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gestures refer to the rituals as practiced and as conventionally repre-
sented, or to only onc of the two, they were familiar to the Athenian
audicnee and provided the dramatist with an cffective repertoire of
allusions to weddings and funcrals that could be marked in the text or
incorporated into the stage action.

From vase-paintings and grave stelai, we learn that the conflation
“marriage to death” found in tragedy was no mere dramatic fiction,
nor was it a vaguc idea existing at a historical or mythological remove
from the audience. Allusions to wedding and funcral rituals referred
to contemporary practice, not to a code of foreign behavior or a set of
abstract visual conventions.®2 Thesc rituals offered an efficient way
for the tragedians to move mythical and heroie stories into the sphere
of the fifth century, making powerful and immediate contact with the
spectator. In so doing, tragedy challenged contemporary audiences
with a vision of their own life writ large, rather than a version of the
heroic life writ small.

Chapter 3

THE BRIDE UNVEILED

MARRIAGE TO DEATH IN AESCHYLUS' AGAMEMNON

ARRIAGE TO DEATH in Agamemnon cmerges with
dramatic force through the experience of four female
characters—Klytemnestra and Kassandra who take the

stage, and Iphigenia and Helen who do not {although they are evoked
vividly in the lyric). With fatal consequences, the sisters Klytems-
nestra and Helen betray their respective marriages to the Atreid
brothers Agamemnon and Menelaus. Iphigenia and Kassandra are cut
down like animals at a sacrifice, but their deaths also take the form of
a twisted wedding ceremony that leads to the bloodshed of the bride,
part of the Oresteia’s complex weave of ritual perversion. !

In the parodos, the Chorus refer to Helen as the “woman/wife of
many men/hushands” [oludvooog Gugl yuvairdg 62}, the reason
that Trojans and Greceks tell in battle as a “first offcring” {év npo-
tehetog 650 The term means “preliminary offering or sacrifice,” spe-
cifically the sacrifice before the rite (telos) of marriage.? In accordance
with ritual sequence, the deaths of the Trojan and Greek warriors
should precede the wedding of Paris and Helen, but Aeschylus plays
with temporal and spatial logic throughout the trilogy. Here he opens
the possibility that the telos served by these sacrifices is not simply
the destructive wedding of Paris and Helen, but the larger goal or
“completion” toward which the trilogy aims, which—as we shall
sec—confirms the importance of marriage to the polis.

The Chorus return to the wedding of Paris and Helen in the first
stasimon, where Helen “brings to Troy a dowry of death,/ passing
lightly through/ the city gates” [{tyovod T avripeovov il phogiy/
BePéer oludpa duir/ mukav 406—8). The image of bridal homecoming
anticipates the appearance of the bridelike Kassandra later in the play
and her entrance into the palace through the “gates of Hades” [Awov
TOhag 1291). Kassandra arrives to mect her death, but Helen is a bride
who brings death in her wake.

In the second stasimon the Chorus develop the conceit that Helen
and Paris have made a marriage of death. “A spear-bride fought over
by both sides” (686], Helen abandoned the “gentle curtains” (moo-
ruhoatwv 691, “coverings” or “veils”) of her Spartan home, hinting
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at the veil she wore at her wedding to Menelaus.3 The root noun
xGhvppa (kalumma) is used by Kassandra for bridal veils (Ag. 1178),
and Elektra applies the same word to the net that trapped Agamem-
non and also to the coverings laid over his corpse (Ch. 494).4 Employ-
ing more double language of weddings and tunerals, the Chorus call
Helen “a true kédos” (Ag. 699), referring both to her relationship by
marriage to the house of Priam and to the mourning rites that result
from that union.5 The “wedding hymn” (705-6, 707) turns into a
funeral dirge (711, 714), and the marriage-bed becomes a “bed of
death” (712). In the end, the arrival of Helen at Troy accomplishes
“bitter rites of marriage” (yéuou QUG Teheutdc 745), rites that re-
veal “the bridal-weeping Fury” (749)—the noun “Fury” ringing out as
the final word of the strophe.6

Klytemnestra herself bears a Fury-like resemblance to her sister
Helen, above all when she appears with the corpses of Agamemnon
and Kassandra late in the play. The Chorus compare her double mur-
der to the destruction wreaked by Helen (1448—61 ), and they speak of
a “divine force” of vengeance (1468, 1482) that lives in the race. By
betraying her husband, the Fury-like Helen unleashed death on the
many young men at Troy; the “beyond-human” drive to vengeance in
Klytemnestra leads her to “shame her marriage bed” (1626) and bring
death to her own house.

The various marriage and funeral motifs come into sharpest focus
in the Kassandra scene. Her entrance with Agamemnon in his cart
resembles the journcy a bride and groom take to their new home, a
scene illustrated frequently on black-figure vases (figure 4).7 Develop-
ing these nuptial possibilities, Agamemnon introduces Kassandra to
Klytemnestra as a “stranger,” Eévn (xene 950), to be welcomed kindly
into the palace. Being Trojan, Kassandra is literally a foreigner (xene,
as the Chorus call her at 1062 and 1093), but the word also defines the
Greck bride, a stranger incorporated into her husband’s oikos.
Klytemnestra reminds Kassandra that she will stand at the altar with
the other slaves and share in the household rites (1036-38), partic-
ularly the sacrifice to be carried out at the hearth {1056—58). A ritual
of incorporation welcomed the arrival both of a new slave and a new
bride into the home, and the language may hint at the ricual overlap.?
Agamemnon himself says that Kassandra must wear the “slave’s
yoke” (douvkion . . . Quydr 953, repeated by the Chorus at 1071), a
common metaphor for servitude. But the yoke also has marital
implications—the active and middle form of CeGyvou, “I yoke,” was
used when a man took a wife.!® Kassandra is not simply yoked to
slavery, for, as Agamemnon admits, she is his “select flower” (eEai-
oetov/ &vbog 954-55), a familiar trope for a Greek bride.!!
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After remaining onstage and mute for some 250 lines, the last 31 of
which focus on her refusal to speak to Klytemnestra, Kassandra fi-
nally breaks her silence by uttering the name of her destroyer, the %(.)d
Apollo (1073). The Chorus later ask if sex with the god resulted “in
the work of child-bearing” (téxvwv &ig £oyov 1207}, a phrase .that
“would recall to every Athenian hearer the solemn marriage-
formula.”!2 Punished for denying children to Apollo (1208), Kas-
sandra is “taken” by prophecy as she was by the god. The results are
similarly fruitless, for she is cursed to make predictions that no onc
will belicve. . |

Kassandra brings out the erotic source of her possession, crying out
in anguish, “Such fire, it burns through me!/ Ahh! Wolf-god Apollo!”
(1256—57).13 From the the Wolf-god who violated her, Kassandra next
visualizes a “two-footed lioness in bed with a wolf” {1258-59), mean-
ing the unnatural ménage of Klytemnestra and Aegisthus in the pal-
ace. It is as if the source of Kassandra’s prophetic power mal<e§ her
particularly attuned to a sexual union between “different species,”
the egregious adultery with an enemy to which Klytemnestra has
succumbed.

If Kassandra is both possessed and ruined by Apollo, she bears a
similar relationship to Agamemnon, for she is bound to the enemy
general who destroyed her city. Kassandra epitomizes the innocent
female dominated by males, both divine {Apollo} and mortal (Aga-
memnon). She even must suffer death at the hands of a woman ”tpo
much like a man.”14 Powerless in a male world she can predict
but cannot control, Kassandra lives out a worst-case scenario for a

“bride” with Janus-like prophetic powers. Seeing both past and future
of the house, she focuses on the offspring of an earlier marriage—the
children of Thyestes, whom Atreus killed and fed to their own father
(1096—97). By referring to these victims as “witnesses” (1095), Ka.s-
sandra underlines her affinity with them, for she too bears witness (in
advance) to the sacrificial murder in which she herself must play the
victim.!5 Kassandra’s similarity to, and sympathy for, the murdered
children suggests how close her fate is to another youthful innocent,
Iphigenia, who also became a creature to be sacrificed (Ag. 231-47).

From events in the past, Kassandra shifts to the immediate present,
particularly Klytemnestra’s plot to kill “the husband who shares her
bed” (1108). Merging wedding vocabulary with terms for completion
and fulfillment (teleis 1107, telos 1109)—the “telos of marriage and
the telos of death”16—Kassandra locates the common ground for
these rites in the bath where Klytemnestra will murder Agamemnon
{1109). There is a hint of nuptial bathing in the fact that Klytemnestra
1s Agamemnon’s “bedmate” (E0veuvvog 1116),17 suggesting the mar-



46 CHAPTER THREE

riage bed that he will never see again. Having arranged this fatal bath,
Klytemnestra also resembles a wife dutifully (if ironically) washing
her husband’s corpse before burial.!s A turther link with funerary
rites lies in the word for the bathtub ieself, Méfne (lebes) (1 129}, also
used by the Chorus for the cinerary urns returned from Troy (Ag. 444),
and by Orestes for the urn in which his ashes supposedly have been
placed (Ch. 686).19 Introduced by Kassandra, the bath becomes the
place for the murder of a husband by his wife and the vessel for the
ritual purification of the corpse.

Aeschylusraises the dramatic stakes by having Kassandra draw the
Chorus out of dialogue meter and into her dance at the very moment
she envisions Agamemnon’s death. At the point of shifting from
lambic trimeters into dochmiacs (1121), the Chorus exclaim that the
seer’s prophecy “does not make us happy” (0% pe dpadotve Aovoc
1120). The phrase literally means “your story does not wash me
clean,” echoing Kassandra’s description of Klytemnestra “washing
her husband clean in the bath” (Lovtootol dpardoivaca 1109). Kas-
sandra sweeps the Chorus up into her world both imagistically and
lyrically, creating Agamemnon’s murder as a conflation of ritual
bathing at a wedding and a funeral.

When Kassandra first sings, the Chorus reprove her for calling on
Apollo with funeral cries (1075, 1079) rather than with the paeans
customarily addressed to the god as healer. A similar inversion occurs
when the Herald sounds a “paean to the Furies” (645), a disturbing
oxymoron for the news he brings of victory at Troy and the loss of the
Greek fleet on the return home.20 The motif of perverted song is
heard again, for the hymn for Paris’ and Helen’s wedding turns into a
funeral dirge (705-16). When Kassandra sings of “dying together”
Suvbavovuévny 1139) with Agamemnon, the Chorus hear in her la-
ment a “song that is nota song” (1142), “like . . . / . . . anightingale
crying out ‘Itys, Itys’ for a life flourishing/ with troubles” {1142—-46).

Here, the Chorus refer to the myth of Procne and Philomela, a
parallel story of marriage and death in which Procne’s husband
Tereus rapes her sister Philomela and then cuts out her tongue to
keep her from accusing him.2! When Philomela communicates the
deed in her weaving, the two sisters take their revenge by killing
Tereus’ son by Procne, Itys. Transformed into a beautiful-songed
nightingale, Procne forever laments her dead son, while the speech-
less Philomela is turned into a swallow, whose song struck the
Greeks as garbled and unmelodic.

By alluding to the Procne myth, Aeschylus evokes the ambiguities
of a song that combines lamentation, wedding, and death.22 In his
Supplices, the Chorus of women (facing marriage with their cousins)
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also compare their lament to that of Prpcnez the “hawk-chascfd n11g<ht:
ingale” (Supp. 60—67).23 The comparison is even more apt Hor as”
sandra in Agamemnon,—she is raped by Apollo, forced to mz;rfly
Agamemnon, and finally sings a lament for the dsastrgctmn o‘ er
family and city as she faces her own death. Earlier in th}flz scene,
Klytemnestra likens the silent Kasgandra to a swallqw lvlv 0 s1ng§
incomprehensibly (1050-51), the Philomela chargcter int efstory.h
we are right to connect Kassandra-as-swallow (Philomela) ble orfe ; e
sings with Kassandra-as-nightingale {Procne} near the cn1 of her
lyric, then Aeschylus has the prophetess take. on bth female \éolljce?
of the myth, eliciting our double sympathy. Like Philomela an rﬁ
cne, Kassandra is the victim of a male world that makes her prop f
ecies unintelligible to those around her and leaves her manifold grie
loquent legacy. .
asllrlleihnc}(iztste s(i(r:lophe, Kgass};ndra turns to another fatal 1’1,n31(\)n, ”’the
marriage, the marriage of Paris,/ destroyer of loved ones” (i® yaum%
véuou Iaoidog,/ dréBolow pihwv 1156—57). She recalls the Watefls 0
the river Scamander where she grew up (1157—59), contrasting them
to the waters of Kokytus and Acheron, the twin rlvcrs.of Hades,. where
she soon will sing her prophetic song {1160-61). Rlversiohf life and
death form a natural contrast, but they also suggest a familiar aspect
of wedding and funeral rites. An ancient Athenian source tells us that
Trojan maidens bathed in the Scamander befor.e marriage, thelr Veé-
sion of the nuptial bath.24 By recollecting the river of her childhood,
Kassandra may allude to the Trojan wedding she will Eever hgve,
even as the fatal bath that awaits her will “consummate” her bridal
homecoming with Agamemnon. It is fitting that the Cho.rus close
their lyric dialogue with Kassandra on a funereal’note, r’eferrlng to her
song of “woeful, death-dealing sufferings” (nehiCewv maon voeoa Ha-
vatopopa 1176). '

Just as Kassandra’s first utterances in lyric refer t.o.her rape by
Apollo, so her first words in dialogue meter plgce her visions Qf death
firmly within a nuptial context: “No longer will my p\rophc{mcs pef%k
out/ from under veils, like a newly wedded bride” (xai MMV & xENOROS
OVRET” &x nahupudrtwv/ Eotat dedoermg VEoyEuou vi M(PTIS ?mmvj 1 178—
79). Comparing herself (and her predictions) to a bride unvell.mg at
the anakaluptéria, Kassandra makes explicit whaF she.prevmgsly
only implied. Her words “will rush toward the supnse/ like a bright
dawn wind that holds a wave/ at the point of breaking” {1 180-82), the
moment when the water is most transparent. Fraenkel notes that the
adjective (haumoodc) modifying “wind” signifies not iny “clegr.” bu:
also “uncovered,” a meaning that fits the image of bridal gnvelllng.l\
More significantly, as Sissa demonstrates, “le rituel nuptial est, dans
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tous ses détails, une lutte contre le secret,”26 By evoking the wedding
ritual, Kassandra highlights her struggle to reveal fully the secrets of
the house she has been brought to as an ersatz bride,

Given the many marriage motifs in her lyric, Kassandra’s simile
does more than compare physical and verbal acts of disclosure. As
argued in Appendix A, the anakaluptéria may have taken place on the
wedding night in the bride’s new home and then been “made public”
the following morning, suggested here by Kassandra’s juxtaposition
of bridal unveiling with the clear light of dawn. The imagined ritual
action illuminates her own complex transition from innocence to
experience, for Kassandra throws off her metaphoric veils just as she
later discards the robes she wears as priestess of Apollo (1269-78).
With both “undressings” she acknowledges the truth of her situation,
that she will enter her new home like a bride and share in rites of
sacrifice that, paradoxically, will incorporate her forever into the
house of Atreus.

As her revelations unfold, Kassandra draws on other aspects of
weddings and funerals. She identifies a chorus (1186) who never leave
the house, a band of revelers (xdpoc 1189) who “sing their hymn as
they besiege the chambers” {opvovol & pvov dopaoLv oootuevat
1191). We are encouraged to think of this band of Furies as the cele-
brants who accompany the wedding procession and sing outside the
newlyweds’ bedroom through the night.2” However, the Furies’ hymn
does not end the morning after (“this choir never leaves the house”
1186), nor does it praise a new marriage. Rather, their song denounces
the betrayal of a wedding, “a brother’s bed and the man who trampled
it” [matovvu 1193), referring to Thyestes’ fatal seduction of Atreus’
wife Aerope.

The hymn of the house carries undertones of other “trampled” or
twisted marriages—that of Paris and Helen (whose wedding hymn
turns to a dirge), Acgisthus and Klytemnestra, and Agamemnon and
Kassandra. The same word applied to Atreus’ marriage-bed (ratotvri)
also is used for Paris’ abduction of Helen (tatoi®’ 372), and for
Klytemnestra and Aegisthus’ slaying of Agamemnon (marotvreg
1357). Agamemnon himself tramples the red tapestries (ratdv 957,
ratopdy 963) as he walks to his fate, and the word (matsic 1298)
describes Kassandra’s departure when she finally enters the palace to
join Agamemnon in death.

Turning her thoughts to Klytemnestra, Kassandra calls her (among
other things) a “raging mother of Hades” (+ 8tovoay Atdov untée’ t
1235). Critics believe that the phrase identifies Klytemnestra as
mother of the dead Iphigenia, but it also may refer to the groom’s
mother who traditionally welcomed the newly wedded couple home

- C
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(Chapter 1, p. 17 and figure 6). Earlier Agam§mnop instructt:(’i,
Klytemnestra to “escort inside with kindness this formgn V\;loman
[Thv Eévnv b mpeuevdg/ TVO é(m(’)m;s 950-51), aupportmg the .\EICW
that Klytemnestra is asked, metaphoncally{ to shift roles from wife (tl()
mother.28 Taplin makes the important point that thfi queen guards
the threshold of the palace throughout theh play.2? Here, as Fhe
umother of Hades,” she mectaphorically guides the youngl bride
through the “gates of Hades” [Awdov wirag 1291), Kassandra s term
for the entrance that leads to her new, and fatal, home.30

The conversion of wedding motifs into their funera.ry counterpart,s,
accelerates as the scene draws to a close. A “smell as if fr.om atomb
(1311) repels Kassandra from the palace and leads her to singa flgleral
lament, xamvtdg (kokutos), for herself and Agamemnon {1313} .She
introduces her last speech in the play with the wish that she might
sing a final dirge, Ogijvog (thrénos), on her own behalf | 1322—2”3). Ha}\lf—
ing sung of other marriages to death—the “trampled bed” of the
house of Atreus and the fatal union of Paris and Helen—KassaIadra
enters the palace like a doomed bride intoning her own funeral dllrge.
When Klytemnestra later celebrates over the corpses, she descnbf:s
Kassandra’s death in just such terms: “Here lics his [Agamem{non s]
lover,/ who like a swan sang out a last funeral lament [Bavaowov
yoov]/ for the dead” (1444—46).

Arrival and death, marriage and murder, the portals of the hquse
and the gates of Hades—these are the foci of Kassandra’s inspired
perceptions. By elaborating so carefully her exit.mto the palace, Aes-
chylus contrasts her deeply tragic awareness with that of Agamem-
non, who fails to comprehend what is happening when he wall.<s
down the red tapestrics to his death .32 The contrast with Aegisthusin
the next play is even more striking, for the doomed tyrant enters the
palace boasting, “It is hard to fool a man whose eyes are open” {Ch.
854). In her dealings with Kassandra, Klytemnestra also shargs some
of the blind spots of her two husbands. Her rhetorical excess in wel-
coming Agamemnon fails to include Kassandra, and her later efforts
to cajole the Trojan captive to follow in Agamemnon’s footsteps are
met with an eloquent silence.

Unlike Agamemnon, Aegisthus, and Klytemnestra, Kassandra has
her eyes open to the interactions of history, human agency, and fate.
She sees clearly what will happen, and in the face of the known and
inescapable she reveals a tragic nobility that sets her apart. Kassandra
prays for the impending blow to be sure, so that “I close my eyes at
last” (1292-94). We recall the unveiling image with wh}ch she

€gan—“No more like a newly wedded bride will my prophecies peek
out from under veils.” With the fall of the sacrificial blade, the “un-
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veiled” Kassandra no longer will look on the visions that her experi-
ence and prophetic powers have forced her to see.

The sacrificial imagery surrounding Kassandra’s death cannot help
but recall an carlier sacrifice in the play, that of Iphigenia, the death of
another young woman on the verge of marriage.33 Iphigenia is of “3
maiden’s age” (229), one “still a virgin,” literally “unbulled” [GTto-
Qwtog 245).34 Kassandra herself uses the comparison (after inverting
the gender) to describe Klytemnestra’s rape-like assault of Agamem-
non: “Keep the bull (tatoov) from the cow” (1125-26), for she
“strikes with a black horn” {1127-28).35 Iphigenia’s death serves as a
“preliminary offering” (mootéhera 227) for the ships, the same word
used earlier for the deaths of the first Greeks and Trojans at Troy,
offered for the marriage of Paris and Helen | 60-67). Kassandra views
her own death as a prior sacrifice, but not to a wedding; she will
provide the “preliminary offering” {mooodpaypatt 1278) that precedes
the burial of Agamemnon.36

Kassandra and Iphigenia are joined by even more striking corre-
spondences. Held over the altar, Iphigenia resembles “a picture
[veadaig] straining to speak” {242). At the point of death, Kassandra
also compares herself to a “picture” [yoadnv 1329] that will be wiped
forever from the slate. To silence her curse on the house, Iphigenia is
bound and gagged like an animal wearing a “bit” (xahiviry 238),
Klytemnestra berates Kassandra as an animal who won’t wear the bit
(xahivov 1066}, because the prophetess refuses to answer her ques-
tions. When Kassandra finally breaks her silence, the Chorus tell her
to stop because she sings inauspicious lamentations to Apollo in-
stead of the customary paeans (1074—75, 1078-79]). We recall that
Iphigenia sang pacans when she was young, entertaining the men at
her father’s table (242—46).

Both Iphigenia (238) and Kassandra {1266—72) cast off garments
before meeting their fate, metaphoric undressings that signal the
transition from an innocent maiden to a bride of death.37 In a much-
debated passage, Iphigenia “pours [or “sheds”] her saffron-dyed
[robes] to the ground” (xpdnov Pagpic [87] & médov xéovoa 239). Some
think that she disrobes, an action similar to Kassandra divesting her-
self of her prophetic garb at 1264—72.38 Others claim that the saffron-
dyed article Iphigenia discards is a veil, linking her gesture directly to
what follows, for she strikes each of her killers with “shafts from the
eye” (240).3° The image of a gagged but unveiled Iphigenia fore-
shadows Kassandra, who removes her own metaphorical “bridal veil”
to speak to the Chorus.

As attractive as this last reading is, it fails to account for the color of
Iphigenia’s garment. An Athenian audience would have had a hard
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time hearing of this “saffron-dyed robe” {rodnouv (%.aq)dg) .without
thinking of their own cult of Artemis Braurona, gspec1ally given that
Iphigenia’s sacrifice is linked directly to Artemis (134—55).40“At th,(f
Brauronia, prepubescent Athenian girls served the goddcss'as bears
and dedicated their saffron (xpoxwtdc) robes around the time of me-
narche, part of the cultural and ritual preparation for th.elr. eveptual
marriage.*! In Euripides’ Phoenissae, Antigone clearly dlstl/ngulshes
her “veil” (xoadeuva 1490) from her “satfron garment” {otoAidog 1o~
wéeooav 1491}, both of which she removes to mourn over the corpscs
of her mother and brothers.*> o .

Aeschylus leaves open the precise nature of Iph1g§nla’s actions,
encouraging a combination of responses from the audicnce. She d¥s-
cards her saffron robes much as a young girl does at the Brauronia,
bringing her death home to the Athenian audience who would ha\{e
experienced the maturation rites either personally. or t.hrough their
daughters and female relatives.*> The “bear” Iphlgenla shows her
readiness for the onset of menstruation, which will take the ironic,
and fatal, form of her own blood being shed. She also assumes the role
of an ersatz bride who drops her wedding veil only to look into the
eyes of her killers, acknowledging that her marriage Will not be r.eal—
ized, except insofar as death is a consummation. Iphlggnla’s actions
anticipate those of Kassandra, who speaks of her own bridal gnvelhng
and who removes and tramples her prophetic robes, returning them
to Apollo just as Iphigenia gives hers to Artemis.

Once Klytemnestra appears with the corpses of Agamemnon gnd
Kassandra (1372—1576), the link between the prophetess and Iphige-
nia is complete. The queen relives the murder of her husband, re-
counting the blows that culminate with the third in honor of ”Zgus
below the earth, the savior [owthooc] of corpses” (1387). In this strik-
ing conflation of domestic and funeral rituals, Klytemncstra trans-
forms the pouring offered to the dead into the blood of the dead. She
then confuses her husband’s fatal “self-offering” with those tradi-
tionally poured out at a banquet, the third dedicated to Zeus Zwto,
the very libation that Iphigenia would follow by a song at her father’s
banquet (243-46).44

With horrible precision Klytemnestra insists that her pre-banquet
“libation” is fitting for the corpse of Agamemnon, a pouring of blood
like the one that Agamemnon himself mixed and drank to the dregs
{1395--98).45 If Agamemnon’s death provides both the occasion for,
and substance of, this libation, then Kassandra is the appetizer for the
banquet that follows. Her death, as Klytemnestra puts it, brings “an
added relish [“side-dish”] to my bed” [t e0viijc TagopdVHUQ THG EWiS
XMOfg + 1447). Earlier Kassandra predicted that she would become
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the sacrificial victim at Agamemnon’s grave {1277-78), and here she
provides—in the logic of ritual perversion—part of the flesh con-
sumed at the funeral banquet in his honor.46 Aeschylus weaves the
motif of perverted feasting through the trilogy, but at this point the
confusions betwecen banquet and funeral libation, blood and wine,
grave offering and sacrificial feast, serve to connect Agamemnon’s
slaughter of Iphigenia with Klytemnestra’s sacrifice of Kassandra 47

By linking Kassandra and Iphigenia, Aeschylus brings together the
manifold damages wreaked scparately by Agamemnon and Klytem-
nestra, and the audience views their respective fates accordingly. We
understand that Agamemnon has to die, in part because of his saeri-
fice of Iphigenia.*$ Similarly, although the Chorus bewail the dead
Agamemnon without mentioning Kassandra (as she herself predicts,
1326-29), Klytemnestra cannot get the Trojan prophetess out of her
mind, and neither can we. It is Klytemnestra’s murder of Kassandra,
not her slaying of Agamemnon, that turns the audience against her.
As a result, neither the tapestry scene (with all its theatricality) nor
the moment of Agamemnon’s death marks the turning point of the
play. That occurs in the Kassandra scene, where the prophetess comes
to personify the very processes of the trilogy, working out the com-
plex interconnections between past, present, and future.49

As we have seen, a good deal of our emotional identification
with Kassandra springs from the confusion of her “marriage” and her
death, and Aeschylus works this idea through the rest of the trilogy.
The first 650 lines of Choephoroi are set at the tomb of Agamemnon,
and the play begins with belated funeral rites, offered first by Orestes
and then by Elektra and the Chorus.50 Recognizable elements in Ath-
enian funeral practice include the mourners’ dedicating a lock of hair
(Ch. 7, 226), dressing in black (1 1}, pouring offerings at the tomb (87,
538}, dedicating garlands (93), lamenting the dead with wailing (y6og
[00s] 322, 330, 449, 502) and cries of grief (kokutos, 150), singing the
tuneral dirge (thrénos 334-35, 342}, and striking their bodies and
tearing their clothing in grief (22-31, 425-28). Orestes regrets that he
wasn'’t present at the ekphora to stretch out his right hand in the
gesture of farewell [8-9, echoed at 429-32), and Elektra promises her
father that she will offer future pourings and tendance at the grave
(486-88).

That these offerings will come from Elektra’s “inheritance” or
“dowry” (mayxineiag 486)5! and will be dedicated on her wedding day
{487) serve to connect funeral with marriage rituals. So, too, does the
fact that Elektra prays to Persephone (490), the archetypal bride of
Hades, for victory. The nexus of wedding-to-death motifs expands if
we accept Heyse’s and Wecklein's tuyetv [from Hermann| ue yaufoot
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peiooy ‘AthioBot pégov at line 482, mean{ng “that Ifinda brl%egroom
after giving Aegisthus his death blow.”ﬂ Takmg a.h.uslban S(;e}rlréi
appropriate for Elektra only after she kills the illicit lover o
mother, the corrupter of a royal marriage.>3 , ,

The Chorus of libation bearers develpp the connection between
marriage and death by presenting mythlcal examplesiof female pas-
sion that leads to destruction, singling out Fhe perversion of the mar;
riage union (599—601). Their priamel culminates with the wome}rll 0
Lemnos (631-36), who killed their husbands because they took T r;f-
cian concubines.>* The parable points not only to Klytemqestra s
murder of Agamemnon, but also to one of her reasons forllt‘, jealous
anger over his liaison with Kassandra {Ag. ¥438—4.7). Crltlcs often
stress the importance of Iphigenia’s death in motlvatmg’ Klytcm-
nestra’s revenge, but they fail to acknowledge Klytemnestra’s intense
interest in her husband’s sexual transgressions. .

The funeral motifs that dominate the opening of Choephoroi reap-
pear with the disguised Orestes at the door of the palace. Announcmg
his own death, he informs Klytemnestra that Orestes’ ashes are wait-
ing for burial in a bronze urn (Aéing 686), the same word usedl earlier
for Agamemnon’s bathtub (Ag. 1129). At th¢ news of Or(.‘este;’s death,
the old Nurse enters with “grief as her unhired companion” {733), a
reference to the practice of employing professional mourners for a
funeral. Implied is the contrast between the Nurse’s nat}iral grief and
that of Klytemnestra, which strikes the Chorus as feigned. In th’e
same way Aecschylus juxtaposes Orestes’ offerings at Agamemnon'’s
grave (given out of filial love, 1-9) with those Klytemngstrg sends out
of fear (employing Elektra and the Chorus as intermediaries, 22—48).

In the climactic confrontation between mother and son, the play
returns symbolically to the opening scene, for Klytemnestrav ﬁn?s
that Orestes “resembles a tomb” and her appeals to him are like “a
vain threnody” (¥owa Oonvelv Tdoa oo Toupov udtmy 926). Her son
comes to represent the grave of Agamemnon where Klytemnestra had
failed to appease the spirits of vengeance. A marriage to death seems
the fitting punishment for her crime, and Orestes vows that sh(? w1‘ll
lie in the same grave with her lover Aegisthus, lest she betray him in
death as she betrayed Agamemnon when he was alive {Ch. 894-95,
again at 905-6).

After the murders, the paired bodies of Aegisthus and Klytem-
nestra provide a visual counterpart to the oath that the two lovers
swore (Euvduooav), namely to kill Agamemnon and then die togethc,r
(EuvBaveichan 977-79).55 Kassandra uses the same word (EvvOavouué-
MV, Ag. 1139) for her impending death at the side of Agamemnon, and
Klytemnestra refers to Kassandra as Agamemnon’s Edveuvoc or
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“bedmate” (1442). The Svv-prefix (suggesting “coupling”) provides
the lexical equivalent to the physical act of lovemaking and signals
their eternal “togetherness” in the grave—marriage to death with 4
vengeance.

Along with the two bodies, Orestes displays the robes that trapped
Agamemnon in the bath. He wonders whether to call them “a net for
a wild beast, or a shroud for a corpse/ on its bier” [998—99) confusing
the means of death with the covering for the dead.>s These references
to the murders in the previous play, combined with the fact that the
murderer stands over his victims, recall the scene where Klytem-
nestra cxults over the corpses of Agamemnon and his lover, Kas-
sandra. In both plays an adulterous couple lies wedded in death, while
the murderer projects onto their corpses an image of sexual union
that motivated (at least in part) the act of vengeance.

Although there is much talk of wives, husbands, and parents in
Eumenides, marriage and funeral motifs are less prominent. This is
understandable in a play where gods and furies take the stage, and
where the action shifts from Agamemnon’s 0ikos to the sanctuary at
Delphi and then to the public world of Athens. Nonetheless, the issue
of marriage remains central. The Chorus of Furies are old unwedded
maidens (nagBévoc 69}, and the virgin goddess Athena, although she
praises the male in all things, refuses to countenance marriage for
herself (10 & Gooev aivi tévta, TV yapov tuyety 737), Apollo, on the
other hand, insists that marital connections take precedence over
ties of blood, signaling men’s superiority over women. Moreover, he

argues in sophistic fashion that the father is the mother of the child.
Women are not really parents because Athena (who arose from the
head of Zeus) was born without a mother. Some critics claim that
Apollo’s speech (657-66) represents Aeschylus’ view, and so they
conclude that the Oresteia not only manifests embedded cultural

prejudices against women but actually champions misogyny.57 How- -

ever, given the importance and interconnection of wedding and fu-
neral rituals in the trilogy, especially in the Kassandra scene, are such
conclusions justified?

To begin with, Apollo’s own birth contradicts his argument that
mothers play a subsidiary role as parents. The famous labor pains of
Leto on the island of Delos and Apollo’s eventual delivery were cele-
brated in the Homeric Hymn to Apollo, a fact to which the Furies
refer when they speak of him as “child of Leto” (6 Aatovg yap i-/ vic
323-24). Moreover, the position that mothers were not really parents
was neither the popular nor the legal view in the fifth century. The
marriage of homometric siblings was expressly forbidden in Athens
as incestuous, whereas a man could marry a sister by the same father
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as long as they had diffcrent n}()thcrs..5“ Thc Pgriklcag C}lltlicnﬁgég
f 451 limited Athenian citizenship to 1pd1v1duals othofw
Law 0ts were Athenians.® And, not surprisingly, Greek htcrature
Ig)f\fs:eloquent testimony to the idea that men and women had chil-
e 760
dr(;frlmt)ri}fé)rrsrligr?;t parents, then why does Aeschylusv use the preg-
nant hare devoured with her unborn ghildren as an 11n;ag2% )fzorv\;ﬁe
destruction that results from the T;O]an War (Ag. }11 —I hi. ema};
should Klytemnestra lament the sacrifice of her ’daug dtcr ?Klg tcm.-
Finally, if Apollo’s position is right, then Orestes mur eho Kly :
nestra raises no serious questions about b10()q-tlcs, pollution, z}11ns
atricide; the Furies have no business haunting Or.estcs, nor }211
rCl)lrestes a£1y reason to feel haflfmted; ipd the Stramatlc heart of the
i —the Choephoroi—suffers cardiac arrest. '
trlg)rgl};loggr examiﬁation, even the langqage that Apollo uses to dentlé
grate women proves to do just the opposite. If women are n(gggarteilnen
but the trophos (“nurse”) of the seed, as Apollo argues (Eu.bv~ 1 ], e
the god inadvertently claims a cultural (in addlthn t(? a 1(21 ogic
function for the mother with regard. to her Chlld‘.’ By <131ny1ng?
mothers at least an equal role in biological reproducitlon, Apo.do ’1lmf
consciously champions the place of women on the culturle si (I, .;)n
the nature/eculture polarity, a place and role that (s;)rne scholars clai
i stematically to Athenian women.¢
Wfi;l(ifllcl)‘?sd bsisg)logical argu);nent that a woman receives and holds It’h?
alien seed of her husband “as stranger/h()s'tess toa st;anger/ gufes'td {n’
0’ &umep Eévn 660) reappears in slightly-dlffereqt guise in Eur}ipl bef
Alkestis (Chapter 6 pp. 92—-95). Exploring the 1qterrelat19ns ip }
tween host/guest and husband/wife, Herakles (with coqsmou; 1r0n}zf
disparages Alkestis, the very woman, stranger, apd wife whom he
restores to Admetus to save his oikos. In Eumenides, however, the
ironies of Apollo’s speech go unobserved by the speaker-. The god
denies women a role as parents of their own children, whﬂe uncon-
sciously championing the importance of women as providers of nur-
ture and acculturation. N . N
Apollo further compromises his position by offering a b'n elio
Athena and her eity (667—73). In her response, Athena specifica by
warns the people of Athens not to allow the court to be corrupted by
bribes (69395, 704), advice the jurors appar.ently’folilow as the \lzlot,e
splits evenly between convietion and ac:quvlttall.(’3 Finally, ;’\po (})18
unmarked departure from the theater (at hne.753? at 7742) is t de
ancient equivalent of “slinking off-stage.”("f Silent and unnotlpel,
Apollo exits as if he knew his argument and his presence were of 11'tftﬁe
ultimate significance in a court where humans must make the diffi-
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cult decisions. In sum, Apollo’s character and his argument against
women radiate with something less than the pure white light of Aes-
chylcan approval.

But what remains of the charge of Aeschylean misogyny? In explor-
ing the role and position of women, one of the central concerns of the
trilogy, Aeschylus reflects many of the prejudices of his day. However,
a more complex and interesting picture emerges than the one that
concludes (for example) that Aeschylus “refuses the metaphor of
carth and female body, supporting Apollo’s view that the female body
is not the source of life but, rather, that it is receptacle, a temporary
container for the father’s seed.”6> We have noted some difficulties in
equating Apollo’s biological views with those of Aeschylus, and simi-
lar qualifications may apply to generalizations about a larger order of
cultural misogyny.

The trilogy begins with the “brides” Helen and Klytemnestra shat-
tering the wedding union and bringing violence out of marriage. The
attendant “weddings to death” of the bridelike Iphigenia and Kas-
sandra bring home to the audience the cost of that violence, both the
destruction of the war wreaked by Agamemnon and the domestic
havoc perpetrated by Klytemnestra. We recall that the queen cele-
brates her triumph by comparing Agamemnon’s death-blood to the
life-giving rain that falls on the crops in the spring (Ag. 1388—92), an
inversion of the forces of life and death that continues until the
transformation of the Furies in Fumenides.56 In a similar way, the
libations intended by Klytemnestra to placate Agamemnon’s spirit
are turned to opposite effect in the kommos of Choephoroi—
pourings for the dead give way to the bloodshed of the living, the

murders of Aegisthus and Klytemnestra.57 At the acquittal of Or-
estes, the Furies in turn threaten to “release from their heart unbear-
able drops on the land” {782-84, 812—14), pouring out an eternal
spring of death against the crops and children of Athens. Once per-
suaded by Athena to accept a home and honors in her city, however,
the Furies change from daemons of death (780—87 = 810—17, 830-31)
into spirits of rebirth and regeneration (903-12, 921-26, 938—48,
956-67), the overseers of weddings and childbirth {834—36). They
reunite the ideas of life-giving nature and life-giving marriage, sing-
ing their blessings on the crops and the land (921-26, 938—47}, and on
the union of man and woman in wedlock (956—60).68

Far from denying significance to women as wives, mothers, and
contributors to the prosperity of the polis, the trilogy closes with a
ringing affirmation of the importance of marriage and offspring, a
celebration that incorporates the Furies into the city and its rituals.
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As Loraux reminds us, “La victoire d’Oreste n’gst pas le dernier mot
dela trilogie, et . . . le principe féminin y conquiert ﬁnaleme% 9plaﬁe
dans la cité: la tragédie n’est pas une tribune de propagande.”¢ Tde
Furies’ traditional power over blood-ties and bloodshgd now expar.l1 ds
to include prerogatives of marriage (that cross bloodhnes)'and child-
birth {that continue them), breaking through the destrl:ICtI'VC Iilatterln
of marriage to death that features so prommently ear.her in the tr1é
ogy. Tobe sure, the process of restoration and the reunion of male anh
female is only barely achieved. No easy .sol.u.t1on coqld follow suc 1
horrifying acts of bloodshed without trivializing the intricate causa
network that makes the murders of Agamemnon and Klytemnestra
ne;eessscalzlus emphasizes the ongoing nature of the sFruggle and Fhe
need to accommodate more than a single perspective, by having
Athena sound increasingly like the Furies at the close of the play, even
as the Furies abandon their refrain of vengeance for the. blgssmgs of
the Eumenides. Recall that their post-verdict confrontationis a battle
between two contending modes of expression. After Orestes’ exit, the
Chorus of Furies burst out in angry lyrics, followed by a conc1hgtory
speech (in normal iambic trimeter) from Athena. That pattern is I‘Ef-
peated four times (778-891), until the Furies finally accept Athena’s
offer and join her in dialogue meter, making the transition to Eu-
menides (“Kind Spirits”}. At the end of the play, however, the pattern
is reversed. While the Chorus sing in full lyric their blessings on
Athens and her people, Athena moves from dialogug meter into an-
apests, as if drawn toward the Furies’ mode of expression. Iq her “half-
lyric,” she lauds their retributive impulses and praises their Vepgeful
intractability as both necessary and good for the city. The Furies are
“spirits mighty, implacable, quick to anger,” as they “order the lives
of men” (928-31). “In the fearsomeness of their faces,” Athena adds,
“I see great gains for my people” (990-91). In her counterpoint to the
benisons of the Eumenides, Athena cchoes the Furies earlier in the
play: “There are times when fear is good/ watching over the minds of
men . . .” (517—18). As Harris concludes, the Furies accept Athena’s
offer “not simply because they are bribed to bless rather than curse,
but because they are allowed to remain essentially unchanged.”7?
The intricate relationship between performative modes and con-
trapuntal voices underlines the fundamental nature of the struggle
that Aeschylus chose to dramatize. His trilogy remains of signal im-
portance to our understanding the complex dialectic between men
and women, oikos and polis, justice and vengeance, kinship and civic
loyalties that emerged in fifth-century Athens. The Oresteia seems
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to suggest that the best that can be hoped for is a provisional resol

tion .Of these tensions, one that must be fought for again and a :U'
The 1nter§0nnections between marriages and deaths, between %v;il
ding mptlfs and funeral rites, play a crucial role ir’1 bringing th ,
perception to its full, and fully problematic, dramatic life 5o

Chapter 4

THE BRIDE AND GROOM OF DEATH

SOPHOKLES' ANTIGONE

F KASSANDRA is the unveiled bride in Agamemnon, then the

heroine of Sophokles’ Antigone is a full-fledged bride of Hades.

Scholars acknowledge the prominence of the “marriage to death”
motif in the play but frequently in a dismissive fashion: “It cannot be
maintained that by this metaphor and the motifs related to it the
meaning of the play is, so to speak, summed up or exhausted. . . . For
thereby nothing or, at least, nothing much, is said about the great and
central themes. . . .1 Few would claim that focusing on the bride of
Hades topos will “exhaust” Antigone. However, we can recover some
of the play’s sheer theatrical power by exploring the importance of
this motif as a structuring principle, understanding the wedding-
funeral polarity as part and parcel of the more celebrated oppositions
in the drama.

Unlike the Iliad and Sophokles’ Ajax, where the importance of
burying the dead gradually dominates the action, Antigone empha-
sizes the issue from the start. In her opening dialogue with Ismene,
Antigone proclaims her willingness to die in order to bury Poly-
neikes: “As a loved one I will lic with him, a loved one” {$iin HeT’
odtob netoouar, pirov péta 73). The exchange continues in this
strangely erotic vein:

IsMENE: You have a warm heart for chilling [yvygotot] tasks.

ANTIGONE: But I know that I will be plcasing to those whom I ought to
bring pleasure [&deiv].

IsMENE: If you can, but you are in love [¢paig) with the impossible.2{88-90)

After she is arrested for attempting the burial, Antigone again em-
ploys the discourse of passion to justify her actions: “Hades longs for
[noeﬁi) these rites” (519).2 As her dialogue with Kreon continues, the
erotic vocabulary opens up to include political and ethical concerns
reflecting the conflicting positions of the two antagonists:

KR. An enemy is never a friend, not even when he dies.
{oVToL 108’ 0y BedE, 00O GTav Bdv, dihog.)

AN. It is not my nature to join in hate, but in love.
(obToL ouvéyDety, dhhd cUpPGLAELY EQuv. |
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k'rec{emnon also refers to the crenellations atop the fortification walls, th
city sisymbohc. “headdress.” Hecuba also throws off her veil, xakfm’/‘cgnr(kaﬁ:
luptre), at the sight of Hektor's body (22.405-7), and the Trojans cry out as if
Troy has fallen. H. L. Lorimer, Homer and the Monuments (London 195801
385-86, Qopcludes that “the city is perhaps compared to a captive wom )
whose veil is torn off by her captor.” Sce also Nagler 1974, 10-11, 45-54 ?n
the Hymn to Demeter, krédemnon refers both to the tox:vers of ’the cit : I}
Eflci)usw {th 1) a,nd to the head-covering veil that Demeter Iips apart on heaZiI?g
i0rlg f;chlc:;csislii;;t:nn{i% . For visual represcntations of veiling as cover-
51. Barrett 1964 on Hipp. 1459—61 shows that Hippolytus expires at 1459
aqd that Thescus covers his corpse. Euripides may be alluding to his earlj :
Hippolytus, which acquired thc name Kalyptomenos {“Veiled”) because tl}fr
hero covered his head in shame at Phaedra’s advances. Sec Taplin 1978 94e
95; B. Goff, The Noose of Words (Cambridge 1990}, 14; and Halleran 1,99f

52. P. E. Easterling, “Euripides in the Theatre,” Pallas 37 (1991) 52—53‘

53. Johansen 1967, 156-57 (on ARV?2 746.3). a ‘

54. Scc ‘Ch. 1 p. 17. The pomegranate is found on funcrary sculpture such
as the Attic stele (Berlin Staatliche 1531 and NY Met. 11.85 Richter 1961
#137), where a koré stands holding a flower alongsidc a taller ’male holdin e;
pomegranate. A pomegranate also is held by free-standing korai includii
Acr. Mus. 593, 677, and 680 (G.M.A. Richter, Korai [London 196é] #43 59g
ilnfd}llZZ). In the first instance, the maiden not only has a pomegran’ate in, he;
f;;erzﬁdalrallét;lcs(;)d}ilr?glgs a wreath or stephané in her right, attributes of both

55. ARV?2 75413, Add? 285; Kurtz 1975, 205 (pl. 22.1,2).

56. National Muscum 1938; Kurtz 1975, pl.36.3. /

57. ARV? 754,14, Add? 285.

58. Noted at Ch. 2 p. 40. Sce Conzc #157, #310, #360 (a marble lekythos)
#813 (standing woman); the marble lckythoi published by H. N. Fowler, ”AI;
Attic Grave Relief,” in Mylonas 1951, 588—89 (pl. 54}, and by M. B Cométock
and C. C. Vermeule, Sculpture in Stone (MFA Boston, 1976) #40‘ pp. 30-31;
and Kurtz and Boardman 1971, 138, ’ , o /

- 59. A bride holding a mirror is depicted on several lebetes gamikoi: Bal-
timore CVA 2, pl. 50 [Robinson 1936); in New York, ARV2 1098.35 Add£328~
ARV? 1080 in London; two in Berlin, ARV2 841.70, Add? 296/and ARVZ,
1225.1; tWO in Athens, ARV?2 582.1 and ARV? 1179.53, Para 460, Add? 340
Worpcn with mirrors in a wedding context occur on other vase sh/apCS' sce E'
Zevi, “Scene di ginecco e scenc di idillio,” MAL 6 (1938), 306, 324-26 e;nd ﬁg.
3; aIS()-thc red-figure krater in Boston {MFA 1972.850, abov/e n.44) the kylix'
in Malibu {Getty 82.AE.38), an oinochoc (ARV2 1207.26bis, Add? :345) and a
small hydria (ARV21212.7, Add> 347). Sutton 1981, 203 Iobservcs t};e rise
fromlmrca 440 .c. of strictly feminine toilctte scencs in nuptial contexts. For
marriage scenes on pyxides, see Roberts 1978, 4, 178,

/ 60. Sce Robinson 1936, 509 and n.3, and N. T. dec Grummond and M. Hoff
‘Bronzes in the Mediterranean,” in A Guide to Etruscan Mirrors éd dé
Grummond (Tallahassce 1982), 37—38, who cite the frequency of mi£roré on
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white-ground lckythoi and funerary relicfs, and the popularity of bronze
mirrors as grave gifts. Sce also Congdon 1981, 12—14; S. P. Karouzou [Karusu],
“ Attic Bronze Mirrors,” in Mylonas 1951, 566; and K. Schefold, “Gricchische
Spiegel,” Die Antike 16 {1940), 11-37.

61. For examplc, a woman bearing torches can signal a nuptial scene: see
ARV? 899.146, Add? 303; Robinson CVA 2 (Walters/Baltimorc) pl. 49; Sara-
jevo CVA 32.3; the loutrophoros in H. Hoffman, Ten Centuries That Shaped
the West {Houston 1970), 406; Titbingen 5 CVA Tt. 6.6 and pp. 24-25; ARV?2
1031.51, Add>317; ARV>1102.2 {above n.4); and ARV2539.40. Roberts 1978,
182-84 notes that the presence of a door can make the nuptial aspects clearer.

62. Scholars increasingly admit the anachronism of tragic rcfcrences to
wedding and funeral rituals vis-a-vis the hcroic period in which the plays
ostensibly arc set. On A. Ag. 435, scc Jacoby 1944, 44 and n.30; Page 1959,
323, and Fraenkel 1950 on 435. For Eur. Supp. 947-49 and 1123-26, see
Collard 1975 on 947—-49a and Diggle 1970 on Phaeth. 158-59. For tragic
threnodics, see Pickard-Cambridge 1962, 107; Collard 1975 on Supp. 794—
954, Brown 1987 on Ant. 1257-1353; and Ch. 4 n.32, this volume. For mar-
riages (esp. dowries), see Jebb 1892 on Tr. 161ff ; Barrett 1964 on Hipp. 625-
26; and Page 1938 on Med. 956. Regarding the Athenian-spccific nature of
the visual iconography of marriage and funeral rites, sce Kurtz 1975, xx, 132,
and Brooklyn 1981, 96. Roberts 1978, 45 notes that the lebes gamikos,
loutrophoros, and pyxis shapes—all of which show “a striking interpenetra-
tion of wedding and funeral matter”—were rarcly exported outside of Greccee.
The same holds for whitc-ground lekythoi with funcrary iconography, which
had the most restricted market among vases of that shape. Kurtz 1975, 131
reasons that “the specialized iconography rendered it intelligible only to
those familiar with Athenian rites of death and burial.” Pattcrn- and black-
bodicd lekythoi, on the other hand, had a wide provenience in Greece and

abroad.

CHAPTER 3

1. Those who focus on corrupted sacrifices include Zeitlin 1965 and 1966;
Burkert 1966, 119-20; P. Vidal-Naquet, “Chassc et sacrifice dans 1'Orestie,”
PP 129 {1969), 401 25 (= Vernant and Vidal-Naquet 1988, 141-59); . T.
Griffiths, “Girard on the Grecks/ The Greeks on Girard,” Berkshire Review
14 (1979}, 24-29; and Foley 1985, 56. Other clements of invertcd ritual in-
volve inappropriate hymns and appeals to the gods—sec J. A. Haldanc, “Mu-
sical Themes and Imagery in Aeschylus,” JHS 85 {1965), 37—40; above, p. 46;
and below, n.20. Comparatively littlc has been done on the perversions of
weddings and funerals; sce Lebeck 1971, 48—49, 68—73; and Scaford 1984,

2. Fraenkel 1950, and Denniston and Page 1957, on Ag. 65; Zcitlin 1965,
465-66; Lebeck 1971, 69—73, 186-88; and Burkert 1972, 62-63 and n.20. For
the martial/nuptial proteleia in Eur. IA, sec Wolff 1982, 253; and Borghini 1986.

3. Seaford 1987, 124.

4. kalumma also is used for the bridal veil at Bur. IT 372 and funcrary
coverings at S. EI. 1468. Sec Seaford 1984, 253.
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Chorus do not identif i
‘ t ¥ Helen with the Furies, tra i
: ] , translating v ) o
tljf@w;; zzz a Fury bewept by the bride” li.c., Helen].]. C. Ht)llgé;r:,lx(gmxavrm
rccf} ' e Complete Greek Tragedies: Aeschylus (Chicago 1,984)02613”]611_
Y obscrves that Aeschylus substitutes the effect { [ for the

App. A. The s 5

Chpap;mt forh;;;rin;;f})rtr}l]?t a}ways feature the heroicizing substitution of a
. rreterences to the weddi i

Ganio : Ing cart in traged :

; 551))1))4%1‘;:;;639, 7%3 (Ch. 8 p. 112, 122} and possibly Tro. 5223;2?(&]15111;

Rl E.as.t ) spsonl, The Persian Spoilsin Athens,” in The Aegean and tjl

jooar Ea: ,ed. .'Welnbcrg (New York 1956), 287, argues that (Agarne .

oo e arrlve,/m a chariot (the common view), but in a Pcrsian—iuiog

e 919‘V\;alg,)0§gu/c\slti01;ght Agamemnon’s rejcction of Eastern-style ;(?rrfp

G alnst a recognizably Persj m ¢
s s ag y Persian cart, the te (&)
T%(;\ (()):h(;seid of tgc Vchlgle at Ag. 1054)indicates a wagon with a szr;t {Ogug?évﬂgn
four_Wheelczrgzrrfascnbmgngamcrnnon’s cart is cumivy (906) techniSall(})fﬁz)i

) 4rriage uscd tor traveling (see Jebb o \

u : n OT 753). Alth -
Inel;kciﬁsz{m];l szgc 1957 on Ag. 782, Taplin 1977, 303-2]. Lnd S:algthcnd
e actualaA?}\llc,) gll assumea chariot, the text indicatcs a Vch,icle like thart aI?d
ot Weddi(;r;lz;r]l wlf:(iidlplglshlflgeschyllls did use a charjot the associaltlfgn

ould sti ) i “ icizi
black fpms oy D O old, but only in the heroicizing” fashion of

8. T ~ 1 Iy
L C}LL Zell;;l Alkgstlsf Admetus’ “new bride,” is called xene (Eur. Alk
timc,kn -6p. 9! ); Df:lanelra refers to Iolc as xene, (S. Tr. 310, 627), the s. d
e inow};ng she is Herakles’ “auxiliary” wife; in Ar /Thesn’i (88?0511
SiIOCh};S)gX@?g. HZ]Jil {\/Icnclaus (played by Euripides) calls Heicn (I\Enc-/
ohy Apou, an11 she rff:sponds that (s}he is being forced to marry. At Ey

— L 0 calls a wifc/mother a “stranger” e : |
of the “stranger” (xenos) husband/father {abgvre {)X‘ZI;T) o suards the sced

9. See Ch. 1p. 17 and n.22. e

10. To Seaford’s list {1987 11

, 111In.58) add A, K
Eur Su - Kares (or Europa) Fr. 50 (99 4.
WhiChugzéui%P arll(d I:{e]. 1,65/4,- aild perhaps A, Py, 579, bccausepth)c ;uffgr(i)n)) t6,
birtas oous f(})/;)[lzés] Lo (s(\i/e;ev;u;) arises when the god himself bccomcfug
and in marriage” (mxpon DV 6 3
pite : QO ., Ty 4 S
Me)d 1;(31)2 F;)rr1 énAar'rlangj: zlts ayoke that both partics wear, sc<:{(j:\luo.;’\e,ismig?)mlieo>
. , Tist. Poi. 1253b9-10. For g “yok 7 (68 | oo
o - FOr spousc as “yokemate” {gt)Cym 5S¢
191;113 Zgraildsfé? Ch.599, and Eur. Alk.314(Gentili 1988, 76 z(deIl’Ja{t(ii)rlss(;f
1425, 5, ond .36). Unweddgd girls arc “unyoked of marriage” (Eur. Hj
[Auséi 1.9)6 ), as are unmarried men (Med. 673, 1A 805 Kresphont : 6611‘)1).
remai;llCd Hli;l;ei 3(115'0 Harder 1985, 66-67]). Iphis (Supp' 791)‘wisheseshe hii
oked in marri ” .
Chaa i friage, ™ pace P. T. Stevens, JHS 97 (1977), 76, see
' l_l. Scafordll987, 111-12 and n.62, and 1984
is lllgked to brides at Eur. Tro. 485 (Ch.9p 1305
raenkel 1950 on Ag. 1207. Apollo’s ruin of Kassandra is attested at

52-53; tEaipetov (“sclect”)
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1072-87, 1202-13, 1256—57, and 1264—-76. Kovacs 1987 argues that Kas-
sandra was raped by Apollo, received her prophetic gift, and then denied the
god children. Although he errs in claiming that Kassandra is punished for
pride (334}, Kovacs’s main argument (330-33) is convincing: Apollo’s “wres-
tling” with, and “breath of pleasure” on, Kassandra (Ag. 1206) means that the
god forced her sexually, as Apollo does with Krcusa at Eur. Jon 881-96.
Kassandra also was raped by Aias {son of Oileus) at the sack of Troy. See M.
Davies, The Epic Cycle (Bristol 1989), 62—79; C. Vellay, Les Légendes du cycle
troyen {Monaco 1957), 277-81; J. Davreux, La Légende de la prophétesse
Cassandre {Liege 1942}, 12—-13; Alcaeus fr. 298 in Lobel and Page, 1955; and
H. Lloyd-Jones, “The Cologne Fragment of Alcaeus,” GRBS 9 (1968}, 125-39.
The scene was popular on Attic vases [ Johansen 1967, 39 and Schefold 1978,
258).
13. Theimage suggests Sappho’s comparison of eros to a “flame that runs
up under the skin” (31.10}. In A. Toxotides, we find the “burning {préywv) eye
of a young woman—she who has tasted man” (Fr. 134 [243]). Klytemnestra
boasts that Aegisthus “kindles the fire of my hearth” (Ag. 1435-36}, a sex-
ual/domestic double entendre, as Pomeroy 1975, 98 notes. For the destruc-
tive “flame of cros” in S. Tr., see Parry 1986, 108—11.

14. Klytemnestra is &vdgoBoviov (Ag. 11), “manlike in thought.”

15. Legalisms abound in the Oresteia, but we find a special correspon-
dence between witnesses and victims. The dead testify to their own blood-
shed (Thyestes’ children here, the ghost of Klytemnestra at Eu. 103), and the
living bear witness to the fatal suffering of others until they, too, become
victims (Kassandra, Orestes in Ch.). The Greeks at Aulis witness the eagle
that feasts on the pregnant harc {109-20), a premonition of their own deaths
at Troy as the “young” of Greece {825—-26). Agamemnon bears witness to the
false “mirror of companionship” (831-40), unaware that his own wife is
dcceiving him. Aegisthus testifies to the crimes of Atreus after helping to kill
Atreus’ son Agamemnon (1583—1609), then moves from witness to victim
when he is slain by Orestes, another child who grows up an avenger.

16. Lebeck 1971, 68. Kassandra asks if Klytemnestra “will really accom-
plish the end” she has in mind (16d¢ y&p teheic; 1107}, and then wonders “how
shall I describe that end?” (md¢ pohow téhog; 1109).

17. The word bedmate [EVveuvog) often refers to wives {Ch. 1 n.29);
Klytemnestra later uses it for Kassandra (1442).

18. Scaford 1984, 248—49. Recall that Sokrates (Pl. Phd. 115A) also takes
his funeral bath before he dics in order to save the women the trouble of
bathing his corpsc.

19. See Garvie 1986 on Ch. 686 and Foley 1985, 41. Mourning Agamem-
non, the Chorus lament that he occupies “the lowly bed of a silver-walled
bath” {Ag. 1539-40), the word for bathtub here (dpoitng) later signifying
Agamemnon’s funeral bier {Ch. 999). The word occurs again at Eu. 633; see

Seaford 1984, 250.

20. A “blasphemous paradox,” as Fraenkel 1950 on Ag. 645 puts it. See
above n.1, and D. Clay, “The Daggers at Agamemnon 714-15,” Philologus

110 (1966), 128—-32; Kannicht 1969 on Hel. 176-78; and Collard 1975 on
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Supp. 975-76. Generically, a pacan was a song of healing, praisc, triumph, oy
thanksgiving; the Chorus properly address Apollo as “Healer” (Motava) at
Ag. 146.

21. Sophoklcs dramatized the legend in his lost Tereus; see Sutton 1984,
127-32. Drawing on Ovid’s version in Metamorphosis, Shakespcare uses the
myth to bloody effect in Titus Andronicus.

22. Sce the perceptive comments by Ahl 1984, 182--84. Marriage-to-death
resonances from the nightingale’s song occur elsewhere in tragedy. In Fur.
Hel. 1107-25, thc Chorus ask the nightingale to join their threnody for the
enslaved Trojan women, for Helen whom Parig (apparently} abducted in a
“fatal marriage” (1120), and for the Greeks who died leaving their wives
“lying in marriageless chambers” (1125 The Chorus compare Herakleg
cries of pain to the strains of a nightingale at S. Tr. 962_64 (Ch. 5 p. 77).
Elektra mourns like a nightingale, calling on “the halls of Persephone” and
the god Hermes to help avenge the “stolen marriage beds” of her troubled
housec (S. El. 107-18; also 14752, 239-42, and 1074-80). For other tragic
references to the Procne-Philomela story, sce Kannicht 1969 on Hel. 1107
12, to which add Eur. gF 1021-27, Rh. 546-50, and !Kresphontes P. Oxy.
27.2458 fr. 2 col. 11 {line 83} + Michigan Papyri inventory no. 6973 {line 41}
reconstructed by S. Bonnycastle and [, Koenen. For the link between night-
ingales and death gencrally in Greck literature, sce D. W. Thompson, A
Glossary of Greek Birds (Oxford 1936), 16-22; A. S, McDevitt, “The Night-
ingale and the Olive,” in Antidosis, ed. R. Hanslik, A. Lesky, and H. Schwabl
(Vienna 1972), 230-33; and N. Loraux, Les Meres en deuil (Paris 1990), 87—
100.

23. Sce Johansen-Whittle 1980 on A. Supp. 58-67 and 68—72; A. H. Som-
merstein, “Notes on Aeschylus’ Suppliants,” BICS 24 (1977), 68; and T.
Gantz, “Love and Death in Aischylos’ Suppliants,” Phoenix 32 (1978}, 280—

81.

24. Ps. Aeschin. Ep. 10.3. See Gernet 1968, 41—-42,

25. Sece Fraenkel 1950 on Ag. 1180. The dawn wind and bridal veils may
recall the veils that Helen abandons when she sails “down the winds of a
Zephyr” to Troy (Ag. 69093, above, pp. 43-44], exchanging onc marriage for
another.

26. “The marriage ritual is, in all its details, a struggle against sccrecy”—
Sissa 1987, 116. Cf. the Danaids’ rending of their veils {A. Supp. 120-21),
suggesting their ultimate rejection of marriage (sec Sommerstein, above
n.23).

27. See Ch. 1 pp. 17-18. Fraenkel 1950 on Ag. 1191 notes that Shuaory
(“house”) often specifies “bedrooms,” linking the band of Furies more closely
to wedding celebrants. In A Danaids, Danaus(?) refers to the “waking-song”
in the “clear light of the sun” for his newly wedded daughters, all of whom
(save one) have killed their husbands that very night (Fr. 24 [43)). In Eur.
Phaeth. 228-44, the Chorus (Merops/ daughters?) cnter singing the wedding
hymn for Phacthon and his new bride; at that moment the groom'’s corpse,
still smoldering from Zeus’ thunderbolt, is being hidden offstage by his
mother Klymene. See also Nagy 1979, 198-200.
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s ing a

28. The verb nouifw (“lead inside, escort, bring in”} is llli(i((i)fcgqlclzdslilfQ
bridc‘ into her new home at Eur. Alk. 1028A29,' %0.63—6'4,_ ) I,n 4 mjdd]é
428-39, 905-8 (Iphigcnia as bride and as sacrlhc};al ylcttul:lir.lg D e

1, the verb 8.8 for a kurios ta
the verbisused at And. 1.127 and Is. e
lf;rcnlz, after the death of her husband. Forms of the verb ;11(500r easrtee;saeShC So).
ecovering a corpse and preparing it for burial: A. Ch’. 6827‘8 JOrest 12617,
rS Aj. 1047—-48 {Ajax’s corpse); El. 1113—14 {Orestes’ ashcs); 1;(:3 ([jlp.(Neop
éﬁ i264—67 (the dying Hippolytus); Andr. 1158—20,754 \1;8)5786 o
tol'CmUS)- Supp. 24-26, 126, 272-73, 494-95, 631-3. AR o) Fow
bodies/bé)ncs of the slain Argives); HF 14201—(212 (th)c c;nl lr;gos Clzgl (fu/ncra]
2Nz Polydorus); Tro. -

—73 (the body of Polyxcna, but really 2001 funcral
6'7fis f?r (Astyana};(y El. 959-60 (Acgisthus, althoug}éno(liauria; 115( iﬁlplslsjt)fffn
T ikeus| - cokles); and Hdt. 4. ¢

- oikeus) and 1627-28 (Eteo j ar :
lSlfOrilo(fhggﬁvcying corpscs on wagons). Escorting a (surr(l)lgate] bI’ldS (ari
(Cfusturc) corpsc is combined in Eur. Hec.—QOdysseus is thf:] cgnvq{;ocrhﬂ;tes,

ur'o 222) who “leads” (x6u 432) Polyxena to be sacrifice ath fles
on g\so the Greek ships might rcturn home from Troy [53474.11),f t %rev(See
t(f)r;; Ag.218-47 wherc Iphigenia is sacrificed so the fleet can sail for Troy
of A. Ag.218—
below n.33). A i
i igurc 6, this volume.
9. Taplin 1977, 299-300, and figurc 6, ‘ ; ' ' )
é()) EZflier Klytemnestra speaks of her delight at “opening wide the gates
Shotg GVl 604) to welcome Agamemnon homc.v A B
(HL',%}MIGDT(}IZS[\?QLI') )u(mllﬁm (s.v. LS]), “wail” or “shrick,” is apphed §pectihcally(ito
thé ri.tual lament over the dead and is used only of women in epic an (tlrlagg)z
The name Kokytus—the “river of death” where Kassandra mourns
ives from this lament. A o _
deglgcsl);(()ilds 1960, 27 writes that “what the King chosc blllu/}dsly ).a.lé(,) Is(ai
Sandr.a chooscs with full knowledge, yet by a free act of w1” .Ce;;zQ (1982)'
échein “The Cassandra Scenc in Aeschylus’ A%%I;glgilon;ﬂy;e Kassandra/é
’ i ' hm 1988 n.81 an
—16. Taplin 1977, 317-22 and Rc , la ne
1rl()wizlg inpsight as realized dramatically through her scries pf lese e);nsnon
8 33. According to tradition going back to the lost Kypnizl,.u garsr;e anon
lurchs‘Iphigenia to Aulis under the guise of a bctrothal to ,A/C/ i dcg, ce Con-
acher 1967, 250-53 and Cunningham 1984, 10. Iphlgcnli? ch 1gg,n i
her from béide into sacrificial victim iI’i Eu? I]A (ChA %éltltiggcl)glgil (,)5). De,ﬂ»
i ¢ renia , 65).
similar approach may have informed S. lost Ip higenia , 19 o
51_?111:;55%% 1957 on Ag. 227 believe that Iphigenia’s decc,p(tlvg b;trt(r);csg
1115A(chillcs isignored by Acschylus, but Zeitlin 1965, 466 and'4)3A n sd Kasi
:)(f) the stokry\ and points out other similaritics between lphigenia an
¥ a{470-73). ‘ | .
5cu;(jlm”l(“hc wor(l occurs clsewhere in drama only at Ar. Lys. 2 1 ;,7218,LW£1€£(13 ;
méar;s “living a lifc without [marital] scx.” Sec HCHdQI’S(E’l 1),1f ;Sna “}gc.)mCd
35. Aeschylus’ lo, also driven mad by a ggd, describes er‘slc s arhomed
mz\l'i\d.cn” (Bovxegw mapBévou Pr. 588), alluding both to Zcus' rap
transformation into a cow.
e Denniston and Page 1957 on Ag. 1278. -
i(; IS\IL(:t]StEICliI: l(i)lI:cness to Polyxcna, who removes her peplos from her
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shoulders before beingsacrificed at Achilles’ tomb (Eur. Hec. 557-80). Born to

be “the bride of kings” (Hec. 352}, Polyxena takes leave of her mother (402—

31) and covers her head while being led away by Odyssecus (432), actions that

rescmble the eisagoge of a bride to her new home. However Polyxena is

“withoutnuptials and without wedding hymn” (&vupdoc avopévaiog 416). 11

dedicate my body to Hades” ([Adnt mpootlelo” 2uov déuas A368), she pro-

claims, accepting a marriage to death that recalls Aeschylus’ Iphigenia and
Kassandra.

38. Sce W. Headlam, Agamemnon of Aeschylus (Cambridge 1925, orig,
1910}, 63; Fracnkel 1950 on Ag. 239; Sourvinou 1971; T.C.W. Stinton,
“Iphigeneia and the Bears of Brauron,” CQ 26 (1976), 11-13 (= Stinton 1990,
186-89). Others belicve that her garments flow naturally toward the carth as
she is lifted over the altar, including H. Lloyd-Jones, “The Robes of Iphige-
ncia,” CR2(1952), 132-35; Denniston and Page 1957 on Ag. 239; and Lebeck
1971, 81-84. Regarding Kassandra, Fraenkel 1950 on Ag. 1264f argues con-
vincingly that she discards her robes as well as her staff and fillet.

39. Sce Cunningham 1984; D. Armstrong and E. Ratchford, “Iphigenia’s
Veil,” BICS 32 (1985), 5-10; and Seaford 1987, 125-26. Iphigenia’s “shaft
from the cyes” (Bupatog Béhe 240) is the counterpart to the “soft shaft from
the eye” (LarBaxoy Ouudraw Bérog 742) with which Helen wins Paris, bring-
ing on “the bitter completion of the marriage ritual” (nénopavev/ &¢ vépov
TRQUG TeAEVTGS 744—-45). Cf. A. Toxotides (Fr. 133 [242]}: “For pure maidens
with no experience of the marriage bed, the glance [fo] of their eyes looks
down in shamec.”

40. Sce P. Perlman, “Plato Laws 833C—834D and the Bears of Brauron,”
GRBS 24 (1983), 125-26; Kahil 1983, 237-38; Ar. Lys. 219-20, 641-47, and
Eur. IT 1461-67. Also, Iphigenia is lifted over the altar “like a goat” {232), the
animal sacrificed to Artemis at the Brauronia; sec H. Lloyd-Jones, “ Artemis
and Iphigeneia,” JHS 103 (1983}, 93, and Osborne 1985, 162-63.

41. See Dowden 1989, 9-47; Scaford 1988, 119-20; Sourvinou-Inwood
1988, 127-35; Osborne 1985, 161-72; Cole 1984, 242-44; Perlman (above
n.40); A. Henrichs, “Human Sacrifice in Greek Religion,” in Le Sacrifice dans
Fantiquité, Fondation Hardt Entrctiens 27 (Geneva 1981}, 207-8; Parke
1977, 139-40. A disrobed Iphigenia strengthens the link to the Brauronia, for
the vases [krateriskoi) dedicated there often depict young initiates in the

nude.

42. Discarding her veil (like a bride) and her ycllow robe (like a Brauronian
“bear”), Euripides’ Antigone symbolically abandons her youth. Like
Iphigenia and Kassandra, however, her future is with the doomed or the dead.
In place of marriage to Haimon (Ph. 158688, 1635-38), Antigone chooses to
bury Polyncikes’ corpse and suffer with her father (1656-82).

43. Tassume that women attended the theater in fifth-century Athens, a
position supported by J. Henderson, “Women and the Athenian Dramatic
Festivals,” TAPA 121 (1991}, 13347, and Podlecki 1990. As Podlecki notes,
the idea that women could not attend dramatic performances gocs back to
Béttiger in 1796 and reflects contemporary German proprietics, a prudery
antithetical to the inclusive nature of Dionysiac cult. As to the pcrcentage
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f Athenian girls initiated at the Brauronia, Vidal-Naquet 1977, 1(719-83
b lieves it was very small. However, Sourvinou—Inwogd 1988, 75n.h> aE
bflzll 14 argues that the numbers were far morc sigmﬁcapt, and t at the
: turation rite {at lcast symbolically) was performed by all girls. The ritc was
o ized by tribe, and those selected to participate were seen as represe}rlltil—
O'rgasncl)f their age group. Simon 1983, 86 goes further, claiming that the whole
tive .

iti ulation scnt their daughters.

Cltéllicnsz?:%raenkcl 1950 on Ag. 1395f and Lebeck 1971, 60—@3. D. \ZV (Lucas,

“’EH.I STIENAEIN NEKPQI, Agamemnon 1393-8,” PC)P};ILS flS (1)6})1), 60—

i i ibations quyett ings (xoal), the former having
istinguishes libations (omovoal) from pourings (x ‘

o daljt li?lgfuncral rites. According to Lucas, Klytemnestra may allude to the
I;;)arc)tice of dousing sacrificial victims with libations. Howlc;/g;,)rglfcrcnt(f Z(:

i ings” [sce :nkel 1950 on Ag. 1¢ urs thesce
“third offcrings” to Zeus (sce Fragn : 1387) blurs ¢l
:i?setinctlfons conflating libations of wine, pourings over sacrificial victims,
iquid offerings for the dead. o
aniShq;clek(i)ng poi’tic as well as personal justice, Orcs_tes ado(ptsdthls ﬁgur(i)i)f
: ises the Furics the blood of Acgisthus (and presumably

D B o ir third libati Garvie 1986 on Ch. 577-78.

lytemnestra too) for their third libation; see :

o {féy Sec Fracnkel 1950, and Denniston and Page 1957, on Ag 1278: Klytcr}rll)
nestr.a inverts other aspects of Agamemnon’s fupcralévylth_ fatz’l/l 1r0‘ny she
has given her husband his final bath, and he lies in “public view,” a g(,r;/z;s;

rothesis with the body wrapped in a net-cum-funcral shr(’)’ud (1;38 , ; é

11)550) The Chorus refer to the “garland of unwashed blood” (1459-60) tha

c;);neé from Heclen, as if a funcral stephanos had been pl_accd on the corpse.

Seaford 1984, 248—49 examincs thesc motifs in impressive detail. _

47 Pcrvcrlted fcasts include the cagles that devour the pregnant ar{, ( };g

119 .20) the lion cub who grows up to wrcak havoc on t?clhcfrds [73?%}? ),sttL:

ek soldi “ ings” {827-28), the teast o yestes
>ck soldicrs who “lap up the blood of kings” { ) the feast of

86"991'92 109697}, the plagucs that will devour Orestes if he fails tgltlakc

vengcancé: {Ch. 279—82), the snake drinking its mother’g blood and 111211 k IE

Klytemncstra’s nightmare (Ch. 530-33, 545-46), the Furics who wouf Aitl'ca

Orestes’ blood (Eu. 264-66) and threaten to consume the harvests o ic

. 781-87, 811-17). ) _

(E14118 Winnington-Ingram 1983, 111 notes thatthe offcnsi,‘ls of V\.rhlché(ltytlf'mg

. —killing ir daughtcr Iphigenia and takin
nestra accuscs Agamemnon—killing their 0 : aking
i i “stri > status of women in marriage.
andra as his concubinc—“strike at the status o . _
Kazf)dnAgdPohlcnz 1954, 101 puts it, “Mit der Kassandraszene hat die Tr}ellg
odie .ihrcn Gipfel crreicht” {“With the Kassandra SCC%II;, th(;:l\zragcld)lf%«;s
i i ” . Lebeck 1971, 52; an ason ,

reached its climax”}. Sec also Knox 1972; Le ; ) ‘ e

84. The Kassandra scenc is the longest in Ag. (over 250 hpcs], fully L;pl()11;19n2g

the modes of lyric and rhetoric available to the dramatist; scc Rehm ,

86-89. | )

)50. Sec Garvie 1986 on Ch. 22-83. Notc also Ch. 429-32, 508-11, and
1014-15.
i " ” Ion 814.
51. The word is used for “dowry” at Eur. ' w
52. Although printing Murray’s text, Garvie 1986 on Ch. 48182 supports
Heysc'’s and Wecklein’s conjecture.
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53. Alluded to only here in the Oresteia, Elektra’s future marriage to
Pylades scems to be a traditional clement in the story; sce Eur. EI. 1249, IT
682, 696; and Or. 109293, 1658_59.

54. W. H. Race, The Classical Priamel from Homer to Boethius, Mnc-
mosync Supp. 74 (Leiden 1982), 89--90. For the scholarly debatc on the order
of the strophes, sce Garvie 1986 on Ch. 585-651.

55. . H. Kells, “Aecschylus Eumenides 213-24 and Athenian Marriage,”
CP 56 (1961), 169-73, thinks their adulterous oath parodics the Mmarriage
vows referred to at Ey. 21 7-18; Klytemnestra delivers an even stronger par-
ody at Ag. 1431-36.

56. &ypevuo OMode, } verpol modévdutov/ opottng notaonivoua Ch. 998—.
99, for dpoim as both “bathtub” and “coffin,” sec R. Pleiffer, “A Fragment of
Parthenios’ Arete,” CQ 37 (1943), 29n.6 [the word is used for Agamemnon’s
bier at Ch. 999). A similar confusion operates when Eleketra uses audi-
Pinoroov (“fishing-net,” lit. “something thrown around”) and xuAduuaaory
(“coverings”| for the net that trapped her father (Ch. 492, 494). The former
word suggests both “net” and “shroud” at Ag. 1382; the latter means
“shroud” at S. EI. 1468. Scc Scaford 1984, 25253,

57. Sce, for example, C. Paglia, Sexual Personae (Yale 1990, 100-101;
DuBois 1988, 70—71; Cantarclla 1987, 64-65; K. Millet, Sexual Politics (Gar-
den City 1970), 112-15.

58. Broadbent 1968, 153 -54. For fifth-century assumptions regarding the
predominance of males in the reproductive process and challenges to those
beliefs, see Garland 1990, 28-29 and Peretti 1956. For the ideca that females
as well as males produced “sced,” see D. M. Halperin, “Why is Diotima
a Woman?” 278-79 and A. E. Hanson, “The Mcdical Writers’ Woman,”
314n.27, both in Halperin, Winkler, and Zeitlin 1990,

59. Careful consideration of the Citizenship Law undermines the oft-
repeated claim that Athenian women were “non-persons” in the polis. If
women could be designated “Athenian,” what rights and dutics did that
status entail? They did not vote in the Assembly, hold political office, act as
jurors in the law courts, or serve in the military. However, women played a
traditional and pervasive role in cult worship, performed cssential ritual
activities at weddings and funcrals, and oversaw many aspects of child-
rearing and economic/domestic life. Morcover, with the new law of 451,
citizenship was passed down through them as well as through their husbands
(sce Patterson 1981, 135 and 1986, 63). Their new status found irts way onto
major public monuments, particularly the Parthenon fricze—sec E. B, Har-
rison, “Hellenic Identity and Athenian Identity in the Fifth Century B.c.,” in
Cultural Differentiation and Cultural Identity in the Visual Arts, ed. S, J.
Barnes and W. S. Melion (National Gallery of Art, Washington 1989}, 50-51,
55, and 61n.96.

60. Europa says “I was yoked in marriagc for [or ‘to’] the joint partncrship
of children” (raidwv &’ EL0yNy Euvaviae), in A. Kares {or Europa), Fr. 50 (99}, 6.
Lloyd-Jones 1971 {600n.6) and LS] (s.v. Euvémv] prefer Blass's Evvéow (“owner-
ship”) to Weil’s Suvévia, but the point holds. The Chorus in Eur. Jon de-
nounce Apollo’s failure to allow Kreusa “the common good fortune of chil-
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" av texéav toyav 1101). The idea that men and women were cqual
gir(i;]ogg}c{:lngjlrcr;ts occur)é at Eur. Ph. 940-44, when Teiresias procla;jmtsht}}lleil;
the sacrifice to save Thebes must be of a pure-blooded Thcbalflho? : o s

ther’s and father’s side. Cf. Gagarin 1976, 103 who cl_am}s the view h:

11}110 malc is the sole true parent is also Apollo’s one convincing argument”[!].
t C61. Bacon 1982, 149-50; scc also Patterson 1?86, 56. on mentic
62. Forexample, Zeitlin 1978, 167 statces that “the Apol ‘on;lari argTA nuis
the hub of the drama,” and shc gencrates a purportcdly Acs_c y“ean1 p” o
ian?) list of antithctical roles for males and females, 1nclgd1ng cul ture 10 \
?hc former and “nature” for the latter {171-72). Howeycr, in Choep 10101, fl']lL
Nurse (Trophos) shows the importance of women rearing and nurturfm;l;]f h1is
dren independent of ties of blood. Shc r’c(c,cwcd the baby (;)rhcst”es r;)ed e
mother Klytemnestra, she “raised” him (£££60eya 750), and she nur d and
cared for him” (toépeiv 754) when he was toop young to cornlllnumc‘:cendS
needs. Looking to Athena, Goldhill 1984, 2_5an9 argues Fhat she trans onds
{even as she emphasizes) the va}rlious polarities that critics point to, par
sition between the scxces. .
Ulaéf;?’ g}clfl(())lzli: are divided on the actual count—cithe;r six VOtCS)f;)I cgnjntct;
ing Orestes and five for frecing him, with Athcna cgstlng her\votc or 1rcs 1eit
and the resultant tie going to the defendant, or the jury Votcs-are“cvgn\?f stp "
and Athcna casts the tic-brcaker. For the former, sce M. Gaf{arm, nge f0 t}(lc
Athena,” AJP 96 (1975),121-27, and Tyrrell and quwn 19)1/,/ 128—105 (?;81)
latter, Jones 1962, 111-13; D. A. Hester, “The Casting Votc,- A]‘P o be,
265-74; and Podlecki 1989a, 211-13. Either way, the VCI:dlCt could not r,c
closer, and Apollo’s argument sv:;ays Acschylus’ dramatic court no more,
: it impresses the audicnce. .
pcgéll(.lp;:)rt}f;olllo’s I;(R, sce Kitto 1961, 89, 93-94; and Taplin 1927, 40:77
Cf. the elaborately worked departures of Agamcmnqn and Kassan re;;r; 757,
and Orestes’ final exit following his longest speech in the play, Eu. —77.
0is 1988, 71. ‘ o ‘

22 Ilzll;%cmnestra may be parodying the “cosmic marrlagch pfcsc}?:cqoli)r);
Aphroditc(?]in Danaids Fr. 25 (44), where “love takes hold of the L(air}t1 0j ¥
heaven in marriage,/ and the rain falling from the se)fually charg}f gag‘i(enm
impregnates the earth.” Sce J. Herington, “The Marriage 0f7}Ea§§3 and Sky
Aeschylus’ Agamemnon 1388-92,” in Cropp et al. 1986, 2 d— Cilline the

67. Epitomized by the Scrvanlt(’slgr7yl, “é;l(“)h(z)slc who arc dead are killing

iving” . Sce also Lebec , 80-91. .

th;!-% F(of}tll.lzir()i)umph of a beneficent natural world in Eu., see Vickers 19T7138,
419-24. Drawing on Homecr [but rclevant to the Oresteial, W. hB‘erry, nelc_
Unsettling of America {San Francisco 1977, 123f30, exp}lores the con\ e
tions between marriage, houschold, and land, noting the uncanny r@slethe
blance betwcen our behavior toward each other and our behavior towar
ear()t;- “Qrestes’ victory is not the last worq of the trilogy, and . .1. t?e fcr?(;
nine principle finally wins a placc in the city. Tragedy is not a platform

nda.” (Loraux 1981a, 58). . »
pr(;%agaGracc I(—Iarris, “Furies, Witchcs and Mothers,” in The Character of
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Kinship, ed. J. Goody (Cambridge 1973), 155. Sec also J-P. Vernant, “Greck
Tragedy: Problems of Intcrpretation,” in The Structuralist Controversy, cd.
R. Mackscy and E. Donato {Baltimorc 1972}, 290-91, Rehm 1985a, 24243
and 1992, 106—8; Nussbaum 1986, 41-42, 49-50; Sommerstein 1989 on Eu.
990-91; and Goldhill 1992, 33-3 7,42-45. As Kitzinger 1986, 117 concludes,
“the ending of the Enmenides docs not represent the triumphant celcbration
of civic stability for which many critics argue” (sce also Said 1983). To use the
purple robes (signifying metic status] like straitjackets to bind the Furics at
the end of the play—as Peter Stein did in his much-lauded production of the
Oresteia in 1981—is to betray Acschylus’ dramaturgy, ignoring the richly
earned, if tcnuous, balance that the trilogy struggles so hard to achicve,

CHAPTER 4

1. Kamerbeck 1978, 34--35, with similar sentiments from Calder 1968,
400-401:

The pathetic fourth epeisodion (806-943), concermned with the departure of Anti-
gone, necd not detain us long. Rather a standard captatio misericordiae, the Ha-
desbraut, the scene shows in human terms the unpleasant side-cffects of stern
decrees. . . . Exit wronged maiden to death in bridal array.

Better discussions of the marriage-death dialectic in the play include Neu-
berg 1990, 66—69; Loraux 1987, 31-32, 36—38; Brown 1987, 188-91; Porter
1987,50,54-57,61; Scodel 1984, 50-51; Leinicks 1982, 79—80; Sorum 1981—
82, 206-9; Segal 1981, 179—83 and 1964, 58-59; Musurillo 1967, 45-46;
Meéautis 1957, 209—10; Gohecn 1951, 37-41; and Reinhardt 1947, 80—-83.

2. Echoing this sentiment, the Chorus proclaim that “no one is so foolish
as to be in love with [¢pai] dying” (220].

3. For the erotic significance of the noun a60o¢ (“longing”] and verb mobém
(“long for”}, sec Ch. 5n.6.

4. For philos as “close blood relations,” scc Elsc 1976, 30, 35n.23, and
1957, 349-50. Bowra 1944, 76-77 describes the sanctity of the familial
philos-bond for the Grecks.

5. Blundell 1989, 106-30 and Nussbaum 1986, 51-82 analyze this conflict
in detail. Sce also Winnington-Ingram 19834, 245, Kamerbeck 1978 on Ant.
522 and 523; Connor 1971, 49-52; Knox 1964, 75-116; and Segal 1964, 62—
63. Goldhill 1987, 67 takes up the civic appropriation of “the cmotionally
and morally charged terminology of the family . . . to express the citizen’s
rclations to the city and its laws,” and Patterson 1990, 61 points out that “the
Classical Athenian polis structured itsclf on the model of the family.”
Leinicks 1982, 74—76 traces the principle “of family affection (philia) as the
basis of good government” developed in the fourth century, noting that Anti-
gone is the carliest surviving text that alludes to the idea. Kreon “indicates
his complete misunderstanding of the principle by assuming that there is a
potential conflict between family affection and thc welfare of the city.”
Ehrenberg 1954, 55-61 lays out the parallels between Kreon’s state absolut-
ism and the political message of Periklcs. Note in particular the crotic dic-
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tion in the latter’s exhortation that Athenians “gaze on the powﬁr (if9t7}kl3€ ‘;1;Z
every day and become her lovers” (Thuk. 2.43.1; see Immerwahr !

28). ‘ )
)6. Perikles voices a similar sentiment in Thuk. 2.60.3; see Knox 1983, 13

l7'7. For other comparisons of marital sex to plowing in tragedy, Zeel\?: (;T
270-71, 1211-12, 1257, 1485, 1497-98; Eur. Tro. 135, Phl.’llv8.“1.ni ;EOVI\,?lei
Europa describes Zcus’ cxtramarital “plowing” that le((ii tot egl ]I?;?ne wner
ship of children” [Fr. 99, 5-9). Sokrates (P1. —Crf}' 406B) C}rllves lc e
virgin goddess Artemis from ?XQ().‘[OV woel, “she wh(})l ates p ovxlfogmuia.’:
sexual intercourse). See alﬁol(?uBms 198}8{, 72:rii.el;(0rlt9768mozgrjlgli formula’
“ i itimate children,” sec Kamerbe . ; LG.
i)i IZ?Vg:ZIgl(il?\%llzlllr.Ilgysk. 842—-43, Mis. 444-46, Pk. 101314, Sama 7}36—4275,
Fr. 682 (Koértc and Thierfclde 1959), Fab. incert., 2930, and Fr. dub., 4—
(Sa;dllz(ilf};(iggﬁ)-as tyrant, see R. Bushnell, Prophesying Tragedy: Sign and
Vojc.e in Sophocles’ Theban Plays (1thaca 1988}, 53-55; Podleckll 1966;353];
71, Bowra 1944, 72—75. Cf. M. Ostwald, From Popular Soyere1gnty tg he
Sox’/ereignty of Law (Berkeley 1986), 156f57/ who finds Kreon syn}:pa e i
and not at all tyrannical. So, too, Sourymou—Invx,flood 1989, 1.39 who argun_
that Krcon generally “speaks the polis d1sc}ourse,A apd that his position C(i)th
sistently cxemplifies the kind of democratic patriotism that waslil.t one V\;ec_
his Athenian audience. Nussbaum 1986, 60 provides the compehu(lig ccl)lrce _
tive: “The play is about Crcon’s failure. . Only an 1mp9ver1ls, ed concep
tion of the city can have the simplicity whlcb Creon r’cqulres). . e
9. Summarized by Knox 1964, 87. Regarding Kreon s degrae, v1]t segmt 0
have been standard Athenian practic}elt tlc() rlcflilzz bll;naléml 5348&610)5(011;2'(;3; (2)2‘
ilty of sacrilcge. Scc Thuk.1. .12 an 6; X. HG 1.7.22;
aDni(Iilat:lc(})lslfnggaznst Demofthenes 77; PL. Lg. 909B-C; Lycurg. Agaén;tech;(VJ\;
crates 113; Plu. Mor. 833A, 834A and Phqc. 37.2; Ael. VH £]1.7; an ';Greek
establishing the sccond naval cc;nfe?er;clyéiré)l\/i. N. 1"1"203d, af’etgzgl((): SO e
Historical Inscriptions, vol. 2 {Oxfor , Nno. . . A
iggle »se references; see also his rev. of Kovacs's The Heroic Muse in
2}%@19130?;9}18"9)/ 361. Against this practice, howevgr, was the pSanAHSILQSHOIE
custom that the dead were owed burial somewhere, indicated at 4.1 1(17.0#72
60, 1070-73, Aj. 1342—-45; and Eur.fSl;lppa30§—12, 5&&—(12535;11; ;nd OC,
/ i t was magnified if the dead were .., S. 1 C
211élc(())()njli1\;;.si)(z):l:ktilral983, 33 a%ld 43—-48 discusses the is,sue in terms of av((l);ljlrligl
pollution. Cerri 1982, 121-31 contrasts the law (vouog) for traf1tors e
outside of Attica) with a decrce VOtid onl by the Asscmbly [yri¢rona
c n to death without burial. . A
Co?gén\}\;l}::nalglei)n finally has Polyneikes buried, the corpse is ”wgshel()i v:lljl
the sacred bath” {hotoavteg dyvbvéxourg()v 1201) before cremation, burial,
>ction of a funeral mound. . '
an(li lt.h?l"z‘f;(l'ictfllc;nSél, 16. To help the audicnce identify Haimon with énﬁl%gl;;’
Sophokles may have uscd the same actor to play both roles. See Mcl 82; ox 7,
142 and M. Croisct, Histoire de la littérature grecque Vol. 3 (Paris , .
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