
FIGURES IN THE TEXT: METAPHORS 
AND RIDDLES IN THE AGAMEMNON 

GLORIA FERRARI 

IMONIDES CALLED PAINTING silent poetry and poetry painting that 
speaks."l This line is the earliest recorded expression of the idea 

J that word and image are interchangeable as well as equivalent. 
Later, Aristotle set forth the notion that the mind holds visual images in 
his treatises on the mind and memory:2 

And for this reason as no one could ever learn or understand anything, without the ex- 
ercise of perception, so even when we think speculatively, we must have some mental 
picture ((pTadvacra) of which to think; for mental images are similar to objects per- 
ceived except that they are without matter. 

The premise that "the soul never thinks without a mental picture" is essen- 
tial in the construction of mnemonics, but memory is only one particular 
use of such constructs.3 There is little doubt that Aristotle thought his 
(pavTrd lara to have visual form; they are described as a kind of drawing 
(coypdprlCla) that records the imprint of sense perception in the memory 
like a sealing on wax.4 Since he says that humans (and some animals) all 
have the ability to form them, one might say that mental pictures are a 
society's visual archive that all its members share and use for thinking. In 

Research and writing for this paper were funded by the John Simon Guggenheim Memorial Foundation 
with a Fellowship for 1994-95. Preliminary conclusions were read at the conference "With Text or With- 
out? How Do You Read Images?", Johns Hopkins University, Center Louis Marin, April 6-7, 1995. I am 
grateful to Peter White, Catherine M. Mardikes, and Mark Turner for helpful criticism and references, and 
to Seth Schein and Elizabeth Asmis for so many valuable suggestions for improvement. From Laura M. Slat- 
kin came life-sustaining intellectual and philosophical support at every stage. 

Unless it is specified otherwise, translations from the Greek are my own and texts are cited in the follow- 
ing editions: 

West, M. L., ed. 1990. Aeschylus, "Tragoediae." Stuttgart. 
Johansen, H. Friis and E. W. Whittle, eds. 1980. Aeschylus. The "Suppliants," vol. 1-3. Copenhagen. 
Lloyd-Jones, H. and N. G. Wilson, eds. 1990. Sophocles. Fabulae. Oxford. 
1. nh?lv 6 It[tovi6rb Triv pEv coypacpiav iroi{otv ososrnotv orpooayopgs6t, T]V 6E nroiqov cIoypacpiav 

Xako5oav, Plut., Mor. 346. Yates 1966, 28 paraphrases: "the poet and the painter both think in visual images 
which the one expresses in poetry the other in pictures." See also Carson 1992, 57: "He is painting a picture 
of things that bring the visible and the invisible together in the mind's eye as one coherent fact." I thank J. P. 
Small for the last reference. 

2. De An. 432a7; translation by W. S. Hett, Loeb Classical Library. 
3. De An. 43 lal 7. On the role of Aristotle's theory of knowledge in the development of memory systems, 

see Yates 1966, 30-35. 
4. Mem. 450a30. 
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the sense that they are the product of common experiences, although not 
necessarily sense perception, the notion of such images bears some resem- 
blance to that of "collective representations" postulated for ancient Greece 
by Carl Robert.5 

Let us take these indications that since at least the sixth century B.C. 
Greek poets and thinkers believed the mind worked through visual represen- 
tations as a modest point of departure for an investigation of literary ima- 
gery. Was the imaging capacity of words exploited by poets and dramatists? 
And did the audience share the poets' illusion and respond, somehow, to 
their suggestions? Zeitlin's analysis of Euripides' use of ecphrasis reveals 
that drama is saturated with visual suggestions that turn "hearers into spec- 
tators" and pressure them "to interpret visual signs."6 Most significant, for 
present purposes, is her observation that the joining of word and image is 
predicated on the notion that knowledge is built on both, as the spoken 
word is thought to correspond in the memory to something one has seen.7 
How does the modern reader go from the awareness that there is an image 
in the text to visualizing the image that was available to the poet and his 
audience? These questions are explored here through the analysis of several 
passages in Aeschylus' Agamemnon that place particular emphasis on visual 
clues, or present visually puzzling images. 

The relationship of images to texts is an issue as crucial to historians of 
ancient art now as it was a hundred years ago. In particular, it has long been 
a matter of debate whether it is possible to understand the visual represen- 
tations of a culture that is not our own without the support of its literature. 
Most interpreters of literature, on the other hand, have just begun to be con- 
cerned with the visual dimension of verbal imagery. It may be time to ask 
the question in reverse: Can you interpret written texts without recourse to 
visual ones? My answer is that you cannot and, in actual practice, you do 
not. Take, for instance, the many interpretations of the scene of the sacrifice 
of Iphigenia in the Agamemnon (228-46): 

kXcaq 6& Kca Kkq66vaS q aTzpou 
nrap' o065v aio T? 7rap0ev(<)tov 
?OvzTo (pqX6paXot PpapC3r|. 230 

(pp6oev 6' d6Ootq Tcatnp pLE' 6X6dv 

6iKav XtipaipaS Urctp09e popo0 

71rXk01otot TEpltETz Tz avi OupcO 7RpovVo7nr 

kapc3sv 6ap6rv, 

6TOjaTOz6 TE KaXXlTnpOpOU 235 

(puvaKr KcaTaCoXiv 

(pQyyov pov paov O'Kot, 

3ia xatXiv&v 
' 

dvaI6 cp vst1. 
KpOKOU pa cp& 6' eig n60ov XyouoDa 

3paXX' Kaarcov 0uzilpcov &an' 6otCaTo 3S Pket 240 

5. Robert 1881, 1-11. 
6. Zeitlin 1994, 138-223; quotations from pp. 157 and 177. 
7. Zeitlin 1994, 155, 160-65. 

2 



METAPHORS AND RIDDLES IN THE "AGAMEMNON" 

(ptkoiKTQ, TcpeTcouoa 
TrqS Ev Ypa(paiq, TipooevviEttv 

OkXoua' Tezi TIOUdaKti 

T7aTpob KcaL' dvSp&)vaqS eUTpacrTou4 

?ipi(,ev, &yva 6' daTapoTro auo6a 7aTrpo6 245 

(pikou TprTOCaOV60V Ei- 
ncOT[OV ()aGvct pikco ?TitXa. 

Her prayers, her cries of "Father!", and her virgin youth, the war-thirsty commanders 
counted as nought. Her father, after prayer, gave word to the attendants to take her res- 

olutely as she drooped forward, wrapped round in her robes, and to hold her, like a kid, 
above the altar, and, by guarding her fair mouth, to check a sound that would be a curse 

upon the house, 

by force and the voiceless power of the bridle. And she, as she let fall to the ground her 

saffron-dyed raiment, smote each one of the sacrificers with a pitiful arrow from her eye, 
standing out as in a picture, wishing to speak to them by name; for many a time in her 
father's hall, where the men were given rich feasts, she had sung, and with a chaste voice 
the virgin lovingly celebrated her beloved father's blissful paean at the third libation. 

[Fraenkel] 

The most vexed question here concerns Iphigenia's clothes. IlkrtXotio 
TrcplTrET and KpOKou 3pap&q 6' iS 7rc60ov Xoouoa are good examples of Aes- 

chylus' implosive language, which requires the audience to reach deep 
within themselves to a shared fund of knowledge. Interpretations fall into 
two broad categories: those proposing that the CitktXot come off at the mo- 
ment of sacrifice, either torn off or voluntarily shed; and those that hold 
that she remains dressed. Each understanding of the text puts forward, and 
depends upon, a specific visual image. Fraenkel's is as follows:8 "Iphi- 
geneia . . . has in the meantime freed herself from the arms that were hold- 
ing her . .. and has thrown herself to the ground, and there she kneels, with 
upturned eyes, naked before the men-she the king's daughter heretofore 
so modest, so closely guarded." In contrast, Lloyd-Jones paints a picture 
where Iphigenia flings herself towards Agamemnon and clasps his robes 
pleading for her life:9 ". .. Iphigenia has prayed for mercy and has called 
upon her father. She has done so, presumably, in the characteristic posture 
of a suppliant, kneeling with her arms clasped about her father's knees. I 
suggest that she is still in this position when the king's henchmen seize her, 
and that n1ik01otct nCptunTCf means 'with her arms flung about his robes'." Far 
from being a matter of words only, these translations are dependent on the 
logic of the image that comes to the translator's mind, once he recognizes 
that the emphasis placed on cloth in this scene demands that something be 
done with it. For the solution, he turns to his own understanding of what 
may be done with clothes and what behavior is appropriate for a maiden 
about to be slaughtered. Most interpreters have felt a need for high color 
here: Iphigenia has been made to pray, cry out to her father, throw herself at 

8. Fraenkel 1950, 138. 
9. Lloyd-Jones 1952, 133. Lebeck 1972, 81-84 takes the description of the robes hanging as an antici- 

pation of how Iphigenia will look when she is lifted above the altar. Bollak and La Combe 1981, 295-98 pro- 
pose that the robes fall around Iphigenia as she seeks refuge on the ground. 
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his feet or bare her body, and finally shoot the sacrificers with "piteous" 
glances, like arrows from her eyes. 

As Anne Lebeck noted, when she compared Wilamowitz's vision of the 
sacrificers tearing the clothes off Iphigenia with Fraenkel's, such recon- 
structions are a matter of Zeitgeist. 0 To a greater degree than we are will- 
ing to admit, we approach the text armed with a kind of informed common 
sense, which combines a largely text-based understanding of Greek society 
with a baggage of tropes that belong to our culture and are different from 
those of Aeschylus' audience-in some cases a little, in others radically. 
This much is obvious, as is the fact that the gap can never be bridged en- 
tirely. There is something to be gained, however, by taking seriously some- 
thing else we all know: that notions at the heart of a culture are expressed 
in pictures, dance, gestures, and clothes-in many media besides words. 
What use are we to make of the visual representations that survive by the 
thousands in the archaeological record? Do they offer access to the rep- 
ertoire of mental pictures that also feed the poetic imagination? And if we 
remain within the realm of language, should we expect coherence from the 
images the text proposes? 

With these questions in mind, in the following pages I tread in reverse 
the path followed by previous interpreters of the Agamemnon, moving, as 
it were, from image to text. It is not my intention to identify illustrations 
of the play in surviving monuments and use them to shed light on the text, 
in the time-honored tradition of studies that philologists have, by and large, 
dismissed as useless.l1 Indeed, although Aeschylus' poetry has me firmly in 
its grip, I'explication du texte is not where my interest lies; neither are the 
poet's ideas per se. Rather, I focus on the way Aeschylean imagery plays 
against a background of widespread nonverbal representations, to show that 
the capacity to be visualized is crucial to literary imagery. In particular, I 
argue that at a deeper level than ecphrasis metaphors have the ability to call 
up figures that are visually available to the audience. This thesis is devel- 
oped in the first part of the article through the analysis of three metaphors: 
aidos as cover, ate as wind, and dike as light. The second half of the article 
deals with the Aeschylean "riddle" and the particular manipulation of met- 
aphoric imagery it involves. In conclusion, I try to show that the recovery 
of visual imagery affects the reading of the play from the ground up-from 
the establishment of the text itself to an understanding of its conceptual 
underpinnings and narrative structure. 

Before moving on to particular sections of the Agamemnon, certain prem- 
ises should be made clear. One should ask how a correspondence of visual 
representations to verbal ones should be mapped. With the notable ex- 
ception of Carl Robert, that relationship has been put as a matter of connec- 
tions between two distinct, albeit related, realms. One speaks, for instance, 
of "semantic" analysis as something distinct from "iconographic" analysis,12 
and of exploring "the interstices between visual and verbal signs in Greek 

10. Lebeck 1972, p. 190, n. 8. 
11. For instance, Jouan 1984, 61-74. 
12. Sourvinou-Inwood 1988, 19-20. 
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culture."13 This manner of framing the question is hardly neutral, in that it 
shapes the inquiry into a search for bridges between self-sufficient "sys- 
tems" of signification. In doing so, it precludes the option of asking whether 
visual and verbal signs may be, or ever are, inextricably bound to one an- 
other at the semantic level. Word and image do indeed come together in the 
trope of metaphor, which is defined precisely by its visionary quality, its 
capacity to "put before the eyes" the abstractions of logical discourse. Most 
scholars who have written on the subject find the idea unpalatable. Never- 
theless, the possibility that the figure of metaphor involves extra-linguistic 
expression-visual or auditory-has been broached by several writers.14 
Through this analysis of the Agamemnon I hope to show that metaphor 
does, indeed, entail a measure of visualization. The definition of the trope 
adopted here is not the classical one, but that of metaphor as "interaction." 
According to that definition, metaphor does not consist in exchanging one 
term for another, but in seeing one thing in terms of another. It is the 
process of drawing connections between two concepts in such a way that 
one (the image-laden one, the vehicle) provides a grid that organizes and 
guides our understanding of the other (the abstract one, the tenor).15 Knowl- 
edge of a real object to which the image may refer is not a key that will 
unlock the metaphor, because images represent ideas, not things. The task 
requires instead access to the "system of associated commonplaces" that 
guides the way members of a particular community think about that (real or 
imaginary) object.16 Accordingly, while the figures of its metaphors reveal 
the principles that hold a society together, they are no more immediately 
accessible to the outsider than its language, because, like language, they are 
cultural constructs. The dense metaphors of poetry, in particular, remain 
impenetrable unless the reader is equipped with the correct mental image. 
The recovery of that figure is essentially an exercise in code-breaking, 
attempted here by means of strings of comparisons between visual and ver- 
bal representations. 

THE CONSTRAINTS OF AIDos 

A first step in the exploration of the visual dimension of metaphor was 
taken with an analysis of the imagery of aidos.17 There exist three exhaus- 
tive studies of the semantic range of the word. All three have exposed 

13. Goldhill and Osbome 1994, 10. 
14. The issue of the "semantic role of imagination" is squarely faced by Ricoeur 1978, 144, who at- 

tempts a definition of the "picturing function of metaphorical meaning." See also Derrida 1982, 216; Mitch- 
ell, 1986, 75-94. 

15. See the formulation given by Black 1962, chapter 3 and the valuable introduction to the subject by 
Johnson 1981, 3-47. 

16. Black 1962, 39: "Consider.. . .'man is a wolf'. . . [it] will not convey its intended meaning to a 
reader sufficiently ignorant about wolves. What is needed is not so much that the reader shall know the 
standard dictionary meaning of 'wolf'-or be able to use that word in the literal sense-as that he shall 
know what I will call the system of associated commonplaces. From the expert's standpoint, the system of 
commonplaces may include half-truths or downright mistakes (as when a whale is classified as a fish); but 
the important thing for the metaphor's effectiveness is not that the commonplaces shall be true, but that they 
should be readily and fully evoked." 

17. A preliminary analysis was given in Ferrari 1990, 185-200. For a fuller proposal concerning the 
visual quality of the metaphoric image, see my Figures of Speech, forthcoming, chapter 3. 
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both the importance of this concept in archaic and classical Greek thought 
and the impossibility of understanding it in such a way that it can be 
translated with a single word.18 Aidos is "honor" as well as "shame"; it is a 
property allied with dike, which all citizens must display, but it is also an 
affliction from which virtuous men do not suffer. From textual references 
we garner not what aidos is, but what it does as an indispensable mecha- 
nism of social order: it keeps under control those who are incapable of 
exercising agency-by nature, females, children, and slaves-and prevents 
men who have power from using it in an arbitrary and destructive manner. 
Aidos works as a constraint or inhibition. As I have argued previously, 
vase-paintings of figures pointedly wrapped in mantles correspond to liter- 
ary imagery casting aidos as a curtain. I concluded that the concept was 
sustained and conveyed not by the word alone, but by a metaphor that cast 
it as cover, as in "aidos is a mantle" or "aidos is the eyelid." The term is 
untranslatable because its metaphoric connection to the figures that con- 
veyed its meaning-forms of covering that hide all or part of the body and 
prevent movement-is not present in our cultural apparatus.19 It is, how- 
ever, to be seen, if one looks for it, in the Greek imaginary as it survives in 
texts and pictures. Some figures are rare, such as the one where aidos sits 
on the tongue and holds back speech.20 The aidos that descends like a cur- 
tain over the eye and prevents sight is more frequent.21 It manifests itself in 
visual representations (and probably did in actual behavior as well) as the 
lowered gaze, head bent towards the ground, so common in Athenian fifth- 
century art22 (Figure 1, p. 7). By far the most theatrical display of aidos is 
made by the all-enveloping mantle, which covers a variety of characters on 
painted vases and in sculpture. Although it is worn by males in particular 
states such as grief, shame, or participation in rituals, this is most often the 
garb of females and boys and, in its extreme form, reaches up to cover the 
mouth23 (Figure 2, p. 7). 

Figures of aidos as gag, blindfold, and wrap drew me into the maze of 
metaphors of cloth in the Agamemnon, beginning with the description of 
the sacrifice of Iphigenia at Aulis (228-47, quoted above). The promi- 
nence given to her "robes" and downcast gaze called to mind hundreds of 
visual representations of bashful maidens. Many of these representations- 
on painted vases and gravestones, in statues and literary imagery-are by 

18. Schultz 1910; Erffa 1937; Cairns 1993. Erffa 1937, 9 defines aidos as "eine eigene Kraft, fur die uns 
das Wort fehlt." 

19. Cairns 1993, 433: "That such a central term of Greek moral and social discourse should carry such 
close associations with 'face' and facial or ocular interaction (blushing, the lowering of one's eyes, etc.) and 
with terms of value which are fundamentally aesthetic in nature (kalon, aischron, aeikes, etc.) provides some 
indication that the conceptualization of experience entailed by aidos and related concepts is not our own." 

20. See, for instance, Aesch., Cho. 665-67, where the "veiled" statements produced by aidos in speech 
are contrasted to the "explicit" point to be made man-to-man: ai&6S y&p ?v kXorXiotv o0o' kiuapy?Iou; / 
X6youg Ti0qotv e'tne Oapoapoaa; &v/vp / Tpbc av6pa Kaot!piivcv kpqpavvc; TrK.tap. 

21. For aidos and the eye, see Aesch., PV 132-34; Eur., Hec. 970-75; Xen., Mem. 4.2.14 and the analy- 
sis of these passages in my Figures of Speech, chapter 3. 

22. L.-A. Touchette 1990, 86 points out that on the Orpheus Relief Euridice's bent head signifies her 
aidos. 

23. Ferrari 1990, 186-91. Gait 1931 proposed that the veiling of females was practiced in ancient Greece 
in a manner analogous to modern Islamic custom. 
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FIG. 1.-Fragment of Attic vase. University 
1967.115.168. 450-25 B.C. 

of Chicago, Smart Museum of Art, inv. 

FIG. 2.-Attic column-krater. The Art Institute of Chicago, inv. 1889.2. 470-50 B.C. Gift of 
P. D. Armour and C. L. Hutchinson. Photograph by Robert Hashimoto, ?1996, The Art 
Institute of Chicago. All rights reserved. 
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and large contemporary with the play. When one understands them as a 
display of aidos, the nrInkot wrapped around Iphigenia and her bent coun- 
tenance acquire crucial significance: the child adheres to a strict code of 
behavior that should keep her from harm.24 The cover of cloth and down- 
cast gaze raise a shield that in lawful society protects from arbitrary vio- 
lence persons deprived of agency: the needy and the weak, suppliants, and 
well-bred maidens. The formality and import of the gesture are stressed 
by TavTi Oupct, "with all her heart" (233), a striking oxymoron in connec- 
tion with nTpovconf, "her brow downcast," making her passivity into a de- 
liberate, even willful act. This may be the only indication in this scene that 
Iphigenia is frightened. There is a parallel to be drawn here between her 
posture and the instructions given by Danaus to his daughters in the Sup- 
pliants. He tells them to climb upon the altar holding the branch of Zeus 
Aidoios, to speak words of aidos (ai6oia . . . STq, 194). He also warns 
them to keep a vacant look in their eyes, beneath the brow, and their coun- 
tenance in wise composure.25 The description of Iphigenia in the Agamem- 
non suggests how such wise restraint may be expressed: by keeping the 
head gently bent toward the ground, one exhibits the aidos required of a 
suppliant. In her resolute passivity, the maiden embodies the paragon that 
was being proposed in its extreme form in the democratic polis about this 
time: the woman who neither speaks nor is spoken of, the acdil.26 

These connotations of decency and the allusion to the respect owed a 
suppliant serve to highlight the perverse nature of the event when, next, 
Iphigenia's impeccable behavior becomes an instrument of her own de- 
struction. Kp6OKou a(pd6 (239) is an ambivalent wording. On the surface one 
understands that Iphigenia's clothing is a rich, glamorous textile, "dyes of 
saffron."27 The possibility of a second meaning, however, is opened by the 
preceding metaphor, which casts cloth as metal by calling the strap over 
Iphigenia's mouth a "bit." Ba(pa; may then have the same sense that it has at 
line 612, where Clytemnestra claims that she knows pleasure from another 
man no more than she knows how to temper bronze, XakKoU 3papd; ("plung- 
ings of bronze"). Kp6Kou pa3(pd; is not a flourish, but a metaphor that am- 
plifies that of the "bit" as unbreakable constraint: the robes "poured" toward 
the ground are "tempered" saffron because they hold her still as though they 
had hardened the way metal is hardened by quenching. The affective va- 

24. The metaphor of aidos as mantle or veil is found elsewhere in Aeschylus. In Supp. 578-79, lo 
succumbing to Zeus 6aKp6ucv 6' riaootdQeCl nTvOltov aiSo. In the context of the rape, what is shed is clothing, 
but all lo has available are her tears, which pour down like a veil, or a curtain, "a sorrowful veil of tears." On 
this passage, see Ferrari 1990, 197-98; Cairns 1993, 187-88. 

25. Supp. 198-99: Tl [P [sdTatov 6' ?K tpeTlrs0t oco)pp6vsov / 'ts irpooarctsv oppaloq nap' iao6Xou. On 
this difficult passage see Johansen and Whittle, vol. 1, 155-57. Cairns 1993, 183-84 stresses that the "quiet" 
eye and composed countenance are means by which aidos is manifested. The metaphor of aidos as lowered 
eyelid is found at PV 134, where the Nereids' 0?tep&otc a6i&6s, "laid-down glance," is shaken by loud noise 
into wide-eyed alarm. To translate "steady-eyed aidos" (Caims, 186) is to seriously misunderstand the image 
of eyes, and heads, fixed on the ground. 

26. On the social position of the female citizens in classical Athens, see Just 1989, 21-25. 
27. On the connotations of the color, Fraenkel 1950, 137-38. Peradotto 1969, 245 sees in the mention of 

a saffron-colored garment an allusion to the costume worn by the Athenian girls in the rites for Artemis at 
Brauron. 
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lence of the metaphor is untranslatable, but its sense is illuminated in a frag- 
ment of Euripides: aibdi) daXaXKeUToitnv 'E0uKTzat trt6alt, "aidos binds with 
shackles not of bronze."28 

Effectively constrained by her own aidos, Iphigenia lifts her eyes. Aes- 
chylus does not allow her to plead for her life, the way Euripides does in 
his Iphigenia in Aulis.29 It seems, on the contrary, of some concern that she 
should not utter a word on this occasion; that is why a strap is tied over her 
mouth. Atrai, pleadings, are mentioned at the beginning of the passage, but 
it is not said who did the pleading (Clytemnestra? Achilles?), or when. The 
mention of KXrkb6vat aTrzpoot (228) immediately following should be taken 
in the most obvious sense of "renown issuing from her father" in reference 
to her lineage.30 Pleadings (by her or on her behalf), rank, and innocence 
are the three considerations that should have saved her young life and did 
not. It is likely that Iphigenia maintains her laudable meekness to the end, 
like the kid to which she is compared, and lets no irreverent glance escape 
her eyes. When she looks at them, she does no more than recognize each of 
the sacrificers as friends, men her father used to entertain in happier days.31 
For that reason, as they prepare to cut her throat, her glance has on them 
the piercing effect of an arrow. For a moment, in their mind's eye, the mem- 
ory of rich and pious feasts in Agamemnon's palace replaces one picture 
with another, as in a flashback. There she is in her rightful place in her 
father's house, the "ornament" of the palace, b60cowv ayacpa, as Agamemnon 
calls her when he contemplates his options (208).32 

The following translation of Agamemnon 228-46 proposes yet another 
visualization of the sacrifice, no doubt with its own faults but one that relies 
more consciously on the visual side of literary imagery. 

Pleadings, her noble lineage, her virgin years held no weight for the leaders bent on 
war. After the prayer, her father ordered the attendants to hold her high over the altar, 
like a kid-(as she stood) enveloped by her nenikot, keeping her brow downcast with all 
her heart-and with a guard over her beautiful lips to hold back by force and the voice- 
less constraint of the bit a sound that would curse the house. 

Pouring shackles of saffron to the ground, she pierced each of the sacrificers with a 
glance of loving familiarity, standing out like a figure in paintings, as if she were going 
to speak to each by name, because many times she had sung in her father's dining hall, 
with its richly laid tables, and, inviolate, lovingly celebrated with her chaste voice the 
happy paean at her dear father's third libation. 

28. Eur. frag. 595. The same play between the plunging of metal and the dyeing of cloth can be seen at Cho. 
1010-13, where Orestes points to the places on Agamemnon's shroud where the sword of Aegisthos "dipped," 
3paeFv, and the clotted blood, in time, ruined the "many dyes," rokka&q 3a(pdqi, of the variegated cloth. 

29. No one seems to doubt that Iphigenia speaks in Aeschylus' version of the sacrifice. See, lately, Pucci 
1992, 527: "Iphigenia's curses desecrate the ceremony." 

30. Compare the use of KX]q6&)v at Ag. 927 and see Denniston-Page 1957, 145-50, on that passage. 
31. On the meaning of gpiXoWKTog, Denniston-Page 1957, 91: "The context demands 'pitiable', which is not 

what the formation suggests." 
32. The idea of the princess entertaining men in dining halls has given scholars pause, and it is indeed 

inconceivable as actual practice in fifth-century Athens. It is, however, something that is represented as 
occurring in the heroic past not only in this play but also in actual pictures, such as the representation of Her- 
acles' feasting at the house of Eurytus with the fair lole in attendance on an Early Corinthian column-krater 
in the Louvre, E 635; Arias, Hirmer, and Shefton 1962, pl. IX. On this point, see Fraenkel 1950, 141. 
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There is no crying, no thrashing about, no anger, and no pity. Except for 
Agamemnon's order, there is nothing to suggest that a single word is spo- 
ken. The few movements represented-the placing of the strap over the 
mouth, the movement of her eyes-are set in silence, making the recollec- 
tion of sound at Agamemnon's feasts all the more pointed. Iphigenia's last 
stance sets before the eyes of the audience the very figure by which the 
notion of aidos is conveyed.33 The matter of aidos is thus introduced not 
by name (as it is in Euripides' Iphigenia in Aulis, 1089) but by imagery, 
which serves as a relay mechanism for those figures of "binding and entan- 
gling" that extend throughout the trilogy.34 Although in the Agamemnon her 
name is mentioned again only after the murder of her father, Iphigenia's 
ghost is conjured up by evoking key elements of this scene through meta- 
phors and allusions embedded in enigmatic statements. The "robes" in par- 
ticular, which first make her aidos visible and then trap her, are the focal 
image of a series of metaphors that play upon the connotations of aidos in 
relationship to dike and tie her killing both to the capture of Troy and to the 
murder of Agamemnon. 

Like his daughter, Agamemnon is caught ?iv nTnkototv, "in robes" (1126), 
and Clytemnestra announces (1380-83): 

oi0T) 6' 7ispaac, Kati Tzo' O6K &pvrioopa0 
cg plifE (pE6yev prlT' &ap6vacao0t Op6pov. 

aneCtpov a6(pi3?)raqTpov, 3oTpE iXO6CV 

TepltGTOXiLO, TXoIOTOV eilalTO KatKv. 

I did it in such a way, and this I will not deny, 
that he could neither escape nor fend off death. 
I enclose him in an immense wrap, like a fishing net, 
evil riches of cloth. 

It is often observed that the manner of Agamemnon's death is symmetrical 
to that of Iphigenia.35 The endless weave is all around him, dt(pit13Xropov, 
just as the tnk0tot stretched around her body (Tie;otiot 1c gptutCEi).36 Like a 
woman, Agamemnon is enmeshed in cloth, caught, as it were, in a foul kind 
of aidos. "You were trapped like a beast in shackles not of bronze, father"- 
nie6a;t 6' adXaKEUTotcYt i?r0pElSr60 , raTz p--mourns Electra in the Libation 
Bearers, 493 (Figure 3, p. 11).37 Precisely the image of the net ties the mur- 

33. Cairns 1993, 198-200 rightly says that the sacrifice of Iphigenia implies violation of aidos. 
34. Lebeck 1972, 67-68: "the hunting net, the yoke, the shackle, and the fetter comprise a major system 

of kindred imagery." Zeitlin 1965, 463 also notes "the elaborate network of image and metaphor" in the 
Oresteia. In addition, Zeitlin places the right kind of emphasis on the "concrete" aspect of the imagery 
(p. 488). Zeitlin's analysis is indebted to an earlier attempt at defining how images work in Aeschylean 
drama by B. L. Hughes: "The issues, the themes ... find their most complete expression not in the charac- 
ters' declarations of fact but in their statements in symbol, symbol which in syntax ... becomes image" 
(Ph.D. diss., Bryn Mawr College, 1955, iv; cited by Zeitlin, p. 463). 

35. The correspondences between the sacrifice of Iphigenia and the murder of Agamemnon were set 
forth by Zeitlin 1965. 

36. Lebeck 1972, 85. 
37. The figure of the robe as manacles is fully deployed at Cho. 980-1017. 
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FIG. 3.-Death of Agamemnon. Attic calyx-krater. 480-70 B.C. Museum of Fine Arts, Boston, 
inv. 63.1246. William Francis Warden Fund. Courtesy, Museum of Fine Arts, Boston. 

der of Agamemnon not only to the sacrifice of Iphigenia, but to the capture 
of Troy as well (355-60):38 

S ZE5 paoGiXEL Kai Nbi qptXia, 
peTydXov KOopOV KTedEtlpa, 
Tz' ?7i Tpoia5 n6CpyoIS ?paXsi oCTEYav6v 6iKTUov, 

d() pjieTt pyav pTI' o0v vsap)v TIV' DepT?Fke at 

p?ya 6ouXciaq y7yyauov aTnrS ravaXobou. 

O king Zeus and friend Night, possessor of great ornaments, you who cast over the 
towers of Troy a net impassable, so that neither man nor child could escape the great 
dredge-net of slavery of all-capturing ate. 

The city is caught in a net that is Tcs'yav6o-"impermeable," tightly woven- 
thrown by Night, who is "possessor of great ornaments." The reference to 
"ornaments," probably the stars, allows one to understand this image in 

38. Lebeck 1972, 63. 
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the light of the expression 7OtKtIEiCo V N6i in the Prometheus Bound, line 
24: Night of the "variegated" or "spangled" robes. The mantle of Night is 
a vividly patterned textile, not unlike the c'tuaTa thrown on Agamemnon 
and the rtIrXkot that held Iphigenia. As it happened to them, the cover of 
Night, ordinarily a welcome respite, becomes for Troy a weave that binds 
and traps. The analogy between Troy and Iphigenia had been introduced 
by an image contained in the prophecy of Calchas (131-35): 

olov pIi1 Tt1 ayE OC60EV KvEpcd- 
Cao tpotuIriv oCT6pov p?ya Tpoiac 

oTpaTCtoOv. 

131 &ya Hermann: rTa codd. 

Let only no envious grudge from the gods strike beforehand and overcloud the great bit 
for Troy's mouth, the army on its campaign. 

[Fraenkel] 

The blockade of Troy is cast as a great bit, ptya ot-cptov. Just as the bind- 
ing of Iphigenia's mouth was preliminary to her killing, so the siege pre- 
cedes the capture of the city. Thus by the same means-bit and cloak-city 
and maiden are made ready for destruction. 

THE WINDS OF ATE 

The last passage contains a second metaphor, whose figure is not so readily 
visualized. The mention of a "clouding over," though, suggests the trouble 
to come, the violent winds that will prevent departure. The mention of ate 
is equally suggestive, since it brings on stage for the first time a destructive 
power that falls with equal violence on Troy and on the house of Atreus. 
Our ability to understand the point of the prophecy depends precisely on 
unlocking the ground metaphor by which the notion of ate is constructed, 
that is, on our ability to restore its focal image. But Calchas' language is 
cryptic, as a seer's should be, and there are textual problems. The reading 
aTa found in all manuscripts at line 131 has seemed unacceptable on metri- 
cal grounds. For this reason, Hermann's emendation into aya has been uni- 
versally accepted as one which, besides, makes better sense of the text: the 
idea of anger or envy from the gods is a familiar concept to readers of epic 
and seems an apt reference to the disaster that would fall on the army at 
Aulis. Ate, on the other hand, either as "delusion" or as "ruin," appears to 
have little relevance here.39 

It is important to note, however, the connection between the word in ques- 
tion and the winds that the text puts forward. The figure of the darkening sky 
(Kvc(pdcn) both anticipates the windstorms that the goddess will send and 

39. Fraenkel 1950, 79; Bollack and La Combe 1981, 159. 
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casts them as the consequence of an aza (or aya). This connection is key to 
the concept of ate. The figure of the storm, particularly a storm at sea, is the 
vehicle for ate that is employed over and over again by Aeschylus and other 
poets. At Libation Bearers 271, for instance, ate is b6uXECippoi-"wintry" 
or "stormy." In the Prometheus Bound, 884-86, Io's madness is a "wind," 
rrv6pta, her speech breaking against the "waves" of dark ate, cjTUyv5 npb6S 
KcuaGov aTTrlg. In a comparable image at Suppliants, 164-67, the rage of 
Hera is an aiTra-a harsh wind that raises a storm:40 

KOVVO) 6' arav yapeTziO oUpaVOvtKov. 

XctXEtou yap iK 

7rve6paTo; slot XEtLp6v. 

I know the sky-conquering ate of the consort: for tempest arises from harsh wind. 

The figure of the tempest over the sea serving as a barrier is found in the 
Suppliants, 529-30, where the Danaids, dreading the arrival of the sons of 
Aegyptus, ask Zeus to cast upon the purple sea arav gEtav6uy', "black- 
harnessed ate," or "the dark harness of ate"; that is, a tempest that will sink 
their ship.41 Earlier in the same play the stormy sea itself is described as a 
sea of ate with no haven in sight (470-71): alriz 6 ' apuv ov 7rciZayos ou6 jLX' 
ei?5opov / T66' ?ap3pr3lKa, KOU6atoU X4ti.tV KaKi V.42 

Twice in Sophocles' plays the metaphor is fully played out. In the Oedipus 
at Colonus, 1240-48, the troubles of Oedipus in his old age are described 
in terms of a headland lashed by winds coming from all directions: 

tCdvTo0Ov p6pcstogS i6 Tg dcZKT 1240 

KUpaTo7tXfli XUEtCpia KXovsiTat, 

cc5 Kai TO6vs KaT' aKpaC 

6etval KupaToay7C1 
alat KXovSouotv dai 4DVOcamt, 

ai 1iv adr' dEXiou 6Uopayv, 1245 
ai 6' &vaTriXovToq, 
ai 6' adv& pCGcav d KTv', 

al 6' dvvuxtav dar6 'PtTrv. 

As a northern headland beaten by the waves is pounded by a winter storm, so fearful 

wave-breaking aTat from above pound him incessantly as they converge, some from the 

regions of the setting sun, some from those of the rising sun, some in the region of the 
noon-tide ray, some from the gloomy Rhipaean mountains. 

40. Here too the manuscript reading aTa (164) has been emended by the editors to aya, in spite of the fact 
that aTa is metrically sound. Its meaning seemed obscure, particularly in view of the epithet o6pav6vKov, 
"sky-conquering." "The &TTr inflicted by Hera does not conquer heaven, but the unfortunate Io.. ..," Jo- 
hansen and Whittle, vol. 2, 134-37. If the figure of a destructive wind is restored to the concept, however, it 
becomes clear how ate may take over the sky, indeed, how appropriate is the simile of the storm-generating 
wind that follows. 

41. Doyle 1984, 74-75 rightly understands that Topcpupoets6t at 529 refers to calm over the sea, but trans- 
lates: "Happy Zeus, hurl into the purpled sea the black-benched disaster." For a summary of interpretations 
see Johansen and Whittle, vol. 2, 414-15. 

42. A comparable image is found in Eur., Med. 279: KOOK cotTv azrn eOTrp6ootoaToS EKaoctq. 
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The mention of the four cardinal points, in addition to KaT' aKpas, makes it 
clear that the aTca are winds, violent winds that cause a tempest over the 
sea.43 In the Antigone, 584-93, ate raises a tidal wave: 

oic YPyp &v GoetaO OE6Oev 566poI , T(XCq 
oU6'v ?eieist, yEsvEaq Exi tXf0oq; PTrov' 
(OCTsE rOVTiCti aXk 

olt6[a 6usirv6ot; oTav 

Opfloarictv epe0oc; i(pcakov ?7t6pdwrI 7tvoaiS, 

KUkiV5E iPuoCo60ev 

KeXactvav 0iva, Kai o6uavepot 
orT6vo) 3ppVouotv aVTIrtrkXflsc aKTati. 

Once the house is shaken by the will of the god, it will lack no manner of ate, coming 
over a multitude of generations, the way a surge on the sea, when the dark deep is 

swept by adverse Thracian winds, stirs from the bottom murky sand and the coasts that 
face it ring with moans as they go under. 

These images suggest that ate is the hurricane that produces a surge, an up- 
heaval mingling sea and sky, resulting in the inability to see-ate's charac- 
teristic "blackness" and blindness-and in destruction.44 Accordingly, the 
effects it has on the mind may be said to be a tempest, as in the case of Io, 
mentioned above, or in that of the madness of Ajax, who "lies suffering in 
the turmoil of a storm."45 As for aidos, the figure of the metaphor gives shape 
to the concept and determines its semantic range. Indeed, figure and word are 
so joined that the terms may be reversed and at Suppliants 529-30 the very 
real tempest the Danaids wish on their cousins is called, figuratively, ate. 

With this in mind, let us return to the dense imagery of Agamemnon 131- 
35. Hermann's emendation of oTca to aya was justified on metrical grounds, 
because the position of the word at 131 calls for a short first alpha, while 
the initial alpha of atcrl is long. There is another root aC-, however, with a 
short alpha.46 In his analysis of aTiz6o, Benveniste demonstrated the exis- 

43. The Ate allegory in II. 19.91-94 confirms that she operates above the ground: "her feet are deli- 
cate and they step not / on the firm earth, but she walks the air above men's heads / and leads them astray" 
(Lattimore). The figure of the man caught in a storm occurs at 11. 24.480: bq 6' OT' av av6p' arl nuKtvfl Xal3n; 
nuKv6O is used, among other things, to qualify rain and snow. See also Pind., 01. 10.37: paOuv ei 6XOyTOV 

44. Figures of blowing winds in the Agamemnon are collected and analyzed by Scott 1966, 459-71. See 
also Zeitlin 1965, 499-501. Metaphors of "growth" (Doyle 1984, 65) are also used for ate. In Solon frag. 4, 
35, there is mention of the "flowers" of ate; at Sept. 601, the "field" of ate produces a harvest of death. But a 
storm may also produce flowers: the storm which wrecks the Achaeans' ships leaves the sea "blooming," 
dvOouv, with corpses (Ag. 658-60). 

45. Soph., Aj. 206-7: Alac OokXep) / IKetelat estpovt voofsoaq. In his 1963 commentary on the Frogs, 
W. B. Stanford compares this image to that in Aesch., PV 885-86, cited above. 

46. Young 1964, 2-3 pointed out that the meter calls for a short alpha at Archilochus frag. 127W; ac- 
cordingly, he proposed that the reading &aa be retained at Ag. 131. West 1989, p. 50, n. 127, questions the 
reading aTrl in the Archilochus fragment, presumably on metrical grounds. There are, in addition, with a 
short alpha, the rare drTsI, meaning to be "crazed" or "deranged," and the more common &T6Uc), translated 
with "bewilder" and the like. The first occurs at ll. 20.332-33: Aiveia, Ti; aY' &6?e Oe6v &xtovTa KECK6UEt / 
Ivria lxirXiscvog uegpO6ipoto piXEeoGat; Commentators have attempted to reconcile the scansion of 332 with 
the presumed long quantity of the initial alpha of ate, lately Edwards 1991, 338: "dVrovra, 'crazed' (from 
the root of &arl), is trisyllabic, with initial a and synizesis of -so-." But Chantraine 1958, 60, to whom Ed- 
wards refers, states emphatically that that is not the case: "non contracte: sans doute dreovTa Y 332." The 
verb also occurs in Hdt. 7.223 (&reovTeq) and Callimachus frag. 633 (&TEst). 
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tence of two distinct words, from two different roots: aTir (with short alpha), 
meaning "derangement" or "folly," from aT-, and azrl (with long alpha) from 
*apFaTa.47 The two, as he pointed out, might become confused, if the "de- 
rangement" signified by the first came to be understood as a consequence 
of the second, as in Hesychius: &T6CGoat (popfcso1 at, TapaoosoC at, antb TzlS 
aTrlS. "ATrl with short alpha, that is, is a near homophone rather than a 
synonym of ate, but deceivingly akin in meaning. I suggest that Aeschylus 
here plays on the ambiguity brought about by the phonetic similarity of the 
two words and on their apparent semantic affinity in a manner suitable to 
the enigmatic mode of Calchas' utterance. The aTza (with short alpha) of line 
131 is properly the "derangement" that leads Agamemnon to sacrifice Iphi- 
genia. It sounds like aza (with long alpha), the ill wind that will darken the 
sky with storm clouds (Kvc(pTdio): the gales, nvoai, from the Strymon that 
unleash the nuKpOv X?itUa. If the word-play is untranslatable, the sense of 
the passage may be (131-35): 

Before, though, may no folly sent by the god 
cloud over the forging of the great bit for Troy's mouth 

by the encamped army. 

As Fraenkel saw, the notation "beforehand" that is implicit in TpoTvrev is 
explained by what Calchas has just forecast: that Troy will be captured with 
all its wealth. Before they can take the city, of course, the Achaeans have 
to cross the sea and lay siege. In this endeavor, they will be held in check 
by the storm at Aulis. The play on the ambiguity generated by the word 'aTa 

in the last lines-between madness and the turbulence of winds-is ex- 
panded in the representation of Agamemnon's state of mind, after Calchas 
reveals that the storm will not cease unless Iphigenia is sacrificed. His de- 
lirium (iapaKoTir, 223) is brought about by winds. At the onset of the storm 
the king "blows along (cyGutnvecv, 187) with the sudden blasts of fate";48 
when he has a change of heart he "blows" or "breathes" (nvexv, 219-21) a 
contrary wind.49 This wind imagery is crucial because it introduces the 
theme of ate working its evil on the house of Atreus, repeating the crimes 
of the original ate that are the subject of the song of the Erinyes (1191-93). 
The connection of recklessness (r6 navTOTzoktov, 221) and blowing by 
which Agamemnon's veering is described, is repeated in another tormented 
passage in the play (374-78, analyzed below, pp. 35-37), where there is 
mention of acts not to be dared, dToXk[t'lTcov (375), in reference to men who 
"blow" more than they ought to: nvE6VTOWV iCitov t IKcaio)q (376).50 

The figure of wind over the sea that is embedded in so many represen- 
tations of ate helps to explain a difficult reference to ate at lines 359-60. 

47. Benveniste 1937, 496-99. Benveniste argues a connection between the Hittite stem hatug- and a 
Greek *&duy-, attested by &dz6co, from the root tT-. The hypothesis of two words from different roots is also 
put forward by Chantraine 1968, 133 s.v. &TEcov: "Cet -rTl distinct de daTri > &Tn serait sans etymologie." 

48. On this line see Winnington-Ingram 1983, 95-96. 
49. Goldhill 1984, 20-21 notes the intense character of the metaphor and connects it to the use of the rid- 

dling mode, griphos, by Aeschylus. The matter of riddles in the Agamemnon is taken up later in this article. 
50. Lebeck 1972, 38-39 connects the expression to the description of the events at Aulis, both the wind- 

storm and the changes in Agamemnon's mind: "The storm without was mirrored by the storm within." 
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The subject is the last night of Troy; the cover of Night traps the city as if 
in a net: 

6i !tiSTE ltyCatv LtflT' Ov veapCv tIV' 6itEpTEeoGali 

piya 8ouXEiIaq YayyaPov aTirq navaXCToU. 

... so that no one full-grown nor any of the young could fall out of the great dredge-net 
of slavery of all-capturing ate. 

The key figure here is the y7yyapov: a dredging-net. The sense seems to be 
that the Trojans are being dredged up from below and cannot escape because 
they are trapped under Night. The genitive 6ou?kiaS, which qualifies the 
dredge-net, leaves little doubt that the latter stands for the final assault on 
the city and represents its sack and the enslavement of its inhabitants by 
the Achaeans. In turn, this metaphor-"the assault is the dredge-net of the 
Achaeans"-is grafted onto another that projects the dredge-net as a prop- 
erty or instrument of ate. The process may be represented as follows: "no 
one can escape the assault that is the dredge-net of the Achaeans of ate." 
In this manner, a correspondence is outlined between the manner of the 
assault and some operation of ate that allows both to be seen through the 
same vehicle, the y7dyyacov. Finding that correspondence requires some 
laborious unpacking. 

rF7yyaltov azTrS has the same schema as, for example, rtTvotGIV KUCI 

7EaTpo (135), "the winged hounds of the father," which we understand 

effortlessly to say "the eagles are the winged hounds of Zeus." Although it 
is no less complex than y7yyacltv WzrlS, the hounds metaphor is transparent 
because we share with the ancient world some "familiar knowledge" about 
dogs and their masters. We are, besides, aware of a special connection be- 
tween Zeus and eagles, reinforced here by the omen of the eagles and the 
pregnant hare. We confront the y6yyapov, on the other hand, armed only 
with Oppian's definition of the term and having no idea of its pertinence 
to ate. The comparison is useful, nevertheless, because the two metaphors 
share a particular construction that expresses not a concept but a relation- 
ship, and typically involves three elements.51 The first may be implied, as it 
is here. "[Eagles] are the hounds of Zeus" requires us to frame the relation- 
ship between the first and third elements (eagles and Zeus) in terms of given 
features of the relationship of the second (hounds) to an implied fourth 
(man), as in the proportional analogy: "hounds : man = eagles : Zeus." That 
is, we grasp the relationship of eagles to Zeus by analogy to that of dogs to 
man. Its impact on an audience depends on how effectively the metaphor 
plays upon commonplace notions about the behavior of a dog toward his 
master. Ft6ryyatov aicrl is unintelligible because one of those three elements 
is for us an unknown quantity: the first, the thing that may be said to be "of 

51. This form of metaphor was defined by Turner 1992, 200 as type "xyz": "We understand them [xyz 
metaphors] as directing us to consider the relationship between x and z metaphorically in terms of something 
unspecified from the y-domain. For example, 'Children are the riches of poor men' directs us to consider the 
relationship between children and poor men metaphorically in terms of a domain containing y, namely, 
riches." 
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ate" and behaves in a manner comparable to a dredging-net. This may be 
plotted into the schema as x: "[x] is the dredge-net of ate," postulating the 
equivalence "dredging net : fisherman = x : ate." What do we know about 
ate that is comparable to dredging the bottom of the sea? The key image is 
that of the o65ta in the passage of the Antigone (584-93) cited above: the 
motion and effect of a deep-reaching wave, which gathers sand as it rolls 
toward the shore, are not unlike those of a dredge scraping the sand at the 
bottom of the sea and gathering its catch. An oltla is a "surge," "swelling," 
or "wave"; that is, a Kupa. Ktpa is a word often associated with ate: in the 
Prometheus Bound, 886, Io's speech shatters against the "waves of ate," 
npb6S Kujgaotv aTSr; in Euripides' Alcestis, 91-92, Apollo is called to appear 
PeTeaKltlOc aTIqS, "among surges of ate." The relationship of ate to KitaX is 
clarified in the Oedipus at Colonus, 1240-48, where the arat-the winds 
blowing from the four corners of the earth-are called Ku[taoayeg;, "wave- 
driving." The great wave raised by storm winds that stirs up and collects 
sand in its path belongs to ate in an objective sense, in that it is heaved by 
ate. The metaphor "the wave is the dredge-net of ate" implies the equiva- 
lence "y7yyavov : fisherman = ol6sa : ate.52 

The compounding of two metaphors ("the assault is the dredge-net of the 
Achaeans" and "the ol6pa is the dredge-net of ate") into one, "dredge-net 
of ate," is possible because the image of the dredge offers specific visual 
correspondences to both the behavior of a tidal wave and that of the rush of 
armed men into a city. Shared figures of scouring, carrying along, and roll- 
ing forward, allow one to see both assault and wave through a single vehi- 
cle. The metaphor made sense to Aeschylus' audience in the same way in 
which "the winds of war" makes sense to us. The dredge-net is the point 
at which the metaphors are collapsed one into the other, with the effect 
of equating "ate" with "Achaeans" and "assault" with "wave." That is as it 
should be, since the expedition against Troy is depicted as a tempest driven 
by ate from beginning to end. First, the unholy solution to the crisis at Aulis 
is brought about by ate, then the Achaeans who accomplish the plunder of 
the city are "gales of ate." No less than the killing of Iphigenia, the sack 
of Troy is the work of ate unleashed (818-20): 

KaX7rv 66' &Xo5isa viv iT' E6oipoo nt6ktS' 
aTST 06EXkalt C)OGatI CvOvTviKouCo a 68 
oT6o6bS TppO[TUrest rriovCt nXo6zou Itvo;g. 

Even now the captured city is recognizable by the smoke. The gales of ate are alive. 
The dying ember sends forth rich breaths of wealth. 

There is at least one other instance, in the second stasimon of the Ag- 
amemnon, 764-71, where the metaphor involving ate remains opaque, un- 
less one keeps in mind the image of the storm. The difficulties presented by 

52. The image of the "net" of ate also occurs at PV 1078. 
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the use of ate here are linked to other severe problems of interpretation that 
affect the whole passage. 

(ptk?i Oe TiKT?EV UpptgS [tv TaXkat- 

& ver0ouvoav ?v KaKOISq po-rv 
Upptv, -r6T' f T609', OT? TO K6ptOV to6Xr 

tvetap& (pdougt K6TOV 

6aigovi *:Te :6v *OV * a ov dXI6kEO ov dviepov, 

o0pcioo ltexaivaS H?eaXpotctv &aZaS, 

ei6outvav TOKeuGaV. 

[Bollack and La Combe] 

But ancient hubris, sooner or later, when the time comes, is prone to generate hubris 
that thrives among the evils of mankind: a new grudge of sunlight, and the daemon who 
is unconquerable, invincible, unholy, the violence of dark ate on the roofs, resembling 
her parents. 

Metrical and grammatical difficulties show that the text is corrupt.53 Never- 
theless an understanding that requires no major surgery is possible. From 
the relatively firm ground of the first three verses, stating that old hubris 
eventually gives birth to a new hubris, one moves to two sets of accusatives, 
whose relationship to one another and to the preceding hubris is unclear: the 
new "resentment of light" ((paouS KoTov);54 and the 6aixov who is aCpaxov, 
adonXeov, aviepov-the uncontrolled force, OpdcoS, of black ate. The so- 
lution to the crux, I believe, can be found by looking at the workings of 
hubris as they are described in the Oresteia. The slaying of Iphigenia is an 
instance of hubris that generates a new hubris, which results in the murder 
of Agamemnon. At this point yet another hubris is produced. 

What hubris generates, though, is not the simple act of killing in revenge, 
accomplished in due time by Clytemnestra and Orestes, but, in the first 
place, pollution, marked by the coming of Erinyes. The Erinyes, in turn, 
demand with their dirge that the gods send the avenging Erinys. KOrov 
and baipo)v explain this twofold nature of hubris. First hubris brings about 
"renewed opposition to sunlight," that is, the darkness of a house inhabited 
by Furies; then, at a later time, "the ancient spirit of vengeance" (1501).55 
K6Oov refers to the gloom that settles upon the polluted house, placing it, as 
it were, under a cloud. This phenomenon is described in the Eumenides as 
"dusk," KvEcpaS, mist-like gloom (6vocpepa a yXkg, 378-79), and in the Liba- 
tion Bearers, 51-52, as sunless dusk that covers the palace (dvdtktot... / 
6v6(pot KaXku6rouolt b66oug). The Furies themselves, "daughters of black 
Night" (745), live apart from the gods, under the earth in darkness (6uod- 
ktov KV}(paQ, 396). Because with the Erinyes comes darkness, the Choephori 

53. See the full analysis of the problem in Bollack and La Combe 1981, 111-22. 
54. The emendation of the genitive (pqouS of the manuscripts into (pdoS has become standard in editions 

of the play, most recently West's. The genitive may be taken, however, to modify K6TOV, hatred, to yield the 
sense "a fresh hatred of the light." 

55. The goos calling for the punishment of the transgressors is distinct from and precedes the coming of 
the Erinys who carries it out at Ag. 55-59. At 1117-20, the Chorus immediately associate the arising of the 
Erinys with the cry of triumph of the band of Erinyes over the murder of Agamemnon. 
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sing of the lifting of the curse as an "unveiling" and "seeing daylight" ((p&o 
i6lev, 810; 961). MWkaOpov has "roof-beam" and "roof" as its primary 
meanings and, by extension, "building." The phrase should be understood 
as a metaphor for the "house" of the Atreidae in the sense of "dynasty." The 
figure of the storm brings the metaphor into focus: the unholy boldness of 
the 6aitLov is represented as the violence of a storm over the palace. The 
last image returns at the close of the Libation Bearers, where, after Clytem- 
nestra has been murdered, the identification of the storm with ate is ex- 
plicit: the Chorus lament the storm that discharged its blows over the royal 
palace for the third time (O6E? ot LEkXdogpotgS -oi p3atcnoiotg / Tpi'To ai) 
Xe1tltv TnvElDacg, 1065) and wonder when the spirit of ate will rest (noi 
KaTzakile ... Pvog 'ATZ;q; 1075-76). 

TORCH-BEARERS OF NIGHT 

As much as the winds of ate and the cloak of aidos, ominous figures of light 
and darkness dominate the play.56 Here too the recovery of a particular 
image helps understand what such figures mean and how they set forth an 
overarching metaphor of the Oresteia. A first step was taken with the iden- 
tification at line 767 of the "grudge of sunlight" as the darkness into which 
the Furies plunge the polluted house. As characteristic as the darkness they 
bring is the Furies' particular kind of illumination: torches. Twice in the 
Eumenides torches are explicitly marked as a property of the Erinyes. At 
385-86, the Chorus sing that they drive destinies dishonoring and dishon- 
orable, apart from the gods, avaki Xdkptca, "by sunless torchlight."57 In 
the pageantry of the procession accompanying the Erinyes to their subter- 
ranean home, torches are prominent (1021-31). Indeed, the Semnai rejoice 
in "the flame-fed torch" (RIuptSlTrrcp / Xau0tgdS T pT6optvat, 1041-42). The 

56. On such imagery see Peradotto 1964 and Gantz 1977. 
57. {&itpa} dTiETa &6tpevat kdtXl / O&)v &tXOOTaTOUVT' dvackip ) kpna. Wieseler's emendation on metri- 

cal grounds that MSS kipnra to rkana at 386 erases from the passage the image of the torch and introduces 
that of "slime." The emendation was adopted by several editors, including West 1990 and Sommerstein 
1989, and rejected by others, among them, Sidgwick 1902, Mazon 1920, Murray 1938. Sidgwick notes that 
"the Furies are usually depicted with torches . .." (p. 600). Those who retain the reading dvakXip Xkdptn, 
"sunless torches," explain it in reference to the infernal regions where the Furies themselves say they belong 
(395-96). That is not, however, what the passage as a whole suggests. The Furies are not in their home but at 
work in the house of the guilty, which is enveloped by the very same darkness, Kv/.pas, as their own native 
habitat (378-80, 396). Far from being under the earth, they drive, or urge on, fates that both are "dishonor- 
able" and "do not do honor," as painful to travel for the living as they are for the dead. AdXr- is universally 
understood in reference to the Furies themselves, to mean that they pursue tasks that are dishonored and 
despised. This, however, is contradicted by the statement at 394: oub' &Ttti[ac KcupO, "nor do I meet with dis- 
honor." To suit the interpretation of kdXq as "task," t6t6?vat was corrected to 6t7no[pv, wiping out the image 
of compelling urge so well suited to the Erinyes. This dense expression should instead be understood in ref- 
erence to the person whom the Furies drive to kill in revenge: first Clytemnestra, then Orestes. The fate the 
Furies impose on them "does not do honor" in the sense that it violates the ties of marital and filial piety- 
that is, the boundaries of aidos. Because its consequence is disgrace, such an action is appropriately called 
&TIPov. As Zeitlin 1965, 482 puts it: "Justified vengeance for a wrong committed leads to corruption of the 
avenger." 'ATnt' has been deleted from lines 385-86, in order to reconcile their length with that of the cor- 
responding 393-94. The adjective, however, is not simply a variant of TdiEta (as Sommerstein 1989, 148 
says); the richness of its semantic range, which extends to "disfranchised" and "unpunished" (Ag. 1279), 
would not be lost on the Athenian audience. Its appropriateness here suggests that some other solution to the 
metrical difficulty must be found. 
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torch-holding Erinys is part of the popular imagination and not an inven- 
tion of Aeschylus.58 The contrast between daylight and fires in the night, 
implicit in the phrase avakip kd[inqa, outlines a crucial distinction in quality. 
In the Oresteia, "light" is not indiscriminately a good thing. While the sun 
serves as the "symbol of life, joy, and safety," the torch is "a symbol of 
vengeance, death, and destruction."59 In the Agamemnon sunlight is simply 
(pCJS, but the light of the Erinyes is "the light in the night," q(coS v sU(pp6vB 
(522); unlike the "brilliant light of the sun" (658), it is "dread-gleaming," 
pCoJ aivoka[nrq (389). 

The torch appears at the very opening of the Agamemnon as the beacon 
that announces the fall of Troy: 0 Xaip XarcTznip, vuKTO trbq ?pigpiot ov / pdto 
irpaucmoKv (22-23). "O hail, thou light-giver, that showest a light of day by 
night," translates Fraenkel. Translations such as "light-giver," "beacon," and 
"lantern," however, efface a telling image on which the Greek places great 
emphasis. The light the Watchman sees is a "torch" (katn6dq, 8, 28), a "fire- 
brand" ((ppuKTr6, 30), and also, somehow, a "torch-holder" (kXatczipip, 22). 
Implicit in these terms is the connection of the torch to the Erinys, of which 
the audience is aware and which provides them with the key to the cryptic 
imagery that opens the play. The Watchman's speech itself is a weave of 
double entendres. Ostensibly, he looks forward to celebrations for the cap- 
ture of Troy and the return of the king. But a grim subtext-the arrival of 
the Erinys who avenges Iphigenia-is conveyed by turns of phrase and im- 
ages that recur later in the play in the context of murder and revenge. Those 
who knew the story would not miss the implications of Clytemnestra's 
"manly disposition," knowing well what kind of hope her "expectant heart" 
holds (yuvatKoq vbp6pouioov 'kni0ov K:ap, 11). The queen greets the fire in 
the night by raising a cry of triumph to the torch, in thanksgiving for the 
house: b66oot; / k6oXkuyov si(prltoivT'a TfzaE xkaPrdt / nropOtuit tv (27-29). 
Cassandra refers back precisely to that cry, as Zeitlin noted,60 when she 
foretells Agamemnon's murder (1236-38): 

(6)5 rtoXoX6oUaT 

i raVTOTOiprotoC, ioaxmp ?v tiyXiq Tpoornf 
oKei 65 XytipEtV V ocTip) ocoyrlpia. 

And how she raised a shout of triumph, the all-daring one, as though at the turn of bat- 
tle; yet pretends to rejoice that he is safe home again! 

[Fraenkel] 

Earlier (1117-20) Cassandra's vision of Agamemnon in his grave and of 
Furies letting out a shout of triumph for the family (yvctE / KaTrooXdkaTc)) 

58. Torch-carrying Erinyes have been securely identified on the Attic pelike in Kertsch style, ca. 380 
B.C., Perugia, Museo Etrusco-Romano, illustrated in Knoepfler 1993, 72-73, fig. 55. The torch is part of the 

iconography of Erinyes on South Italian vases, and their hallmark in Etruscan and Roman art; see the ex- 

amples collected by H. Sarian, LIMC III (1986) s.v. "Erinys." 
59. Peradotto 1964, 388 recognizes the sinister character of certain images of light, although he does not 

associate them with torches. 
60. Zeitlin 1966, 652. 
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had triggered in the mind of the Chorus the image of the Erinys arising in 
the palace: noitav 'Eptvi)v TzlV6? 6cipaCtv KcXV l / E nopOtictv v.61 

Like her triumphant cry, the fire-signal Clytemnestra has been waiting for 
is not what it appears to be. At 281-316 the queen describes with remark- 
able vividness its transmission from the Troad to Argos through the meta- 
phor of the torch-race. The connotations of this figure are crucial to the 
meaning of fires and sacrifices in the play. In Athens, as elsewhere, torch- 
races were less sporting events than ritual performances. Their purpose was 
to transfer fire from one altar to another in important festivals, and they 
remained under the supervision of the Archon Basileus. The kapra6rl6poptia 
at the Panathenaea, for instance, was a relay of competing teams that brought 
fire from the altar of Eros in the Academy to the Acropolis.62 The elements 
that matter to the use of this image in the Agamemnon are summed up in 
Hermias' commentary on Plato's Phaedrus 231E: "The great race of the 
Panathenaea started from the altar of Eros: from there ran the ephebes, after 
lighting their torches, and the pyre of the shrines of the goddess was kindled 
by the torch of the winner." 

In the Beacon Speech, the metaphor of the torch race is apt in some 
respects and not in others. Post after post receiving the signal and passing it 
on can be construed as the handing over of the "light" at fixed points along 
the course-provided we ignore as irrelevant what is different in the two 
events. In a kapnra6r6qpolia, for example, a single torch passes from hand 
to hand, while in a chain of fire-signals the fire is each time a different 
one. Far from being glossed over, however, the point that this fire is one 
and the same is brought into the foreground with perverse insistence. The 
torch is lit from a torch on Ida and sent to Argos by "courier fire" (282). 
Radiance announces its arrival at each watch-post, and each time a new 
"courier" is ready to receive it. The light of the torch "heralds" its coming 
to the lookout of Makistos (napayy?ikaoa, 289) and "signals" (o0cpaivet, 
293) the garrison of Messapion; it "awakens" (/,yetpcv, 299) the next relay 
of the fire at the rock of Kithairon; it "incites" ((OTpuvFv, 304) the post on 
the mountain of the roaming goats. More than that, the flame has a life of 
its own: it is not only sent and received, it travels (Tiopuro Xkapa7r6bog, 
287), it leaps (U67?pT?kiq, 286), it arrives (?E'KvoU60 vov, 303), and it "hurls 
down" ('cKqfEv, 302; 308; GKTpITct, 310). Its features are stressed with jar- 
ring concreteness: it is a "big torch" (pyav . . . . . avov, 284) and "vigorous" 
(cTO~vouac, 296); it looks forward to "pleasure" (tnp6o '6ovtiv, 287).63 Like 
a person, it has a pedigree, being the descendent of the fire on Mount Ida 
(311). In addition, unlike the runners in a torch-race, "courier-fires" com- 
pete against no one. As Fraenkel said, "a form of the metaphor could be 
devised in which that difference could be treated as unimportant and even 

61. The 6XoXkuYp6; is the cry of glorious revenge at Cho. 386-89: E(pIuvftoat yEvoTO6 toI t+REuKl- / evr't 

6OoXu7ypv dv6p6q / OetvopEvou yuvatKO6 T' / 6XoupEvag. See also 942. On the connotations of female cries in 
the Oresteia, see Haldane 1965, 37-40. 

62. Ath. Pol. 57.1. The literary sources on the kXagabr&qpogia are conveniently given by Sterrett 1901, 
393-419. For recent bibliography, see Kyle 1992, 96-97. 

63. Peradotto 1964, 389: "it becomes, as it were, a living being...." 
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even pass unnoticed."64 But, as he points out, this has not been done in the 
Agamemnon. Clytemnestra concludes precisely by proclaiming a winner, as 
though victory had been the goal all along: VtKa 6' 6 TrpoTog Kati zTXcEuTato 

6paLcaov (314), "winner is the one who ran first and last." Her enigmatic line 
fits neither vehicle nor tenor of the metaphor, since in a relay race no single 
runner can be both first and last. This is patently a riddle. 

The imagery of the torch-race is fully played out in the Beacon Speech, 
but does not begin there. It is first proposed in the Watchman's speech with 
the word kXapnTrip, "torch-bearer," which casts the beacon as a kapia6rq- 
p6pog coming into view.65 The riddle, in fact, begins here. The phrase 
X) Xacipc kca7pnzrp' VUKTIO rlsproctov / (pdo nttpauaKc)v (22-23) is purposely 
ambiguous. NuKT6q may be taken in two equally possible ways: as depen- 
dent on qpdoS or as dependent on XapTzflp.66 The first reading, "Hail, torch- 
bearer who show the light of day in the night," suits the appearance of 
things: joy and deliverance at the news of Agamemnon's return. The sec- 
ond, "Hail, Night's torch-bearer who announce the light of day," depends on 
the understanding that the torch belongs to the Erinys, who is literally 
"Night's"-the child of Night (Eumenides 416). The torch heralds dawn 
because with the Erinys comes justice; the darkness brought about by the 
sacrifice of Iphigenia should finally dissipate.67 The metaphor of just re- 
venge as dawning light is key to the very staging of the murder of Aga- 
memnon, which happens at daybreak (279).68 Those features of the torch- 
race that do not fit the expressed subject-the chain of beacon-fires-are 
perfectly suited to this underlying meaning. 

This hidden meaning surfaces next in the description of the events that 
take place between the arrival of the torch and Agamemnon's entrance. The 
Watchman alerts Clytemnestra; she welcomes the torch with loud cries and 
immediately begins making sacrifices; high-pitched female voices (whose?) 
join hers from every shrine (594-95). The Chorus tell us what goes on by 
describing Clytemnestra as though she were in sight and within earshot 
(84-96).69 They see the queen "starting burnt sacrifice," that is, lighting the 
offerings set up on an altar or altars (85-86).70 They see the darkness ablaze 
with fires and torches whose flames reach the sky. This vision powerfully 

64. Fraenkel 1950, 168. 
65. Fraenkel 1950, 16-17 proposes that the word is used "for anything that gives light," but his own 

analysis indicates that it means anything that holds light, such as braziers and lanterns. 
66. See the discussion in Fraenkel 1950, 17; as Gantz 1977, 29 points out, "Since both constructions 

are possible it seems likely that both were intended. . . ." 
67. This conceit is expressed in the Libation Bearers by references to Orestes as one who brings the light 

of day (collected by Peradotto 1964, 391). 
68. The "kindly light of the day that brings justice" (J p0yyo e?3ppov TPOV paIq b?sKrp6pou, 1577) that 

Aegisthus greets after the deed is, however, a false dawn. It is not (pco but (pyyo0q, "brilliance," and ri(ppov, 
like the night. Peradotto 1964, 390: "what he sees as daylight is really the sunless night into which he and the 
house of Atreus have sunk." 

69. Is she on stage? As Fraenkel 1950, 51-52 says, it is unlikely "that a leading character enters the 
scene for the first time and then leaves it again without having uttered a word." On the other hand, the Chorus 

speak as though she were at hand: they ask her a series of questions (85-87) and then demand an answer 

(97); they ask her why she "starts burnt offerings." The purpose of this charade, I think, is to introduce the 

image of the queen as she lights the fire, without introducing true dialogue. As Bollack and La Combe 1981, 
93-94 propose, this is a "fictional" dialogue. 

70. With Verrall I retain the manuscript reading 06oq KStvCe and understand it to mean that Clytemnestra 
"sets the sacrifice going" by lighting the fire. Moreover, I take nrpinctnrcTa in connection with rivoq dyyskiiaq, 
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re-introduces the torch-race by evoking its culminating event-only this 
time, it has nothing to do with the "beacon." In the actual races, victory 
was summed up in the kindling of altar fires by the first runner to reach 
the goal; that is, the last runner of the winning team. As he would do, 
Clytemnestra lights pyres on altars with the "light sent from afar" (300). By 
implication, she is thus cast as the victorious runner of the relay race. This 
figure directs us to the real tenor of the metaphor and opens an entirely 
different view of the very same series of apparently harmless events. With 
the torch comes the UoT' p6tcotvog 'Eptv6g (59). As in a relay-race, she comes 
into view and is sighted by the Watchman. As had been done at the other 
watchposts, he "signals" (orcpaivc, 26) the next and last carrier, Clytem- 
nestra. The queen arises like the moon (cnav'rikaactv, 27)-that is, like an 
Erinys or torch-bearing Hecate-and in her hand the flame from Mount Ida 
successfully alights on the altars of Argos.71 The connotations of victory 
implicit in this imagery anticipate here the solution to the riddle posed near 
the end of the Beacon Speech. On the one hand, the "first and last runner" 
should be the wondrously alive torch, since the only participant who covers 
the entire course in a relay race, and may be said to "run," is the torch it- 
self. But Clytemnestra too is the winner, since she ran the last lap arriving 
first at the altar torch in hand.72 The vicious twist of this riddle is that, of 
course, the two are one and the same. When she receives the torch, Clytem- 
nestra becomes the avenger, 6 nakatb6 6pitpgq ckdLXcTCp who, she reveals 
after the slaughter, assumes her shape (1500-1504).73 The same progres- 
sion marks the coming of the avenger in the Libation Bearers, 535-37. 
When Orestes reaches Argos, Clytemnestra is shaken out of sleep by the 
frightening dream of the serpent at her breast. At the same time, the house 
is illuminated "by the setting ablaze in the palace, for the sake of the 
mistress, of many torch-bearers (atnjrcfpng) that had been blinded in the 
darkness." In the same way, flames had lit up all over the city in response 
to Clytemnestra's sacrifices in the Agamemnon (595-97). That is, as the 
dream announces the arrival of the avenging Erinys in the person of Orestes, 

because messages, not sacrifices, are usually "sent around": "What have you learned? Trusting the divul- 
gations of which message do you start sacrifice?" 

71. 'EnravaTEXco has specific connotations that have troubled commentators, being used of the rising of 
the stars, the sun, and the moon; see Bollack and La Combe 1981. The scholia understood the verb in that 
sense here: fi'tro a5oTpou iT oaXzkvr. The particular figure of the moon intended, I believe, is Hecate, who is 
both associated with the Erinyes and represented holding one or two torches. See H. Sarian, LIMC VI (1992) 
s.v. "Hekate," esp. pp. 985-86, 1016, and nos. 247-60. 

72. Connotations of individual victory are unmistakable in the picture on a bell krater in the British 
Museum, 98.7-16.6, ARV2, 1333.1; Van Straten 1995, fig. 142: Nike ties a sash around his arm as the 
?apra6o(p6pog stands by the altar holding the torch with which the fire has been lit. At 488 Clytemnestra 
refers to the "beacon" as the "first fire." The possibility that TeXeuMiog at 314 looks forward to the charged 
use of TkXetog later in the play can only be mentioned here. On the latter, see Zeitlin 1965, 475-80. 

73. The possession of Clytemnestra by the daemon may be represented as fire in her heart. Before the 
arrival of the torch her heart is "expectant" (X.ril0ov Kcap, 11); then the Chorus wonder who, like the queen, 
would let his "heart be fired by a flame's unexpected message" ((p0oy6;g rapayy?Xpascov / vfotg 7rups09vTa 

Kap6iav, 480-81); and Clytemnestra reminds them later that they were wrong to think that, like a woman, she 
was "possessed at heart" (K cdpTa apo6g yuvattKo6 alpeo6FOat Kap, 592). The same thought may be expressed 
in the difficult passage at 1470-72. The malignant nature of the torch is highlighted in the Beacon Speech 
by loaded words: it is sent on with unrestrained force (305), and it "hurls down," oK}IC7net, a verb used of 
thunderbolts and avenging daemons, e.g., Eur. Med. 1333. 
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a multitude of torches suddenly lighting up in the house signal the pres- 
ence of the Furies. These torch-holding Erinyes are evoked in Clytem- 
nestra's welcome to her husband (889-91), where she recalls nights spent 
weeping because Iphigenia remained unavenged. "The torch-bearers that 
concerned you remained ever unattended," she says, Tza aduqpi cdto Kka(iouoa 
kaTHPrlpouXiag / aTzrckXrjTOUS aiv (890-91).74 

The image of the Erinys bringing the fire from Troy introduces the theme 
of "sacrifice corrupted" that was identified by Zeitlin. The Chorus won- 
der (87-91) at the fact that Clytemnestra honors both celestial and infernal 
gods at the same time, as must never be done. While the purpose of a torch- 
race is to bring new, purifying flame to the gods' shrines,75 Clytemnestra's 
kaptca6fl6pogia brings to Argos the dark fire (opcpvaiov nup6g, 21) that 
torched the shrines of Troy. The pyres and torches that receive that fire 
have an extraordinary fragrance. The Chorus say they have been treated 
with "the meek, guileless persuasions of chaste unguent, royal balm from 
the inner chambers" (TE?Xavco puX60Ev cpaatXiXp, 94-96); Clytemnestra calls 
them "fragrant, sacrifice-consuming (Oui(pdyov) flame" (597). The quality 
of the fires is brought up again at a crucial moment in the unfolding of 
sacrificial imagery, just before the slaughters (1306-12). From inside the 
palace comes a rich scent, which the Chorus insist is frankincense burning 
on the hearth. But, as she goes inside, Cassandra recognizes the stench of 
death: the house "breathes blood-dripping murder," it reeks of the grave, 
0ojototo5 LT:Oti 6csEp EK Trpou pTpEri;t (1311). In characteristic Aeschylean 
progression, this last reference to the smell of Clytemnestra's fires pro- 
jects a revealing light on the preceding two. One finally understands that the 
fragrant flame is one that "feeds on sacrifice" because the royal fluid from 
the recesses of the palace (where maidens are normally confined) is the 
blood of Iphigenia, "meek, guileless, and chaste."76 

AINIGMATA 

In the Beacon Speech and throughout the trilogy, the torch embodies the 
kind of justice that the Erinys brings. But the metaphoric import of the 
image is made enigmatic by the fact that a "literal" reading is foregrounded 
in each case. Thus one is, at first, invited to take the torch from Ida as a 
friendly signal, and the torch that Clytemnestra holds when she appears on 
stage as no more than the means to light fires. Aeschylus' use of ainigmata 
is well known. Fraenkel, who traced the recognition of a riddling mode in 
the trilogy to Casaubon, named it griphos to indicate "the riddling expres- 
sion... followed by the explanation that solves the conundrum."77 Since 

74. Fraenkel 1950, 403-4 rightly understands kaplrczpoiXoc (890) to mean "lamp-holder" and, connect- 
ing it to kap7rtClrp at line 22, takes it as a reference to the light-signal from Troy-although not to the Erinyes. 

75. Burkert 1985, 61-62. 
76. Gantz 1977, 30 understands "royal blood" to refer more broadly to the several bloodsheds in the 

house of Atreus. 
77. Fraenkel 1950, 31; 135-37. He notes, however, that such "anxiety to append an unambiguous so- 

lution . . . runs counter to the nature of the griphos and impairs its effect" (p. 9). 
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then the word has become a label for Aeschylean metaphor. But the riddle 
is not simply a particular kind of metaphor. It is a complex discursive mode 
with its own structure and rules, which include a particular manipulation 
of the trope of metaphor.78 Aeschylus is a master of the genre. Let us take 
as an example of these so-called griphoi the metaphor of the eagles at lines 
135-38, which was analyzed above with regard to its structure: 

olK(<T)c) yap 1nip0ovog "ApTrEpcg ayvd 
zTavolotv KUoi maTp6o 
acTOT6OKov 7ip6 X6Xou Ployp&iv TiraKa 0uoullvotoIv, 

zuy7 6i 6E Seivov aiceTv. 

For out of pity pure Artemis bears a grudge against the winged hounds of her father that 

slaughter for a sacrifice the poor trembling hare with her young before the birth; and 
she loathes the feast of eagles. 

[Fraenkel] 

Fraenkel comments: "The eagles are here indicated by way of a griphos, 
but in Aeschylus' well-known fashion ... the explanation follows at the end 
of the sentence with aic'zov."79 In the sense of "eagles," however, "hounds 
of her father" is not a special form of riddling metaphor. It is just a meta- 
phor, and one that hardly needs a gloss. There is, it is true, something that 
vivid metaphors and riddles share, in that both entail an element of surprise 
and need to be worked through. According to its classical definition, meta- 
phor involves a "suspension of belief," because it presents the hearer with 
an unexpected image and requires him to sort out which of its elements 
makes an apt vehicle for what it strives to "put before the eyes."80 But the 
hearer is not left wondering whether the mode of discourse is literal or 
metaphorical. 

That is precisely the mark of the riddle, as may be seen in Cassandra's 
ainigmata, for instance in the vision of the net (1114-17): 

e nactnal natnai, Ti Tr6E (paiVETat; 
1 OiKTzuV Ti y' "Atsou; 
daXk' apKui fl u4veuvoc, q ~uvaCtTa 

(p6vou. 

Ah, ah! alas, alas! What is this that comes in view? Some net of Hades? No, the snare 
that shares his slumber, the accomplice in the murder. 

At a first reading one is inclined to take 46vEvvos in its literal sense: the 
person who shares Agamemnon's marital bed, that is, Clytemnestra. She 
would be the one called "the accomplice of his murder." Within this frame 

78. The structure of riddles was discovered by Petsch 1899, 48-50. There is a substantial literature on 
the folk-riddle. For an overview, see the essays in Kongas-Maranda 1976, and Pepicello and Green 1984. 

79. Fraenkel 1950, 82. 
80. For a discussion of this "suspension of belief," see Ricoeur 1991, 216-56. Aristotle, Rh. 1405b, said 

it best: "And, generally speaking, clever enigmas furnish good metaphors; for metaphor is a kind of enigma, 
so that it is clear that the transference is clever"; translation by J. H. Freese, Loeb Classical Library. 
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of reference, one has to fit the corollary metaphor: "Clytemnestra is a net." 
But the hearer finds himself unable to visualize a wife as either net or cloth; 
moreover, throughout the play Clytemnestra is cast as the murderess-not 
an accomplice. The "riddlee" is momentarily stumped.81 Where metaphor 
produces surprise, the riddle generates frustration, which leads one back to 
question the image. The images that make sense in this context are not the 
ones that seemed obvious within the initial frame of reference: not the 
bedroom, but the tomb; not a wife, but a shroud. The solution lies in rec- 
ognizing the shift, characteristic of the riddle, from a literal to a metaphori- 
cal mode and vice versa: EDv/i is to be understood metaphorically as that 
permanent resting place, the grave.82 The "net" is literally the endless cloth 
in which Agamemnon was caught and which was, therefore, Clytemnestra's 
accomplice. That is, the rTickot by which the deed was accomplished em- 
brace him shroud-like in his grave. In the same sense the niTri0ot wrapped 
around his corpse are later described by Aegisthus as "the woven robes of 
the Erinyes" (1580), and at Libation Bearers 998-99, the robes are again 
mentioned as a shroud. 

The passage that contains the metaphor of the winged hounds holds a 
riddle as well, although not one solved by guessing that the eagles are the 
hounds of Zeus. Commentators have long recognized the ambiguity of the 
image, which fits the Atreidae as much as the eagles, since the Atreidae too 
were dispatched by Zeus (60-62), and are explicitly identified by Calchas 
with the eagles (123-25).83 But at line 136 ambivalence gives way to the 
uncanny. Sacrifice (0uopovototv) is inappropriate for both the "literal" sub- 
ject of the metaphor (the eagles) and its vehicle (the hounds), because men, 
not animals, perform rituals. The victim is then described in words that 
may, by a stretch of the imagination, be applied to the hare, but suit Iphi- 
genia much better. A6TO6TOKOV may be a contrived way to say "together 
with her young," but the usual sense of such formations is "one's own," 
"one's own child." A6oXo is suggestive of k6Xito and XoXdia, but there is no 
demonstrable instance of it meaning "childbirth";84 it means "ambush," 
"army," and generally "company." As in the play between aTtr (folly) and 
a'ri (tempest) at line 131, allusive homophony marks the transition to a new 
frame of reference.85 Then the mention of sacrifice raises a "block" that can 

81. Fraenkel 1950, 504 admits "I know of no self-evident solution of the puzzle," after rejecting, in my 
view, the correct explanation (n. 3): "I have thought of referring u6vmuvoc to the use of the garment later for 
covering Agamemnon's dead body (1492, 1580 f.), but that would point to a time too far ahead of the events 
which fill Cassandra's vision at the moment." It is, of course, a prophetess' prerogative to be able to see into 
the future without following strictly the course of events. 

82. In Soph. El. 436, Electra refers to Agamemnon's grave as govfi natrp6. At Cho. 318, Orestes calls his 
father's grave euvai. On metaphorical ambiguity in riddles, see Pepicello and Green 1984, 104-19. 

83. The ambivalence of the metaphor has been understood as an "openness," which is then foreclosed or 
"determined" by the mention of the eagles. See the bibliography cited by Goldhill 1984, 19-20. 

84. Fraenkel 1950, 82 cites as a parallel the use of the word at Supp. 677. The meaning "childbirth" 
there, however, is far from secure, and the phrase might be translated as "Artemis Hecate watch over the 
company of women," an allusion to the rituals at Brauron and other sanctuaries of the goddess in Attica. 

85. This is a standard feature of riddles; see Hamnett 1967, 381-82: "An ambivalent word, concept or 
item of behaviour can be considered as belonging to any of two or more frames of reference, according to the 
interpretation brought to bear upon it, or indeed to several or all such frames at once. It can therefore operate 
as a point of transition between those different frames of reference. . . ." On "allusive" homophony in riddles 
see Pepicello and Green 1984, 29-35; Chiaro 1992, 38-39. 
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be overcome only by switching from a figurative reading of the expression 
to a literal one. These "winged hounds" behave neither like hunting dogs 
nor like eagles; they behave like the Atreidae themselves: 

ac6TzOKcov ntpb X6Xou lUoyep&v Tdrica OuoOlvoIatv, 

who sacrifice for themselves before the army (npo ,6Xou) their own child (aTOzt6oKov), 
frightened and cowering.86 

In the wake of this ainigma, the phrase "feast of eagles" retrieves and ex- 
pands, rather than delimits, the metaphor of the Atreidae as Zeus' eagles and 
hounds. No feast follows the sacrifice of Iphigenia. The banquet mentioned 
here refers to the plunder that follows the sacrifice of Troy.8 

Solving the riddle contained in Calchas' interpretation of the omen is 
the key to understanding that the prophecy reaches well beyond the taking 
of Troy. For, if the victim of the "winged hounds" of Zeus is Iphigenia, it is 
difficult to see how the very same sacrifice can be called in the next stanza 
"another sacrifice," Ouoiav 'repav (150-51).88 The logic of the prophecy 
itself points to Agamemnon as the next victim. Calchas' utterance is struc- 
tured around the opposing wills of Zeus and Artemis: to the verdict that 
Troy must perish (126-30) corresponds the grudging consent of the god- 
dess (140-45). Each revelation is then followed by a prayer that Artemis 
may not send the storm, the first referring to the winds metaphorically 
(131-35), the second descriptively (146-50). The prophecy is thus com- 
posed of two symmetrical sections,89 each containing additional informa- 
tion about Artemis' displeasure. While the first (135-38) gives the reasons 
for her anger (the plunder of Troy), the second announces how she will take 
her revenge, should Troy fall. With the sacrifice of Iphigenia, she sets in 
motion the chain of events that leads to the death of Agamemnon (150-54): 

Ovuiav 
r(Tpav, &vop6v tIV', a6atTOv, 

VEt1KS)V TSKTOVa oljUUpUTOV, OU 0Et- 

o pivopa- pipvct yap (poPepa nakiXvoptog 
oiKov6poo SoXia, pvalxtv Mfvtq TEKKvO6totV;. 

... yet another sacrifice, one without the sound of pipes and without a feast, a born 
maker of strife with no fear of man: for there awaits child-avenging Wrath, unforget- 
ting, fearsome, ever-arising, a treacherous housekeeper. 

This "other sacrifice" is specifically marked as not only avotoq, "without 
music,"90 but also as a5atzov, "of which none might eat" (LSJ, s.v.). Sarah 

86. Pucci 1992, 516, pp. 532-33, n. 11 observes that the middle voice, Ouopgvototv, expresses the self- 
serving motivation of the Atreidae. 

87. Peradotto 1969, 248 notes that the pregnant hare is an apt metaphor for a city under siege, teeming 
with life within the walls. 

88. With Fraenkel 1950, 91, most commentators take the Ouoiav Ertpav in reference to Iphigenia, e.g., 
Goldhill 1984, 24. Lebeck 1972, 34-35 interprets i-tpav as having "not one but three connotations. It is 
'another' sacrifice after the omen and 'another' after the sacrifice of Thyestes' children ... it is the sacrifice 
following that of Iphigenia as well: the murder of Agamemnon, repeatedly described by sacrificial imagery." 
On this last murder as sacrifice, see Zeitlin 1965. 

89. Fraenkel 1950, 88. 
90. Lloyd-Jones 1952, 96. 
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Peirce points out to me that the word has a technical ring. Its sense cor- 
responds to iyEusEno, used of sacrifices to chthonic powers, such as Hades, 
Hecate, and the Erinys.91 This points specifically to the killing of Agamem- 
non, which occurs before daybreak (as a sacrifice to infernal divinities 
should) and is performed for aqrT and the Erinys (1432-33). There is also a 
telling correspondence between VtK&C(OV T?KTOVa at lines 153 and 1406, 
where Clytemnestra calls her right hand itKaca TEKTCz V, maker of justice. 
The Menis who waits at home for Agamemnon is the daemon invoked by 
Iphigenia's sacrifice, and she wears the mask of Clytemnestra.92 By sending 
the tempest over Aulis, Artemis forces the king to choose between revenge 
and the riches of Troy on the one hand, and his child on the other. In either 
case, he will lose something, for the only effect Iphigenia's sacrifice ob- 
tains is to insure that Agamemnon will pay with his life for the destruction 
of Troy.93 

To a greater extent than has been realized, this enigmatic mode of dis- 
course is deployed throughout the trilogy and with special intensity in the 
Agamemnon.94 Indeed, spectators are warned at the beginning of the play, 
by the Watchman (36-39): 

Tl 6' akkxa otyJ7 3oicO nI yWt6o\ p?yac 

Pe43r!KeV' O`KO 
' 

a6 TOr6, si p09oyyiv Xd13ot, 

a(OpcaTaT' av kes8EV' cb0 LKOV ?Sy) 

raOoucilv a65) KOU .taMouo X10olp.at. 

I say nothing of the rest: a great ox stands on my tongue. The house itself, if it could 
talk, would speak most clearly; I, on the other hand, speak willingly to those who have 
intelligence, while I escape the understanding of those who do not. 

The possibility of saying something without seeming to do so is introduced 
here by the contrast between two manners of telling the same tale: the first 
straightforward, most clear (or most obvious, caqpcsaTra); the other cryp- 
tic, restricting understanding to persons equipped with special intelligence 
(jtaOouoytv).95 While Aeschylus' public had the benefit of clues embedded in 
the staging of the action, for us the presence of a riddle in the text is often 

91. Stengel 1920, 105. 
92. Fraenkel 1950, 92-93, argues against the idea that the Menis should be understood as Clytemnestra 

and takes it to be a reference to the Erinyes. One identification does not exclude the other, in view of the fact 
that Clytemnestra identifies herself as "the ancient fierce spirit" who takes vengeance. 

93. Winnington-Ingram 1983, 90: "What was necessitated by his [Agamemnon's] choice at Aulis was his 
death at the hands of Clytemnestra." 

94. Anne Lebeck was the first to observe that the ainigma is more than a stylistic device in the Oresteia: 
"The significance of a recurrent image unfolds in successive stages, keeping time with the action of the 
drama.... In its early occurrences the image is elliptical and enigmatic. It is a ypiTpo; or riddle whose 
solution is strung out over the course of the individual drama or the entire trilogy .... Prolepsis and gradual 
development of recurrent imagery, along with the corollary, movement from enigmatic utterance to clear 
statement, from riddle to solution, dominate the structure of the Oresteia. They govern the movement of 
thought within the single lyric, the relation between successive lyrics . . . and finally that between each sepa- 
rate play" (Lebeck 1972, 1-2). 

95. Dougherty 1993, p. 59, n. 35, points to Athenaeus 10.455 f. (citing Antiphanes), for the particular 
use of avo0dvstv in the sense of "getting" the meaning of a riddle. I thank Christopher Faraone for this refer- 
ence. Lebeck 1972, 28-29, notes the frequent use of pav06vrtv made in Cassandra's prophecy. 
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recognizable by metaphors that spin perversely out of control.96 Paradoxi- 
cally, scholars who have a profound acquaintance with the Agamemnon find 
these dense passages most suggestive, as they instinctively perceive several 
meanings at once that are both irreconcilable among themselves and rich in 
resonance. That is the case with the simile of the vultures, with which the 
Chorus begin their account of the expedition to Troy (40-59): 

icKacov !LV 1To; T65' ~TE?i nIptdCX .Pyact adVTril&Ko 
Mev?Xao avat ib6' Ayagpwvov 
?tOp6vou At60ev Kat bI(TK7ZTpOU 
zttiiq 6%up6v reiyoq ATpe&iav 
oTOr6OV Apyeiwv tXttova6Tqv 
T-fOa' danto pacg ippav, aTparzTizov dpwytrv, 
p?yav ?cK Oug0o KXcdovTe; apq, 
Tp6tov aiyuntCOv o'r' 1KraTiotg a&kyeot1 ai6cov 
tUiraTott XecXsv cTpopo6tvoUvTat 

ITzepu6ycv ipe1PTgoiov peoCTo6pvoI, 

6?PtvIoTnpr! t6vov 6pCTakiZXV 6k?oavZTer 
iraTcog 6' daiov Ti zts Ait6XXCv f nhIv fi Ze?i 
oiov60poov y6ov 6oupo3av T)v6E pLEToiKOV 

UCToep6Ototvov 7irpt7e1 icapaop3tcv 'Eptv6v. 

This is now the tenth year since Priam's great adversary at suit, King Menelaus and 
Agamemnon, the stalwart yoke of the Atridae, paired in the honour of two thrones and 
two sceptres derived from Zeus, put out from this land an Argive armament of a thou- 
sand ships to give fighting help, shouting from an angry heart the cry for a mighty war, 
like vultures that, in the extreme (?) for their children, high above their bed circle round 
and round, rowing with the oars of their wings, having lost the couch-keeping labour 
they had spent over their nestlings; but one in the height, Apollo, it may be, or Pan or 
Zeus, hearing the shrill cry of the birds' lament, and (feeling great compassion for) the 
denizens in his realm, sends on the transgressors her who brings punishment though 
late, Erinys. 

[Fraenkel] 

This simile is long, complex and, on the surface, incoherent. In an ample, 
epic opening the birds of prey are introduced as a metaphor for the Atreidae. 
Midway through, however, the mention of children and of a grief-stricken 
household redirects the reader toward the death of Iphigenia.97 The warriors' 
cry is likened to that of vultures, as is done, for instance, at Iliad 16.428- 
30: "They, as two hook-clawed beak-bent vultures / above a tall rock face, 
high-screaming, go for each other, / so now these two, crying aloud, encoun- 
tered together" (Lattimore). A frame of reference is thus established that by 
its subject as well as its style "announces the occasion"98: the heroic world 

96. For instance Pucci 1992, 526 (about the imagery of Iphigenia's sacrifice): "a chaotic mingling of 
figures"; Denniston-Page 1957, 81: "The mixture of metaphors is reckless." As Fraenkel 1950, 464 says, "A 
poet has now and then a hard time of it with his learned commentators." 

97. Lebeck 1972, 8-9 notes that the mourning of the "metics" suggests Iphigenia and that there is a "dis- 
crepancy between the analogue and the situation which it is chosen to describe." The same point is made by 
MacLeod 1982, 133. 

98. K6ngas-Maranda 1971, 58. 
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of war. In this manner, the audience is led to expect a set of corre- 
spondences between the launching of the expedition and the behavior of 
birds of prey. Then, as the simile unfolds, these expectations are frustrated 
at every turn. The interpreter who continues to work within that initial frame 
is forced to stretch the meaning of words beyond credibility and, eventually, 
to abandon the search for illuminating connections between the image and 
the subject to which it ought to refer. The passage is, in fact, so rich in dis- 
sonance as to suggest a different strategy. Instead of trying to reconcile at 
all costs the opening metaphor with what follows, or take refuge in a broad 
notion of polysemy, an effort will be made here to bring the incoherences 
into the foreground and expose their full disruptive power. A pattern will 
then be apparent, showing that there is no coherence because none was 
intended, and that the expectations of the audience are systematically frus- 
trated, leaving those who "don't get it" in helpless confusion. A cunning 
mind, on the other hand, would realize that the true meaning of the utter- 
ance lies beneath the surface. The awareness that there is a hidden story in 
which the troubling elements fit to perfection is the first step towards 
understanding. 

After casting the kings' cry to war as the cries of vultures, the metaphor 
extends to movement: the Atreidae putting the fleet to sea lift an expedi- 
tion, suggesting an upward movement corresponding to that of the birds, 
soaring highest above their nest; and the birds fly like ships, on the oars of 
their wings. After this point, the theme of the launching of the fleet begins 
to slip out of the metaphoric grid established by the image of the vultures 
grieving for their lost chicks. To see the rage of the Atreidae as equivalent 
to the despair of the birds means seeing Helen as a helpless nestling-a 
puzzling thought, if you reflect that just below (62) she is unflatteringly 
called a "woman of many men," rnokuavwp yuvv. The dispatch of a single 
Erinys by some god may refer both to the host that will descend on Troy 
and to the Erinys who will shout in triumph over Agamemnon's corpse 
(1117-20; 1235-36). The next image, however, presents real obstacles: the 
cries of the birds, which served at the beginning to evoke the "cry for a 
great war," have become a choral lament for the dead, oiov6Opoov y6ov. In 
conjunction with the reference to vultures, the mention of a goos unmistak- 
ably appeals to the simile describing the reunion of Odysseus with his son 
at Odyssey 16.216-19, but that scene-two men weeping uncontrollably- 
introduces here surprising, unwarlike connotations.99 With its primary sense 
of "lament for the dead," the use of goos calls for an explanation, since 
Helen has not died (nor will she for a long while). So far, the only one to 
have died is Iphigenia.100 

The connotations of the goos in fifth-century Athens are strong and 
specific. They have the power to affect deeply an audience who confronted 

99. Fraenkel 1950, 29 notes that in the Odyssey "the birds ... only lament in pain." 
100. Fraenkel 1950, 36: "In Aeschylus I find only a single passage (Prom. 33) where the lament is not 

connected in some way with a dead body or with death." He considered and then dismissed (p. 32) the possi- 
bility that the phrase refers to Iphigenia: "Naturally it occurs to no one that the Atridae have lost 
children... ." 
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FIG. 4.-Prothesis. Attic funerary plaque. Metropolitan Museum of Art, New York, inv. 
54.11.15. Rogers Fund, 1954. 

the image with the experience of actual death rituals, besides the memory 
of literary and visual representations. Firstly, the absence of an actual death 
is not a minor concern. Lamentation is offered in the presence of the dead at 
the wake and at the grave. In visual representations of the prothesis and 
burial the deceased is the centerpiece-the object towards which the wail- 
ing is directed, around which the mourners move and dance.101 As a rule, 
that is, there is no goos without a corpse.102 Secondly, although in epic 
poems men may sing the goos (as Achilles for Patroclus at Iliad 24.513) in 
late archaic and classical Athens the singers of the goos are women, 
shown around the bier, disheveled, tearing their hair and clawing their 
faces103 (Figure 4, p. 31). The image that would first come to the mind 
of the audience at the mention of a goos may well resemble the sacrifice 
of Polyxena on a sarcophagus of the early fifth century: as the maiden's 
throat is being slashed, her sisters throw themselves on their knees, fling 
their arms in the air, tear their hair, and cry.104 Unlike the threnos, which 

101. Late Geometric representations of the wake and the procession to the cemetery are collected in 
Ahlberg 1971; a summary analysis of the iconography of mourning is given at pp. 292-304. For represen- 
tations of funerals on late archaic and classical vases and monuments, see Shapiro 1991, 629-56. The formal 
lamentation began at the prothesis and continued with the formal ecphora through the burial; see Alexiou 
1974, 4-23. Legislation attributed to Solon, aimed at curbing the dramatic display that accompanied aristo- 
cratic funerals, allows us a glimpse of the importance of the goos and the role of the women of the house in 
these pageantries; see Humphreys 1980, 98-101. 

102. It is true, as Seth Schein points out to me, that in I/. 6.497-502 Andromache leads a first goos for 
Hector, although he is neither dead nor even in the house. This, however, may be the exception that proves 
the rule, if it is a play upon a familiar image to convey a sense of Hector's certain death. "Lamenting a person 
before his death was also an offense in antiquity as it is in modem Greece," observes Holst-Warhaft 1992, 
103. 

103. Alexiou 1974, 6; Holst-Warhaft 1992, chapter 4. 
104. The discovery was made at Karabiga (the ancient Granicus). I am grateful to Brian Rose for a pro- 

visional verbal description of the scenes; the sarcophagus is to be published in Studia Troica 6 (1996). 
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is sung by men, the uncontrolled shrill wailing of the goos carries femi- 
nine connotations that are hard to reconcile with the heroic tone of the war- 
cry that had been proposed at the start of the simile of the vultures. These 
are reinforced by the use of Op'opat-a word used exclusively of female 
voices-in the compound oiov60poov.105 To make matters worse, the goos, 
which was the task of the near and dear, the kin of the dead person,106 is 
here instead sung by "metics," alien residents. How are we to understand 
that word here? Birds of prey may be understood as "denizens of the sky" 
and so as metics in the realm of the gods,107 but that concept is not appli- 
cable to the Atreidae without some strain. Moreover, in the context of a 
goos, the olKO; to which reference is made should be that of the dead 
person, not of the gods. Adding to the impression that the metaphor is out 
of control, the Chorus call the "metics" "these" with the deictic di6e, as 
though they were near and one could point to them-in Argos, that is.108 

A certain coherence becomes visible beneath this jumble when one 
reflects on the use that is made in the trilogy of the figure of the metic. The 
characterization of the mourners as aliens residing in the palace of the Atre- 
idae, of their singing as female voices shrieking, and of their song as one 
that calls for vengeance is an apt description of the Choruses of the Libation 
Bearers and the Eumenides. Indeed, the next mention of "wailing metics 
in the palace," Op601stvot [toT01KOt 6o0w)v, is at Libation Bearers 970-71.109 
The Chorus themselves, the Choephori, are aliens too, slave women brought 
to Argos from a "besieged city" and now coerced to do the bidding of 
Clytemnestra and Aegisthus.?10 Instead, they instruct Electra to invoke re- 
venge. In more ways than one, they are the full-blown incarnation of the 
goos singers so briefly and cryptically mentioned in the simile of the vul- 
tures: aliens in the house, who perform a passionate dirge calling for an 
avenger to come. There are other remarkable points of correspondence: in 
the Agamemnon, the !/tOIKOIt sing for a god to hear them (Apollo or Pan or 
Zeus) and send an avenging Erinys-who is then embodied in Clytem- 
nestra (1498-1504). In the Libation Bearers, the call for an avenger (121) 
is answered by Apollo with the dispatching of the Erinys, who materializes 
in Orestes (575-78; 649-51). The Choephori also explain the purpose of 

105. Alexiou 1974, 11-14, 102-3, particularly pp. 225-26, n. 6, with reference to significant passages. 
On the use of Opeolat in tragedy, see Garvie 1986, 316. 

106. Alexiou 1974, 12-14 stresses the difference between "the threnos of the professional mourners, 
which was a proper song," and "the goos of the kinswomen, which was merely wailed," and proposes that the 
goos was the specific task of the next of kin. See also Seaford 1994, 84-85. 

107. Fraenkel 1950, 36-37: "The birds ... are p.LTOtKOt in the heavenly nr6Xt." 
108. The use of the demonstrative pronoun to refer to the vultures has been found so troubling that the 

wording was amended from TCov6e to rTV 5e (Hermann). Fraenkel 1950, 37-38 gives a full discussion of the 
problem. 

109. While there is no agreement on who these "mourning aliens" may be, several commentators have 
suggested that the Chorus refer to themselves as sTotWKOt; see Garvie 1986, 315-16. Garvie notes that "the 
word applies best to the Erinyes, who had taken up residence as unwelcome aliens in the palace. . The 
word applies as well, as I argue directly, to the Choephori, in that they are Erinyes-like. 

110. Although most commentators believe that the Chorus are Trojan captives, they give no hint as to 
their origin. They characterize their servitude as inevitable and god-given. Garvie 1986, 53 remarks that 
"Since the Chorus will later appear as conventional representatives of Argos itself it is odd that Aeschylus 
should here stress their status as prisoners-of-war (75-77)." 
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the lament over the slain (323-31): as the dead are mourned, the guilty are 
revealed and the mechanism of justice by revenge is set in motion.111 

In appearance and behavior the Choephori are also a good match for the 
Erinyes: both the invisible Chorus of the Agamemnon and the Chorus of 
Eumenides. Many have noted that their loyalty to Agamemnon and the 
fierceness of their grief are extraordinary.ll2 No less so is the authority with 
which they speak and are addressed, and their zeal in helping Orestes. Like 
Furies, they are dressed in black and unpleasant to see: old women in rags 
with faces disfigured by bloody gashes.13 They call for the same kind of 
Justice that animates the Furies in the Eumenides (306-14; 400-404) and 
take on as ferocious a tone, for instance at lines 267-68: "May I some day 
see them dead in the pitchy splattering of flame." Like the Erinyes who sing 
the dirge for Iphigenia, the Choephori are a "troop" that look forward to 
their triumph over the corpses of Clytemnestra and Aegisthus.114 Whoever 
they are, it is fair to say that the Choephori function like Furies. The figure 
of the metic has connotations essential to that role. Consider how the 
Erinyes appear to Cassandra in the Agamemnon (1186-93), a cacophonous 
choir that has drunk blood and asks for more: 

Tzv yap oGTyrlv TrvS' oiUrOT' cEKXEItE Xop6g 
,6p(p9Ooyyog OUK Eiq(pxvo9' oD yap eD Xyes. 

Kai ptlv TCETC7oKo) y7, COg Opac6vwE Oat ntXeov, 

pp6OzEov actla KtpOg E?V o66Ootg pIVEI, 
6io7Ep7rcUto g Ec, uyy6vcOv 'Eptivi6)v 
6dVvoUat 6' ipvov 6Ocpaatv 7tpocrlpEvat 
7pti)TapXov aTlv, ev pEpEt p ' 

dt ainZUoav 

EL6vg d6kEXpoU TtI caTOoUVTI 68UCpTEVEi;. 

I say that from this house there never departs a choir that sings in concert and yet with 
no pleasant sound, for not pleasant are its words. Aye, and it has drunk-and grown 
bolder thereby-of human blood; and it abides, that revel rout, within the house, not to 
be turned away, the rout of the Erinyes bred in the race. And they sing their song, beset- 
ting the chambers, sing of the mind's blindness that began it all, and each in turn they 
vent their loathing for a brother's bed, hostile to him who trampled on it. 

[Fraenkel] 

The point that the infernal band has made its nest in the palace and will 
not be turned out must be important if it is made three times in eight lines: 
OVuirOT' ?Kci7cTt (1186), iv 66potiS pivst (1189), b6UinerC LTrRog 'o (1190). They 
are unwelcome aliens in the house-metics, in a sense. The metaphor is 

111. Seaford 1994, 91-92. 
112. Garvie 1986, 54 explains their behavior by comparing it to that of other faithful slaves, such as 

Briseis in the Iliad, or Tecmessa's in Sophocles' Ajax. 
113. Cho. 24-31. For the age of the Chorus, see Cho. 171. 
114. Compare Cho. 386-89: E(pupvosat yEvots6 IoL tFTEUKi-/ Evz't 6Xokuyp6v av6p6S / OeIvojpvou 

yuvatK6cg ' / 6k.kupEvag to Agamemnon 1117-18: oTIoasg 6' dKo6pToo ykvet1 KcaoXoU drco O6paTro XeuoCipou. 
The Choephori are also called a oTaos; at 114, 458, as are the Furies at Eum. 311. At Eum. 604-5 the Erinyes 
say that they did not pursue Clytemnestra. Nevertheless, Orestes (Cho. 276-84) is stirred into action by the 
threat of Erinyes arising from the blood of his father. Garvie 1986, 173 compares the Choephori to the 
Furies, as the latter are represented at Ag. 1186-93 and Eum. 321-34. 
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apt. The Furies are quintessential metics, since their job is to migrate from 
their place under the earth and settle wherever murder of kin has occurred. 
This figure is fully played out at the very end of the Oresteia, when Athena 
offers the Erinyes a place in her land, if they will change their ways. Their 
transformation into Semnai-from hateful intruders in the orcKO to wel- 
come guests in the polis-is complete when they trade their black robes 
for the red dress of the Athenian metic (Eum. 851-52, 916, 1010-11, 
1018-31). 

The phrase "the piercing lament of these metics" triggered comprehen- 
sion in Aeschylus' audience, following as it does subtler hints, created just 
before in the simile by ambiguous expressions. The chicks are 7acd6S, 
although the meaning of ncaii is otherwise limited to human offspring.115 
"YnaTot Xe.Xov oTrpo(po6tvoivrat can be taken to mean that the vultures 
circle high above the nest in desperation, as they do in the Odyssey simile. 
But the ostensible correspondence that was set up at the beginning with the 
departure of the Argive fleet an6 X6paS introduces the idea of moving 
away, which cannot be reconciled with that of circling in place. If the met- 
aphoric connection to the departure of the fleet is to be maintained, the 
phrase should be understood as "wheeling turning away from the nest."116 
But this understanding conflicts with the image of birds circling in despair 
over their empty nest. The second instance of a phrase whose meaning 
changes radically with a change in discursive context is 6jtvIoToprq nO6vov 

opTraktiXv 6XokcavTEq (54). Cut away from a specific context, the phrase is 

capable of two distinct meanings: either "having lost the labor of nurture 
spent over their nestlings" or "having destroyed the labor of nurture spent 
over their nestlings." The first reading may be fitted (albeit implausibly) in 
the initial frame of reference, concerning the loss of Helen. The second, 
however, fits the logic of what follows and points to a different story. If 
death has visited the nest, it is natural that there should be a goos; if re- 
venge is invoked, this is murder unpunished. 

Lexical ambiguity and metaphorical ambiguity, the sense of sliding onto 
a terrain where the images no longer make sense, are key features of the 
riddle.117 The vultures metaphor has, in fact, the characteristic structure of 
the riddle: an opening frame of reference (the gathering of the host); de- 
scriptive elements, both literal and metaphorical (the war-cry, the oared 
wings); the "block," or elements that are in conflict with the preceding (the 
goos, "these" metics); and a concluding frame of reference, different from 
the initial one, in which the conflict is resolved (the sacrifice of Iphigenia 
and the revenge of Clytemnestra).118 Solving the puzzle depends on the 
ability to recognize that certain features-the pains "on untrodden ground," 

115. Denniston-Page 1957 note that this use of niat; "is abnormal" and rightly compare it to the use of 
Ivtv at 717. This is not a coincidence, since the lion cub parable where the last term appears is as much of a 
riddle as the vultures simile. See the analysis of the parable in Knox 1952. 

116. I take ntat&v / ... XeXyov (47-48) as a genitive indicating movement away from the nest, follow- 
ing Young 1964, 1. 

117. Arist., Poet. 22: "By merely combining the ordinary names of things this cannot be done, but it is 
made possible by combining metaphors. The very nature indeed of a riddle is this, to describe a fact in an 

impossible combination of words ...." On the riddles of Greek oracles, see Dougherty 1993, chapter 3. 
118. Petsch 1899, 48-50. 
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the goos of the metics, the Erinys-are a "block." They refer to a differ- 
ent subject: not the rape of Helen leading to the destruction of Troy, but 
the sacrifice of Iphigenia, the choir of Furies, and the imminent murder of 
Agamemnon. In order to respond to the clues given in the "block," the 
audience must realize that at that point the context has become unstable, as 
regards both the subject at hand and the mode of discourse. With a switch 
in the terms of the metaphor, the vultures are described behaving just as 
the Atreidae did.ll9 In moving from the initial frame to the final one, the 
ambiguous items mentioned above (the use of nrati for non-human children, 
the double sense of &Xc6Okkut, for instance) are points of transition, being 
applicable to one as well as the other, that produce a moment of hesitation 
between two equally viable solutions. 

Altogether, the seemingly dissonant elements of the simile align them- 
selves in a continuous counterpoint that overwhelms the opening theme. 
The Atreidae call for war, their cry like that of vultures, and set off from 
the land of Argos, anb6 Xc)pac. Then a keen listener will be aware of a re- 
versal in the mode of discourse-from metaphorical to literal-as the vul- 
tures are cast as Atreidae, rather than the Atreidae as vultures. Like the 
Atreidae, the vultures are turning far away from the nest, irai6cov U3TaTot 
keCXcOv GYTpo(po6tvobvTat. They have destroyed "the labor of nurture spent 
over the nestlings" (Clytemnestra's labor) by sacrificing Iphigenia. This 
killing, yet another murder in the family, brings on the Furies, just as in 
the Libation Bearers "assaults of Furies" issue from Agamemnon's blood 
(283-84) and Clytemnestra's (1048-58). These install themselves in the 
house, foul guests who will not leave, and raise their terrifying goos.120 It 
is hardly by chance that the metaphor of the Furies as metics, introduced so 
near its opening, is also the one with which the trilogy ends. Other images 
set out in the riddle of the vultures are echoed later in the Oresteia. After 
the murder, Clytemnestra recalls the mourning over Iphigenia (1526), and 
the curiously specific figure of the bird who kills his own surfaces again 
at the end of the trilogy in Athena's banishment of civil strife (Eumenides 
866): EvotKiOU 6' opvt0oo ov X&yo) pdarlv, "I forbid the fight of the bird 
within the house." 

The same movement, leading into obscurity from an apparently clear 
commentary on the causes of the war occurs at Agamemnon 369-84. Here 
too the oracular form of the riddle is at work. Just before, the Chorus had 

119. Taylor 1943, 130: "The positive and negative descriptive elements constituting the essential struc- 
ture of the riddle form the basis for classification and study of the genre. The details of the positive descrip- 
tive element imply the answer but mislead the hearer because they are understood figuratively rather than 
literally.... The negative descriptive element can be recognised immediately because it seems to be impos- 
sible. In other words, a true riddle consists of two descriptions of an object, one figurative and one literal, and 
confuses the hearer who endeavors to identify an object described in conflicting ways." 

120. The mention of the goos appears all the more sinister in view of the oaths to which Clytemnestra 
refers after she has killed him (1431-33): KaI tfv5' drKOue 6opKiowv p)v 90ptV- / pab TnV TXkEtov Tfi' efiiq 
ratr66 AIKTbV / 'ATqv 'Eptv6v 0' 'ot TO6v' ctap' 1y?b. Zeitlin 1965, 476-79 argues that the phrase echoes 

legal terminology-literally: "Yes, you understand (or have heard) the righteousness of my oaths"-and that 
these are the oaths Clytemnestra swore after the killing of her daughter and before Agamemnon's return. She 
tells the Chorus now that by her action she has accomplished what she promised. When did she take the 
oaths? As Alexiou 1974, 1978-79 points out, the funeral, where the goos is performed, is traditionally the 
place where revenge is vowed, over the corpse. 
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expressed the view that the destruction of Troy was the will of Zeus; it 
resumes that train of thought at line 385, with the mention of Peitho in 
reference to Paris and the abduction of Helen. The sense of the passage in 
between is unclear on the surface, beginning with the thought that, while 
someone may say that the gods do not punish men who destroy beauty, the 
pious man knows that they do. Then, after a very obscure phrase mention- 
ing progeny ('yyovot) and ruin, wealth and pride, there is admonishment 
against excess, followed by the prediction of doom for the rich man who 
has no regard for Justice (369-84): 

OUK c(pa TtI 

0eoi0; ppo'rcv datoUo0att Pa Xtv 

6Toot dOiK:Tov Xdplt 

rcaToiO'" 6 6' 06K ecoE3icl' 

7it4pavrTa 6' t77yyvouq 

d-TookrTwvv aprlt 
mIve6vTtv pcEiov i 6tKiKatio, 

(p)Xe6vtov 6opdTicv 6Uepcpeu 

6UTp Tzb PTIoTOV. COTs) 6' TaTi- 

PavTOV, COOT' t7rapKciv 

?U Tpactri&ov XCtaovrt 
ou yap oCTTv nactkat5 
rto6Tou 7tpb6 KOpOV dvSpi 

XaKTicravTt 0uyav AiKaq 

po1(6V eiS &(pcvitav. 

Someone said that the gods do not deign to punish mortals who tread on the grace of 

virgins; but that man does not do the gods honor. It is apparent that there will be re- 
wards for acts not to be dared towards one's children,121 even as they swell with pride 
greater than is just, even as the palace overflows beyond measure, beyond what is best. 
Let what is not harmful be enough to satisfy the man who has acquired a wise heart. 
For wealth offers no defense to a man who in his arrogance tramples the great altar of 
Justice into oblivion. 

The reference is apparently to Paris and Helen but so riddled with ambi- 

guities that it remains obscure. What is, who is, dptS adOiK'cov, and who 
treads on it? It should be the same man who has crushed the altar of Justice 
under his foot: Paris, who violated the laws of hospitality. But when the 

image recurs, several times in the trilogy, the trampling foot belongs to 
Agamemnon, the conqueror of Troy: TOV v TOV 766' cva,, 'IXiou 7rop09iTopa 
(907). The metaphors that cast Troy as Iphigenia in their common destruc- 
tion produce here a pointed ambivalence. While the conquering foot refers 
to the destruction of Troy, the term aiOKTrog, which is frequently used in 
the sense of "virgin," brings back the picture of Iphigenia as she sang for 
her father and his guests: adtapcolToS, inviolate, in her virgin years.122 And 
the mention of overblown men and a palace overflowing with riches is 

puzzling with regard to the Trojans, although not at all in reference to 

Agamemnon. 

121. 1 take ?yy6vouS as an accusative of relation, specifying the persons with regard to whom action was 
taken. 

122. Conacher 1987, 19. 
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As in the simile of the vultures, the ground has shifted: the Chorus are 
no longer concerned with the punishment of Paris. Their language hints at 
Agamemnon's willingness to sacrifice his child and the welcome that waits 
for him in Argos. "Apr (plural of apoq, "gain" or "help") is a play on the 
homophony with adpi, "ruin":123 Agamemnon's reward for &zoktrla-that 
is, the "all-daring" decision to kill Iphigenia (rXavTzzoT ov, 221)-is death 
at the hands of the "child-avenging Menis" who waits for him at home 
(155). The mention of Justice is an allusion to that "Justice accomplished" 
invoked in Clytemnestra's oath, Tzv T??OtV T 1] ifS 

- 
nat66S AiKcqv / "ATzNv 

'Eptvuv (1432-33). The same ambiguity in the purpose of Dike has, in fact, 
been recognized in her greeting to Agamemnon: "Quickly, let there be a 
path spread with purple, so that Justice may lead him into his unhoped for 
home." Her words are spoken as though they referred to the rightful revenge 
of the Atreidae for the abduction of Helen and her husband's safe return, 
against all hope. But the audience understand that justice has yet to be done 
and that the purple path he walks leads him to his grave.124 The final frame 
of the riddle accommodates the references to arrogance and excessive 
wealth. As Clytemnestra says (962), the house of Atreus "knows not how to 
be poor." In the boasting and display that mark the carpet scene, the spot- 
light is again on Agamemnon's foot. Invited to step on the beautiful tapestry 
and into the palace, Agamemnon hesitates and resists his wife's taunts 
(933-38): 

K. qiiuco Oeol 6eicyaS av 66' Ep6Esv Ta6d; 
Ay. erTep Tt;, ei66og ' eU z66' ei4rcov Trkog. 
K. Ti 6' av boKe C oot Ilpiap.o, ei Ta6' jVUGev; 
Ay. VOv 1OtKtot V Kapzad ot pf vat 6OKEI. 
K. Itil vuv TOV dv0pC7?ctov ai6Ce90c s/6yov. 
Ay. (plrtr y7c pEVot 6qp6Opoug p[ya C0evit. 

K1. Would you, in an hour of terror, have vowed to the gods to do this? 
Ag. Yes, if any man with full knowledge had prescribed the performance of this ritual. 
K1. What do you think Priam would have done, if he had achieved this? 
Ag. I think for sure he would have walked on tapestries. 
K1. Have no aidos then for the reproach of men. 
Ag. And yet the voice of the people has great power. 

[Fraenkel] 

Clytemnestra outlines a correspondence between her request and the con- 
ditions that led to the sacrifice of her daughter: dread of the storm, unques- 
tioning acceptance of Calchas' interpretation of omens, greed for Priam's 

123. The possibility that aprl may be the nominative plural of apo,, "gain" or "profit," is not listed in 
Dawe 1965. The word has been understood either as "Apq, "war-spirit," or &pri, "ruin," and connected to 
tnve6vTov; see Fraenkel 1950, 195-98. "ApoS has been reliably restored at Supp. 885; see Johansen and 
Whittle, vol. 3, 216-17. Hesychius defines the word as "help" (6(peko;), but also "reservoir for the collection 
of rain water" and "unintentional damage." Chantraine 1968, 112 connects it to &pvuCat, which means to ex- 
act a penalty as well as to win a reward. Connecting these apparently disparate meanings may be the idea of 
"consequence" as outgrowth or surplus. Denniston-Page 1957, 102 come close to the sense I suggest in tak- 
ing the word to mean "harm" as penalty. 

124. Denniston-Page 1957, 148: "The hidden meaning is: 'that Retribution (for Iphigenia) may lead him 
to a home far different from the one he expected'." 
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wealth, and unwillingness to face the hostility of the army by abandoning 
the expedition against Troy. The foot eventually comes down, reluctantly 
and unshod, on the precious cloth. He feels aidos-the king explains-at 
the idea of wasting the possessions of the house by walking over them, de- 
stroying with his foot textiles worth the price of silver. Throughout this 
scene, the implied references to Iphigenia direct the audience to reflect on 
the distinction between true and false wealth: the ayakga of the house has 
been destroyed without regard for her aidos, but that concern is freely ex- 
pended over tapestries.125 Agamemnon acts out the distinction made by the 
Chorus between the righteous households, whose riches are its children, 
and gilded mansions where tainted wealth is prized (761-81). 

IN CONCLUSION: AIDOS, ATE, AND THE GRIPHOS 

This study grew out of research about the way visual imagery operates in 
ancient Greek culture and the hypothesis that its power to communicate lies, 
at least sometimes, in the fact that the image is directly keyed into language 
by the mechanism of metaphor. Through the analyses of aidos and ate, I 
have argued that a word is capable of putting on stage an intellectual con- 
struct, and does so by calling up to the mind of the audience the visual figure 
that gives that construct comprehensible form. While some metaphors are 
shared by many societies, others, such as "ate is a storm wind," are culture- 
bound and not intuitively accessible to the outsider. The word may survive 
translation to another time and place, and the image may too, but the sense 
that they are joined is lost in the process. It can be recovered in some cases 
through patient collation of verbal and visual imagery. Because Aeschylus 
relied on metaphor's power of visual suggestion to an extraordinary degree, 
the erasure of the metaphorical connection leaves blanks in our reading of 
the Agamemnon. For this reason parts of the text have seemed unintelligible. 
That in several places the restoration of the image sheds light on the text 
is a small but significant gain.126 Students of tragedy will measure the use- 
fulness of this approach by what has been gained toward an understanding 
of the play. One can point to results as regards its conceptual underpinnings 
and what may be called the architecture of the Oresteia. By the last I mean 
the use of figures of light to articulate an overarching metaphor that frames 
the trilogy, and the use of enigmatic diction as a narrative and dramatic 
device. 

Aidos, embodied in Iphigenia and projected through her upon the city 
of Troy, adds specificity to the way in which the murder of Agamemnon is 
the counterpart of her "corrupted" sacrifice. Just as that sacrifice was a per- 
version of the ritual, so his own death caught in the web of the robe is a 
perversion of the rightful practice of aidos. But the true significance of 
aidos in the Agamemnon has to do with its relation to the central concern of 
the Oresteia: dike. In poetry as well as in philosophical texts the partner- 

125. Winnington-Ingram 1983, 91-94. 
126. I have found manuscript readings acceptable atAg. 56 (rTv be), 131 (aia), 374-75 (Eyy6voui, &ap), 

767 ((pdoug), and Supp. 164 (aTav). 
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ship of Aidos and Dike is stressed with particular regard to the workings 
of lawful society.127 Its civilizing function gives aidos a distinctly social 
dimension. When he crosses the boundary of decency, Agamemnon does 
more than go against the natural order of things by perverting the affection 
a parent should have for his child. He commits a crime against a cardinal 
rule of society, which says that the innocent and helpless are protected so 
long as they behave. The social function of aidos calls for a social dimen- 
sion of dike, but the only justice available in the pre-polis world of the 
Atreidae is revenge enforced by the Erinyes, the kind of justice that pro- 
ceeds from bloodshed to bloodshed without redemption. In the Libation 
Bearers it seems, for a moment, that the exercise of aidos might prevent the 
next murder. When Clytemnestra begs him to spare her, with an appeal to 
the aidos he should have for the breast that nourished him, Orestes wonders 
what to do: rlzTep' ai6so0c Kravctv; (899). But he must act under the con- 
straints of a society where dike and aidos-the revenge he owes his father's 
ghost and the honor due his mother-lead in opposite directions.128 Allow- 
ing Clytemnestra to live might halt the flow of blood, but only for a while, 
since the Erinyes of Agamemnon would continue to demand their due. 
Each in his own wretched way, Agamemnon, Clytemnestra, and Orestes are 
compelled to violate aidos in their pursuit of dike. The solution to Orestes' 
dilemma-how to reconcile the demands of aidos with those of dike-is 
the subject of the Eumenides. In Athens the hoary justice of Zeus is trans- 
formed by the intervention of younger gods, Athena and Apollo. Personal 
revenge is replaced by social mediation, with the institution of a civic body 
for the trial murder cases, the Areopagus, governed by aidos.129 Although 
the word aidos is never mentioned in the last play, it is implicit in the figure 
of Orestes as suppliant, and therefore aiboiog, and in the advice of the 
Erinyes to mankind (Eumenides 538-41): 

ciS zT6 rdv [56] oGt eyco 

Pc30ovv dSi6cyat 6iKas' 

ir6?s viv 

KpSo0; i65V d0p 7nroi X& darTiolS. 

All in all I tell you to honor the altar of Justice and never, your eye set on profit, dis- 
honor it by treading over it with impious foot. 

This unjust man of unseeming wealth recalls the one mentioned in the 
Agamemnon, 370-84, at the close of the ainigma that begins and ends with 

127. In the Homeric Hymn to Demeter aidos and charis are said to reside in the eyes of kings when they 
render judgment; in Sophocles' Oedipus at Colonus, 1267-69, Aidos shares the throne of Zeus. The point is 
made more explicitly in Plato's Protagoras, 322C, where aidos and dike are the very instruments sent by 
Zeus to bring order in the community of men. How aidos functions as an instrument of order is explained 
in P1. Leg. 11.917. In Aj. 1065-66, Menelaus states that no army could be disciplined without the guard 
(7p61p3k.La) of fear and aidos. 

128. The point is made by Erffa 1937, 92-93. 
129. Lebeck 1972, 146 states clearly the nature of the change: "Their [the Erinyes'] narrow conception of 

Dike expands in the course of the play to become congruent with that of the polis, until at last they substitute 
the tie of citizenship for that of kinship and for punishment of kin murder punishment of civil strife." See 
also Seaford 1994, 92-105. 
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the vision of the foot trampling and destroying: first the Xdptg d0iKTcov, 
then, as here, the great altar of Justice.130 

Because she is often painted as an ill wind but seldom addressed by 
name, Ate has received remarkably little attention in commentaries on the 
Oresteia. She has, nevertheless, a central role, being the matriarch of a 

dynasty of atai leading to the ate that compels Agamemnon to kill Iphigenia 
and impiously sack Troy, then to the ate that drives Clytemnestra to murder, 
and on to Orestes' "blameless ate."131 One might say that ate is the opposite 
of aidos. Where the one prescribes order by setting boundaries never to be 
crossed by either the powerful or the disadvantaged, the other is the agent of 
chaos, who erases demarcations and incites violent transgression. Just as 
aidos is key to the new order established by Athena in the Eumenides, ate 

belongs to the old way of justice, which Clytemnestra summed up in her 
oath by Dike Ate Erinys. This ancient form of 6IKTI can only be accom- 

plished under the spell of ate by the exercise of Opadog, which brings about 
more polluting bloodshed.132 ?pdcyoS is a property defined in opposition to 
aidos as dvai6tca.133 It is first mentioned in the Chorus' sententious reflec- 
tion over the madness of Agamemnon at Aulis (222), then in the allusion to 

Clytemnestra at line 770-the boldness of black ate over the palace. The 

queen herself, when she boasts of the murder, is Opaot6Tozoto (1399). While 
she acknowledges, albeit ironically, the aidos she owes her husband (600), 
her project represents the quintessential offense against aidos: "What audac- 

ity: the female the slayer of the male!" (1231). The outcome of her revenge 
is not order but the coming of other Erinyes and renewed gales of ate. In the 
Eumenides, the former Erinyes break the vicious circle precisely by exclud- 

ing the work of ate from the polis (980-83): 

pnr MtouGa K6OVItq tXCav alpSa roXltTav 

5t' 6pyav totvdcq 

&vTlpo6vouS arta 

ap7iakioalt n6kwc,. 

Let no dust that has drunk dark citizen blood in anger thirst after ate's murderous re- 

venges, in the polls. 

Nor is wind imagery missing from this scene. Athena asks that "the blasts 
of winds, come down from the sky, may blow in the sunlight as they ap- 
proach earth" (905-6). The enthroned Eumenides respond by banning de- 
structive winds from the land (938-40).134 

Finally, the premise that one must reckon with the visual side of literary 
imagery allows a fuller appreciation of Aeschylus' extraordinary use of the 
riddle. "Riddle," however, even if one calls it griphos, is a poor word for 

130. Lebeck 1972, 163. 
131. Cho. 830. Scott 1966, 468: "Since the images of the wind accompany the crime and vengeance of 

the various members of the house of Atreus, I suggest that it is meant to mark the long chain of destruction. 

Avenger destroys and is himself avenged-and the wind joins in each step." These words are an apt descrip- 
tion of the work of ate. 

132. Cho. 400-405. 
133. Cairns 1993, 151. 
134. The image of the blistering wind at Eum. 939 (q(poypo06) should be compared with that of the 

derangement of Ajax at Soph., Aj., 195: trcv oupaviav (p7y7ov. 
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what Aeschylus is doing, in part because it calls to mind the humble folk- 
riddle, in part because it has the connotations of a conjuring trick. As a her- 
meneutic mode the riddle operates in the Agamemnon in a rather grander 
manner. It is, first of all, the means by which dramatic mimesis is decon- 
structed. The audience are made aware from the start that they must deci- 
pher what they see and hear, as they are given powerful visual and verbal 
clues that Clytemnestra is not Clytemnestra but the avenging Erinys and that 
the feast she prepares for Agamemnon is his murder. By such means the 
action on stage comes to be viewed as a play within the play. No small part 
of the tragedy is the spectacle of men unable to see through the speciousness 
of appearance, and to divine the meaning of so many clues cleverly laid 
before their eyes. 

The enigmatic mode that is explicitly adopted for the prophecies of Cal- 
chas and Cassandra is that of oracles. The Elders recur to the cryptic form 
of the riddle to allude to the killing of Iphigenia and the pollution that 
permeates the house of Atreus, while what they seem to describe are the 
origin of the Trojan war and the departure of the Atreidae. As Lebeck 
saw,135 the Chorus have "prophetic power"; it comes from the same source 
as Calchas' and Cassandra's: from the gods (104-6): 

KUpt6O; cipt poSiv O6tov KpdTO; aciotov dv6bpsv 

?KTe?X?V' eZT yap 0e60ev KaTaztvv6et 
iret90C, poXkatv aXKcdv, i6tpu0To; aC6v. 

I have power to tell of the auspicious command ruling the expedition, the command of 
men in authority: for from the gods power of persuasion born of old age inspires a bold 
song. 

No satisfactory understanding of the last line has been achieved, but the 
statement that the authority that enables them to make revelations (Opociv) 
about past events comes from a god or gods is explicit enough. Fraenkel 
observed, and then dismissed as insignificant, the oracular connotations of 
the wording,136 but the figure of the inspiration as a TivetUat that produces 
song is common for poetic inspiration and the mantic powers of the Pythia 
and conveys-literally or metaphorically-possession of the seer by a di- 
vine spirit. Moreover, the language used has points of correspondence with 
that in the prophecy of Cassandra: Oposiv is just the word used to describe 
the cries of her utterances (1141), and her unveiled prophecy "blows" 
(rviecov, 1181) towards sunrise. 

Unlike the vision of Calchas, "the best of seers, who knew all things 
that were, the things to come and the things past" (Iliad 1.70), the Chorus' 
vision is restricted in a manner suited to their extreme old age, that is, 
confined to past events that they did not witness but are able to relate in 
detail. They have authority to speak about the power of men who have 
reached their goal or their end, iKTEreXkcov.137 In practice, they describe the 
crisis at Aulis and its solution-up to a point, for the actual slaughter is 

135. Lebeck 1972, 30-31. 
136. Fraenkel 1950, 64-65. Pucci 1992, 104-6 stresses the divine quality of the Chorus' inspiration. 
137. As Bollack and La Combe 1981, 125 note, this word means that a growth has come to an end, a 

sense that suits Agamemnon's present situation nicely. 
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something that they were not given to see and cannot tell (248). Toward the 
future, the Chorus retain "the heart of a soothsayer," TEpacKonou, but the 
future is not revealed to them, although they have perceptions in the form 
of signs, 6?Ciya, unbidden visions that prophesy gratuitously (975-79). The 
Chorus hope against their premonition (np6o Ev&iKoti (qppeoiv, 996) that Ag- 
amemnon will be spared the punishment he so richly deserves; after all, it 
has been a long time since that fateful day at Aulis. But they know in their 
heart that he will die. They are unable, however, to prevent the murder be- 
cause they have not been given from the gods the clear vision into things to 
come that would enable them to "shout it out loud," Opociv.138 They are left 
to mutter in the dark, their heart in pain, their mind on fire (1025-33): 

ei 0? jP TaCPyPtva 

poTpa Poipav K Oec0v 
elpy7 pj nXTkov qppetv, 
7rpo(pOdtaaoa Kapbia 
ykj)cvYoa v &av T5a ?ex1- 

vDv 6' 6UO6 oK6OTO) 3pp?l 
OupatXyi7 Tr Kati oU6ev IeX7trop?- 
va 7tOT' KCaiplOV KTOkU7En(?CIV 

wcnupoUp?tvag (pp8v6S. 

And if my appointed share did not prevent me from taking a greater share from the 

gods, my heart taking over my tongue would make these things manifest. But now it 
mutters in the dark in pain and without hope of timely solution, while my mind is 
ablaze. 

Moipa is the share of mantic powers the gods assigned them, which does 
not enable them to "unravel," EKT0oXuTrE6?etV, their ominous forebodings into 
a warning that might save the king's life. For the same reason, while they 
sense the truth of Cassandra's visions, they admit their inability to under- 
stand what they mean and say that her ainigmata leave them perplexed by 
their obscurity (1112-13). 

Cassandra has a clear vision of what is to come and suggestive glimpses 
of the foul history of the house. Upon entering, she smells the pollution that 

pervades the place (1090-93), perceives the ghosts of the children of Thyes- 
tes by their cries and dream-like forms (1096-97; 1217-22), and hears the 
song of the Erinyes (1185-93), and she predicts in detail her own death and 
Agamemnon's. Two oracular discourses-one about the causes of the trag- 
edy, the other about its outcome-meet at the hub of the play, right after the 
"carpet scene." The coming of the prophetess-the telling of the future- 
had been anticipated by the Chorus at the end of their narration of the 
sacrifice of Iphigenia (251-54): 

zTO Pikov (6') 7C1ei YVOrT' 
&v Kk6ooti-' rtp XattpTo) 

Toov 65 ITo 7TpooCTvetv' 

Top6V y6p TijE i6vop0pov cOyyaiS. 

138. The difference between prophecy and premonition in Aeschylus' tragedies is explained in Sansone 
1975, chapter 3. While the (pEvcE govern both mantic practices and divine-inspired prophecy, 0up6s and 

Kap5ia register premonitions, which they are, however, unable to decipher. 
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And the future-when it comes thou mayst hear of it; let it be greeted in advance-but 
that is equal to being lamented in advance, for it will arrive clear together with the rays 
of dawn. 

[Fraenkel] 

The same image of the rays of the rising sun is evoked by Cassandra 
when she makes her prophecy "clear," qkioou ppbog vToXkdg / ,nviov, "blowing 
toward sunrise" (1180-81), causing a new surge of pain rcp6o adyaiS. 

The oracular mode makes for extraordinary manipulation of narrative 
time because of its capacity to evoke events deep in the past and to an- 
nounce what the future holds without regard for the natural course of events. 
While the ostensible point of view given the audience is the present of 
Clytemnestra's welcome, there are two embedded narratives-the sacrifice 
of Iphigenia and the murder of Agamemnon-to which reference is made 
throughout the play, as if in series of flashbacks and fastforwards. Prophecy 
also allows extreme use of visual suggestion, because it is marked by its 
reliance on arresting figures, language that is image-laden, F cEtKaosPtva, and 
does not signify plainly, akdrq0ci (1244). And it engages the audience in a 
special way. I am drawn to K6ngas-Maranda's perceptive distinction be- 
tween myth singing and riddle performance among the Lau of the Solomon 
Islands:139 

In epic singing, the audience has to be attentive for long periods of time without truly 
participating. They respond, sometimes with shouts of enthusiasm, but they are listen- 
ers rather than active participants. In both cases the creative work is done by the 
performer . .: the audience can only react. But the reaction in myth singing consists 
mostly of seeing that the performance follows the rules of composition and the esthetic 
rules, whereas the person who answers a riddle must examine the image to spot his 
clue, to find what is wrong, and to correct the statement with his answers, as it were. He 
cannot create, but he is working. 

The University of Chicago 

139. Kongas-Maranda 1971, 57-58. 
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