SACRIFICE, POLITICS AND
ANIMAL IMAGERY IN THE ORESTEIA"

By Dimitrios Kanellakis

Summary: In this paper I explore how sacrifice and politics, two central aspects of
the Oresteia, are presented through animal imagery and how they are indissolubly
linked. In the first section I discuss how the animal imagery attributed to Cassandra
constructs a semantic parallelism between her and Iphigenia, the two of them be-
ing the only innocent victims in the bloody circle of this trilogy. In the second sec-
tion I examine how animals are linked to governments and how the quantitative,
temporal, and spatial arrangement of animal imagery reveals their sequence.

Animal imagery is a significant aspect of the Oresteia, both stylistically
important and thematically meaningful.' It appears in the first lines of
the Agamemnon (&ykabev, kuvog diknv, 3) but we soon realise its symbolic
intention.” The omen of the eagles (49-57) and the fable of the lion cub
(717-31) are the most polyvalent and discussed images of the trilogy; at
first glance, both refer to the abduction of Helen and its consequences,

*  Iwish to express my gratitude to Angus Bowie and the anonymous reviewer for their

substantial contribution.

1 SeeFowler 1967:29-39,56-58, and 68-69 for the three tragedies, respectively. A useful
but incomplete catalogue, including only apparent allusions, is Earp 1948: 104. For a
complete catalogue, see Appendix.

2 In that first occasion, the animal metaphor has no special semiology, except (per-
haps) for ‘triggering pre-existing associations between kvvég and dikn(v), and of
preparing the way for their further development in the trilogy’, Wilson 2006: 193.
dykabev only reoccurs in Eum. 80, but this is too far to claim a connection and it
clearly has a different meaning (holding ‘in the arms’ instead of standing ‘on the
elbows’). Rose 1958 ad loc. maintains that the actor is not actually bending on his
elbows like a dog, but this is based on misreading dykafev as a form of dvékabev
(after Mazon).
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but many more layers are readable, so that all characters can be in-
volved.’ In discussing the omen of the eagles in particular, Ferrari artic-
ulates how to deal with such complex imagery: ‘Instead of trying to rec-
oncile at all costs the opening metaphor with what follows, or take ref-
uge in a broad notion of polysemy [...] a cunning mind, on the other hand,
would realise that the true meaning of the utterance lies beneath the
surface. The awareness that there is a hidden story in which the trou-
bling elements fit to perfection is the first step towards understanding’.*

From a quantitative perspective, the number of lines occupied by an-
imal imagery is over 7% of the Agamemnon, and 2% of the Choephori and
of the Eumenides (a proportion which is still higher than in Aeschylus’
other tragedies). Within this imagery, the eagle and the lion prevail in
the first play (50% of relevant lines), the snake in the second (40%),
whereas the Eumenides has more balanced references. The animals cited,
domestic and wild, represent all parts of the natural space (from the sea
and land to the sky), almost all animal classes (with the exception of am-
phibians) and all sizes, putting a whole ecosystem before us. The vast
majority of the animal references appear in similes, metaphors, person-
ifications, proverbial expressions and passages superficially referring to
actual animals but having a symbolic purpose (dreams, fables or adages).
Thus, the animal imagery metonymically presents, or better organises,
the abstract concepts of the trilogy: revenge, sacrifice, antagonism, can-
nibalism, punishment etc. Only a few literal uses exist, almost all of
which are located in the end of the Eumenides, signifying the definitive
separation of the human and bestial element, from the domination of the
civic law.

3 Knox 1952 and Peradotto 1969 remain the most illuminating readings on the lion-
cub and eagle images, respectively. Van Dijk 1997: 171-76 and Erp Taalman Kip 1996:
122-23 and 136 n. 2 alone deny the polysemy of each of these images, the former on
textual grounds (saying that the fable of the lion-cub can only refer to Helen and
illustrate, more abstractly, the vicious circle of impiety) and the latter on grounds of
dramatic economy (saying that the audience does not know yet the role of Iphige-
nia’s sacrifice to correlate it with the omen of the eagles).

4 Ferrari 1997: 30.

5 For the assimilation of human and bestial element in the trilogy, see Peradotto 1969:
264; Rosenmeyer 1982: 138-41; Moreau 1985: 61-99, 267-91; Heath 1999b.
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In their symbolic usage, there is no one-to-one analogy between ani-
mals and characters. The same character ‘transforms’ itself, i.e. is at-
tached to properties of different animals throughout individual plays
and the trilogy as a whole. In the first tragedy for instance, ‘Agamemnon
is a vulture (Ag. 49), eagle (112-37), hound (135, 896), horse (218), bull
(1126), and lion (1259; cf. 824 ff.). Clytemnestra, as one might expect, dis-
plays tremendous versatility:® a watchdog and bitch (607, 1093, 1228; f.
Ch. 420), cow (1125), serpent (1233), lioness (1258), crow (1472-74), spider
(1492), and hen (1671). Even a minor character like Aegisthus changes
from lion (1224) to wolf (1259) to cock (1671) only to end up a decapitated
serpent (Ch. 1046-47)’.” Conversely, an animal can stand to symbolise for
many characters, with the dog being attached to most of them (the
watchman, Clytemnestra, Agamemnon, Cassandra, Chorus, Electra, Erin-
yes).?

In this paper, advocating the symbolic dimensions of the animal im-
agery in the Oresteia, I will discuss how sacrifice and politics, two central
aspects of the trilogy, are presented through animals and how they are
indissolubly linked.

SACRIFICE’®

The Oresteia is full of deaths, all of which are violent. Agamemnon’s mur-
der by Clytemnestra (with Aegisthus’ support) and Aegisthus’ and Cly-
temnestra’s murder by Orestes are all motivated by revenge. The victims

6 That this versatility is ‘tremendous’ might seem an overstatement given that Aga-
memnon is resembled to almost the same number of animals, and given that he re-
mains on stage for a short time. However, ‘tremendous’ should be understood here
in terms of intensity rather than number: the tradition of comparing women to ani-
mals entailed fixed types of women (Semonides 7) or static hybrids (Sirens, Chi-
maera, Lamia, Harpies, Echidna etc.), but here we have the dynamic compilation of
the worst qualities of all animals.

7 Heath 1999b: 30.

8 For a catalogue, by animal, see Thumiger 2008. Especially for the dog, see Raeburn &
Thomas 2011: Ixvi-Ixix and Saayman 1993.

9 For an overall discussion on the imagery of sacrifice, see Zeitlin 1965 and Lebeck
1971: 32-36, 60-3.
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in each case are guilty of dreadful deeds, so their murders seem somehow
vindicated: Clytemnestra kills in the name of her daughter Iphigenia (Ag.
1432-36, 1521-29), Aegisthus in the name of his father Thyestes (Ag. 1578-
86), and Orestes in the name of his father Agamemnon (Ch. 435-38). In
contrast to this complexity, which causes both disgust and sympathy for
the killers, the only unquestionably unfair and pitiful murders are Iphi-
genia’s and Cassandra’s, for both victims are innocent (indeed, the only
innocents in this bloody circle).”® Because of that very innocence and the
fact that their murders are described in religious terms, as will be shown,
these deaths are differentiated from all the others: they are sacrifices. In
the following sections I am discussing how the animal imagery attributed
to Cassandra constructs a semantic parallelism between her and Iphige-
nia.

a. Reversing the mythical background (nightingale)

Shortly before Cassandra is sacrificed, the chorus sarcastically attaches
to her the mythological nightingale simile. Procne was transformed by
the gods into a nightingale, crying for her son Itys, whom she had killed
as a revenge on her husband Tereus for raping her sister Philomela.

XO. @pevouavhg Tig e1 OgopdpnTtog, G- 1140
@18 avtdg Bpoeig
véuov &vouov oid Tic Eovda
akOpeTog Podg, @ed, Talaivalg gpeoiv
“Ituv "Ttuv 6Tévous GuEIOaAf] KaKoig
andwv popov.

Cassandra is now accused of selfishly and ostentatiously crying for her-
self. The hapax legomenon @pevouavng, the rare 8eogdpntog and the ox-
ymoron véuov Gvopov fit the mythic context, but also the offensive in-
tentions of the chorus. Beyond the accumulation of insults (¢pevouavrg,

10 Zeitlin 1966: 29: ‘Iphigenia was one motive for Clytemnestra’s action. Cassandra was
another. But Cassandra, like Iphigenia, was Agamemnon’s victim. She was also the
victim of Apollo, of Paris and Troy, of the entire war’. One could add Thyestes’ eating
his children (Ag. 1242-43, Ch. 1068-69), but his action was unconscious.
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Beo@dpntog, axdpetog etc.), the repetition of "Itvv and the alliteration of
¢ parody her lamentation. Cassandra, in turn, objects to the comparison,
for there is no magical escape for her, as there was for Procne.

KA. i iw Aryelag flog anddvog 1146
nep€Palov ydp ol TTepoPOpoV SEUAG
Beol YAukOV T ai®dva kKAavpdtwy dtep:
guol O¢ pipver ox1op0G AugnKet dopl.

KAavudtwv dtep seems unsuitable for Procne’s fortune, for her song as a
nightingale was regarded to be a lament for Itys. One option would be to
understand kAavUuata as troubles or misfortunes (LS] II); indeed, in this
sense, Procne gains a bird-life without further troubles. But in a context
about Procne, kAaVpata is inevitably perceived as weeping. Given that,
we could say that Cassandra here undermines the myth, saying that the
bird is not actually crying, in order to emphasise her own very real, very
human lament. Alternatively, ‘she views the [nightingale’s] lifetime of
song as “sweet” precisely because it is alive. However lugubrious this
song may be its sound implies the ongoing fact of living’.!! In either case,
guol 8¢ must bring a striking antithesis, and for that purpose Procne’s
tragedy has to be blunt. Cassandra’s fortune is what Procne’s would have
been, had not she been transfigured: oxioudg, and indeed with dopi."
Therefore, Cassandra is not a fake Procne, as the chorus implies, but an-
other Procne; one with a worse ending.

The inescapability from murder also characterises Iphigenia. Cassan-
dra does not escape murder by being transfigured into a nightingale by
the gods as Procne did; and Iphigenia (in Aeschylus’ version) did not es-
cape sacrifice by being replaced by a deer by Artemis." Thus, in both
cases, the poet reverses the mythic tradition to construct a tragic

11 Nooter 2017: 142.

12 Terus hunted his wife with an dkévtiov (Ar. Lys. 564). A relevant detail would prob-
ably exist in Sophocles’ lost tragedy Tereus, on which see Dobrov 2001: 110-17; Hour-
mouziades 1986; Stahler 2000; Fitzpatrick 2001; Hofmann 2006; Luppe 2007; Coo 2013;
Finglass 2016. Later sources speak of an axe (Apollod. 3.14.8), which also has a paral-
lelism with dugrker dopi (two-edged weapons). Aeschylus uses Procne’s myth in
Supp. 58-67 as well (with no reference to the weapon).

13 That version was already known (Hes. fr.23a, Stesich. fr. 215 P., Cypria).
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paraprosdokian for his characters: there is no miraculous salvation for
them.

b. Linking the characters (cattle)

That Cassandra becomes an alter ego of Iphigenia through animal im-
agery clearly emerges through comparing the following passages, which
describe their murders:

For Iphigenia

X0 @pdoev &’ &éloig matrp UET VXAV
dikav xuaipag UnepOe Pwpod
TEMAOLGL TTEPLTETT TV TL U@
npovwi] Aafeiv &épdnv,
oTOUATOG TE KAAATP®- 235
POV PUAAKY KATACYETV
@Bdyyov apaiov oikolg,
Plg xaAtv@dv T avaddew pévet,
[...]
KA. 008¢v T avdpi t®dd’ Evavtiov @épwy,
0G 00 TPOTIUQV, WoTepel fotod udpov, 1415
UAAWV QAEOVTWY EDTOKOLG VOUEVHAGLY,
€0voev avTOD TOAdA...

For Cassandra

KA. érnevyopat 8¢ Kaiplag TANYfG Tuxely,
WG AoPAdAOTOG, alpdtwy eVOVNOiUWY
ATOPPLEVTWV, SUpa GUUPAAW TOJE.
XO0. @ moAA& pév téAatva, ToAA 8 ad cogr 1295
yovat, pakpav ETevag. €1 8’ £TnTopwg
udpov oV avtig oioda, GG OenAdTov
Poog diknv mpog PwudV EVTOAUWG TATELG;
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The parallels are striking: the animals, though different (xwuaipag,*
Botod ~ Podc), are equally domestic and sacrificial; both must remain si-
lent (puAak, pia xaAtv@v, dvaddy ~ pakpav £tervag); the place of mur-
der is the same, an altar (UmepBe Pwpod ~ mpdg Pwudv); the killing
method is the same, slaughter (¢0voev ~ mAnyfg, aipdtwv e0Bvnoipwy
anoppuéviwv); there is involvement of a divine element in the procedure
(uet’ gvxav ~ BenAdtov); in the core of the similes, the verbal structure
is similar (8ikav xipaipag Onepbe Pwpol ~ Poog diknv mpog Pwudv). All
these converge to turn both murders to sacrificial rituals: they are sacri-
fices organised by Agamemnon and Clytemnestra respectively, and exe-
cuted with most reverence on their part. And as humans have replaced
animals in these rituals, sacredness becomes shamelessness.

c. Justification of the link (swan)

After having killed Agamemnon and Cassandra, Clytemnestra compares
the latter to a swan:

KETTAL YOVAIKOG TR0 6 Avpavtnplog,

Xpuonidwv peidtypa tdv v’ TAiw,

i T aixudAwtog fide kal tepaokdmog 1440
Kal KowvOAekTpog todde, BeapatnAdyog,

motn E0veuvog, vautidwy 8¢ ceAudTwy

icoTp1Pri¢ dtipa &’ o0k Enpadtny,

0 UeV yap oUtwg, 1] 8¢ Tot KUKVOUL diknv

oV Votatov pEAPaca Bavdotpov yéov 1445
Keltar QIANTwp to0d™ éuot & Ennyayev

€0VTIG TTapoPWVNUA TAG EUTG XA11).

14 Raeburn & Thomas 2011: 93: ‘The passage probably evoked two related Attic cults of
Artemis, at Brauron and Mounychia. The latter’s foundation-myth involves a goat
being substituted for a daughter who is about to be sacrificed’.
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The swan fits Cassandra in many ways. Firstly, for its link with Apollo,
which is already testified to in Pindar and Bacchylides.” Cassandra re-
veals she flirted with Apollo in order to learn prophesy: pavtig y’
ATOAMwV TR Enéotnoev téAet ... Euvarvésaoa Aolav éPevoduny (1202-
8)." Secondly, for its prophetic mourning; this is the earliest testimony
in Greek literature of the concept of the swan’s song before its death."”
Cassandra also forecasts her murder (ktevel pe tv tdAavav, 1260) in a
way that resembles a song: t& & énipofa Suo@dtw kAayyd | uelotumneic
ool T Opbioig &v véporg (1052-53). Thirdly, for its admittedly enchant-
ing beauty: it is even comparable to Helen’s beauty (Eur. Or. 1386); as for
Cassandra, already in Homer she is TTpiduoio Buyatp&v idog dpiotnv (11
13.365). Therefore, on multiple levels, the correlation of the woman with
this bird is clear.

What surprises here is the use of the swan simile by Clytemnestra;
from her perspective, how is it justified that her enemy is compared to
such a beautiful bird? The progression of Clytemnestra’s emotions, as re-
flected in her speech, is telling: until 1403 she is upset and angry, because
she is thinking of her husband’s adultery. Her anger is expressed through
an accumulation of invectives, compound words and ribaldry
(Avpavtiplog, alxudAwtog, tepackdnog, kKotvoAektpog, OeopatnAdyog,
Euveuvog). But abruptly (&tiua 8’ oUk Enpaldtnv) she reverts to the pre-
sent: both Agamemnon and his ‘mistress’ are dead, as she desired. From
now on we have neither insults nor irony;" in serenity, she treats her

15 Pind. Pae. 3.10-14; Bacchyl. Dithyr. 16.5-7; Hom. Hymn 21.1. Also see: T014d¢e k0kvoL ...
TTEPOiG Kpékovtes Takyov AmdAAwW (Ar. Av. 769-72); GAN dte oipat To0 AnéAAwvog
&vteg, pavtikoi € glot kal mpoe1ddteg ta év “Ardov dyab& ddovot (PL. Phd. 85b). For
Apollo and the swan, see Krappe 1942 and Ah{ 1982.

16 The version in Apollod. 3.12.5 is roughly the same.

17 The concept must probably be ascribed to a previous written (but lost) or oral tradi-
tion, rather than be considered as Aeschylus’ invention. Harris 2012 argues in favour
of the oral tradition.

18 As for @iAjtwp in 1446, 1 doubt that this is supposed to be an insult about Cassandra
being the dominant partner and Agamemnon unmanly, as per Raeburn & Thomas
2011 and Sommerstein 2008 n. 308 ad loc. @iAfjtwp is an extremely rare word (at-
tested only here and once in Aristotle, in the classical era) and its only association
with the active sexual role is made by Strabo, who claims to cite Ephorus, who spoke
about how the Cretans used the word - i.e. nothing reliable or relevant.
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enemies - now victims- with tenderness (note the alliteration of A). Cas-
sandra thus becomes a swan in her eyes, a pleasant image, just because
she is a swan’s corpse. The sexual atmosphere (yvvaikdg, ueilyua,
KOWVOAekTpog, EOvevvog, icotpiPrig) shockingly becomes necrophiliac;
death and pleasure become inextricable. The view of the two corpses is
explicitly linked with orgasm for the killer (e0vfi¢ tapopdyvnua, xAtdf)."
Therefore, the swan-simile and the whole tenderness are anything but
the poet’s voice, expressing sympathy for Cassandra.” It is the mur-
derer’s voice which, with gruesome calmness, rejoices in lyric and erotic
terms over the corpses.

An explanation of her reaction, and a partial justification of her deed,
has been prepared earlier, expressed also in terms of beauty and tender-
ness. Clytemnestra essentially gets revenge for her daughter’s sacrifice.
Iphigenia has been described in movingly affectionate words by the cho-
rus (6Téuatds e KAAAITPWPOUL, 235; TPEMOLOA TG €V YPAPAIG, 242) and
by her mother (@iAtdtnv éuot wdiv’, 1417). Thus, Cassandra’s beautiful
swan-corpse becomes for Clytemnestra the repayment for her daugh-
ter’s lost beauty. And the mourning of the mistress-swan is the repay-
ment for the laudable song of the virgin Iphigenia:

XO. gueAPev, ayva & dtavpwtog abdd matpog 245
@1AovL tp1TéoTOVIOV EUTOTUOV
To@dva PIAwG ETipa.

Back in the happy days, Iphigenia used to sing the paean - a genre asso-
ciated with Apollo - for the entertainment of her father. Now Cassandra
is singing a swan song - which is also associated with Apollo - for the
entertainment of Clytemnestra. The paean is a genre that ‘hovers be-
tween triumph and disaster, anxiety and jubilation, expressing man’s de-
pendence on the gods and his hopes and fears regarding their benefi-
cence’” and thus becomes appropriate as a background music for Iphi-
genia’s fate: what used to be a celebratory song back then is now recalled

19 See Rutherford 2014: 306 n. 71.
20 That alternative is articulated, but not accepted, by Fraenkel.
21 Swift 2010: 63.
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as a requiem.” And what is actually a requiem, the swan song, now
sounds like a celebratory ode to the ears of Clytemnestra, who thus
claims back her right to the sound of happiness.

kksk

In the Eumenides, where murders are over, there are two actual sacrifices:
Orestes’ purification sacrifice on his way from Delphi to Athens (235-39,
445-52) and Athena’s celebratory sacrifice in the exodus (1007). Their
function is discussed in the end.

POLITICS

There is no doubt that the political element is more evident and explicit
in the Eumenides. Yet it is anything but absent in the preceding tragedies.
In fact, it is this gradual preparation that enables a coherent political in-
terpretation, which suggests ‘that the political developments of the last
play are not something “stitched on the outside” of the trilogy’.”” The
Oresteia can be read as a constitutional progression, from the fall of king-
ship to the rise of democracy: Agamemnon, the hereditary ruler, is for-
cibly overthrown by Clytemnestra and Aegisthus; popular discontent
rises until Orestes, whom the people support, comes to liberate them
from the tyrants, but again, by unlawful means; in this crisis, a legislator
(Athena) comes to establish a democratic state. In this section I will dis-
cuss how the animal imagery contributes to the construction of this po-
litical progression throughout the trilogy. Specifically, I examine how

22 See Rutherford 2014: 49.

23 Dodds 1960: 247. However, he focuses on the politics of Aeschylus’ time, obscuring
his point. Macleod 1982: 132 responds that a wider treatment of politics will ‘do
much to bridge the apparent gap between the Eumenides and the other plays. For if
in the Eumenides Athens is above all an ideal presentation of human society which
pointedly reverses the social disorder of the Agamemnon and Choephoroi, then the
unity of the trilogy is in essence vindicated’. For politics in the Oresteia, also see Do-
ver 1957; Podlecki 1966: 63-100; Cole 1977; Calder 1981; Sommerstein 1989: 25-32;
Sommerstein 1993; Schaps 1993; Bowie 1993; Meier 1993: 102-37; Griffith 1995; Gold-
hill 2000.
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animals are linked to governments and how the quantitative, temporal,
and spatial arrangement of animal imagery reveals their sequence.

a. Kingship

Agamemnon is mostly likened to an eagle (49-57, 111-19, 138) and a lion
(827, 1224, 1258-59), because these animals are regarded as the kings of
the animal kingdom, the aerial and the terrestrial respectively.” They
also bear connotations of strength, wealth, and divinity, which supple-
ment the royal metaphor: the eagle is linked to Zeus (the latter trans-
formed the legendary king of Attica, Periphas, into an eagle);” the lion is
linked to the demi-god Hercules and was the emblem of the Lydian dyn-
asty of Pelops.” By extension, these animals stand for kingship generally.

The first extensive animal images of the trilogy, the vulture simile
(49-59) and the corresponding omen of the eagles (111-38), expressly re-
fer to Agamemnon and Menelaus (123-24):

UeyaA’ €k Bupod kA&lovteg "Apn,

TPOTOV atyumi@dV ofT EKmaTioNg

dAyeor maidwv Umatot Aexéwv 50
oTpo@odivoivral

TTEPUYWV EPETUOTOLY EPEGOOUEVOL,

deuviotnpn

noVoV OpTaAiXwV OAECAVTEC

Unatog & Glwv A Ti¢ ATdAAwY 55
A Iav 7 Zevg oiwvdbpoov

yoov 6€uBdav Tdvde petoikwy,

24 €08e1 & dva okamtey Aog aietdg, [...] dpx0g olwvdv (Pind. Pyth. 1. 6-7; cf. Isthm. 6. 50);
BaciAelc éott TV mTNV®V O detdg (Vita Aes. G 91.6); Aéwv T GAKIUOTATOV TGOV
Bnpiwv €oti (Cornutus Nat. D. 63.20); Aéwv &V 0 T@V {Hwv Pactied (Ael. NA 3.1);
&vag & 6 AMéwv (Aesop 338.3 Chambry).

25 Ant.Lib. Met. 6; Ov. Met. 7.400. See Cook 1925: 1122,

26 ®6Poc 8¢ £ml tob Ayapéuvovog tij domidt Emeotiv, Exwv v kepaAnv Aéovtog (Paus.
5.19.4). See Knox 1952: 20.
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onwg Axa®dv dibpovov kpdtog, EANGdOG 1ifag
Eouppova Tayav, 110
néunel ELV dopl kal xepl TPAKTOPL
Bovp1og 8pvig Tevkpid € alav,
olwv®dVv BaciAevg PactAedot ve-
@V, 6 keAavog 6 T €€6mv pydg, ...

... Pookopévw Aayivay ... 118
o APTEYLG ... 134
oTuYel O¢ deinvov aieT®Vv. 137

As for the difference of the two bird species (atyvmi®v ~ aiet@v), the poet
manages to make it rather unnoticeable, moving from one to the other
gradually: the vulture (49) develops into a warlike bird (112), then king
of birds (113) and finally an eagle (138).” I thus take for granted the unity
of the images, regarding the vulture as a metonymy for the eagle, or vice
versa. What is important in this complex, for our purpose, is the kinglike
qualities of the eagles coming forward: their divinity is implied with
Unartot, ‘highest, uppermost’, an epithet attached to Zeus,” and (here) to
Apollo and Pan as well, and with petoikwv, ‘co-residents of gods’. Their
strength is given both as an acoustic image (éx Bupo0 kAdlovteg, yéov
6&uPdav) and by their mauling of the hare. Agamemnon especially is the
kehavég one (uelavdetog), whom Aristotle describes as the strongest
and ‘hare-killer’.”” Finally, the birds’ royalty is directly expressed by the
striking chiasmus olwv&v PaciAeds BaciAedot vedv. Thus, their linking
to the kings is more than a typical stylistic option, since in that case a
short simile would be enough; it is a metonymic description of kingship.

27 The vulture simile is modelled on 0d. 16.216-18 (Odvsseus and Telemachus crvine
louder than olwvoi. ofivat i atvumiol vaulbwvuyec whose children have been abducted
from their nests). Alyvmiof cannot be consistentlv identified with a modern species:
Raeburn & Thomas 2011: 73. See also Finglass 2011 ad 169-170; Arnott 2007: 2-4 (on
aietos) and 6-7 (on aigypion).

28 11.19.258; 0d. 1.45.

29 HA 8(9).32.618b.26-31.
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The lion imagery, in turn, illuminates the contrast of kingship with
the forthcoming tyranny. With this meaning, it first emerges in 825-28,
where Agamemnon compares the Greek army (led by himself) to a lion,*
eating raw flesh, which jumped over and sucked the tyrannical blood of
Troy:*!

inmov veooodg, domidngdpog Aewg, 825
iy’ dpovsag augt MAgtadwv dvorv:

UnepBopwv de TOPYyoV MUNOTNG AWV

adnv éAei€ev aiuatog TupavvIKoD.

The significance of this image is that it expressly establishes a political
status for the lion metaphor (specifically the lion’s supremacy over tyr-
anny), which will be exploited later, with reference to interior politics.
This exploitation comes when Cassandra, prophesying Agamemnon’s
and her own murder, vividly describes Clytemnestra’s adultery with a
lion love-triangle:

€K TOVOE TOVAG Pt PovAelety Tiva

AéovT GvaAKLv €V AEXEL OTPWPWOUEVOV

olkovpdv, ofuot, T® HoAdvTL deomdn 1225
Eugy

avtn dimoug Aéatva GUYKOIUWUEVN

AOKw, AéovTog ebyevoidg drovaiy,

30 Agamemnon is already known as a lion from I1. 11.113-19.

31 Itis well known that topavvog means an absolute ruler without necessarily entailing
negative connotations, but within the network of references in the play (e.g. 1355,
1365) the hostile tone is clear; Fraenkel ad loc. Moreover, the very form of the adjec-
tive in this passage (-1kdg, first attested here) may have been chosen precisely to
denote deviation from a proper kind of ruling. Seaford 2003: 100-1: ‘Aegisthus’ and
Clytemnestra’s tyrannical coup involves in fact all three of our tyrannical practices:
killing family, power through money, and the abuse (or perversion) of ritual’. For
the blood-drinking imagery, see Fowler 1991: 99: ‘The power of the juxtaposition of
the creatures and the blood throughout the Oresteia lies in the fact that it is not com-
pletely metaphorical. The human beings who drink blood do, almost literally, be-
come their own Erinyes’.
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KTEVEL PE TNV TaAatvav: 1260

Aegisthus is firstly called a cowardly lion (almost an oxymoron), roaming
in bed (instead of the wild), and guarding the house (a feminine or servile
role).” The proper lion is Agamemnon, whose juxtaposition with the
fake one is striking (AUkw, Aéovtog). That Aegisthus ‘suddenly’ becomes
a wolf is not some negligence of the poet, but a more accurate retelling;
in other words, calling him a lion was just a euphemism, which no longer
stands, after the comparison with the real lion.” Note that Clytemnestra
is also a paradoxical beast, a two-footed lioness.* It is crucial here that
political terms invade this bestial comparison: the lion Agamemnon is
deomdtng and ebyevilg, a king in other words. Then what is Aegisthus?
The conclusion of this ‘visual argument’ is precise: Aegisthus is no more
atrue king than he is a true lion. And if we recall the ‘lion vs tyrant’ motif
from before, what he actually is becomes clear. Indeed, not much later,
he is expressly called a tyrant:

XO0. 0pa&v TMAPESTL PPOLULALOVTAL YAP WG
TUPAVVISOG CNUETa TPAGEOVTEG TTOAEL 1355

AN’ 00K avekTOV, GAAG KatOavelv KpaTel
TEMALTEPA YXP HOTpa TAG TUPAVVISOG. 1365

32 Cf.1625-26. On the cowardly lion, see also West 2003. In the light of the lion-cub fable
in 717-33, Aegisthus’ being compared to a lion is telling; though primarily referring
to Helen, the fable can also be applied to Aegisthus: saved as an infant and raised up
inside the Atreus’ house, he now wreaks vengeance on Agamemnon.

33 Not perceiving it as a comparison, Denniston & Page (ad loc.) were deceived: ‘[it] is
most unexpected, particularly since the same metaphor is applied to Agamemnon in
1259; and the phrase as a whole, “a cowardly lion”, is so unlikely that corruption of
the text may well be supposed here’.

34 For the crescendo in Cassandra’s description of Clytemnestra in bestial terms, in
1235-37, see Zeitlin 1966.
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b. Uprising

The overthrow of Agamemnon is repeated once more early in the Choeph-
ori, again through an animal metaphor.

OP. Ze0 ZeU, Oewp0og t@Vde Mpayudtwy yevod, 246
1800 8¢ yévvav ebviv aletod matpdg
BavovTog év TAEKTAIOL KAl OTEELPAUAGLY
dewviic Exidvng

The link with the former play emerges from the comparison of Agamem-
non to an eagle. What is introduced now is the snake imagery: the snake-
Clytemnestra attacks mAextaiol kai omelpdpactv the eagle-Agamem-
non.” A political reading of the passage is already promoted by the pol-
ysemy of mpdyuata (246), which apart from ‘things’ or ‘sufferings’ also
means ‘the state-affairs’, ‘the government’.**Indeed, in the course of the
play, the snake simile explicitly receives political connotations, denoting
Clytemnestra and Aegisthus’ tyranny:

OP. 1de0be xwpag thv SimAfjv tupavvida 973
TATPOKTOVOUC T€ SWUETWV TopBNTOPAC

XO0. NAevBépwoag taoav Apyelwv TOALY 1046
dvoiv dpakdvTorv eDMETOG TEUWV KApa.

If the Agamemnon presents the tyrannical overthrowing of the King, in
the Choephoroi the operation of this lawless deviation is described. The
snake imagery (which is the dominant imagery in this play)”’ illuminates
how tyranny works, that is, with recurring seditions through murder and

35 It was known that eagles ate snakes (Il. 12.200-7, Arist. HA 609a4-5) but also that
snakes devoured eggs and fledglings from the eagles’ nests.

36 Mostly in historiography and oratory, but also cf. Pers. 714; Eur. IA 366; Supp. 749; Ar.
Lys. 32; Eccl. 552. In Eum. Tipaypa in singular means ‘a legal case’ (470, 575, 630).

37 On the snake imagery, see Whallon 1958; Dumortier 1975: 88-100; Petrounias 1976:
162-73; Sancassano 1997: 159-84; Heath 1999a.
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popular usurpation; and as Greek history itself shows, the ‘successor’ ty-
rant was often the former’s kin. Thus, it is essential to accept that ‘The
killing of Agamemnon and of Clytemnestra and Aegisthus are both acts
of stasis... The king’s death is pitiful and fearful because it represents the
inversion or destruction of so many social values. The same applies,
though on a smaller scale, to the death of Clytemnestra. She is, though
her husband’s murderer and a usurper, still the mother killed by her
son’.”® Although Orestes cannot be called a tyrant, his means are equally
unlawful and for that reason he turns out to be a snake, just like Clytem-
nestra and Aegisthus.

The conflict among kin through the snake imagery emerges in Cly-
temnestra’s dream and its fulfilment:

XO. tekelv dpdkovt €doev, w¢ avtn Aéyet ... 527
v omapydvotot taidog opuicat Siknv ... 529
aUTY| TTPOGECYKE UAGTOV €V TWVEIPATL ... 531
WoT €v yaAaktt Opoufov aipatog ondoat. 533

OP. ... kpivw O€ tol viv ()oTe GUYKOAAWG EXELV.
€l yap TOV a0TOV XDpoV EKAITQV £uol
oV@1g Tendoa oapyavnmAeiletot
Kal LOOTOV GUPEXAOK EUOV Bpemthpiov, 545
BpduPw T Euer€ev aipatog pilov ydAa,
N & auei tapPel MY Enuwiev mddet,
del tol viv, wg €Bpedev Ekmaylov tépag,
Baveiv Praiwg Ekdpakovtwdelg d eyw
KTELVW VIV, WG TOUVELPOV EVVETEL TOJE. 550

The hapax ékdpakovtwOeig is momentous: now Orestes ‘transforms him-
self into a snake, victim of a snake, and snake-killer’.* It is important that
Orestes himself perceives Clytemnestra as a snake (ewvfig €xidvng, 249;
Uopavd y it €x10v’ £@u, 994) and that he identifies himself with the

38 Macleod 1982: 130, 142.
39 Heath 1999b: 30.
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snake of the dream, since ‘the matricidal act requires him to shed some-
thing of his humanity’.** At the same time, the passage emphasises the
kinship (tekelv, naddc, paotdv Opentriprov, eilov ydAa etc.) between
him and Clytemnestra, or better, between the two snakes. Whereas in the
Agamemnon we had eagles eating hares, or lions eating sheep, we now
have a snake killing another snake. This cannibalistic conception classi-
fies tyranny (which is clearly indicated by Baveiv Piaiwg) as doubly un-
natural: among the inhuman polities, this is the most corrupt.* From
Clytemnestra’s perspective, only after Aegisthus’ murder does she un-
derstand her dream,; tragically, it was not a dream but a prophesy, and
the snake was Orestes: ol "y, tekoboa VY v éBpePdunv (928).*

c. The road towards Democracy

The final stage of this evolutionary course is the gradual foundation of
democratic institutions, represented by Athena; for this purpose, it is es-
sential that in the Eumenides, alone among Greek tragedies, Athens lacks

40 Rutherford 2014: 1.

41 ‘King snakes’ are indeed cannibalistic. Goldhill 1990: 106-8 notes that in folklore the
female viper was said to destroy the male in copulation, and that the children eat
their way out of the womb in revenge.

42 For O'Neill 1998, the latter occurrence of the snake imagery is an extension of 896-
98 (Clytemnestra exposes her breast to Orestes but fails to persuade him) and a re-
working of 1. 22.82-83 (the same with Hecuba and Hector) with its continuation in
22.92-93 (Hector lurking like a snake against Achilles). Therefore, he argues, the Ho-
meric intertext foreshadows Orestes’ forthcoming attack. I find this fourfold linking
somewhat unconvincing; first, because as O'Neill admits, there are big differences
on the level of characterisation (Hecuba worries about her son, whereas Clytemnes-
tra about herself; Hector enjoys normal relationships with his family); second, be-
cause a three-party scheme (Hecuba - Hector - Achilles) can hardly fit into a two-
party scheme (Clytemnestra - Orestes - Clytemnestra) without confusion; third and
most important, a lurking snake is dangerous anyway - why does it have to be a Ho-
meric one?
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aking.” Only Athena is called &vaooa (288, 443), which is a rather stere-
otypical address to goddesses,** and only before the establishment of the
civil court (482). Many scholars avoid using the term democracy for what
Aeschylus presents in this play (neither does he), probably for its oddity
within the mythological setting of tragedy as a genre; even though they
acknowledge that this is what he propagandises/idealises, instead they
use vague politic terms, such as ebvopia or ideal society.” It is notewor-
thy that not only the judicial power of a supreme court emerges in this
new polity, but also election procedures (487) and legislative power as-
signed to citizens (693).* Not an accomplished democracy yet (despite
some anachronistic references to the post-Ephialtean Areopagus and the

43 Dodds 1960: 247. Sommerstein 1989 ad 288: ‘The function which would naturally be
the king’s (and which in Aeschylus’ own time belonged to the faciAel) of organising
and presiding over a homicide trial is assumed by Athena herself.’

44 0d.3.380, 6.175.

45 E.g. Zeitlin 1965: 508: ‘the triumph of good persuasion, true justice, love, light, heal-
ing, and propitious sacrifice’; Podlecki 1966: 78: ‘the new and higher morality of the
polis’; Macleod 1982: 132: ‘an ideal representation of human society... ideal city...
goodness achieved’; Winnington-Ingram 1983: 164: ‘a triumph of good over evil’;
Sommerstein 1989: 183: ‘a new kind of Justice’; Goldhill 1986: 30: ‘the triumph of the
established civic discourse’; Griffith 1995: 64: ‘an idealized triumph of legal process
over vendetta and blood-feud, the instantiation of a new kind of divine justice on
earth, or the crude reassertion of male domination in the home, in the city, and on
Mount Olympus’. For Heath 1999b: 17-18 with n. 2, the end of the trilogy marks ‘the
rise of the polis’ as opposed to ‘the pre-polis arena’, but only in a footnote does he
explain that in his study the term polis ‘refers to the mature polis, the functioning,
democratic institutions that a contemporary of Aeschylus would associate with Ath-
ens’.

46 When Athena says kpivaca § Got@v T@V éu®dv T PéAtata (487), it is not a personal,
despotic decision but a democratic election, for Athena stands metonymically for
the Athenians; Areopagus’ judges were the outgoing, elected &pxovteg, coming from
the higher financial classes - hence BéAtata. Of course, after 487 BC, the archons
where selected by lot rather than election (Arist. Ath. Pol. 43.5), but the trilogy is set
in a mythological past. Whether Aeschylus wanted to oppose to this reformation is
not clear, but we should remember that the Oresteia was written thirty years later.
Sommerstein (ad loc.) rejects any political significance in these lines.
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Argive alliance), this phase of the trilogy represents the phase of the di-
allaktai, and especially of Solon.” Athena declares the direction of this
government: To Ut dvapyov urte deomotovpevov Gotoig teptotéAlovot
BovAevw oéPerv (696-97).

Moving to the animal presentation of this political transition, in the
Eumenides no animal prevails as an image overall or is symbolically linked
to democracy, in contrast to the preceding tragedies and polities. This is
not to say that the political aspect of the animal imagery-system now
collapses; it is exactly this discrepancy that completes this ‘system’,
through antithesis. Firstly, the distribution of the animal imagery in this
tragedy is telling: the majority of bestial images are gathered in the first
third of the play, whereas they become rarer after Athena’s entrance.
Secondly, what changes with Athena is the function of the imagery: it
was symbolic in the first half, usually attached to Orestes (111, 246: fawn,
147: beast, 326: hare) and the Erinyes (128: snake, 131, 246: hound, 197:
hated flock), but now animals are used literally, and metaphors and sim-
iles almost disappear. The only example of metaphorical use of animal
imagery in the later part of the Eumenides is when Athena denounces a
potential civil war, comparing it to fighting cocks. ‘Cockfight gave ex-
pression to oligarchic aspirations and democratic fears by translating a
competition between equals into a vivid demonstration of domination
and enslavement’.”® This simile is doubly appropriate here, because the
bird is domestic (like civil war is internal) and rather seedy-looking (oUk
£pwg):*

AT Te€edoto't wg kapdiav dAektdpwv
€V TOIG €U0ic Gotoiotv 1dpvong "Apn
EUPUAIOV Te Kal TpOG GAAAOLG Bpaciv.
Bupaiog Eotw TOAENOG, OV HOALG TAPWY,

47 As a ‘mediator’, Solon introduced some ‘most democratic’ reforms (Ath. Pol. 9.1) and
refused to become a tyrant (Solon fr. 34; Ath. Pol. 6.3; Plut. Sol. 15.1). Similar to the
diallaktes is the title aisymnétés, traditionally ascribed to Pittacus. For Aristotle, this
is akind of monarchy that resembles tyranny in being despotic, but kingship in being
elective and constitutional (Pol. 1285a, 29-30). See McGlew 1993: 79-81, 94-96.

48 Csapo 1993: 26-27.

49 Cf.Pind. Ol. 12.14-15.
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¢v @ Tig #otan Sevdg evkAeiag Epwg: 865
gvoikiov & 8pviBog o0 Aéyw paxnv.

In all other cases, in the later part of the Eumenides, animals are just ani-
mals. So it is in Orestes’ purification sacrifice, ogayai kabaipdéwot
veoBridov Potod (450), in Athena’s wishes for her citizens’ prosperity,
Kapmév e yalag kal Botdv Enipputov (907) and ufjAd evbevolvta (943),
and of course, in her celebratory offerings (1006). In fact, it is here only
in the trilogy that animals refer to real animals.” This stylistic shift in
the animal imagery, from density to rarity and from symbolism to liter-
alism, is meaningful for a political reading: no animal stands for democ-
racy or for its personification, Athena, because in contrast to kingship
and uprising, this constitution alone preserves human coexistence. And
as a parenthetical warning for the future, civil war within democracy is
characterised in the same terms (i.e. in bestial terms) as kingship and
tyranny.

Other scholars interpret this shift as a movement from vendetta to
law courts, from lawlessness to 8ikn, from amorality to morality, from
matriarchy to patriarchv, or from pre-polis to polis, rather than from
kingship to democracy.” Especially the connection of the animal im-
agery with 8ikn might seem inevitable, given the similes kuvog dikny,
dikav xtpaipag, Poog diknv, kvkvov dikn, Aayw diknv etc.”” The specific

50 For Dolgert 2012, the Oresteia does not show (to us moderns) a progression from bru-
tality to civilization, because sacrificing animals is no less problematic or political
than sacrificing people. He clarifies that the problem is with ‘contemporary theo-
rists’ who are ‘explicitly praising the Greek tragedies in light of their use of the Greek
ritual of blood sacrifice’ (269). Indeed, we cannot ascribe such animal-rights con-
cerns to the ancient Greeks - and therefore I confine this interpretation to the foot-
notes. Nevertheless, his argument still contains a fallacy, that ‘the Furies themselves
are sacrificed’ (269), a reading which is only based on ‘textual polyvalence’ and ‘tex-
tual ambiguity’ (277-78) and no serious classicist, to my knowledge, has proposed -
Dolgert himself is a political scientist.

51 See above at footnote 45, for the conclusion of Eum. in general; and for the progres-
sion of the animal imagery in particular, see Peradotto 1969: 246 n. 32; Heath 1999b:
42-43; Macleod 1982: 138 (on natural imagery, more generally).

52 Introducing comparisons with 8iknv (‘like’, ‘in the manner of’) is decidedly Aeschy-
lean and overwhelmingly represented in the Oresteia, in which ten of the twenty-
four comparisons of this form involve animals (Wilson 2006: 188-90). Wilson argues
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political reading which I propose here - only as an additional interpreta-
tion - is promoted by the fact that the temporal arrangement of the im-
agery throughout the trilogy is historically consistent: the polities/ani-
mals in the trilogy succeed each other in a linear progression that re-
flects the evolution of Athenian history. Thus, after the fall of Agamem-
non/kingship, the lion disappears; there is no reference to it in the
Choephori and only a random one (non-symbolic) in the Eumenides.”® In
the same way, the snake imagery/uprising which prevails in the Choeph-
ori is fading away in the Eumenides. The narrative of the plays is explana-
tory: kingship (Agamemnon, lion, eagle) is located in the first tragedy
and is set in the past, brought up by the chorus as a flashback; uprising
(Clytemnestra, Aegisthus, Orestes, snakes) emerges at the end of the Ag-
amemnon and is developed in the second tragedy, which is set in the pre-
sent; democracy (Athena, non-animal) is gradually established in the Eu-
menides and is set in the future (£oton 8¢ kal o Adowov Alyéwg otpatd |
aiel dikaot@v todto PovAevtriprov. 683-4). The link with the theme of
sacrifice now becomes evident. Iphigenia’s sacrifice is located in the past
(narrated as a flashback) and executed by Agamemnon: she is the victim
of kingship. Cassandra’s sacrifice is located in the present and executed
by Clytemnestra: she is the victim of tyranny. Eventually, Athena’s offer-
ings are a holy sacrifice for the future, which closes definitely a circle of
shameless murders; opayiwv TGV (1006) is an emphatic formalisation
of the establishment of normality, of democracy. Exploiting artfully the
animal imagery and the theme of sacrifice in the Oresteia, Aeschylus of-
fers a poetic expression of the historic evolution of governments and
praises democracy. The other option is a bestial society, or a human jun-
gle.

that, even though the d{knv-similes decrease in the course of the trilogy and thus
contribute to the general progress from bestial to human justice, the remembrance
of the initial use of §ikn(v) undermines the happy end. This is a compelling argu-
ment, but its verbal premises are rather weak: the connection between the adverbial
diknv and dikn as justice seems like a pun conceived in English - ‘just like a dog’ and
‘just like a dog’. I am more inclined towards Garvie 1986 ad 195: ‘it is going too far to
connect this with the general dikn-motif of the trilogy’. For the ambiguities of dikn
in the trilogy, see Goldhill 1986: 33-56.

53 Aéovtog &vtpov aipatoppdeov | oikeiv Toadtag eikdg (Eum. 193-94), said by Apollo
for the Erinyes.
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This animalistic conception of political progress can be seen in dia-
logue with the tale of Prometheus and Epimetheus in Plato’s Protagoras.
There, the human being, alone among all other species, has been given
the political virtue (comprising shame and justice) in order to live in secu-
rity and prosperity. This is presented as the final of three stages of de-
velopment (322b-c), just like in the Oresteia: first, ‘there were no cities; so
they [humans] begun to be destroyed by the wild beasts’; subsequently,
‘when they came together, they treated each other with injustice, not
possessing the art of running a city, so they scattered and began to be
destroyed once again’; finally, ‘Zeus... sent Hermes bringing conscience
and justice to mankind, to be the principles of organization of cities and
the bonds of friendship’.** One can easily see some correspondence be-
tween these three stages and the kingship-tyranny-democracy pattern
of the Oresteia, such as: (a) the disastrous consequences of the first two
conditions and the rightfulness of the third one; (b) the self-destructive
nature of the second condition where humans destroy each other; (c) the
intervention of the gods for the establishment of the rightful; and (d) the
need to separate humans from animals. Of course, it is hard to argue for
a direct influence between the two texts, given their temporal distance
(the Oresteia was composed in 458 and Protagoras in the 380s with a dra-
matic date in the 430s) and their individual political focus (pre-civic to
civic organisation in the Protagoras and different forms of civic organisa-
tion in the Oresteia). However, given the prevalence of animal imagery in
political philosophy in general, as also exemplified by Aristotle’s state-
ment 0 &vOpwog voel ToATIKOV (BoV, it becomes evident that Aeschy-
lus’ political imagery has intentional philosophical reflections.

54 Trans. Taylor 1976.
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APPENDIX
L= literalism, M= metaphor, S= simile, SL = symbolic literalism (dreams, fables etc.), PE= proverbial expression

Agamemnon
Lines Speaker Greek Text (Page 1972) Translation (Sommerstein 2008) Trope | Refers to
2-3 Watch- NV KOIUWUEVOG I've spent my nights on the Atreidae’s roof, s Himself
y e . . imse
man otéyaig Atpeld®dv dykadev, kuvog dikny, resting on my elbows like a dog
36-37 Watch- A, ; ;
ot éni yAdboon péyag / PEPnrev: a great ox has stepped upon my tongue PE
man
48-57 Chorus YA\ €k Quuos kAdlovtec "Apn,
B Y , K o, Z , S , en uttering from their hearts a great cry for war,
TpdTOV alyvmi®V oIt €KMmatiolg L
. , Y ) like birds of prey
dAyeor taidwv Unator Aexéwv ) o
. who, crazed by grief for their children,
otpogodivodvral , o
; , o, , wheel around high above their eyries, )
TTEPUYWYV EPETHOTOLY EPEGTOUEVOL, ) i ) Atreidae, for
, having seen the toil of watching over S
depviotripn ] . ] Helen
, , , L, their nestlings' beds go for nothing;
novov OpTaAIXwV OAécavTeC )
« Vot and some Apollo on high,
Unatog ' diwv A Tig ATOAAwv ) )
U T or Pan, or Zeus, hearing the loud shrill
N Iav fj Zevg olwvobpoov . . .
Y wailing cries of the birds...
yéov d&udav...
111-19 Chorus néunel EUv dopl Kal xepl TpAKTOPL
1,1 E,, ° X p , ,p 5 P (they) were sped with avenging spear and hand
Bovpioc Bpvic Tevkpid & aiav, i ; L
S . - to the Teucrian land by a fierce warlike bird of omen,
0lwv@V PaciAelg PaciAedot ve- i . . . ) Agamemnon &
v, 6 KEAQIVOC § T EEOmLY dpyd the king of birds appearing to the kings of ships, Menelaus against
&v, O ke , o .
} L S PY&S one black, one white in the hind parts, near the house, SL T &
QavévTeg i- , o ro
3 ., , on the side of the spear-wieldinghand, y
KTOop UeAdBpwv xepog €k dopimdAtou ) )
) S settling where they were conspicuous to all,
ToUTpENTOLG €V £dpataty, i ) , , )
, ) S, , , eating a scion of the hare tribe, pregnant with manyoffspring,
Pookouévw Aayivav, épikduova @épuatt yévvav,
124 Chorus £86n Aayodaitag (he) recognized [...] the feasters of the hare. SL Agam & Menel
132 Calchas , , , the great curb of Troy
otdéutov uéya Tpoiag M The Greek army

[see Raeburn & Thomas 2011 ad loc.]
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134-38 Chorus ofkTw yap Enipbovog ApTepic ayva
(Calchas ' ~Y P (P '; PTEHIC A For holy Artemis, out of pity, bears a grudge against the winged Atreidae killing
alchas TTAVOIGLY KUGL TATPO
ds) ., Y Pos . e BuoLé hounds of her Father who slaughtered the wretched hare, litter | SL Trojans/ Iphige-
words avtdtokov po Adxov poyepdv nrdka Buopévolotv:
s ~p X, lf YEp B and all, bifore it could give birth; she loathes the eagles’ feast. nia
otuyel 8¢ detnvov aletdv.
140-3 Chorus Téo0Vv TEP EVPPWV & KAAX
(Calchas’ 504 ,p, eP ooty Aed So very kindly disposed is the Fair One to the unfledged seed of
alchas do01g Géntorg parep®dv Aedvtwv
p’ o ., o Lf P ] fiery lions, and so delightsome to the suckling whelps of all SL Iphigenia
words) TAVTWV T &ypovOuwV @IAOUdoTo1g beasts that roam the wild
Onpdv OPpikaoiot tepmvd '
157 Chorus ar’ dpvibwv 6diwv by the birds seen by the way L
232 Chorus dikav xuaipag like a yearling goat S Iphigenia
394 Chorus dudket maig motavov Spviy, he is a boy chasing a bird on the wing PE Paris
449 Chorus tade olyd tig Paiiler That is what they are snarling, under their breath M The Argives
563 Herald a5 el M , B And if one were to mention the unendurable cold of winter that | L
xelpdva § el Aéyot T1g olwvoktdvov, . )
killed the birds,
607 Clytem dwudtwv KOva A watchdog of the house Himself
65557 Herald al 8¢ kepotumoUyevat Pig [...] They were savagely gashed and disappeared unseen, whirled Greek ships &
@XovT dQavTol ToIuéEvog KakoD oTpdPw about by a perverse shepherd. Poseidon
717-31 Chorus €0pePev 8¢ Aéovtog i- LS Paris-Helen
viv d6po1g aydAaktov ov- Just so aman once
o vt \UaGToV reared in his home an infant lion, (and Clytemnes
T AdpacTov, , . L -
, ¢ ) P PLAOH , fond of the nipple but deprived of its milk, Y
év Proétov mpoteAeiong . i ) tra-Agamemnon,
o oSS in its undeveloped time of life
duepov, e0PAdnaida, )
}1‘ P <~P y tame, well loved by children
KOl YEPAPOIG EMIXXPTOV and a delight to the old: Orestes-Clytem-
noAéa § €oy’ €v dykdAaig N W in hi ’ nestra,
it was much in his arms
veotpdpov tékvou dikav,
PoP \ Co- , like a young suckling baby, _
@a1dpwnog oti xeipa oai- ) . . Aegisthus-Aga-
o, gazing bright-eyed at his hand
VWV TE YRoTpOG AVAYKALG. ; , memnon)
Beic & dmédeikey 7 and fawning when hunger pressed it.
oviobeig & anédeilev 1-
)G(Z 5 g ok <& " But in time it displayed the character inherited
76 TPOG T v X&prv
. 5 P f ., ﬁX P from its parents; it returned thanks to its nurturers
&p tpoelolv apeifwv
yope ,(P . }1,/ by making, with destructive slaughter of sheep,
unAo@dvorot oLV dtaig  feast, unbidden
Sait’ dxélevotoc Erevéev: ’ '
795 Chorus M Anyone/

Sotig & ayabog mpoPatoyvipwy,

But whoever is a good judge of his flock...

themselves
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824-25 Agam néAv dinuabuvev ‘Apyeiov ddkog, A city has been ground into dust by the Argive beast, the off- M+L Greek army Tro-
inmov veoasdg, spring of the Horse jan horse
827 Agam WUNoTAG Aéwv A lion, eater of the raw flesh M Greek army
892-93 Clytem Aentaic Ui kdvwTog €nyepduny I kept being awakened by the light buzz of a trumpeting mos- L
punaiot OwbocovTog quito
896 Clytem Aéyou’ &v Gvdpa tovde TdOV oTabudv KOV, I shall speak of this man as the watchdog of his homestead M Agamemnon
1050-51 | Clytem GAM' eimep €otl un xeAddvog diknv Well, unless she has some unintelligible barbarian language, like | PE Cassandra
ayvita ewvny BapPapov kektnuévn, the swallows do, ...
1057 Clytem £otnkev {0 ufida Trpdg opaydagt tupdg The sheep are already standing, ready for slaughter L/M? Sheep/Agam?
1063 Chorus TpdTog 8¢ BNpdg W veatpétov. She has the manner of a wild beast just trapped. S Cassandra
1066-67 | Chorus XaAwvov § olk éniotatal pépety she doesn’t yet know how to bear the bridle M Cassandra
npiv aipatnpov é€appilesdat uévoc. not till she’s foamed out her rage in blood.
1093 Chorus £otkev eUp1g 1] EEvn kuvog Sikny The foreign woman seems to be as keen-scented as a hound S Cassamdra
1125-28 | Cassandra | dmexe tig Boog M Agamemnon &
OV Tadpov: €V mEMAoLoLy Keep the bull away from the cow! She traps him Clytemnestra
peAayképw AaPodoa pnxaviuatt in the robe, the black-horned contrivance, and strikes.
TonTEr
1142-48 | Chorus .. 01d 116 E0vBA S Cassandra for Ag-
L, s& B . , . ...like a vibrant-throated bird wailing insatiably, alas, with a &
ax6petog Podg, @ed, tadaivaig gpesiv . o o Y amemnon
ooy "1 ) OB . heart fond of grieving, the nightingale lamenting “Itys, Itys!” for
oV "ITtVV 6TEVOLT GP@ELOaAT] Kakol
e, e d S a death in which both parents did evil.
andav pdpov.
D L, 16 16, the life of the clear-voiced nightingale! The gods have
Cassandra | 1w iw Ayeiog flog dnddvog . ) ,
i A ) } clothed her with a feathered form and given her a pleasant life
nepéPalov ydp ol mrepo@dpov dépag ) .
. L ; ., with no cause to grieve;
Beol yAukOv T al®va kAavudtwy dtep:
1224 Cassandra | AéovT &vaAkiy €v AEXEL OTPWPDUEVOV a cowardly [lion] M Aegisthus
1228-29 | Cassandra L s . . . i He does not know what kind of bite comes after the fawning S Clytemnestra
oUk oidev ofa yYAOooa uiontiig kuvdg, , o
, ., , i tongue of that hateful bitch and the cheerful inclination of her
Aé€aoa kakteivaoa aidpdvoug diknv,
ear.
1233 Cassandra | duoicfoarvav fj ZkOAAav Tiva An amphisbaena, or some Scylla S Clytemnestra
s, , , . , I am running, having fallen out of the chase M Chorus
1245 Chorus T & EAN dkovoag €k dpduov TECMV TPEXW. g 9f: f

(= I'm running like a hound that’s lost the scent).
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1258-59 | Cassandra | altn dimoug Aéava cuykoluwuévn This is the two-footed lioness, sleeping with a wolf while the no- | M Clytem, Aegist,
AOkw, Aéovtog ebyevols Grovaiq, ble lion was away, Agam
1297-98 | Chorus k¢ BenAatov How comes it that you are walking boldly towards it like an ox S Cassandra
Boog diknv mpog Prwudv eOTOAUWE TATELG; driven by god to the altar?
1310 Chorus 168" 8l Bupdtwv Epeotiny. That’s the smell of sacrifices at the hearth. L/M? Sheep/Agam?
1316 Cassandra . ; ; . ) I am not shying away out of my empty terror, as a bird does S Herself
ottot duooilw Bdpvov wg Bpvig eoPw, ying aney f my empty
from a bush
1382 Clytem dnepov au@ipAnotpov, Homep ixOowyv, an endless net, as one does for fish Agamemnon
1415-16 | Clytem wortepel fotod udpov, treating her death as if it were the death of one beast out of Iphigenia
UAAWY PAEOVTWVY €0TIOKOIG VOUEVUAOLY, large flocks of well-fleeced sheep
1444-45 | Clytem 1 O¢ To1 KUKVOU dknv S Cassandra
Y Yl‘ . ) d , 3 she, after singing, swan-like, her final dirge of death,
tov Uotatov péApaca Bavdoipov yéov
1473 Chorus dikav / kbpakog £x0pod otabeis’ Exvipwg In the manner of a loathsome raven, it glories S Daimon/
Uuvov Duvely émedxetat < >, in tunelessly singing a song <of joy> Clytemnestra
1492, Chorus . e L., o o M Clytemnestra
1516 keioal &' Gpdyxvng év vPAopatL TS Here you lie in this spider’s web
1631-32 | Aegisthus e e, if you anger me with your childish barkings you’ll be led off un- | M Chorus
oL & €€opivag vnmiolg UAGypaotv , )
., Do ) . der arrest—and once under control, you'll show yourself a bit
a&n kpatnOeiq & NuUeEPWTEPOG PAVT.
tamer!
1639-41 | Aegisthus | tov 8¢ pr) nel®dvopa Anyone who will not obey his master I will yoke with heavy M Chorus
Cev€w Papeioig, ol T1 ur| oelpagdpov straps—he certainly won’t be a young trace-horse high on bar-
KplOGVTa TWAOV, ley;
1660 Clytem daiyovog xnAf Papeia Suotux &g memAnyuévor. wretchedly struck by the heavy talon of the evil spirit. M The Argives
1671-72 | Chorus S Aegisthus
koumacov Bapo®v, dAéktwp Hote OnAelag méAag. | Brag away confidently, like a cock standing next to his hen! &
N tpotiufiong pataiwy T@vd vAaypdtwy: Don't take any notice of these empty barkings.
Clytem pn Tpotipfong p Yi Ly f pty g M Chorus
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Choephori
Lines Speaker Greek Text (Page 1972) Translation (Sommerstein 2008) Trope | Refers to
247 Orestes 1800 8¢ yévvav e0viv aietol matpdg Behold the orphan brood of the eagle father M Agamemnon
249 Orestes dewviig éxibvng fearsome viper M Clytemnestra
25051 Orestes 01’3 yap évre?tsiq , , for they are not yet ﬁ'zll—grown so as to be able to bring home to Himself
Brlpav TATPWAV TPOCPEPELY GKNVAUAGLY. the nest the prey their father hunted. M & Electra
256 Orestes VeooooUG ToU6d amopOeipag if you allow us nestlings to perish
[275]277 | Orestes anoxpnudroiot {nuiaig TALPOVUEVOV [enraged like a bull by the loss of my possessions] M Orestes
42122 Floctra M)KOS yc}cp ot o?pé(ppwv doavtog €k for like a savalge-hearted Wolﬁ we have a rage,caused by our s Herself
HaTpdg €0Tt Buudg. mother, that is past fawning.
446 Nurse pux® & dgepktog moAvovoldc kuvog dikav shut up in the bowels of the house, like a dangerous dog S Herself
501 Electra 180V veooooUg ToVad Epnuévoug Tdew see these nestlings perched on your tomb M Herself & Orestes
527 Chorus tekelv Spdkovt £€doev she imagined she gave birth to a snake
544 Orestes oUgig Tendoa onapyavnmAeiletot the snake[...]found a welcoming home in my swaddling clothes | SL Orestes
549 Orestes £kdpakoviweig & eyw I become the serpent
601 Chorus KvwddAwv te kal Ppotdv both among beasts and among men SL Anyone
621 Chorus & KUVOPPWV the woman with a bitch’s heart! M Skyla
753-54 Cilissa o }”1 (PP,OVE)UV Yap Gorepet forov A child without intelligence must be reared like an animal S Orestes
TpéQPELV GvAyKn,
794-95 Chorus ndAov e0viv QuyEvT év dpuacty the orphaned colt yoked to the chariot M Orestes
924-25 Cytem., @VAaEa1 unTpog Eykdtoug KHvag, Beware your mother’s wrathful hounds! M Erinyes
Orestes Ta¢ ToD matpdg 8¢ TG YUYW TapeiC Tdde; But how am I to escape my fathers’, if I fail to do this?
928 Clytem ol 'yw, tekoTUoa tovd S@iv E0pePdunv- Ah me, this is the snake I bore and nourished! M Orestes
937-38 Chorus ’s’uo7\5~5' éc, d6uov tc‘w~ ’A)/ocuéuvovoq a‘nd now to the hc’)u’se of t‘\gamemnon there has come a twofold M Orestes & Pylades
dimhoU¢ Aéwv, SimhoTc "Apnc. lion, a twofold spirit of violence
962 Chorus uéya T denpédn YdaAov olkwv the great curb has been taken away from the house M Aegisthus & Clyt
994 Orestes Uopavd Y it 18V’ €@u, if she were a morsy-eel or a viper SL Clytemnestra
1047 Chorus duoiv dpakdvroly eDNETOG TEPWV KApaL. deftly cutting off the heads of that pair of serpents M Aegisthus & Clyt
1050 Orestes TUKVOIG dpdKovoLy thickly wreathed with serpents L Erinyes
1054 Orestes oaPAC Yap aide Untpdg EYKOTOL KOVEG. these are plainly my mother’s wrathful hounds! M Erinyes
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Euv dinhoiowy guPpuorg

rear them to bear twin young

Eumenides
Lines Speaker Greek Text (Page 1972) Translation (Sommerstein 2008) Trope | Refers to
23 Pythia @iAopvig loved by birds L Parnassus
26 Pythia Aayw diknv MevOel katappdpag uépov. netted Pentheus in death like a hare S Pentheus
aig o0 pefyvutat with whom no god ever holds any intercourse, nor man nor
69-70 Apollo 3 Sy e o, ) SL Anyone
Be®v 11§ 008 dvOpwog 00dE ONp ToTE beast either
Ghost of 0 & €EahbEag ofyetar vePpod dikny, and he has got away, escaped like a hunted fawn, and done it,
111-13 Clytem Kal Talta KOVPWE €K UECWYV APKUOTATWY moreover, by jumping lightly right out of the net, making big S Orestes
®povgev, LUV EykaTIAA D Pag yéya. mocking eyes at you.
Ghost of . ., , .
128 Clytem dewviig dpakaivng €ekfpavav pévoc. sapped the strength of the fearsome serpent! M Erinyes/Herself
131 Ghostof | &vap duvkerg Ofipa, kAayyaivelg & dnep You are chasing a beast in your dreams, and giving tongue like a s Erinyes
Clytem KOWV Uéptuvayv oVnoT €KAeinwv @dvou. hound who can never desist from thinking of blood.
147 Chorus £€ Gprdwv ménTwkey, ofxetal § 6 Orjp: He’s slipped out of the net - the beast is gone! M Orestes
181 Apollo VOV Gpynotiv Sev a winged flashing snake M Apollo’s arrow
193 Apollo A€0VTOG EVTPOV aIATOPPOPOL in the den of some blood-swilling lion L
196-97 Apollo Xoo/psit’ dvev Eﬁorﬁp?q fdm?xyoéps‘var ] Off you gf), ar41d wander like a }'lerd with no herdsman! None of M Erinyes
moluvng toavtng & ovtTIg DPIATIG Oedv. the gods is friendly to a flock like you.
246 Chorus TETPAVHATIOPEVOV YApP WG KVWV VEPPOV Like a hound on the trail of a wounded fawn S Orestes
583 Orestes KBapioTC AN XOLpOKTAVOLC ;')ti;/vas expelled by means of the purification-sacrifice of a young L
325-26 Chorus T6vd dpaipouevos / TT@dKa snatching away from me this hare M Orestes
450 Orestes opayal kabaudEwot veodnAolc fotod the slaughter of a young sucking beast L
452 Orestes kal otolol kai putoig dpoig both by animal victims and by flowing streams. L
644 Apollo & mavToulof] kvadala, otoyn Bedv, You utterly loathsome beasts, hated by the gods! M Erinyes
; o, The parent is he who mounts
660 Apollo tikter & 6 Bpokwv . SL Any man
[see Sommerstein 1989 ad loc.]
861 Athena w¢ Kapdiav dAektdpwv the hearts [...] of fighting-cocks S Athenians
866 Athena gvoikiov & 6pvifog o0 Aéyw pdynv. I make no account of the fighting of a cock on its own midden. M Athenians
, , . o, and for the fruitfulness of the citizens’ land and livestock to
907 Athena kapmdv te yalac kai fotdv Enipputov o L
thrive in abundance
9435 Chorus UAAG T’ e0Bevolvra Mav may their flocks flourish, and may Pan L
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TPEPOL XPOVW TETAYUEVW' at the appointed time;
1001 Chorus HaAA&Sog & o mrepoic under the wings of Pallas Athena
1006 Athena opayiwv tOvY these solemn sacrifices




