‘ |

Lebeck, "First Stasimon", p. 183, argues that the
mythological storie "are intended as condemnation of
Clytemnestra" even though they are "inappropriately”
(dnalowe 6¢) told by the chorus. Her argument is difficult,
however,” if one accepts her assertion that the mythological
stories ‘are reflections of the crimes cammitted by men in
the House.

The stories are also inappropriately told because the
chorus seem to be referrfrig to Clytemmestra when they
speak of "all<daring passion" (597), but it is obvious
“from the women's versions of the mythologicdl stories thath
Althaea's and Scylla's motives do not include that of
sexual passicn, as Clytemnestra's did. '

I am camparing the power of the wamen to harm or to destroy
the image of man to the way Clytemnestra, as I have shown
in Chapters Two and Three, kills Agamefnon a second and
third time by speaking in the hisioric present tense, of
the death blows she strikes at him. The.power of the &
chorus reside in their words, not in their physical actiond.
In strophe gamma, line 628 is corrupt. Same carmentatoxy
have replaced oéfac with €Bag, thereby supplying what
appears t. be a missing verb in the sentence. Nevertheless,
the meaninc and text is in doubt. ~Stanley has emended

M's tlwv in line 629 to read ti{w making the chorus the
subject of the sentence. If one retains tlwv, the

subject of the participle could be the warrior-man, a
description which would /fit the characterization of |
Agamermon who would "hotiour the unheated hearth of (his]
house and [his wife'§] female undaring spirit". The word
t{wv also has aminous connotations. See n. 54 in Chapter
Two.

See Apollonius Rhodius, 1.609 ff. for a fuller account of
the myth regarding the Lemnian women. “Cf. Pindar's

Pythian IV, 252.
Hle.rodotus, 6.138-139.

)

-
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14.

15.

16.

17.

18.

19.

20.

21.

\ .

-J

Rose, o. 181, argues that &tiwd€w has political and,
hente, male connotations. "The word means 'disfranchised',
i.e. men who are made GTikot in the citizenship of
huranity". This strengtheps Lebeck's view that the chorus'
version of the story has malejovertones.

The chorus, at the beginning of the kamos (306 £f.),
associated Molpal with Alun as aggnts of the "Epuvleg.
In the First Stasimon, the women refer to a very similar

femate triplet: Alun, ‘Eovwdeg, and Aloa has replaced

MolpaL, but the meaning of the two words are similar,
"Fate" or "Destiny"”. )

Kaimio, p. 92.

i1 5
0. Taplin, The Stagecraft of Aeschyius’ (0xford: Clarendon™
Press, 1977), 'p. 338, notes "585 exeunt Orestes, Pylades,

. and Electra". -

_ plato, in Laws 872d-873a, states: 'the son who kills his
. ;mother must inherit her female nature’.

B

“Teudd, a female noun, is an abstraction connected with

disaster and death in the trilogy. In Ag. 385-386, the
chorus of Argive elders say "relentless Persuasion,
insufferable child of “Atn, campels him [Paris], and
every remedy is useless". Although Clytemnestra does
not use the term "Persuasion" in any form to describe
her own deceit of Agamermon, res ipsa locuta; she -

versuaded Agamemnon to walk on oriental tapestries (922 ff.).

Taplin, p. 339, notes that the chorus of Choephori never
leave the orchestra.

Alexiou, p. 10.

Scme camentators doubt the accuracy of Cilissa's view of
Clytemnestra's grief over the news of her son's death.
Seg, ‘for example, J. Margon, "The Nurse's View of
Clytemnestra's Grief for Orestes in Choephori, 733-740,

U. of Calif. at Santa Barbara, CW 76.5 (1983), argues that
Cilissa misinterpreted Clytemnestra's expression of grief
over the news of her son's deats.

Lattimore translates lines 773-777 as follows:

Ci. But are you happy over what I have tpld you?

Ch. perhaps: if Zeus might turn our evi wind to good.
Ci. How so? Orestes, once hope of the house, is gone.
Ch. Not yet. It would be a poor seer who saw it thus.

Ch. It is the messenger who makes the bg;t word straight.
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23.

24,

ro
un

27.

28.

29.

30.

31.

32.

9; v

L

lLattimore's translation does not Lndlcate the aminous
connotations in the Greek text.- I have, therefore,
translated these lines as literally as possible, while
attempting to show the negative nuances in the passage.

Ch. For a hidden word is set straight in a messengerf
Ci. But are you thinking well with these things now

announced?

Ch. Yes, if Zeus will place a trophy of evils.

Ci. And how?

house.

Ch. Not yet.

Of Orestes, hope has departed, of the.

An evil provhet would know these things.

Garvie, p. 256, rejects M's reading of tUxag Tuxelv
because he conhsiders it "too neutral" a phrase for the
chorus to be using when describing the good fortunes of

the House.

J. Gould, "Law, Custam and Myth: Aspects of the Social .
Position of Wamen in Cla551cal Athens" JHS Vol. 100

_(1980), p. 53.

Ibid.

<

This is why Garvie, p. 259, rejects the neanlng of péToov

as "moderation™

Winnington—Ingram)'p. 222,

Tucker, pp. 180-181; Sidgwick, p. 6l; Rose, p. 199, all
agree that the chorus are referring to Delphic Apollo.

Verrall, pp. 115-116, asser s that the women are asking
the god who controls the pas:ageway between the living
and the dead to permit Orestesl warrior ancestors to

rt him. This is ironic in itself, for Orestes'
ancdstors would include Thyestes, Atreus, Pelops, and

Tantilus.

1e, p. 265.

line 815 for reasons o: metre and sense; hg emends M's

Sidgwick, p. 61, follcws Heimsoeth and Wizklein in rejecting

" AMywv to Aéyw in line 8.6 making the cho

e speak-of

the "obscure word". This meaning fits a chorus of slave
wamen whose words are often ambiguous. -

In line 476, the chorus invoke the "blessed chthonic gods",
a reference which probably includes Hermes to wham they
appeal as "chthonic" in line 727.

-~

<

111



34.

36.

o

Wind imagery is often associated with death, viclerice, and
anger, particularly of females, in this trileg:. .

See Ag. 193-204, “rtemis, in anger at the Atrgidaey caused
storm winds to blow,at Aulis, thereby preventing them fram
sailing to Troy. ,

In Cho. 390-392, the chorus speak of their own hateful

anger which blows like winds. ‘

And, again, in Cho. 591-592, the chorus describe "winged
creatures and creatures who walk on the grounl speak of the '~
windy wrath of hurricanes". -

Taplin, p. 343, notes "718 exeunt Orestes and Pylades, exit
Clytemnestra. ' -
Tédov, literally, "the thing born" is the chorus' term for
addréssing Orestes (324, 523). The .only time they use a
different -orm of address is when they speak to Mim and
EleCtra collectivel, calling them both "childrgn" (nalbeg,
265) . - =

Schultz emended M's r=ading of mepalwwv énipowmy &tav to
nédoaly’ Guenluoupov dtav. When thd last syllable of mnepalvwv
should be emended to ov instead of wv for metrical reasons,
no other chgnges are necessary. Garvie, p. 270, accepts
Schultz' emendation because "the Chorus is unlikelw to
destribe the vengeance as émnluougog, 'blameable'".

Michael Grant, Myths of the Greeks and Romans (New York:

New American Library, 1962, p. 349, quotes Freud's
interpretation of the cutting off of the gorgon's head

as the means by which Perseus and Orestes can regain

pcwer. The desire for power and property is part of what

in Oresteia drives Orestes' back to Argos (Cho. 252 ff.).
Clytemnestra mutilated her husband's corpse for a

similar reason, namely, in order to render him powerless.
There are also obvious similarities between the gorgons

ond the "Epuvleg; both groups of females have snakes instead
c? hair and both pursue a male for his killing of a female

' jorgon' (Chos 1058 and Apollodorus, 2.4.2). '
~lthough for the ancient Greeks snakes were a symbol of
smmortality and fertility and were sacred to such personages
as Zeus MelAlxLoc (Zeus, A study in Anci~dt Religion by

A.B. Cook, Vol. II ~(Cambridge: Univer:  Press, 1925),

pp. 1091-1160), Athena (See Sider, no. 39), and Ascleplus
(Apol. 3.10.3) et al., it is important to note that in
Aeschylus' Sup. 262 ff., Pelasgus, king of Argos, connects
snakes to an image of "man-destroying” serpents which had to
be cleansed and driven fram the land because of the pollution
they caused.’




37.

38.

39.

40. -

41.

42,

43,

44.

f e

Bloomfield's” datiocn of M's qucug to kuyoag is
_unnecessary, both for metre and meanlng The f¥rst
“syllable in Aunpdg can be long or short, according to
the rule of plosion (M.L. Neac, pé)}l6 -17). B

Wlnnlngton—Ingram, n. 5, o. 134
Tf Orestes had been found guilty, Plato's descrlotlon of

' . lex talionis stdtes that he would be killed by the judges
.. and magistrates as atonement for the bloody pollution

(LLavdtetog altuatog, 872) he caused.

' Ag. 281 ff., where Clytermestra describes the réfay of

beacons which signalled to her the defeat of Troy and
Agamenon's imminent death at her hands. -

At 596-597, Clytemnestra describes the burning sacrifices
wamen in the city of Argos performed on her behalf in
celebration of the defeat of Troy and Agamernon's return
to Argos.

At 1435-1436, Clytermestra describes the fire of her hearth

which Aegisthus, her lover, kindled.
And in Eum. 1021 ff., Athena describes the torchligke”

113
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processions that are to take place at the end of the b\~‘~‘\

trilogy.

Taplin, p. 356, notes "930 exeunt Clytemnestra, Orestes

(and Pylades)" 3 the chorus are uttering lines 930-934
while Orestes an- Pylades are leading Clytemnestra to her
death. The wamen arz singing their song of victory, the
Third Stasimon, whi T2 Clytemnegtra is being killed.

Rose, p. 210.

Cf. Eum. 183, Apollo describes’ the Furies as creatures who

dwell in the cave of a blood-lapping lion. .Other references

to lions include: Ag. 1223-1224, where Cassandra describes
Aeglsthus as a cowArdly.lion wallowing in his bed; at 717,
Helen is the .lion cub which grew up and destroyed the very
people who nourished it.

See Cho 461 for another association bekween Alun and “Apng.

. Pauw emended' M's reading of €loxe in line 939 to éAaoe

if the scholiast is right in stating that aeschylus 15

continuing the metaphor of a chariot race fram lines 794 £f.

then &lone would make little sense whreas €lace would
provide the suitable meaning.

The, verb SAoAGTw usually refers to cries of wamen (Liddell-

Scott, s.v.). Reschylus uses the word to refer primarily
to cries of trlumph but, in the context of Orest Orestcia, thes
triumphal cries usually sxgnal imminent death. See, fot§/

v
“—
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vkamQWeq Ag. 28, where the guard tells Clyt. nest ¥
- raise an!OAoAuyrdv as he sees the beacon liqr
sigmals the defeat of Troy.
- it 587, Clytemnestra tells the chorus she cried in
triumh (&duwAdAuEa) when she saw the beacaon llghb wnlch .
signa the defeat of Troy.
Xt 594-597, Clytemnestra describes wamen throughout the
city crying cAoiuyudv while performing sacrifices in
celebration of the destruction of Trov.
At 1236-1237, Cassandra r&ve “the aminous connotations
of these female cries of triumph. She say: "And how
she [Clytemnestra], the all-daring one, #ried out in
triumph [énwloAidEato), as if at the turning point of a
battle. She appears to rejoice in his safe return-home".
And in Cho. 585, the chorus express a wish to shout
OAoAUYLOV "over a man smittan and a waman dead". The
only exception in the trilogy seems to be in Eum. 1043
and 104%, where either the chorus or a group of professional
escorts shout OAoAUEQTE.
Also, in Od. 3.450, Hamer describes the sacrlflce of a
heifer during which the wamen shouted SXoAOEQw.

45., This anticipates the wrathful dogs of a mother, heasts,
who, as 2' 2nging Furies, hunt Orestes down.
Winds of wrath form a common metaphor in the trilogy
(See -above, n. 34).

v

46. See Garvie, pp. 310-311, for,axﬂare detailed diséussion of
proposed emendations to lines 953-960.

47. Verrall, pp. 137-138. T N
Sidgwick, p. 71, proposes-oinéwv [~ MSS.' olwwv, a word

Lwhich emphasizes a relationship to, or ownership by, the
house. mWWWWimm%msumwl syetation of
¢ these. lines since it is also a word that ¥s used} to describe
the menial or se&rvile status of servan 1-Scott, S.V.).

48.  Verrall, p. 138. ‘ a

49, See Garvie, pp. 14-15, for a fuller diScu§51 of possible
emepdations to lines 969-971. . % .

50."¢ - M's reading of line 1018 has eruoc, which Page accepts
This word, however, rarely denotes the idea "unpunished",
which is the meanlng desired here. Garvie, p. 335, emends
the word to AT{Tng. ~ATLMOG is in keeping with the
amblguous language of the chorus; it is a werd which has
aminous connotations of vengeance, as well as of dishonour.

—



51.

53.
54.

N 55.

1

8

Y.

- (ndAug) . ‘It is fitting that an act which will result in

LY ‘ . ’ ‘ llS

-

The chorus establish a political level £o Orestes' act of
matricide; it is not the house he is saving; but the city

the overturning of old and unwritten laws in Eum. is |
described, after the act has been done, in cems of its

political consequences.

. _It;li's' meortant to remember that, while both Orestes and
Clytemnestra have been referred to as snakes, Aegisthus

is’nevef.rgferred to as a snake, not even obliquely. i

Verrall, p. 151, discusses the possibility posed by Hermann,
Burges (ahd Wecklein) that Orestes is not only seeing the
Furies when he looks at the chorus, but he is also addressing
the women as such. These scholars read molal yuwalreg alée
and Seuvval yuwaineg albe respectively as vocatives. Verrall
rejects this and argues that the Furies whom Orestes sees

- are figments of his imagination. Whether or not one .

accepts Verrall's view or that of Hermann et al., it is
clear that Orestes is looking at the:slave women ‘when he
speaks of seeing the Furies. o :

a

Sider,.p.-l9.

Although, as noted earlier, Orestes does employ "female"
deceit in his mirder-plot, his "femaleness" is not of
primary importancé in the trilogy, nor is it his main
characteristic or fault, as is the case with Aegisthus.
It is Aegisthus' female qualities which the chorus of
Argive elders-condemn most in the first play; femininit
is his pripary flaw. 1In Orestes' case, however, it is
his masculinity which the chorus of Choephori attack.
As.the malé offSpring of Agamemmon, he must be destroyed
in order to ensure the total destruction of the House
the continuation of which is determined by patrilineal

I:
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CHAPTER FIVE

A FEMAIE SONG '

Froma Zeitlin, a modern feminist writer, in an article )
fg/led "The Dynamics of Misogyny: Myth and Mythmaklng in the” -

Oresteia" examines the trilogy in terms of what she calls male/
fenale opp051tlons ‘ |

The polarlzlng imaginati¢n of Greek mythic thought not

only establishes a strong dichotamy between male and

female, it also posits predictable behavioral resporses

at either end of the spectrum where female self-assertion

on her own behalf is erpressed orly at the cost of

annihilating the Other.

Although Zeitlin is speaking speci¥ically of Clytemnegtra,
her comments may also be applied to the chorus of Choephori. The
éhorus are the first major group of females to appear in the trilogy,
an¢ . 1is surpr131ng that Zeitlin coes not apply her theories about
Aes lus' hatred of wamen to this chorus, nor to Electra, nor to
Cassandra. All of these women are missing fram her account of the
Other in the trilogy. Instead, Zeitlin examiners Sppositions
betﬁeen Clytemnestra and her husband; Clytamestra and her son
and, finaily)ibetween Apollo, Athena and the Furies. As a central
line in her argument, she iists a series of antitheses that "form
the polarization of male and female roles in the trilogy". Same of
these dichouanieé include: male/female; law/ritual; future (young) /
old; order/chaos; active/passive; -reason/unreason (§exuality; passion) ;

light/dark; clarity (plain speaking)/obscurity (riddle); and, -

“finally, positive/negative.2 7eitlin does not explore in any
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detail the rhetoric, the tone, or the images conta::ad in t-he‘trilogy,
factors which inevitably affect the écc’:u;racy~and fairmess of any
judgement about the playwright's treatment of the female. By
studying dnlly the general themes and details of ;lot, Zeitlin
concludes t;_hat Aeschylus is misogynistic. If one applies herf
method of approach o the chorus of Choephori Jit is clear that,
on the surfacé, the wamen appear hateful, "dark", "obscure" --
the Other. My study of the language and images depicting this
chorus indicates, however, that™the ambiguous appearance of the
wamen is itself deceiving: as the quard of .ggazremon says, the

women "speak to those who understand, and to those who do not,
‘ L]

[théy, like the quard] forget [everything]" (Agamemnon, 38).
Ambiguity, or the use of ’oppos'mg stories, 1s a positive thj_ng;’
it works on the side of the female,

When the women first begin to speak in the parodos, they
describe themselves as "slavés who have been taken fram their
paternal hames" at same unspecified tl.me bylAgamerm-on or other
male members of his line (75 ff.). As I have noted in Chapter
Two, they a:re women who have been deprived of their original homes _
and families. These families have been killed, if not by the
wamen's enslavers themselves, then by other then wham ti._se

£

enslavers represent.

In tgm_e same ode. the women take up the song of the‘E\xries,
linking the vioation of 'virgins' to the 'disease' of kin-killing
in the House, and then place both crimes under the aegis of lex

talionis. \Sf blood that flows endlessly in Choeprori is a liquid
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that blends together blood fram the wamen's cheeks, 'blood' flowipg
fram their viclated beds, and blood spilled by the pelopidae. Thus,
the image of blood in Choephori implies primarily violent, physica‘l.
crixﬁes camitted by males against females.

According to Zeitlin, one must forgeﬁ who began and, for the

most part, eontinued the -chain of bloodletﬁ;ng in the House, and

she considers bloodletting only in terms, cf éq’tii"ta.blity:3

In the Aeschylean version of the myth, the waman does
not initiate the hostilities. She is spurred to
retaliation by a prior outrage inflicted upon her by a
male. Clytemnmestra, enraged by the treatment of her
daughter as a sacrificial animal, plots revenge, and is
reinforced in her resolve to kill her husband by
Agamemnon's intention to introduce his concubine into
the domestic space of the legitimate wife..But the
female response invariably exceeds the provocation
offered by the male and creates a still more violent
dlsequ111_br1um that brings society tp a standstill.

The social disorder that has brought Agamemnon's household to a
_ v . +

familial, religious, and political impasse arises not from

Clytemnestra, as Zeitlin argues, but fram Agamemnon, and earlier

‘male progenitors (like Tantalus). ‘Within the religious Taws that

operate until the Furies are overbmeq, the only recourse a. female
has 1s either to accept the violation of what she holds dear; or
to retaliate openly like Clytemnestra, or covertly, like the chorus.
In any case, the "havoc caused'by the fer'lale is inextricably‘linked
to the prior evil action of the male.4

The need to hide their true feelings, that 1s/,“. to "weep
under veils" is a key to understanding and appreciating Aeschylus’
sensitivity in his realistic portrayal of slave wamen whose "life

—

»’
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" [is] fed with griefs" (81 and 27). In the women's experience, hate
has necessarily replaced- their ability’éb love and their physical
™¥nke to beloved relatives. But that hate cannot be voiced
openly;\ﬁﬁ order to express it, the women must either "speak an
obscure word" (816) or incite others who hate to act for them.
There is a marked similarity betYéen t%ese wemen and the guard in
the first play; like the wamen, he grieves over the burdensame
life he leads; also like them, he cannot utter his true feelings
except through ambiguous language, words that; in fact, are uttered

"when no one is present to hear them. Men and wamen suffer‘alike_in
a house where kin-killing, the feasting on babies' flesh, and the
cutting of a daughtér's throat in sacrificial offering daminate.

If'Aeschylus' depiction of these women is realistic, it
would be logical for them to hate not only Clytemnestra.and

Aegisthus, who are now the masters of Agamemnon's household, but
also the dead Agamemnon and his éhildren, part;cularly his son,‘
Orestes, who, if he regains control and continues the patriachal
rule in the'House; will became the same kind of master over these
wamen that his father\Was.5

The women récoqnize, hoever, that in~this patriachal society,
the only way to destroy members of a House which is responsible for
their enslavement and the death of their familics is by pretending;
to be the docile slaves Ar;ive society expects them to be. The

chorus appear sympathetic to the House in order to use Orestes'

and Electra's desire for support and counsel to teach the children
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how to put their hatred for Clytemnestra into action. In this way,
the women influence and control others who act for them. They
focus vprimarily on Orestes, because he represents, as Agamemnoﬁ's

only son, the sole hope of the continuation of the male line of

M

Atreus. It is Oresteés, therefore, and not\glectra, whom fhe
chorus encourage to carry out tﬁe act of matricide. The wamen
kﬁow‘very well that such an act will place Orestes' life in .
jéopardy, since it is an act of lex talionis ~hat, in turm,

dictates that Orestes muét die for killinc nis mother. In a sense,
then, tbe women are simply upholding one of the ancient laws that
have always- governed the House.

As reflections of the "godless woman” Clytannestra, the
chorus are wamen who have been turned into loveless singers of the
song of the Furies. Wrath and grief are all that remain, and they
are feelings which the women can express only through the singing»
of riddling songs. As slaves, language is the only means of attack
they possess and, hence, their Qeapon is‘the female "Deceitful.
Persuasion”. ‘s K

when they play the role of storytellers in the First Stasimon,
the women's ver51on of myths about hateful women are not aimed at
concemning aspects of CI?temmestra, as Ze1t111 belleves, but rather )
at obliquely condemning males in the House.‘ As noted in Chapter
Four, the myth of Althaea reflecté.the stofy of Orestes'
éreneditated murdar'of his mether; the stéry of Scylla reflects

its mirror image, Agamennon's slaughter of his daughter; and

the Lemnian affair depits a house where murder of kin results

3

£
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in the eradication of an entire mo 2 line. In addition, the
chorus, by emphasizing that gjm line that has departed is
"disfranchised", hint of the tétal destxuctic?-n of the _male’ line
of Pelc;ps. zeitlin, however, argues:6

The Lemnign allusion campletes the misogyristic progression

by moving from one to all, fram individual transgression

to a collective menace that wipes out an entire race.
Zeitlin further suggests that the ;rﬁ:hological stories intensify
an imagé of Clytemnestra as an archetypal female attempting to
rule over ard, therefore, to annihilate the male:”"l‘his is her.
idéa éf what makes Aeschylus' woman the Other, a negative exemplum
of the female. Zeitlin ignores the different emphases thqe chorus
give to each of the stories; the changes are subtle, the language
often ambiguous, but, reading the stanzas the way Lebeck does, |
leads the audience fram the female mythical character to the
male behind the story. If "moving from one to all" c?ndemns
quan,iit is an even greater condemnation of all the‘ m;les whose
actions inspire trre chorus; stories.

Several times in- Choephori the chorus speak of fé(nale‘
t_riplebts, just as” they tell three stories in the First Stasimon,

in order to justify their revenge on the evil House. The |

significance of these varioub combinations of “Amn (aloaor

e

— a

Motea), Alun, and ‘Eouvdeg has been fully discussed in earlier
chapters of this thesis. It is important to remember, however,
{
that the chorus conclude the play with an even more powerful ‘ g

triple image, and that this image is masculine and destructive.
9 ,
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If, therefore, the movement fram one to,all creates, as Zeitlin
argues, a- paradlgm ,7,then the paradigm of Choephori is contained
in the final male triple storm. The three storms consist of
Atreus' offering to a-brother of children's flesh as food,
Agamemnon's slaughter of his daughter as sacrifice which led to

: ;
his own death, and, finally, Orestes' act of matricide as a
"saving-dauw',

Choephori thus moves fram female to male, and largely through
the influence of the chorus, reveals how females are displaced by
males at everyvlevel of significance in the trilc,y. Whether as
victim, like Cassandra, Iphigenia, and the chor.s, or s killer,
like Clytemnestra, the female has no spokesman in the trilogy apart

‘ : . :
fram Aeschylus. It is his vision of how waman suffers under
patyxiachy that informs every female charaeter or set of
characters in the trilogy. This is a-point which Podlecki notes:8

A survey of Aeschylus' female characters thus seens to

refute any charge of male chauvinism against the dramatist..

His female characters are handled in a life-like and

convincing way, with sensitivity and understanding.

Aeschylus' waren make, if anything, a greater claim on

our sympathies than his men. They are in most cases -

and I am thinking prlmarlly of Clytemnestra - far more

convincing. )

. If,stherefore, the female appears hateful and dark, she
must be so in order for Aeschylus to Dofiray the burdens laid
upon her by arbitrary and'fepressive male values and decisions.

ThlS darkness or spitefulness is nmot a 51gn%§f his mlsogynlstlc

_intention in portraylng the female, but rather an indication Of
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a ‘“truth” that must be told in order to encourage an audience fo
cvaluate and understand the reasons for that "truth". The "truth"
aLout the choruS-oﬁ Choephori resounds in every part of their
songs. They are éla&es, their words count for nothing; they are
wamen, they cannot act on.their own. They were wives, mothers,
sisters,-daughters; their families have been destroyed'b§ mén's :
battles. T%ey are mourners of the House, they cannot even weep for
‘their own lost cdes1. Aeschylus makes one lesson abou wamen clear

to his audience: the female has no substance under_gfe rule of the

male House of Pelops.
\ ’ ’
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Footnotes

1. Froma -Zeitlin, "The Dynamics of Misogyny: Myth and
Mythmaking in the Oresteia", Arethusa 11 (1978), p. 153.

2. Ibid, pp. 171-172. In this list of antitheses, Zeitlin
. includes male "intention" as opposed to female "act".
The latter description, however, can only be applied to
Clytemnestra, who is the only female in the trilogy who
cammits an act of murder. Elsewhere in Qresteia, females
are depicted as passive victims who are®unable to "act"
-, for themselves, e.q. Electra, Cassandra, and the chorus
of Cheephori. The G'ﬂphqulb in Cho., as I have argued
., 1s on the active male Omstes
There is a similar dlfflc*ulty with the polarlty Zeitlin
- poses between male "odd" and.female "even". The
_“oredominant triplets in Cho Are, as I have shown,
female, -although there is a male triplet mentioned -t
' the erd. of the play.
D‘{m §1theﬁl case, the polar opposrces are incorrect because

‘_',{ghlfge‘ma, an act wmch provoked his wife
p ’;m ~5 It is, therefore, Agamemneon (1f one is

) who stdrted 'the chain of events
dysfunct;lon u{ the house

¥
".What Zeitlin denle#‘ "%Zs that Aeschylus' portrayal of
women is realistigd, \E'Vugmla Woolf, however, who is
regarded by many mo‘deﬁ’femnlsté as the 'mother' of
féminist writing, .in "On Not Knowing Greek", an ‘article
’zhcluded in the book entitled The Common Reader.l :
Widnden: The Hogarth Press,-1984), p. 27, descr—fbes

Sophiocles' depiction of Clytamést_ra and- fenale c cbters
in general as: ) S

..}'
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' ,'gg# Tt is no murderess, violent and unredeemed, whom

Orestes kills within the house, and Electra bids
' him utterly destroy..No; the men and women
% standing outside in the sunlight before the
audience on the hill-side were alive enough) subtle
enough, not mere figures, or plaster casts of human
beings. _ © ,

p\ . e 1
Although Woolf is speaking specifically of Sophocles'
Slectra and Antigone, his portrayal of Clytemnestra, for
example, is not unlike that of Aeschylus in Cresteia.
In both characterizations Clytemestra is provoked into

. killing her husband because of his slaughter of their

daughter; and both Clytemnestra characters are hated by
a second daughter who encourages’ ner brother to kill his
mother. ile there are, of course, subtle and distinct
differences in the two playwrights' characterizations,
Aeschylus' portrayal of women such as Clytemestra in
the trilogy and. the chorus of Choephori is not that of
there "plaster casts of human beings”. Rather, as Woolf
notes: ,

By the..use of metaphor he [Aeschylus]}will amplify
and give us, not the thing itself, but\the
reverberations and reflection which, en into his
. mind, the thing has made; close enough the
* original tp illustrate it, rewote enough
heighten, enlarge, and make splendid.

Zeitlin, p. 156.

Ibid.

Anthony J. Podlecki, "Aeschylus' Women", Helios 10.1
(1983), p. 43. In this study of Aeschylus’

characterization of females, Podlecki discusses the
pitiable and touching portrayal of Iphigenia who is

. slaughtered by her own father (p. 36). Moreover, he

'shows how, through the "confusion in the sexual roles
of the major characters", Aeschylus dees not depict
females in a misogynistic way (p. 32). Instead, he
shows that both male and female have negative and
positive traits. ’

Contra, duBois, p. 91:

.In this magnificent drama [the Oresteia],
Aeschylus works with the polarities between
Greek and barbarian, male and female, human and
divine, to build an over-arching structure of
progress, fram the archaic, monarchical past,

a world daminated by frevenge and the "phallic"”
Clytemnestra, to a cammnity of equals, where
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the vengeful, monstrous Furies are set underground,
banished by the votes of the Athenians and the
goddess Athena. Froma 7eitlin has shown how the
Fichness of Aeschylus' polarizing and -hierachizing
imagery creates a new misogynistic myth, in this
"gqynecocentric document. " . -

) b
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