LECYTHIA AND THE JUSTICE OF ZEUS
IN AESCHYLUS’ ORESTEIA

CHARLES C. CHIASSON

RECENTLY WILLIAM SCOTT HAS SUGGESTED (36—38 and passim) that in the
lyric odes of Aeschylus® Oresteia two meters have important thematic func-
tions: the trochaic colon called the lecythion (- ~ — x — - =)' is associated
with the just order of the universe maintained by Zeus, while iambic rhythm
is associated with the sequence of sin and punishment. Although to my
mind, at least, the thematic significance of the latter remains questionable,
Aeschylus’ emphatic use of lecythia (not often a dominant or even promi-
nent rhythm in tragic lyric systems) is indeed remarkable, and plausibly
significant for the development of ideas and attitudes throughout the trilogy.
Unlike Professor Scott, however, who even among the lecythia of the Zeus
Hymn emphasizes Aeschylus’ optimism and mankind’s hope for better-
ment, I would like to suggest that lecythia in the Oresteia typically accom-
pany manifestations or threats of a conspicuously harsh divine justice char-
acterized by violence, human suffering, and death. Indeed for the greater

The following abbreviations for metrical terms are used in this article: lec = lecythion; cho =
choriamb; ia = iambic metron; dac = dactyl; ba = bacchius; ithy = ithyphallic; cr = cretic; pher =
pherecratean; sp = spondee; do = dochmiac; mol = molossus.  The following works are
referred to by the author’s or editor’s name or the short title indicated: N. B. Booth, “Zeus
Hypsistos Megistos: An Argument for Enclitic wov in Aeschylus, Agamemnon 182,” CQ Ns 26
(1976) 220-228; D. J. Conacher, “Comments on an Interpretation of Aeschylus, Agamemnon
182-183,” Phoenix 30 (1976) 328-336; A. M. Dale, The Lyric Metres of Greek Drama® (Cam-
bridge 1968), cited as Dale LMGD?; A. M. Dale, Metrical Analyses of Tragic Choruses, Fasc. 3
(London 1983, BICS Supp. 21.3), cited as Dale Analyses 3;J. D. Denniston and D. Page, eds.,
Aeschylus: Agamemnon (Oxford 1957); E. R. Dodds, “Morals and Politics in the Oresteia,” in
The Ancient Concept of Progress (Oxford 1973) 45-63, reprinted from PCPS 186 (1960) 19-31;
E. Fraenkel, ed., Aeschylus: Agamemnon 1-3 (Oxford 1950); A. F. Garvie, ed., Aeschylus:
Choephori (Oxford 1986); A. Lebeck, The Oresteia: A Study in Language and Structure
(Washington 1971); C. MacLeod, “Politics and the Oresteia,” JHS 102 (1982) 122—144 (re-
printed in his Collected Essays [Oxford 1983] 20-40); W. Scott, Musical Design in Aeschylean
Theater (Hanover and London 1984); P. Smith, On the Hymn to Zeus in Aeschylus’ Agamem-
non (Ann Arbor, Mich. 1980, American Classical Studies 5); O. Taplin, The Stagecraft of
Aeschylus (Oxford 1977); G. Thomson, Greek Lyric Metre? (Cambridge 1961); M. L. West,
Greek Metre (Oxford 1982); R. P. Winnington-Ingram, Studies in Aeschylus (Cambridge
1983); E. Wiist, “Erinys,” RE Supp. 8 (1956) 82-166.

"The lecythion owes its name to the mischievous tag AnkvBwov dmwhedev applied by the
Aristophanic Aeschylus to various Euripidean prologues at Frogs 1208 ff. In Aeschylus (as in
tragedy generally) the medial anceps is almost exclusively short; long anceps is much more
common in comic lecythia. See Dale LMGD? 88; West 100. Scholars dispute whether the
lecythion is properly reckoned an iambic, trochaic, or iambo-trochaic measure: see below, 6,
with nn. 16 and 17.
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part of the trilogy we can draw no distinction between Zeus’ justice and the
punishment of sin, because until the joyous finale of Eumenides they are one
and the same. In Agamemnon lecythia mark the deaths of Iphigeneia at
Aulis, of Greeks and Trojans alike before Ilium, and of Agamemnon at the
hands of Clytemnestra. Lecythia are relatively scarce in Choephoroe, but
their greatest concentrations anticipate Orestes’ matricide and the continua-
tion of the family curse. In Eumenides the choral use of lecythia underscores
the relationship between Zeus and the Furies, which though previously
cooperative is disrupted by Orestes’ murder of Clytemnestra—an act de-
fended by the Olympians but abhorrent to the Erinyes. When their conflict
is resolved and the goddesses agree to accept a seat of honor in the city of
Zeus’ daughter Athena, they sing lecythia that celebrate not only the Furies’
participation in a system of government authorized by Zeus but also a newly
positive representation of Zeus’ justice as a force that dispenses rewards and
blessings as well as punishment.

The first appearance of lecythia in the Oresteia is a memorable one that
colors our perception of the meter in all its subsequent appearances. The
magnificent parodos of Agamemnon opens with a long passage of marching
anapaests. Once settled in the orchestra, the Argive elders recall the massing
of the Greek forces at Aulis, the grisly omen of the hare and the eagles, and
Calchas’ prophecy of victory, tempered by fear of Artemis’ wrath; they sing
in resounding dactylic meter, which evokes both memories of the epic tradi-
tion and the rhythmic pronouncement of oracles (Scott 35). At line 160 the
chorus abruptly breaks off its account of the gathering at Aulis to ponder the
nature of Zeus’ sovereignty in the so-called “Hymn to Zeus:”?

160 Zevs domis mot’ éaTiv, € 168 ad- [oTp. B sp lec
T® GLAOV KEKATLEVW, lec
TOUTO VLV TPOCEVVETW" lec
OUK €X0 TPOTELKATAL lec
TAVT €MOoTAdUBdUEVOS lec
165  mAMv Auss, € 76 patav amo dppovtidos dxbos 5 dac
XPM Bakelv érnripws: lec
0Ud’ SoTis TapolBev MY wéyas, [avr. B

Tappaxw dpacer Bpvwv,
170 oude Né&eTar mpLv Gdv-
05 &’ émevt’ édu, TpLa-
KTT)POS OLYETOL TUXWV"
ZAva 8é Tis mpodpévws émvikia kKAalwy
175  1edtetan dpevarw 70 Tav,

*Text and colometry, unless otherwise noted, are those of D. Page’s Oxford text (1972); 1
have abandoned Page’s use of lunate sigmas, and iota subscripts are written as such. I note only
those textual problems that significantly affect the meter of passages under discussion.
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10V dbpoveilv BpoTovs 6dw- [omp. v lec
oavrta, Tov maber pabdos lec
BévTa kuplws €xeLv- lec
ortalel d’ €v v’ Umve mpo kapdias sp lec
180  pwmoumipwy wovos: kal Tap’ d- Jcr
KovTas HABe cwdpoveiv- lec
Sapdvwy d€ mov xapLs lec
Blowos €N pa geEpVOY Hpévwy. ba lec

Kol 708’ Myepov o mpé-
185 oBus vedv Axakdv, [avT. v
RavTv oUtva Yéywy,
énmalols TUXaLTL CULTVEWY,
€Ut dmhoty kevaryyel Boapu-
vovT’ "AXQULLKOS NEWS,
190 Xahkidos mépav éxwr
TaAppdxBois év AvA(Bos TéToLS: (160-191)

The change of rhythm, reflecting the change of topic, is aurally striking,
and was doubtless reinforced in production by distinctive music and dance
figures (Scott 37). Note the emphasis with which Aeschylus establishes the
lecythion as the rhythmic keynote of these stanzas.® After the opening
colon, in which a spondee precedes the lecythion, there follow four consecu-
tive, unresolved lecythia, a dactylic colon whose rhythmic variation signals
imminent closure,* and a final lecythion. The pattern is repeated in the
antistrophe, and the second system opens with another three consecutive,
unresolved lecythia. In this context the trimeter length sp lec (179) serves as
a variation on a firmly established theme, while the falling start and blunt
end of the cretic trimeter (180) make it especially compatible with the lecyth-
ion. If T am right to accept Schroeder’s division of 182-183, two more
lecythia precede a rising trimeter that first anticipates (183), then effects
(191) the transition to the iambic rhythm of the following stanzas.® Al-
though A. M. Dale is perhaps correct in theory to emphasize the ambiguous
iambo-trochaic nature of the lecythion (LMGD? 95), the more common

*Dale (LM GD? 95) notes that in Aeschylus the lecythion “often gives the key-movement of a
stanza—a falling start with blunt end, with occasional variations of trimeter length or interludes
of cretic (- ¥ — or - ~ ~ —), the cretic being the shortest unit of such movement.”

‘Dale LMGD? 39, n. 1, 84; West 100.

*I am indebted to Professor Thomas Cole for this point and the reference to O. Schroeder,
Aeschyli Cantica® (Leipzig 1916) 55. Page prints Blatos as the last word of 182, but the bacchius
is an unambiguously (syncopated) iambic measure that makes better rhythmic sense in the
clausula. Schroeder’s colometry also enhances the echo of maAippdxBois év AvAidos TémoLs
(191) in mohippkn xpovov mletoan (196), since both compound adjectives stand at the
beginning of a metrical unit.
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analysis of Ag. 160-191 and similar lines in the trilogy as trochaic® rightly
emphasizes the pointed rhythmic contrast that Aeschylus draws between
these passages and straightforward iambic lyrics (the transitional 183 = 191
notwithstanding).” Isolated lecythia that occur in such iambic contexts (e.g.,
198) demonstrate the usefulness of Dale’s insight, for they are likely to
represent syncopated iambic dimeters (4 — ~ — x — ~ —); by the same token,
trimeter lengths in iambic contexts that appear to “incorporate” lecythia
(e.g., 241 lec ba, 242 ia lec) presumably represent syncopated iambic tri-
meters. Thus, in recognizing that Aeschylus forcefully establishes trochaic
measures, especially lecythia, as the cadence of Zeus’ justice in the Hymn,
we must reject Scott’s assumption that “iambic” lecythia recall the falling
rhythms of the Hymn and their thematic associations.?

The nature of those associations is complex, for the elders judge Zeus’ rule
over mankind to be beneficial but harsh. In fact (pace Scott) the severity of
Zeus’ rule is the most prominent feature of its description in lines 176—183:
the god’s henchmen are ma8os, mipa, mévos, and Bia.” This emphasis is well
suited to the context of the Hymn, which follows the omen of the eagles and
precedes the sacrifice of Iphigeneia. The chorus struggles to understand the
paradoxical conjunction of Zeus’ justice visited upon Troy and the brutal,
sacrilegious murder of an innocent young girl by her father, the commander-
in-chief of the Greek forces (Winnington-Ingram 158). If Smith (26-29) is
correct in thinking Paris the primary referent of the second strophe, the
elders apparently surmise that Zeus himself sanctioned the murder in order
to expedite the punishment of Paris, who had violated hospitality laws
sacred to Zeus. As the chorus interprets the traumatic events of the war in
retrospect, therefore, Paris was forced to learn from painful experience a
lesson that he should have known beforehand'®—namely, that men are

“So Wilamowitz, Aischylos: Interpretationen (Berlin 1914) 166, n. 2; Fraenkel 2.59; Dennis-
ton-Page 226; D. Korzeniewski, Griechische Metrik (Darmstadt 1968) 110. Note that West (99)
apparently considers Ag. 176183 iambic, and shows a marked general tendency toward iambic
analysis of passages that many other scholars regard as trochaic.

’Smith 29; Scott 36-37.

8See below, nn. 16, 42.

°The harshness of Zeus’ rule as represented in the Hymn is duly acknowledged by Fraenkel
(2.111) and, more recently, by N. B. Booth and M. Ewans, “Agamemnon at Aulis: A Study in
the Oresteia,” Ramus 4 (1975) 17-32. Scott betrays a different emphasis: he regards the Hymn
as “a basic statement of Aeschylus’ optimistic outlook” in which the lecythion is established as
the rhythm of “the beneficial kingship of Zeus and mankind’s hope for betterment through his
favor” (37).

'°As Smith demonstrates (21-26), the proverbial phrase m&:8€v n&Bos expresses the homely
wisdom that unpleasant experience teaches a fool what he should have realized in the first place.
Like dpoveiv (176) and pabos (177) before it, cwdpoveiv (181) indicates common sense,
especially as manifested in self-restraint. In Aeschylus the term can have more or less ominous
implications, according to context; in the present instance (as at Ag. 1425, 1620) the suggestion
of violent coercion is unmistakable. See Conacher 332-333.
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utterly subservient to Zeus and pay dearly for offenses against his justice.
Amid the manifest, ghastly violence of Aulis and Troy the elders also claim
to find evidence of divine favor, awpuévwy xdpis (182)—or so they conjecture
(mov'!); the present context and subsequent usage of xapis in the play suggest
that they refer to Zeus’ support for the aggrieved Atreidae in their war of
retribution.'? Nonetheless, the prevailing mood remains one of anguish: the
final image of absolute divine authority over mankind exercised like a helms-
man’s over his crew (182-183) completes a forbidding picture of Zeus as “a
stern and violent overlord,” to quote Fraenkel’s apt description (2.11).

Two metrical devices in 160-191 keep the death of Iphigeneia before our
minds as part of the process that is the justice of Zeus. First, the penultimate
dactylic pentameter in the first strophic pair (165 = 174) is a rhythmic
reminiscence of the situation at Aulis as previously described by the
chorus.!? Far more striking, however, is the sudden shift at line 184, in the
middle of a strophic system dominated by lecythia, from general reflections
on the justice of Zeus back to Aulis and the account of Iphigeneia’s murder.
The metrical distinction that Aeschylus had drawn so emphatically between
Aulis (dactyls) and the sovereignty of Zeus (lecythia) is no longer main-
tained, and the continued drumming of lecythia in 184—-191 serves the same
purpose as the phrase kat 768’ (184)—namely, to mark the close connection
between the special case (the killing of Iphigeneia) and the general law that
subsumes it (the justice of Zeus).!* In other words, the continuation of the
rhythm serves to anchor the Hymn securely in its bloody context, and
should discourage what has been a common tendency to treat the Hymn as a
self-contained theological digression. Finally, it is possible that the play-
wright’s very choice of rhythm for the Hymn reflects the formidable nature
of Zeus’ rule, since elsewhere in Aeschylus the lecythion appears consistently
in songs with connotations of foreboding and suspense.'®

'The attempt to defend interrogative mo (MV) by M. Pope, “Merciful Heavens? A Ques-
tion in Aeschylus’ Agamemnon,” JHS 94 (1974) 100-113, is convincingly refuted by Conacher
and Booth.

"?At 581582 the herald describes the capture of Troy as accomplished by the favor of Zeus,
Kol XapLs TipfoeTan / Auds 768’ ékmpdgaoa; since Saupdveov (182) is the equivalent of a
reference to Zeus, as Fraenkel and others have seen, the parallel is remarkably close. The same
cannot be said of 354 xdpis yap ovk GTipos elpyastar wévwy: with movew, XGpLs means a
return for labors (LS] s.v. III.1a).

Fraenkel 2.59; Scott 28.

*On the function of kal 760’ see Fraenkel’s note on line 184,

*Thomson (89, 97, 99, 116, 128, 130-131) attributes these ominous emotional associations
to the trochaic rhythms of Persae and Supplices as well as the Oresteia. At Persae 115-119 =
120-125 (four consecutive lecs and augmented clausula cr lec) the chorus fearfully envisions the
ritual lament of Persian women for Xerxes’ fallen soldiers. In Supp. lecythia accompany the
Danaids’ threats of suicide (154-161 = 162-167, 792—799 = 800-807) and thus cast an ominous
shadow upon the chorus’ final lyric utterance (1062-1067 = 1068-1073), a prayer that Zeus
deliver them from marriage to their Egyptian cousins. Unlike Thomson, J. Rash, Meter and
Language in the Lyrics of the Suppliants of Aeschylus (New York 1981) 85-90, 169-171,
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With the possible exception of one brief run lecythia are no factor in the
first stasimon (355-488), where the chorus gives its reaction to Clytemnes-
tra’s news that Troy has fallen. Although the inital jubilation at Zeus’
punishment of Paris gradually gives way to lament for the Greek dead and
troubling evidence of human and divine resentment of the Atreidae, the
rhythm of the ode is remarkably stable: the basic meter is iambic, and
all three strophic pairs share a metrically identical four-line aeolic coda
(381-384, 416—419, 452-455). In this context, the lecythia at lines 410-413 =
427-430 (410 ia lec, 411 ia lec, 412 ia cr lec?, 413 lec?) surely represent
syncopated iambic rhythm.'¢ Nonetheless, if Page and other editors are cor-
rect to print three consecutive, unresolved lecythia at 442-444 = 461-463,"7
a brief but significant departure from rising iambic may be indicated, and
with it the suggestion that Zeus’ justice underlies Greek suffering in the
past and yet to come. It is remarkable that at the outset of the ode, when the
chorus joyously celebrates the triumph of Zeus’ justice over Paris, lecythia
are nowhere in evidence. The focus of the song shifts from Paris’ crime to
Menelaus’ grief for an undeserving Helen, and thence, as the chorus strongly
implies (427-428), to real woe: the lament of Greek women'® whose hus-

195-199, 203, emphasizes the thematic association of lecythia with death, an association that he
does not believe extends beyond the play or (most likely) the trilogy as a whole. Rash expressly
rejects “the view that the various metrical types of Greek verse have ‘innate’ thematic or
emotional connotations” (20).

In the Oresteia associations of anxiety are especially appropriate not only for the Zeus Hymn
but also for the third stasimon of Ag. (below, 9 f.), sung as the king enters the palace on
Clytemnestra’s terms; the second stasimon of Cho. (below, 13 f.), sung while Orestes stalks
Aegisthus and Clytemnestra in the palace; and the second stasimon of Eum. (below, 15 ff.), in
which the Furies predict dire consequences if the outcome of the trial, soon to be announced,
favors Orestes. It remains questionable, however, whether suspense is indicated by the rhythm
itself or rather by the theme associated with that rhythm, the fearsome justice of Zeus.

To judge from his extant plays at least Sophocles does not use lecythia in the strong Aeschy-
lean manner, but in Euripides’ Phoen. clusters of lecythia accompany choral fears of imminent
war (239-249 = 250-260) and recur, significantly, after the fateful failure of negotiations
between Eteocles and Polynices (638-689); their rhythm may also suggest anxiety at /A
231-303, 1475-1499 (Iphigeneia proceeding to her death), and even at Cyc. 608-623 (Murray’s
colometry), where the intrigue to blind Polyphemus is cause for concern. Conversely, notable
concentrations of lecythia in Helen (191-252) express sorrow for past misfortune rather than
fear for the future.

In many of the above passages (Aeschylean as well as Euripidean) it is the prospect of death
that generates tension; however, the general absence of trochaic rhythms from formal laments
in Greek tragedy undermines the case for lecythia as a rhythm of death and lament.

'¢Despite Scott, who considers these and similar lines in the epode “departures from the basic
iambic rhythm” (45). As noted in the text, however, his description of 442-444 as such may
well be correct.

Lecythia are also printed in the editions of (e.g.) Hermann (Leipzig 1852), Wecklein (Berlin
1885), Wilamowitz (Berlin 1914), and Mazon (Paris 1965). Fraenkel prints the lines as two
syncopated iambic trimeters, the second beginning with omodob.

'%Understanding mévfera (429-430), with Murray, as “female mourner:” see Denniston-
Page’s note on lines 429 f.
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bands, sons, and brothers died at Troy. The horror of death in war is vividly
conveyed by the image of Ares “the gold-changer of bodies” (437), who
gives back dust (ashes) in return for live men. The Triclinian scholiast sug-
gested a connection between Ares “holding his scales in the battle of the
spear” (TahavToxos €v waxy dopds, 439) and the motif of the Homeric Zeus
weighing the fates of heroes on the battlefield,'” and the rhythm of 442-445
may also indicate an association or identification between the most powerful
Greek god and the most violent:

442  Yiyypo dvaddkputov avT-
MVOpPoS oTodoD yepi-
{wv AéBmTas evBéTov.

These are painfully climactic lines that complete the image of Ares the
gold-changer, stuffing burial urns full of ashes that once were Greek men.
The brutal justice of Zeus that took Iphigeneia’s life at Aulis also took the
lives of many men at Troy.

The antistrophe (456-474) looks to the future, and leads to the uncom-
fortable conclusion (nowhere directly stated by the elders) that human and
divine ¢p86vos threatens Agamemnon the sacker of cities (mroAvmopbns, 472).
The mass killing at Troy displeases both Olympian and chthonic gods:

461 1@V TOAUKTOVWY Yap OVK
dokoTou Beol, KeAa-
vau &’ "Epunies xpove

In the lines that follow the Erinyes are said to “rub out” (465) the life of the
man who is fortunate but unjust (as Agamemnon has been). The presence of
Zeus, suggested, as I believe, in the meter of 461-463, becomes explicit in
469-470, BdMletar yap Sogois Awsber kepowvos.”® We must acknowledge,
therefore—at this stage of the trilogy, and despite subsequent developments
in Eumenides—an alliance between Olympian and chthonic powers. By
joint effort these powers will destroy Agamemnon, just as by joint effort,
through the agency of Agamemnon, they destroyed Ilium: for Zeus Xenios
had sent the Atreidae against Paris as an embodiment of Vorepémoivov . . .
Epuwiv (55-62).

There can be no questioning the prominence of lecythia at the opening of

Cf. Homer II 22.209-213. In his note on line 438 Fraenkel dismisses the scholiast’s
observation (ei\nmTar 8¢ 76 vompa T@ AloxVAw €k THS kaTa Tov Al ‘Opnpikiis
{uvyooTatioews) as “a case of misapplied acumen,” but there is no reason why the scales of Ares
cannot allude to Homer as well as to a detail of everyday life.

*Page reads oikots (Weil) for dooois of the mss.

#'Cf. Winnington-Ingram 160: “One is tempted to say, with only slight exaggeration, that, in
Agamemnon, from 60 ff. onward, every reference to Erinyes is associated, textually, with Zeus,
every reference to Zeus with Erinyes.” The two are explicitly linked again in 748-749, where
the agent and means of Trojan destruction are identified: ToTa Auwos Eeviov / vopdokAautos
"Epuns.
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the second stasimon (681-781), which follows the announcement of good
tidings and bad by the messenger from Troy. The welcome news that Aga-
memnon returns victorious in the wake of Troy’s fall is tempered by his
brother’s misfortune: a storm at sea scattered the Greek fleet as it sailed
home, and Menelaus is among the missing, possibly dead. Like the first
stasimon, the episode progresses from jubilation at Agamemnon’s triumph
to sorrow for Greek suffering. Even the victors lost at Troy, and the elders
ponder the source of the catastrophe, using a riddling style characteristic of
Aeschylus that defers Helen’s name until the very last (681-687):2

T(s ot Wvopaley ®d’ lec
és 10 Tav €TINS, lec
KN TLS GUTLY’ 0¥ Op@ILEV TPOVOL- lec cr
aLoL TOU TETPWLEVOV lec
685 yAdooav év TUxQ Vépwy, lec
Tav dopryapBpov apndiver- choia
k7 0° ‘EXxévav; cho

The question is never answered, but the metrical reminiscence of the Hymn
perhaps suggests that Zeus himself named Helen.?> At any rate, the rhythm
serves to underscore the role that Helen, the destroyer of ships, men, and
cities (689—690), plays in the execution of Zeus’ justice. The corresponding
lines of the antistrophe (699 ff.) make the connection explicit as they focus
on Trojan suffering. We are reminded that Paris dishonored the table of
hospitality sacred to Zeus, and Helen brought a k#30s pféwvpov to Ilium:
both “a connection by marriage” and “mourning”?* (the adjective recalls
Helen’s “true naming” in the strophe). Aeschylus then demonstrates the
double meaning of k#80s by noting a literal change of tune, for the wedding
hymn that greeted Helen’s arrival in Troy soon became a dirge (705-711). In
the meantime the chorus’ own song has also undergone a change: the open-
ing flurry of lecythia gives way to ionic,?® aeolic, and iambic rhythms that
dominate the ode as a whole. The consecutive pair of lecythia (723-724) in
the otherwise aeolic lion-cub parable are perhaps too few to be significant,

22See Fraenkel 2.328 (cf. 2.9).

As implied by Scott (53), if I understand him correctly. Although the assertion by Fraenkel
2.330 that “mpévowar T0b mempwpévov belong only to a god or a daimon” is not strictly true
(witness Cassandra), the added detail of invisibility (683) strongly suggests a divine being, H.
Lloyd-Jones, tr. and ed., Agamemnon by Aeschylus (Englewood Cliffs, N.J. 1970) 54, notes
the description of human dead as the “unseeing” or “unseen,” and offers (unconvincingly, to
my mind) “a person now dead” as the source of Helen’s name.

M. Alexiou, The Ritual Lament in Greek Tradition (Cambridge 1974) 10-14, argues that at
a primitive stage of Greek society relations by marriage were responsible for conducting certain
formalities of funeral ritual and lament, responsibilities later discharged by strangers who were
hired or compelled to mourn and tend the corpse.

ZThe ionic rhythms of 689-695, with their associations of Eastern luxury (cf. aBpotipwy
690), are well suited to Helen: see Dale LMGD? 130; Thomson 55-56.
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but the lines of the antistrophe at least bear a striking thematic similarity to
previous passages of lecythia. The description of the havoc wreaked by the
lion cub as dpaxov GAyos olkétais, / péya aivos mohvkTévor (733—734) applies
not only to the slaughter that Helen brought upon her Trojan household (cf.
699-716) but also to Agamemnon’s crimes at Aulis and Troy.?* The adjec-
tive mohvkTovos recalls the chorus” implicit inclusion of the victorious general
among mass killers (t@v mohvktévwy, 461), and his preliminary murder of
Iphigeneia might aptly be described as “grief irresistible for the family.”?’

The lecythion is a far more persistent and threatening presence in the third
stasimon, which follows the ominous carpet scene—Clytemnestra’s victory
by persuasion, foreshadowing her victory by force to come.?® The crimes for
which Agamemnon deserves divine punishment stand menacingly in the
foreground of this scene.?” Agamemnon’s first words, in which he gives
credit and thanks to the gods who participated in his victory (810-829),
include a vivid description of the total destruction of Troy. The expensive
tapestries that Clytemnestra would have him trample both celebrate his
victory and recall Aulis, where Agamemnon previously wasted the wealth of
his household by murdering Iphigeneia (described in Agamemnon’s own
words as a dopwv dyakpa, 208).>° The scene reaches a chilling climax as
Agamemnon enters the palace over blood-red fabric and Clytemnestra offers
aveiled prayer for his death to Zeus té\ewos (973-974). The chorus voices its
anxiety in a familiar, frightening rhythm that again evokes Aulis, Troy, and
Zeus’ lethal justice:

975  timTe pou 168’ éumédws lec
deipa wpooTaTipLov lec
kapdlas TEPATKOTOV TOTATAL; lec ba
pavTimolel 8’ dkélevoTos dpoBos aowda, 5 dac

980  0¥d’ amomTigaL Sikav lec
SuokpiTwv dvelpaTtwy lec
0cpoos evmelBes i- 2cr

{ev dpevos dikov Bpdvov. lec

It is not merely the rhythm that recalls past events with sinister implications
for the present. Lines 984-987, though beset by corruption, certainly in-

*For these and other applications of the parable see B. M. W. Knox, “The Lion in the
House,” CP 47 (1952) 17-25 (20-21 on Agamemnon).

#In this context oikérais surely includes more than slaves alone. In his note on line 733
Fraenkel observes the natural progression from oikos (732) to oikéras as “inhabitants of the
house, members of the household.”

8This aspect is emphasized at Winnington-Ingram 106—107 and Taplin 312-313.

#For the trampling of the tapestries as symbolic and resumptive of Agamemnon’s previous
impieties see especially Lebeck 74-79.

*°Winnington-Ingram 92. The “economic” aspect of the carpet scene—the wasting of house-
hold wealth—is emphasized exclusively by J. Jones, On Aristotle and Greek Tragedy (Oxford
1962) 82-96; Taplin integrates it into an admirably well-rounded discussion (313-314).
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clude a reference to the expedition’s sailing for Troy, and perhaps to its
departure from Aulis as well.?! It seems plausible, therefore, that the imag-
ery of prophecy in the first strophe (repaogkémov, 978; pavrimolei, 979) not
only anticipates the mantic frenzy of Cassandra that will soon be enacted
on stage but also underscores the final fulfilment of Calchas’ far-reaching
vision: pipnver yop doPepa makivoptos / olkovépos dolla, prapwy Mijms
texvomowos  (154—155). Of course the elders do not share the insight of
Calchas or Cassandra, but sing all unwitting the dirge of the Erinys (6pfvov
"Epuwvos, 991), unaccompanied by the lyre. We note again, therefore, the
common interest in the punishment of crime shared by the Fury and Zeus,
whose attendance is confirmed by the emphatic restatement of lecythia at the
end of the second (final) system: a string of seven consecutive lecythia is
interrupted only by a long dactylic line in penultimate position (1008-1017
= 1025-1034), after the manner of the Zeus Hymn. Thus, as Agamemnon
walks over the tapestries into the palace to the accompaniment of this strik-
ing and portentous rhythm, the audience surely senses (despite the confu-
sion of the chorus) that the king will not survive his reception, and perhaps
even anticipates his death cries;*? first, however, we must share Cassandra’s
tortured vision of his murder, and her knowledge of its place in the house’s
long history of internecine violence.

To this point lecythia have played a conspicuous role in the lyric portions
of Agamemnon; for the rest of the play, by contrast, lecythia are conspicu-
ously absent. In the Cassandra scene we find a single lecythion (1101 =
1108, both with resolutions) in an iambo-dochmiac context; in the post
mortem confrontation between Clytemnestra and the chorus three apparently
trochaic lines (1452-1454 = 1472-1474), including a lecythion and the
colon cr lec, may serve to focus attention briefly on Clytemnestra as the
agent (and next victim?) of Zeus’ justice.? Scott traces the virtual disappear-
ance of lecythia to the traumatic effects of Agamemnon’s death on the
elders, who “must now discard their belief in progress through suffering

*'Fraenkel (on lines 983 ff.) accepts Casaubon’s &v €pBolais (984) for &uvepwBoros of the
Mss and understands, with Ahrens, a reference to hauling in the mooring ropes when the fleet at
last set sail from Aulis; others (e.g., Denniston-Page on lines 984-987) understand a reference
to casting the cables into the sand on arrival at Troy.

2Taplin argues that the audience would share the chorus’ confusion at the king’s ominous
entry into the palace, and “would not know what to expect next” (316-317).

33

(dapévTos)
dihakos edpeveaTaTtov lec
TOANG TAALVTOS YUVOLLKOS dual; Jer
TPOS yuvarkos d” amédBuaev Blov. crlec (1452-1454)

The emphasis on the murderess is marked. The antistrophe (1472-1474) describes either the
daimon or Clytemnestra herself as settling like a raven, the bird of death (Fraenkel 3.700), on
Agamemnon’s corpse and singing a song (Jpvov: cf. the ominous songs of the Erinys at 1119,
1191). Dale (Analyses 3, 17) takes the lines to be iambic.
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under the guidance of Zeus” (72). But is the king’s death inconsistent with
the justice of Zeus as the chorus has previously described it? Do the elders
even believe that this is the case? Agamemnon’s death causes the same confu-
sion and consternation that the elders felt at the death of Iphigeneia. Once
again they find it difficult to believe, but inevitable, that Zeus is the ultimate
cause of the king’s murder, as of all things.>* At length, and reluctantly, they
concede that Clytemnestra’s defense of her deed is not without founda-
tion,> and make a pronouncement whose substance surely recalls the Zeus
Hymn: pipver 8¢ pipvovros év 8pove Awds / mobetv v épfavra: Béopiov yap
(1563—1564).%¢ Despite their obvious distress at Agamemnon’s death, there-
fore, the elders continue to recognize the same law of retributive justice
enforced by Zeus. The disappearance of lecythia, I suggest, reflects Aes-
chylus’ metrical strategy rather than the disillusionment of the chorus. As
we have seen, lecythia accompany the “theoretical” description of Zeus’
justice in the Hymn and its execution at Aulis, Troy, and the royal palace at
Argos. Agamemnon’s deeds at Aulis and Troy, though undertaken to exact
vengeance for Paris’ crime, were themselves criminal; so too Clytemnestra,
having killed the king as an agent of justice, must become its victim in her
turn. Lecythia that continue to function as they have so far in the trilogy
might now be expected to foreshadow the next stage in this cycle of bloody
justice, the confrontation between Clytemnestra and Orestes that stands at
the center of Choephoroe.

By comparison with the odes of Agamemnon, the lecythion maintains a
low profile throughout Choephoroe, whose lyrics are predominantly iam-
bic. A few lecythia are scattered throughout the parodos and kommos, most
often in iambic contexts;’” not until the first stasimon, slightly more than
halfway through the play, do lecythia and similar trochaic measures emerge
as a distinct, meaningful movement. This rhythmic development is surely no
coincidence, for the first stasimon marks an important division in the struc-
ture of the play: the focus of the action shifts from Agamemnon’s tomb,

3 {0 i1, duat Awos
TOVOLTIOV TOVEPYETOL
7L yap BpoTols dvev Awos TehelTan;
TCTOVY’ 0¥ BedkpavTov éaTLv; (1485-1488)
*The critical admission comes in lines 1560-1561: dveLdos Tiker 168’ GvT’ Gveldovs, / Svo-
paxa 8 éort kpivar. Fraenkel (3.736) rightly explains: “The words of the indignant mother
have not been spoken in vain: the Elders are forced to admit in veiled, yet unmistakable, terms
that it is not possible for them any longer to throw all the blame on Clytemnestra and that they
find themselves faced with an insoluble dilemma.”
*Cf. Fraenkel on line 1563: “The agreement with the Zeus-hymn in the parodos is here
particularly noticeable (wafeiv Tov éptavta).”
In the predominantly iambic parodos: 27 lec, 31 lec (clausular, a common function of the
lecythion in Aeschylean iambics: Dale LMGD? 83), 46-47 lec 68 ba sp lec?, 69 lec? (clausular),
80 ia lec. In the kommos note 393 lec (clausular), 405 ba lec, 407—408 ia lec, 456—458 ia lec.
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where the recognition scene and the great kommos have taken place, to the
door of the palace, where Orestes’ intended victims reside.*® In his last
speech before the ode (554-584) Orestes elaborates his plan for avenging
Agamemnon’s murder, and the falling rhythm of the first strophic pair®®
strengthens the impression that retribution is at hand:

585 moANa wév y& Tpéder 2cr
dewa detpatwv dxm, lec
movTLal T AykAAaL KVeddAwy 3cr
dvtatwv Bpotoiol TAM- mol ia
BovoL BAaTTOoUoL KOl TTEDALLYLLOL cr lec
590 Aapmddes meddopor lec
TTAVA T€ KOl TedoBapova: kAvepoevt’ dv 5 dac
alyldwv ¢ppacar koTov. lec

We have already observed the common association of cretic elements and
cola with lecythia. Note that line 588, though analyzed as mol ia (in respon-
sion with 597 mavtéhpovs épwras, d&-), is in any event very similar to the
lecythion; and the distinctive clausular sequence echoes those of the Zeus
Hymn (164-166, lec/5 dac/lec) and the third stasimon of Agamemnon
(1014-1016, lec/8 dac/lec).*° Taken as a whole the ode is a priamel compar-
ing Clytemnestra’s murder of Agamemnon with the murder of male relatives
by Althaea (son), Scylla (father), and the Lemnian women (husbands);*' the
first system of the ode is itself a priamel that identifies human emotion,
especially female passion (8n\vkpatis dmépwros épws, 600), as the greatest
terror on earth. What is metrically striking about the ode is the gradual
disappearance of lecythia and similar rhythms after the first system. The
second system (603-612 = 613-622), which cites the crimes of Althaea and
Scylla in separate stanzas, shifts from a combination of lecythia, cretics, and
spondees (through 607) to aeolic movement; the third system (623-630 =
631-638), the climactic comparison between Clytemnestra’s crime and the
ultimate outrage of the Lemnian slaughter, is apparently (despite Scott)
iambic;*? and so too the fourth (639-645 = 646-652), which anticipates the

38Taplin 338-349; Garvie xli-xlvi.

**Classified under the heading “iambic” in Dale Analyses 3, 190-191, but similar to the kind
of stanza that she describes as iambo-trochaic in LMGD? 95. Note that the text of 588-594 is
sufficiently uncertain to merit Page’s cautionary description lectio dubia.

*°Cf. also Cho. 30-31 (in an iambic context, however).

“'The peculiar structure of the priamel as transmitted in M and the imprecise parallels ad-
duced by the chorus have generated much scholarly discussion; see the balanced assessment
(with bibliography) by Garvie (201-203).

“Scott claims that “the predominant meter is the lecythion, but there is a noticeable presence
of the iambic meter; out of eight lines there are five lecythia, each introduced by an iambic
metron” (97-98). The stanza in question contains one lecythion (625) and five lines (623-624,
626, 628-629) of the sequence ~ — ~ — — - — - — v — Scott offers no justification (and I know of
none) for literally analyzing this colon as partly iambic and partly trochaic, an iambic metron
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punishment of Clytemnestra’s sin by the joint activity of Zeus, Orestes, and
the Erinys. How then to explain the disappearance of lecythia that might
have served, appropriately, to stress the imminent punishment of a specially
heinous crime? I suggest that Aeschylus defers persistent use of lecythia and
other trochaic rhythms until the confrontation between mother and son is
indeed imminent—in other words, until the second stasimon. For despite
the chorus’ emphasis on Clytemnestra in the first stasimon, before the ode
Orestes himself anticipates a preliminary bout with Aegisthus (571-578),
and after it he announces to the slave-boy his preference for seeing the man
of the house (664-667). When (in a master stroke of irony) Clytemnestra
appears at the door, there is still no mother-son confrontation, because both
remain in disguise: Orestes as a stranger from Daulis, Clytemnestra as a
self-effacing woman incapable of deliberation without the master of the
house (672-673, 716—718) and as a loving mother more concerned about her
child’s welfare than her own.*?

The profound textual corruption of the second stasimon (783-837), a
choral prayer to Zeus and other gods for the success of Orestes’ intrigue,
makes the analysis of its meter especially difficult and frustrating, since so
much must remain conjectural. Most scholars would grant, perhaps, that
despite the many textual problems, the predominantly trochaic character of
the three strophes and antistrophes is beyond reasonable doubt;** and that
the steady recurrence of lecythia is relatively certain, at least by such stan-
dards as their setting permits. The mesodes that separate each strophe from
its antistrophe feature double- and triple-short movement, especially ionic
rthythm. In the first triad the chorus prays (ostensibly) that Zeus will restore
Orestes to his rightful position of authority in the Atreid house:

VOV TAPOLTOULEVQ [LOL, TTATEP 3cr
Zeb 0edv "Ohvpmiov, lec
785  dos Frixas Tuxeiv 8é pov 2cer®
Kuptws cwdpogvvevt lec

followed by an aurally isolable trochaic dimeter catalectic; as West (99-100) and Dale (Analyses
3, 191) have seen, the lines are syncopated iambic trimeters (ia cr ia) identical to those in the
kommos (456-458) described by Scott himself as “very close to the iambic trimeter” (88).

“While we need not assume that Clytemnestra’s reaction to the reported death of her son is
utterly false, she will soon be shown to be less a mother to Orestes than the nurse Kilissa.
Garvie (on lines 691-699) concludes that Aeschylus leaves open the question of Clytemnestra’s
sincerity in grieving for Orestes. In any event Clytemnestra’s highest priority is revealed when
she realizes that her son has come home alive—and calls for a man-killing axe (889).

**Advocates of trochaic analysis include Thomson (128) and H. Lloyd-Jones, tr. and ed., The
Libation-Bearers by Aeschylus (Englewood Cliffs, N. J. 1970) 53; Dale (Analyses 3, 195)
describes the opening of the first strophe as “apparently much syncopated iambics,” and favors
iambic analysis of the second system also.

**The colometry given for 785-786 is derived from the corresponding lines of the antistrophe
(796-797).
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LowopLévors Ldeiy. do
dua dikas dmav €mos éAakov: cr do
Zeb, gV v pvhdooots. ithy

Note that the clausular ithyphallic functions as a catalectic lecythion. De-
spite the brief appearance of dochmiacs, which are often found in the com-
pany of iambs, the use of falling rhythms previously associated with the
justice of Zeus is entirely appropriate, in view of the addressee and the
nature of the request; the meter may even suggest—as the words of the
chorus do not—the violence whereby restitution will be achieved.*® In sub-
sequent systems, moreover—by contrast with the first stasimon—the gen-
eral trochaic movement and the presence of lecythia are maintained, despite
the apparent introduction of single iambic lines at 806 (ia lec) and 824 (2 ia).
The text offered by Page (with due caution) includes three independent
lecythia in both the second (800, 802, 804) and third (820, 821, 826) strophic
pairs.*” Rhythmic anticipation of the dramatic climax is especially appropri-
ate in the third and last antistrophe (831-837), as the chorus casts in height-
ened, mythical terms the impending duel between mother and son; and since
the justice of Zeus has so far proved to be a recurrent process whereby the
pursuer is pursued in turn, the rhythm may also subvert the hopes for final
deliverance voiced by the chorus in the strophe (819-826).

In any event the chorus’ hopes are dashed shortly after the matricide by
Orestes’ vision of the Furies: the jubilant dochmiacs of the third stasimon
(935-972)*® fade to anapaests of grief (1007-1009, 1018-1020). Before the
cycle of familial bloodshed can end, and despite the protection offered by
Apollo, Orestes must face the charges brought against him by the avenging
spirits of his dead mother, who now appear, visible to all, as the chorus of
Eumenides. We recall that in the earlier plays the Erinyes served as agents of
Zeus’ deadly justice; they attended Agamemnon’s punishment of Paris,
Clytemnestra’s punishment of Agamemnon, Orestes’ punishment of Cly-
temnestra.*’ In marked contrast, from the outset of Eumenides Aeschylus
emphasizes the conflict occasioned by the matricide between the Furies,
female gods of an older generation, and the younger generation of male gods

*Garvie notes on lines 785-787 that “the prayer is altogether too tame for an occasion in
which extreme violence is demanded.”

“"The lecythia are surprisingly secure by the standards of the ode, but the responsion of 800
oi 7 éowle dwpdTtwy with 812 EuAAdBor 8’ évdikws (shorter by a syllable) is suspect, and there
is little to choose between shortening 800 (€ow, Hermann) and lengthening 812 (£vA\dBovto,
Weil). See Garvie on lines 800-802.

**The single lecythion in this ode (944 ¥m6 Svoiv puaatépoww) will hardly have been recog-
nizable as such to an audience without written texts: its first six syllables are identical in
quantity to the dochmiacs that begin the previous two lines.

“The Erinys at Troy: Ag. 59 (the Erinys likened to avenging Atreidae), 749; as threat to
Agamemnon: Ag. 462-463, 991, 1119, 1190 (with general reference to the Atreid house), 1433;
as threat to Clytemnestra: Cho. 402, 577, 651. See Winnington-Ingram 154—164.
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ruled by Zeus. Also emphasized early in the play are the horrifying, violent,
literally bloodthirsty aspects of the Furies: comparing Orestes to a sacrificial
beast fattened for the slaughter, they threaten to devour him alive by sucking
the blood from his limbs.*® They make these threats in the name of justice
(€9Bvdikanor &’ 0loped’ elvan, 312), and bitterly criticize Apollo for his unjust
defense of the matricide; Apollo, the spokesman of Zeus the ultimate guar-
antor of Dike, levels the same charge of injustice against the goddesses for
pursuing Orestes.! The unprecedented dispute over the merits of Orestes is
reflected in the Furies’ use of lecythia, the meter of Zeus’ justice, in their
Binding Song (the first stasimon, 307-396). The first strophic pair (321-327
= 334-340) has a slow trochaic rhythm built on lecythia and cretic cola;?
the repetition of lecythia is most prominent, however, at the end of the
haunting first ephymnion (328-333 = 341-346):

€mi 8€ 7¢) TeBupéve 2 paeonic
T0de péNos, TapakoTa, 2 paeonic
330  mwapadopa dpevodains, pher
Ypvos €€ "Epuiwv lec
déopios dpevav, adop- lec
mkTos, avova Bportots. lec

The lecythia call to mind above all a specific earlier use of the rhythm by the
Argive elders, who described their song of fear for Agamemnon as “the
dirge of the Erinys,” unaccompanied by the lyre (Ag. 990-992, above, 10).
Now, in a progression that is typical of the trilogy (Lebeck 131-133), Aes-
chylus has transformed image into stage action, and the Erinyes themselves
sing a song without the lyre for Agamemnon’s avenging son—a song of
death over “the one who has been sacrificed” (rebupéve, 328). In the earlier
passage lecythia anticipated the death of Agamemnon in accordance with the
justice of Zeus rékewos (Ag. 973-974); in the Binding Song, lecythia antici-
pate a death that the chorus envisions as already having happened in defiance
of Zeus’ will. The use of lecythia underscores the fact that Orestes’ death is
consistent with the justice of Zeus as first outlined in the Hymn and as it has
since operated in the trilogy. In defending Orestes the Olympians appear to
deviate from fundamental principles of Zeus’ rule.

In the later systems of the Binding Song lecythia yield to forceful state-
ments of dactylic, paeonic, and iambic rhythms. But lecythia return in
extraordinary numbers and concentration in the second stasimon (490-565),

*°Lines 299-306 (cf. 244-253, 264-268). The horrible appearance of the Furies and their
natural capacity for evil are emphasized at 46-59, 67-73, 125, 179-197.

*!The Furies call Apollo a thief (149) and wonder (154) 7 13’ épei Tig dukalws éxew; Cf.
163 (the Olympians defend Orestes) kpatotvTes 16 mav dikas wAéov. Apollo responds with
221 ot .’ "Opéotny 0’ évdikws dvdpmraTeiv.

*2The lecythion is less prominent in Page’s colometry than in Dale’s, Analyses 3, 196, which
offers lecythia as the first, third, and last cola.
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which follows judicial preliminaries conducted by Athena and her an-
nouncement that Orestes will be tried before a tribunal of Athenian citizens.
Here we note a crucial development for the resolution of divine conflict and
of the trilogy as a whole—the perceptible broadening of the Furies’ concept
of justice,®® which in the early stages of Eumenides has been restricted (as
nowhere else in ancient testimony>*) to persecuting only the murderers of
kin. In the first system (490-498 = 499-507), composed primarily of
lecythia and cretic cola, the Furies voice their concern that Orestes, if ac-
quitted, will inspire future generations of children to maltreat their parents
as he has Clytemnestra. The goddesses warn that in such a chaotic world,
where even filial piety is lacking, they will be a source of doom rather than
of righteous, restraining anger. The second strophe continues to emphasize
the workings of justice within the family, but the antistrophe betrays a
broader scope that includes, significantly, civic justice (508-516, 517—525):

BNO€ TS KIKANOKETW [oTp. B lec
fvpdopd TeTupLEVOS lec
510  Tod7’ émos BpooviLevos, lec
“0 Alka, cr
& 8pévor 7 "Epuriwv:” lec
TavTa TLS TaX' AV TaTn)p lec
1) Tekoboa veoTadns lec
515  oikTov olkTioauT’, émeL- lec
37 miTveL dopos Aikas. lec
€00’ dmov 76 deLwov €O [avr. B

kot Gpevv émioKoTOV

del pwévew kabnpevov-
520 tvpdéper

ocwdpovely Vo oTEVEL.

Tis 8¢ undev év toaert

kapdlav dvaTpédwy

) TOALs BpoTds B’ Spoi-
525 ws €7” v o€Bou Alkav;

The metrical purity of this system is striking: eight lecythia surround a single
cretic, comprising the most extensive and intensive use of the lecythion since
the Zeus Hymn. Of course the lawlessness described in the strophe stands in
pointed contrast to the Hymn: the Furies believe that the acquittal of Ores-

>*Lebeck 145, 148, who overemphasizes the anticipation of this development earlier in the
play, especially in the Binding Song: so Winnington-Ingram 165, n. 36; Taplin 391, n. 4.

>*Wiist 104, 106, 117. As Winnington-Ingram notes (165), this narrowing of the Erinyes’
sphere of interest serves to sharpen the contrast between the goddesses and Apollo, heighten the
dramatic tension, and prepare a sequel in which the Olympian and chthonic worlds, inseparable
previously in the trilogy, once again converge.
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tes and its consequences would make a mockery of Zeus’ rough justice
(mitver 6pos Alkas, 516). This rhythmic indication of divine conflict also
sets the stage, however, for eventual reconciliation between the gods of
heaven and earth; for in the antistrophe the Furies make statements that
clearly recall the principles and even the language of the Zeus Hymn:** the
concepts of beneficial fear (10 dewov €b) and forced wisdom (cwdpoveir vmo
otéve) echo the law of mdfew nabos, Zeus’ imposition of cwdposivy upon
mankind, and the violent dispensation of xdpis. Although they have diver-
gent views of the matricide, Zeus and the Furies share the conviction that
discipline fosters the respect for Dike that is necessary for the survival and
success of individuals and their societies. The explicit mention of civic justice
(méhis, 524) reflects the importance of Athens and her government in the
finale of the trilogy; presently Athena echoes the Furies’ views on discipline
as she explains the importance of the Areopagus to her citizens.®

Finally, for all their common ground there is an important difference in
tone between the Furies’ pronouncement and the Zeus Hymn. While the
Argive elders groped to find an explanation for Iphigeneia’s death and spec-
ulated hopefully that divine favor somehow manifested itself in brutality,
the goddesses express their perception of the universe with a confidence and
clarity befitting their divine status. While the elders struggled to see beyond
human suffering and subjugation to divinity, the Furies serenely assert the
benefits (évpdéper, 520) of discipline for men, both as individuals and as
members of the polis.’’

The lecythia of 508-525 fade quickly, however, supplemented by dactylic
and iambic rhythms in the third system (526-537 = 538-549), utterly routed
by iambic in the fourth (550-557 = 558-565). Despite the continued
empbhasis in these stanzas on positive aspects of the Furies, who advise the
Areopagites-to-be that moderation and above all respect for Dike lead to
happiness,®® their transition from blood-sucking, chthonic vampires into

>Lebeck 148; Winnington-Ingram 165 with n. 38. Scott (125-126) surprisingly fails to
observe the specific association of lecythia with Zeus that he has emphasized from the outset;
now he describes lecythia merely as “the meter of order.”

**In 696699 Athena summarizes for her citizens the wisdom of the Furies:

T0 WNT dvapxov prTe deTTOTOVLEVOY
agTois mepLoTéANovoL BovAevw TéReLy
KAl 1) 70 dewor mav mohews €€w Bakeiv:
T(s yap dedotkws pmdév €vdikos BpoTdrv;

696-697 echo the beginning of the third strophe (526-530), 698-699 the second antistrophe
(517-525).

*’Looking back from this ode to the Zeus Hymn, MacLeod similarly observes that “what was
there only a dimly hopeful speculation is now achieved” (136).

**The emphasis on 6\Bos (previously of no apparent interest to the Furies) is striking: see
536-537, 550-551, 563-565.
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reverend goddesses enjoying Olympian recognition is by no means a smooth
one. The case of Orestes remains to be adjudicated, and when Athena’s vote
for acquittal carries the day, the aggrieved goddesses threaten to destroy the
land and the people of Athens—to turn Zeus’ law of retribution against his
own daughter, as a pair of lecythia in the Furies’ iambo-dochmiac lament
(778-793 = 808—823) may suggest.”® But Persuasion (Ilew8w), which earlier
in the trilogy precipitated the downfalls of Paris, Agamemnon, Aegisthus,
and Clytemnestra, at last serves a constructive purpose: Athena persuades
the Furies to relinquish their anger and accept a place of honor in the
religious life of her people.®® And behind Athena stands, as she herself
repeatedly points out, the authority of her sole parent, Zeus. In trying to
assuage the anger of the Furies she cites first of all the clear testimony of
Zeus (797) that Orestes should be acquitted; when the goddesses are un-
moved, Athena makes a brief, thinly veiled threat of punishment by Zeus’
thunderbolt (826-828), though only as a last resort (829); she also claims
Zeus as her source of wisdom (850). Finally, when the Furies have calmed
their wrath, Athena attributes the victory to Zevs dyopaios, “Zeus of the
assembly,” closely linked with I1ew6¢ as a source of Athena’s rhetorical skills
(973, cf. 970).

The goddesses associated to this point in the trilogy with suffering,
destruction, and blight are now fully revealed as sources of fertility and
bounty, manifesting the paradoxical dualism that is characteristic of Greek
chthonic deities.®! As previous scholarship has amply demonstrated, not
only the goddesses but words, images, and themes that have been ominous
hitherto are transformed in the finale into their auspicious equivalents.®? Of
greatest significance, perhaps, is the emergence of a new dimension to the lex
talionis whose enforcement Zeus has overseen since the outset of the trilogy.
Until Orestes’ acquittal evil had always answered evil: sin is punished, the
doer suffers. What Athena offers the Furies, by contrast, is a positive con-
ception of “like for like”—good in return for good, the benefactor benefits
(Lebeck 59-66):

ToLaDB’ éNéaBar gou Tapea Ty € épob,
€ dpdaav, € Taoxovoav, € TIpwWEVTY
XWpas petaoxeiv Tode BeodireoTaTns. (867—-869)

In their subsequent prayer to avert stasis the goddesses deprecate revenge

*>The line captures perfectly the retributive ethos that has characterized lecythia since the
Zeus Hymn: {ov (ov dvrumevdi pedeioa kapdias (782).

“R. G. A. Buxton, Persuasion in Greek Tragedy (Cambridge 1982) 105-114; T. G. Rosen-
meyer, The Art of Aeschylus (Berkeley and Los Angeles 1982) 350—353.

$1Cf. Wiist 114, “Als chthonische Gottheiten haben die E. zwei einander entgegengesetzte
Funktionen, eine lichte, segensreiche und eine finstere, unheilbringende;” W. Burkert, Greek
Religion, tr. ]. Raffan (Cambridge, Mass. 1985) 200-201.

$2Lebeck 131-33; MacLeod 136—138; Winnington-Ingram 166.
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among citizens and murder in retaliation for murder (981-983); they hope
for a mutual exchange of joys rather than sorrows (xappoata 8 dvriddoiev /
kowodihel duavoiq, 984-985). Presently Athena assures her citizens that the
goddesses will return their kindness (note the juxtaposed adjectives in 992,
below) and help them keep Athens on the straight path of justice:

Ta0de yap elippovas evdpoves aet

REYQ TLLOVTES KAt YAV KAl TOALY

SpBodikarov

TpédeTe TAVTWS diayovTes. (992-995)

Aeschylus’ last uses of lecythia underscore both the central role that Zeus
has assumed in the finale and the broadening of Zeus’ Dike beyond the
merely punitive. In the odes of blessing sung by the Eumenides (as we may
now aptly call them) the lecythion is a recurrent rhythm: prominent in the
first ode (916-926 = 938-947), which though primarily trochaic includes
two iambic lines;** less emphatic but emphatically placed at the beginning
and end of the second ode (956-967 = 976~987);%* and building to a remark-
able crescendo in the third ode, the goddesses’ final, jubilant song (996—1002
— 1014-1020):

(xaipete) xaiper’ év alowpnlaiol whovrov, praxillean
XQUPET’, ATTIKOS A€WS, lec
{kTap Tfiwevor Auos lec
TapBévov dilas dilot, lec
1000 cwdpovoivTes év xpove: lec
HaANddos 8’ ¥mo mrepois lec
Svtas dletal maTp. lec

xalpete, xaipete 8’ avbis, émavdumhoilw,
1015  mdvres of kaTa mTOAW
dalpovés Te kat BpoTol
IMaANados moAw vépov-
T€S, ETOLKIOY &’ épny
evoeBovvTes oUTL pépL-
1020 Yeae aupdopas Blov.

In a rhythm that (as the context surely indicates) now signals their reconcili-
ation with Zeus, the Furies celebrate newly harmonious relations between
men and gods, Olympian (strophe) and chthonic (antistrophe) alike. The
mutually harmful relationship that once existed between man and god has

919 2 ia, 924 3 ia. Dale, who champions the rhythmic ambiguity of the lecythion, describes
this stanza (with slightly different colometry) as typically Aeschylean iambo-trochaic
(LMGD? 95).

“‘Remarkably, the trochaic cola (976-979, 986-987) surround a core of dactylic and (as it
appears) iambic movement: see Dale LMGD? 105-106.
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now become mutually beneficial. The strophe represents both a reminis-
cence and a remaking of the Zeus Hymn. We have here the last appearance
of lecythia in the Oresteia, as the Zeus Hymn was the first. As the Hymn
was preceded by dactyls relating the mournful story of Agamemnon’s di-
lemma at Aulis, the present song is followed by dactyls sung in a strikingly
different mood—the celebratory processional hymn escorting the Eumen-
ides to their new place of worship in Athens.®® Zeus himself, like the Furies,
has undergone a startling metamorphosis, or has at any rate revealed a new
aspect of his sovereignty. When the Argive elders turned to Zeus for enlight-
enment, they envisioned a god who imposed owdpoaivn upon suffering
humanity, a formidable helmsman seated high above his wretched crew (Ag.
182-183%). But through the intercession of his daughter Pallas the Athen-
ians now sit near him (998), in a place of honor, and the humanizing term
marip (deferred for emphasis, 1002) makes the god seem particularly acces-
sible. We recall that the context of the Zeus Hymn was the marshalling of
the fleet at Aulis, where Zeus’ omen of Greek victory enraged his virgin
daughter, Artemis, and resulted in Agamemnon’s killing his own daughter,
Iphigeneia. Now, with Zeus and the virgin Athena collaborating in the
protection of Athens, familial and sexual harmony is restored on Olympus.
But Zeus’ new intimacy with mortals is even more remarkable, and finds
remarkable expression in the statement that Zeus regards the Athenians with
reverence: G{etas, a verb cognate with dyuos that often expresses the feelings
of awe and respect that men have for gods.®” The verb indicates, therefore, a
reversal of the traditional relationship between god and man portrayed in the
Zeus Hymn;®8 it reflects the increased stature that human beings (specifical-
ly, the citizéns of Athens) have attained by the end of the trilogy. The
Athenians, now described with a highly significant verb as cwdpovotvres év
Xpove, are trusted to regulate and restrain themselves under the watchful eye
of the Areopagus, a human institution informed by divine principles sacred
to Zeus and the Furies alike.®® What is conspicuously, significantly absent is
the divine coercion to moderation—after the fact, by punishment of sin

5Scott notes the framing of the trilogy by dactyls and the “sense of closure and resolution”
achieved by their final appearance (35).

6Cf. also Eum. 517-519 (above, 16), of the place where 70 3ewov is seated (ka8rpevov) as
an overseer of men’s minds.

¢’Cf. (e.g.) Eum. 389, where the goddesses who have recently pronounced themselves
gepval (383) ask, Tis oy 18’ ovx dleTar Te kat dédokev BpoTdv . . . ;

8Cf. Lebeck on Zeus’ aéBas towards suppliants (Eum. 92-93): “0éBw is often used of men
worshiping god, but rarely denotes the reverence felt by god for man. To speak of Zeus’
reverential awe toward suppliants reverses the normal relation between them” (139).

*Scott notes the new degree of human independence and responsibility exercised through the
Areopagus (145).
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—once lamented by the Argive elders.”® Only fools learn through suffering
(above, 4 f., with note 10), and the Athenians are no fools.

Soon the goddesses are escorted offstage to begin their residence as aliens
in their new home—their petowkia, an institution that manifests the pan-
Hellenic importance and appeal of a thriving mid-fifth-century Athens. Re-
cent political developments in Athens also leave their mark on the latter
stages of Eumenides: hence the Argive treaty proclaimed by Orestes and the
jurisdiction granted the Areopagus in Orestes’ trial for murder.”" Indeed,
Aeschylus even plays the prophet by making predictions of Athenian great-
ness in the utterances of Pallas and the Eumenides; these predictions, which
are strongly idealizing, appear not to reflect Athenian realities of 458, but to
anticipate hopefully the future growth of the city in years to come.”? The
ancient mythological horror of the Atreid house culminates, remarkably, in
celebration of Athenian achievement and potential. As the trilogy ends and
the Eumenides depart in procession, therefore, we can only marvel at the
dynamism of Aeschylus’ dramatic vision—at the distance in space, time,
mood, and thought that separates the end of the Orestesa from its beginning.
Four important indices of the long, strange journey that we have travelled
are beneficent Furies, an intimate father Zeus, mortals worthy of his rever-
ence, and lecythia of joy.”?

FOREIGN LANGUAGES AND LINGUISTICS
UNIVERSITY OF TEXAS
ARLINGTON, TExAS 76019

7°M. Gagarin (Aeschylean Drama [Berkeley and Los Angeles 1976] 83) suggests that this final
use of cwdpoveiv demonstrates “the positive aspect (discipline, moderation) of a virtue whose
negative side (obedience) has hitherto been stressed.” Dodds sees the enlightened Athenians as
the final term in a sequence that began in the Zeus Hymn: “md6e pd8os no longer illustrated in
the life-history of individuals, but writ large in the destiny of a whole people and ushering in a
new age of understanding” (61-62).

7'For a helpful summary of views on Aeschylus’ supposed attitude toward the curtailment of
Areopagite power and the Argive alliance see A. J. Podlecki, The Political Background of
Aeschylean Tragedy (Ann Arbor, Mich. 1966) 80-100. MacLeod, however, demonstrates that
Aeschylus’ representations of the Areopagus and the alliance primarily serve an artistic rather
than a political program: their links with Agamemnon and Choephoroe signal a reversal of the
social disorder that characterizes the earlier plays.

72Dodds 62; MacLeod 132, 144; A. L. Brown, “The Erinyes in the Oresteia: Real Life, the
Supernatural, and the Stage,” JHS 103 (1983) 13-34, at 34.

7’I would like to thank Professors C. J. Herington and Thomas Cole for indispensable advice
and encouragement; Susan A. Chiasson; and two anonymous readers of an earlier draft of this
article, whose several criticisms and suggestions have been uncommonly helpful.
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