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ABSTRACT

The study of old age in the humanities has developed significantly in the last few
decades, but there is still much scope for progress. This thesis, therefore, seeks to
contribute to the growing academic discourse in this area by considering ageing as it
is represented in ancient Greek theatre. At the same time, it seeks to take its place
within Classical Studies by developing new readings of the plays. To develop a
context for its analysis, this study begins with consideration of the contemporary
demographics, social position, and stage portrayal of old age, and following this
dedicates a chapter to each of the four surviving fifth century dramatists. In
Aiskhylos’ Agamemnon, old age emerges as a crucial element in choral self-identity,
and an important component of the authority that they display. Following this, the
thesis considers the chorus of Euripides’ Herakles, in particular its use of
metadramatic language, and the impact this has on plot-development and the
representation of their age. The next chapter, on Oidipous Koloneus, shifts to
consideration of the protagonist. The old age of Oidipous emerges as a powerful
driver of his mental and spiritual power, and forms a striking background to the
exploration of his character. The final chapter of the thesis examines how mechanisms
of renewal that old men undergo in Aristophanes’ comedies (Knights, Akharnians,
Peace, Wasps, Birds) differ across the dramas, and the impact this difference has on
their interpretations. Such reassessments of ancient dramatic texts through the lens of
old age can provide significant insight into the complexity of old men’s
characterisations and of their involvement in the dramas. At the same time (from a
gerontological perspective), this thesis’ analysis contributes to the developing
discussion of the history of ageing, and highlights the differences between the ancient
and modern worlds in this respect.
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INTRODUCTORY OUTLINE

This thesis aims to define and analyse the concepts and meaning of age and ageing in
ancient drama. Its basic arguments are that old age is treated as a powerful dramatic
concept, and that old characters are shown to be individuated and interesting personae
in the play, when assessed specifically from the point of view of their age. By
selecting a number of texts and themes for consideration, this thesis will create an
analysis of old age that emphasises the sympathy, variety, subtlety and perhaps even
hope with which old age is treated across Greek drama. This thesis focuses on old
men rather than old women firstly for reasons of time and space, but also because
looking at old men permits an analysis of choruses as well as protagonists, and of the

theme of renewal of old age.

It is intended that the present research be of use both for the study of Classics, and for
modern gerontological studies. Firstly, the thesis seeks to develop new approaches to
the plays under discussion based on focusing on the phenomenon of old age. By
adopting the interpretative lens of old age, it will consider such issues as the various
types of authority that old age is said to possess; from where that authority is shown to
stem, and to what extent it is problematised; and, in the context of comedy, the ways
in which the process of renewal occurs in different plays, and the roles it can play in
different contexts. Secondly, from the point of view of modern gerontology, by
discussing various dramatic portrayals of ageing in Classical Athens, this thesis

contributes to the modern discussion of the history of ageing; and to the process of
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exploring continuities and differences in the position of the aged and attitudes to them

between modern and historical societies.

The first two chapters set the background for the work on ancient Greek drama. They
define the present study’s place in Classical and gerontological scholarship; discuss
the demographics of old age, and how old age should be defined for the purposes of
this investigation; consider evidence on contemporary Greek attitudes to old age; and

review the evidence for the ‘staging’ of old age in tragedy and comedy.

The following literary analysis aims to examine a range of presentations of old age,
including works by all of the four surviving fifth century dramatists, and both in
choruses and as actors. In all instances, old age is shown to be treated as a
complicated and interesting aspect of the characters. Chapter Il is a consideration of
the chorus of Aiskhylos’ Agamemnon. Old age emerges as a crucial element in the
chorus’ self-identity, and an important component of the various kinds of authority
that they display. Chapter IV discusses a Euripidean chorus, the old men in the
Herakles. The discussion begins with a consideration of the chorus’ identity. The
chapter then traces their use of metadramatic language, first of its foreboding aspect,
and then of its use to mourn the final misfortune of Herakles. The chapter also traces
the impact this language has on plot-development and the representation of the
chorus’ age. Chapter V, on the Oidipous Koloneus, changes focus from the chorus to
look at the protagonist. The old age of Oidipous emerges as a powerful driver of his
mental and spiritual power, and forms a striking background to the exploration of his

character.
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The final chapter of the thesis turns to Aristophanic comedy, specifically the theme of
renewal that old men undergo in the Knights, the Akharnians, the Peace, the Wasps,
and the Birds. This chapter is different from the three preceding, in that it treats a
range of dramas. This difference of approach, however, allows it to establish the
differences that exist between the plays in the way that the mechanisms of renewal
function for old men. These differences are important for understanding the character

development of the old men, and the part they play in the plays’ comic resolutions.
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CHAPTER |. OLD AGE AND AGEING:

THE MODERN SCHOLARLY CONTEXT

Old age and ageing are inevitable destinations of any life, if it should last long
enough, and should theoretically be phenomena of interest to all people. Certainly, in
the ancient world, old age generated significant interest, as the tradition of
philosophical treatises on it testifies;' and in the modern world, too, it has lost none of
its significance. If anything, old age and ageing have become increasingly important
parts of contemporary life in the twentieth and twenty-first centuries in most countries
around the globe. Yet, they are concepts about which modern ‘global’ society is
relatively uninformed. This section begins by outlining the development of modern
studies of ageing and their interaction with the humanities, and discusses the
importance of these studies to today’s society. It also considers the progress that the
study of Classics has made in this area, and the importance of the contributions that
ageing-centred research in Classics can make both to the discipline itself, and to
contemporary gerontology. These considerations, taken together, will position the

present research in the academic context both of Classics and of gerontology.

! The most famous surviving work is Cicero’s de Senectute. For list of others, both surviving and lost,
cf. Cokayne (2003) 182 n. 13.
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a. Old Age in the Modern Academy

Gerontology as a discipline is a product of the twentieth century — the term was
coined in 1903 by Metchnikoff, a biologist and winner of the 1908 Nobel Prize for
Medicine.? Since that time, gerontology has been developing rapidly, and moving
outside of the medical sphere, spurred primarily by the demographic outlook of
contemporary society.® The first leap took place in the 1920s and the 1930s when, in
the period between the two World Wars, the population of Europe began to age
rapidly.* The increased interest in the study of ageing reflected the growing concern at
the number of older people in society, and its development as a discipline was
formalised from the 1930s onwards, when an “institutional matrix” of organisations
and societies with an interest in the study of ageing was established.” The second
major leap began in the 1970s and the 1980s, and again coincided with wide-spread
concern about a fall in fertility in the West following the baby boom,® and the
projected growth of the elderly population that was predicted to continue in both

developed and developing countries.’

While within the course of the twentieth century, especially up until its last few
decades, gerontology developed into three main ‘traditions’ (the biological, the
psychological and the social),® more recently it has become increasingly

interdisciplinary. Especially since the mid 1980s, the humanities have been able to

2 Birren (2006) 271, Ferraro (2007) 25.

% Cf. Birren (2006) 271.

* Thane (2005a) 264. Cf. Thane (2000b) 16.

® Ferraro (2007) 18. The 1920s and the 1930s also saw a great increase in interest in demography, as
was noted by Prof Thane in conversation.

® Thane (2005a) 264.

" World Bank (1994). Cf. p. 2 for figures showing the proportion of growth of the world population
over 60 by region.

8 Victor (1994) 22.
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provide new perspectives to the more traditional work on ageing that was the domain
of the social, behavioural, and biomedical sciences:” in that period scholars in the
humanities began more and more to approach questions of ageing, and were at the
same time taken increasingly seriously by their traditionally established

gerontological colleagues.®

Many humanistic subjects have taken an interest in ageing. For example, whereas in
1977, there was allegedly only “one article by a professional historian ... on any
aspect of the history of ageing”,** since then a number of studies have been published
either on the history of old age, or that included contributions from historians.*? Old
age has been studied by philosophers, both conceptually and in the applied fields of
medical and bio-ethics.*® A philosophical and political approach to the sociology of
old age was also taken by de Beauvoir in her book in 1970 — a book that had a
significant influence, but that was perhaps prevented from reaching its potential by
the fact that it pre-empted by some years the trend of humanities’ interest in
gerontology.™ Similarly, literature scholars increasingly began to turn their attention

to old age, and prominent contributions in this area have been made by such authors

as Woodward.'® Other areas of the humanities in which contributions have been made

® Achenbaum (2000) 421-2.

10 Achenbaum (2000) 421.

1 Stearns (1977) 13.

2 Minois (1989), Jefferys and Thane (1989), Johnson and Thane (1998), Thane (2000a) (with
references — all from the 1980s and 1990s), Thane (2000b), Thane (2005b), Gilleard (2007), and Krétzl
and Mustakallio (2011).

3 Cf. for example Manheimer (2000), Holstein and Waymack (2006); and McCullough (2000) on
bioethics.

1 de Beauvoir (1970), translated into English either as de Beauvoir (1972a) (in the USA) or de
Beauvoir (1972b) (in the UK). Achenbaum (2006) 208 calls Beauvoir’s work “[ijmmensely influential
upon publication”. However, Small (2007) 2 disagrees, writing that her influence has not been
universally pervasive.

1> Spicker, Woodward and Van Tassel (1978); cf. also, for instance, Woodward (1991), Woodward
(2002), and Small (2007).
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to the study of ageing include film studies,® studies in old age creativity,'” and studies
in late style (this line of inquiry considers the changes in the style of an artist that
occur in the later years of life).’® In an attempt to position this thesis within a wider
academic context, the rest of this section will outline the main findings and directions
of development of modern gerontology, with a specific focus on the position of the

humanities within these.

One important area in which gerontology co-operated with the humanities was in the
study of the life course, which concomitantly lead to a change in the definitional
understanding of old age itself. The intellectual grounding for the modern process of
examination of the life-course can be traced back to Ariés’ influential book on
childhood and its social construction, L’Enfant et la Vie Familiale (Centuries of
Childhood in English tr.)."® Taking the cue from Ariés’ findings that “the
chronological boundaries of the life course were malleable, subject to historically
grounded values, interventions, and exigencies”,?® it has been noted that since the late
1970s “more flexible patterns of work, along with the impact of globalization on
patterns of employment” have resulted in the “identification of a ‘third age’ between
the period of work and employment (the ‘second age’) and that of a period of mental
and physical decline (the “fourth age’)”.#* The realities of life in modern society, in
other words, have created the need to subdivide the life course into further stages,

creating the distinction between “young’ old and ‘old’ old, and hence formalising the

idea that people in these stages of life might have different needs and profiles from

18 Yahnke (2000).

7 Kastenbaum (2000).

'8 Adorno (1964) 13-7, Said (2006).

19 Ariés (1960) and Ariés (1962). Worth noting, however, is the persistence with which the life-course
was the subject of theorising and reflection throughout history. Cf. Cole (1992) 3-31.

20 Achenbaum (2006) 209.

21 phillipson (2006) 139.
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one another. An example of the influence of the new understanding of the life-course
and its position and subdivision in contemporary society can be seen in the work of
Jacoby, who seems to treat only the ‘fourth age’ as truly old age.? This is, given the
historic context of what age has meant over the centuries, a very post-modern way of
viewing old age — but perhaps a not unrealistic one, given the USA-centric approach

of the author.

Another important way in which humanities interacted with gerontology is in
assessing the theories of ageing. It was primarily through historical and
anthropological research that one of the main theories of ageing, the ‘modernisation’
theory, was undermined. In the modernisation theory, developed initially by Cowgill

and Holmes,?® «

the social and economic changes associated with modernization
produce a relative decline in the status and welfare of older people”.** However,
historians have argued that in past Western societies, the elderly were not always
looked after by their kin, and so the marginalisation of the elderly cannot be attributed
to modernisation; anthropologists have similarly demonstrated both that in certain
“small-scale societies” today the old are not accorded a high status, and that in some
modernised non-Western societies, “urbanization has not undercut heavy reliance on

extended kin relations”.?®

A further, and perhaps the most important, area in which the humanities have
collaborated with the wider study of gerontology is in working to change public

attitudes towards ageing and the elderly, and to prevent prejudice and discrimination

22 Jacoby (2011).

2% Cowgill and Holmes (1972).

24 Kertzer (1995) 368.

% Kertzer (1995) 368, cf. Victor (1994) 72. Also Thane (1998) on misunderstanding of the modern
family nexuses and the misapplication of modernisation theory to them by social sciences.
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on the basis of age (the term for this kind of discrimination is ‘ageism’, coined by
Butler in 1969).° That ageism is rife in today’s society has been pointed out by
numerous authors, such as Jefferys and Thane, who highlighted the results of a study
outlining the detrimental emotional effect that the attitude of younger people in seeing
the aged as a burden on society can have on older people: “[u]nfortunately, the
reported effect on some of the older generation is to make them regret having lived so
long and apologize for their need to call on more services than do younger people”.?’
More recently, Sheets, Bradley and Hendricks argued that ageism is a “propensity
woven into the very fabric of our morality that is then internalized by individual

actors”.?®

This prejudice is also institutionalised, to some extent. Only recently, the UK
government was accused by a leading British gerontologist of conducting a “negative
debate” over age, and presenting the elderly as a “burden” on the rest of the society.?®
Thane has also argued that the prevailing paradigms in public debate on the elderly
present them as a burden: “The dominant paradigm about Britain’s demographic
future focuses on the rapid ageing of the population combined with shrinking numbers
of younger people of working age due to falling fertility in the recent past. It assumes
this trend imposes an unprecedented economic burden on health and social services,
130

and pensions, and suggests solutions such as increasing the state pension age.

Moreover, while the active old, being a politically engaged segment of the population

26 Butler (1969).

27 Jefferys and Thane (1989) 12, citing Norman (1987). Jacoby (2011) 290 has also pointed out that,
while studies do show that people can become happier as they age, these studies generally do not
distinguish between the ‘young’ old and the ‘old’ old: the ‘young’ old are often happier, whereas the
‘old’ old are generally more unhappy than adults. For an example of such a study, cf. Economist (The)
(2010).

28 Hendricks, Sheets and Bradley (2006) 22.

2% Fletcher (2010), reporting on an interview with Prof Kirkwood of Newcastle University, and its
Institute for Ageing and Health.

%0 Thane (2012) 9.
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and a powerful (generally Conservative) voting bloc,®! are thereby able to protect
their interests, it is the less politically active poorer, sicker, and older old people — in
other words those who have the greatest need of public support — who have been
exposed to recently announced cuts in the protection afforded by Local Authority

Services.

However, ageism is something that can be challenged successfully, based, as it often
is, on a fundamental misunderstanding of the role that the aged play in society and
family, and on a misunderstanding of society’s capability to support the retired
population. Gerontology has been arguing that there needs to be a shift in thinking
about old age towards an appreciation of what older members and families contribute
to society,* and humanists and professional gerontologists can cooperate effectively
in delivering that message to a wider audience. For instance, Thane (who is an
historian by profession) has co-authored the introduction to a book, edited by the
medical sociologist Jefferys, the central thesis of which is that ideology rather than
fact causes the younger generations to see the aged as a burden.** More recently, this
point of view has been echoed by Victor and Mullan.** Similarly, as part of broader
arguments for seeing a continuity in the experience of old age throughout the
centuries, Thane has used sociological arguments that the current population structure
puts no more economic pressure on the working generation than at any previous time,
since, although there are more old people today, at the same time (in the Western
world at least) many fewer children need to be supported by the earning segments of

the population: despite the growing number of old people, the dependency ratio has

%! prof Thane commented in conversation regarding the general political leanings of this segment of
voters.

%2 Cf. Thane (2000b) 493.

%% Jefferys and Thane (1989).

% Victor (1994) 248, Mullan (2000).
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remained consistent.*> Thane argues instead that economic problems could be solved
much more effectively by addressing such factors as unemployment,* rather than by
viewing older people as a burden on society, and taking away society’s care for them.
In a recent publication, Thane has provided some data to back up these assertions:
“The over 65s are estimated to make a net contribution to the UK economy, after
deduction of the costs of pensions, welfare and health care costs, of £40 billion
through tax payments, spending power, donations to charities (£10 million per

annum) and volunteering.”’

Gerontologists and humanities scholars have also worked together to change attitudes
to old age and the aged by fostering the recognition of the variety of capabilities and
characteristics that can be found in the aged population, and by arguing that the aged
are not by any means a homogenous group. Gerontologists are adamant on this issue.
In fact, far from becoming more alike with age, it is possible that people become more
varied as they age;*® and scholars have also pointed out that the experience of ageing,
and the capacities of an aged person, vary by social class, race, and sex.**
Furthermore, it has been shown that the experience of old age varies significantly
from nation to nation, region to region, and even from one district in the same city to
another.*’ The findings of gerontologists have been contextualised within the larger
scope of history by humanities scholars. Parkin, for instance, emphasised the extent to

which in the ancient world a person’s capabilities rather than his chronological age

%5 Thane (2000b) 482.

% Thane (2000b) 483.

%7 Thane (2012) 13.

%8 Hendricks (2003) 63. Cf. Victor (1994) 11.

% Bond and Coleman (1990) 285-6, citing Norman (1985); Victor (1994) 248.

“0 On the differences and similarities between different nations’ perception of old age and retirement,
cf. Leeson and Harper (2006). Regarding more local differences, cf. for example Hetherington (2012)
(interview with Prof Kirkwood), who notes as an example of divergent experiences of old age that the
average age at which people get a long-term illness differs by 11 years between poorer and richer areas
of Newcastle.
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were important for the way he was regarded and for the tasks that he was given; and
similar analysis has been performed for the medieval world by Shahar.*! In these
societies, it has been argued, the differences between aged people were recognised.
By contrast to other historical societies, in the modern world old age is increasingly
treated as a homogenous phenomenon, and is associated (perhaps causally) with the
chronological age of retirement, which is set at the same level for huge swathes of
society. As Victor wrote in 1994, “[s]ince 1931 the fraction of men over 65 classed as
wholly retired has increased from less than one-half to 88%. In a comparatively short
space of time, the onset of old age has come to be practically defined as retirement
age.” In this context, the World Heath Organisation has seen fit to contribute
specifically to the effort of demystifying the ‘myths’ that the aged are inevitably

dependent and useless.*?

The assumption of the homogeneity of the aged, however, is detrimental to the
welfare of the aged not only because it carries implications of their incapacity, but
conversely because it can set unrealistically high expectations of the old: the
assumption of homogeneity can put excessive pressure on them to age ‘successfully’.
This is a phenomenon, as Jacoby has argued, specifically associated with the baby-
boomer generation, at least in the USA. To summarise her central argument: this
generation has grown up with the mentality that nothing is impossible, if only one
tries hard enough; consequently, it believes that if one person can achieve something
(i.e. age ‘successfully’, by some external standard), everyone should be able to rival

that achievement; and if some people are not able to do this, they are to blame for it.

*1 Cf. the summary of Johnson (1998) 6, and Parkin (1998) and Shahar (1998).
“2 Victor (1994) 10.
“® World Health Organisation (2008).



Maxim Polyakov 13 Thesis submitted for the DPhil in
Greek Language and Literature

The result of this is that extraordinary pressure is put on the aged.** Similarly,
Coleman and Bond have argued that unreal expectations are placed on the aged
because of younger people’s memories of their grandparents, which set up an
impossible ideal to which all old people are subsequently expected to attain.*> These
expectations could be managed if people realised that old age is a complicated and
varied period of life, and that not to treat it as such is damaging to the elderly

population.

As partial vindication of these efforts, there is some evidence that policy makers are
now taking a more complex approach to the phenomenon of ageing, and that perhaps
even popular attitudes towards ageing have begun to shift. The Cumberland Lodge
think tank, for instance, has recently conducted two conferences, entitled Changing
Expectations of Life (2010) and Changing Expectations of Death (2012). The first
conference was dedicated to ageing more generally, while the second considered
different assessments and understanding of the end of one’s life. Both conferences
featured prominent professional gerontologists and academics with research interests
in old age, and many of the issues raised at these conferences had a much broader
scope than the traditional demographic, medical and economic based approaches to
gerontology. These issues included the introduction of historical approaches,
approaches through religion and spirituality, and attempts to evaluate what ‘dying

well’ or “living well” actually means.*®

* Jacoby (2011) passim, but especially pp. 66-79. Cf. also Holstein and Waymack (2006), and
Cumberland Lodge (2010) 16: “We have lost ways of thinking about ageing which respects the fact
that in some ways we become “different selves’ as we age. Our expectations of life certainly change as
we get older, and yet it seems that we are judged against the expectations of youth even in old age.”

** Coleman and Bond (1990) 13.

% Cf. Cumberland Lodge (2010) and Cumberland Lodge (2012). For influence of the humanities on
this question, cf. the formulation of Small (2007) 2: “My main premise is that, when we think about old
age, our thinking rests on larger, but usually tacit, assumptions about what a life is, what a person is,
what a good life is, what social justice is, and much else besides”. This approach builds on de
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Old age is also developing as a pertinent issue within the institutional frameworks of
higher education, and recent decades have seen British universities open a series of
departments of gerontology. For instance, the Oxford Institute of Population Ageing
was established in 1998, and the Newcastle Institute for Ageing and Health in 1994.
Globally, as of the year 2000, there were over 1000 gerontological courses
worldwide, offered in more than 500 institutions of higher education.*” This suggests
that there is a growing academic interest from younger researchers in the study of
ageing, and such an interest is a prerequisite for according old age the complexity and
the respectability that the topic deserves. Of course, this is not to say that gerontology
is universally popular: according to Achenbaum, for instance, although the
achievements of historians studying old age have been significant, the dissertations on
the topic of old age remain somewhat unpopular among PhD students, who tend to
find the topic “depressing and alien” — or at least less exciting than topics of race,
gender, or sexuality.”® Gerontology still has significant room for promulgation in

higher education.

Old age has also begun to receive attention from the popular media that is generally
more deeply engaged and positive, and suggests a greater appreciation of the
complexities of old age. One influential branch of the media in which this is
becoming apparent is film. In an article on “The Meaning of Old Age in Films and

Videos’, Yahnke analyses a number of films in which old age is a central topic, most

Beauvoir: cf. de Beauvoir (1970) 569: “La vieillesse dénonce I’échec de toute notre civilisation. C’est
I’homme tout entier qu’il faut refaire, toutes les relations entre les hommes qu’il faut recréer si on veut
que la condition du vieillard soit acceptable”.

*" Ferraro (2007) 26, relying on Stepp (2000).

“¢ Achenbaum (2006) 221.
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of which date to the 80s and the 90s.*® More recently, modern audiences have been
offered a number of films in which old characters and old age feature prominently,
such as Quartet, The Best Exotic Marigold Hotel, Amour, The Iron Lady, The Queen,
and even Skyfall — the latest James Bond film, in which significant place is given to
the theme of intergenerational relations and change, and the value of older people and

traditions.

Of course, this positive representation of age must be counter-balanced with
numerous negative representations of age in the media. For instance, Martin,
Williams, and O’Neill have recently performed an analysis of the way that old age has
been presented in the Economist between January 1997 and April 2008. The authors
argue that the presentation of age in that publication is overwhelmingly negative, and
the elderly are often presented as a burden on society: “64% [of the Economist articles
reviewed] portrayed population ageing as a burden and 12% as a benefit; 24% had a
balanced view. Most articles therefore showed a predominantly ageist view of older
people as a burden on society, often portraying them as frail non-contributors.
Recurrent themes included pension and demographic ‘time bombs’ and future
unsustainable costs of health care for older people”.®* This is to a large extent not
surprising in a magazine such as the Economist, given its specific interest in (neo-
liberal) economic and financial analysis, which as a discipline is inclined to view the
aged population negatively. This attitude is nevertheless disappointing, especially

given the strides that have been made in recent years in understanding the social

“% yahnke (2000) 322-3 for a list of titles.

%0 Quartet (2012), Best Exotic Marigold Hotel (The) (2012), Amour (2012), Iron Lady (The) (2011),
Queen (The) (2006), Skyfall (2012). Additionally, one of the films that competed for the Palme d’Or at
the Cannes Film Festival in 2013 was Nebraska (2013), which tells the story of a road-trip undertaken
by a son and his old father.

> Martin, Williams and O'Neill (2009).
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contribution of the elderly; and given the political and social importance of a

publication such as the Economist.

Moreover, it is unlikely that the increased positivity in attitudes towards old age that
is currently emerging can be attributed solely to the influence of gerontology. The
reason for the change could be much more universal than the development of a new
intellectual current: it could be based in demography. Since the start of the last
decade, Britain, for instance, has experienced an increase in birth rates. In fact, births
have gone up almost as high as the replacement rate in the population: there are now
nearly enough births per year in the UK to balance out mortality figures for the same
year. Partly, this is due to the increased significance of immigrant families in the
UK’s demographic profile, who tend to have more children. However, another
important source of this demographic shift comes from women who, despite marrying
later than has been historically prevalent — in their 30s — are having multiple children
in later years.>? This shift in the demographic profile might be playing a significant
role in transforming attitudes to age, by weakening the sense that society as a whole is
in decline. Moreover, this trend might have a wider basis than just the UK, as,
according to Thane, the increase in birth rates has also been noted in France, Sweden,
and Belgium.>® As was noted above, previous periods of history in which the attitude
to age has been the harshest all coincided with an ageing in the demographic profile
of the population; and attitudes to old age improved when that profile showed

increased fertility.

52 Thane (2012) 12, 30. On p. 30, Thane writes that the total fertility rate climbed as high as 1.96 in
2008, “still below the replacement rate (i.e. the rate necessary for total births to compensate for total
deaths) of 2.07, but much closer”. In 2009, the total fertility rate was 1.94.

%% Thane (2012) 30.
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However, it is clear that gerontology is having some positive impact on society’s
understanding of ageing, and of issues connected with it, by providing a much needed
platform for discussion of these issues, and for developing new, informed approaches
to them. This sentiment has been formulated powerfully by Taylor-Gooby, the chair
of the British Academy’s New Paradigms in Public Policy project, in the foreword to
Thane’s research paper on ageing and demography: “The series reviews current
understanding of the issues, situated within academic theory-building, and discusses
possible ways forward. ... Some problems benefit from being approached in new and
different ways. The guiding assumption is that analysing and re-framing is what
academics do best, and is the most helpful contribution they can make in the policy

making process.”*

The humanities especially serve as an important corrective, aimed as they are at
making people consider their own rhetorical procedures and assumptions about old
age, for instance considering how they have been influenced in their thinking by such
emotional factors as the fear rhetoric of the ‘demographic time bomb’, or by personal
and familial narratives of ageing. Gerontology, therefore, is valuable for breaking ‘the
conspiracy of silence’ about old age, and bringing discussion of it out into the open,
so that it should not become “distorted by unspoken fears and unchallenged
stereotypes.” Research in the humanities, moreover, helps the scholarly community
to contextualise findings in reference to the broader historical and cultural context;
and to ascertain the extent to which and the way in which the current demographic
and economic situation really is unique and unprecedented. Humanities in

gerontology, in other words, can help solve the problem, as it is conceived by Furedi,

> Thane (2012) 6.
** Cumberland Lodge (2010) 3.
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that “[o]n the one hand people are living longer and longer but at the same time
society is less and less certain about what role it ought to assign to the elderly”.*®
Research into old age in classical antiquity has a part to play in this development.
Understanding that (relatively well-documented) period of ancient Western history, its
society, culture, literature, and religion, is an important step towards contextualising
the issues of modern society, and outlining their place in human history in general,
and in the history of old age in particular. Some work has already been done in this

direction, and the next section will explore this body of scholarship, the history of its

development, and hence also the place of the present thesis in that scholarly context.

b. Old Age in Classical Scholarship

Old age was a phenomenon with which the ancients were fascinated,”” and both old
characters and references to old age pervade the literary corpus. However, up until
about 40 years ago, old age had rarely been the focus of specific study in Classics.
The most notable contribution from the first half of the twentieth century was made
by Richardson in her book on old age in ancient Greece.”® At the time, it met with a
mixed reception.”® Her work has many merits, and is perhaps the fullest existing
general treatment of old age in the Greek world to date. However, it also has
numerous shortfalls, specifically in its methodology. One important and frequent

criticism is that Richardson used sources from different time periods with little

% In the Foreword to Mullan (2000) xiv.

> Falkner (1995) xii: “the treatment of old age, géras, is so extensive in Greek poetry as to suggest a
cultural obsession”.

%8 Richardson (1933).

%° Dobson (1934) gives a positive review; however, cf. the criticisms of Schmid (1934).
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distinction between them, and did not provide sufficient analysis of their context.®® As
Parkin wrote in 1998: “[h]er uncritical and subjective approach enabled her to convey
the impression that the elderly in Ancient Greece enjoyed something of a golden

agen.ﬁl

However, in the second half of the twentieth century, humanities scholars’ growing
interest in the concept of ageing also spread into Classics. The series of articles
published by Simon Byl over the last 40 years show one of the earliest and longest-
standing engagements between a classical scholar and the topic.® However, Byl’s
work was often positivistic, consisting of lists of passages without significant
analysis, and offering relatively brief and generalised treatments of large topics. By
contrast, in recent decades scholarly discussions of old age have undergone a
qualitative change. They have become more focused, and as a result also more
methodologically developed. One example of this is the conference proceedings,
edited by Bakhouche, from the CERCAM colloquium on old age.®® Each paper treats
a specific topic connected to old age, and is thus able to provide a more detailed
methodology and analysis of that topic, such as, for instance, the relationship between
old age and medicine, the place of old soldiers in the army, and a consideration of the
demographics of old age.** The same can be said of some stand-alone articles that
focus on specific aspects of the old age and its presentation, such as for instance the

‘stylistics’ of the speech of older men, explored for Greek literature by Silk, and for

% parkin (2003) 5.

%1 parkin (1998) 39 n. 2.

62 Some examples of his works are: Byl (1975), Byl (1976), Byl (1977), Byl (1981), Byl (1996), Byl
(2003). This is not an exhaustive list.

%% Bakhouche (2003).

% Magdelaine (2003), Couvenhes (2003), Corvisier (2003).
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the works of Terence by Maltby.®® Additionally, longer and more methodologically
self-aware cultural historic treatments of old age have also appeared: for the Greek
world, the work of Garland is important; and Parkin’s and Cokayne’s full-scale
studies treat this topic from the Roman perspective.®® Garland presents a more
theoretically complex and thematically better organised collection of evidence than
Richardson, and Parkin and Cokayne successfully focus on the social history of old
age in Roman society. In addition, Parkin has also written a book on the demography

of the ancient world, which is central to the study of that aspect of ancient old age.®’

A similar development occurred in the scholarship on Greek tragedy. It has gone from
cursory treatments of old age in general studies, to making old age the subject of
articles,®® to including studies on tragic ageing in anthologies, to making it a
prominent feature of monographs. The first such anthology was edited by Falkner and
de Luce in 1989,%° and included articles on the Herakleidai and the Oidipous
Koloneus.” Following its publication, interest in old age in tragedy continued to
develop with a monograph on The Poetics of Old Age in Greek Epic, Lyric, and
Tragedy, published in 1995.”* Two chapters of this work are dedicated to tragedy: one
looking at the Euripidean Herakleidai and Phoenissai, and the other focussing on
Sophokles’ Oidipous Koloneus. In the same year, an Italian anthology on old age in

literature, edited by Mattioli, was also published, with chapters both on Greek tragedy

% Silk (1995), Maltby (1979).

% Garland (1990) 242-87, Parkin (2003), Cokayne (2003). For antiquity generally, cf. Finley (1981).

87 parkin (1992). On ancient demography cf. also Bagnall and Frier (1994), Woods (2007), and the
collection of Holleran and Pudsey (2011a).

68 Cf. Knox (1964) 145 for cursory treatment of old age in a broader study of Greek tragedy; and Byl
(1975) as an example of early and briefer research that took old age as the angle of approach.

% Falkner and de Luce (1989). Bertman (1976) could be in the running for that title, though in that
book the interest in old age is not as obvious as in Falkner and de Luce’s volume, his focus being on
the generation gap rather than old age per se.

7 Falkner (1989a) on the Herakleidai; Van Nortwick (1989) on the Oidipous Koloneus.

™ Falkner (1995).
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and comedy.’? Subsequently, in 2004, Wilson published a book on old age and ‘tragic
overliving’, three out of eight chapters of which dealt with Greek tragedy, though the
book’s scope relates to literature more broadly: as well as Greek drama, the book
discusses Seneca, Shakespeare, and Milton, and its focus is as much on English as
Classical literature.”® The most recent detailed study of old age in Greek drama, by
Dhuga, appeared in 2011.”* In similar vein to Falkner’s and Wilson’s research, this
book discusses its select group of plays, dedicating separate chapters and sections to
each one. It has a specific approach, focusing primarily on the political authority and
marginalisation of old men. Dhuga argues, against the current orthodoxy, that the
marginalisation of the chorus of old men in Greek tragedy has less to do with their
age, but is based, rather, on the political outlook of their community:”® an important
statement, given that the old in modern society are often treated as a homogenous and

marginalised group.

Less work has been done on old age in comedy, though as a rule this work has been
influential. The anthology by Falkner and de Luce contained an article by Hubbard on
old men in Aristophanes’ earlier plays.”® Similarly, Handley has written on the
generation gap in Aristophanes, and a significant part of that article deals with the
concept of old age in that author’s comedies.”” Henderson has also written an
important and methodologically advanced work on old women in comedy.’® Finally,

MacCary dedicated one article from his series on stock characterisation in Menander

72 Mattioli (1995), with Paganelli (1995) on tragedy and Tammaro (1995) on comedy.
® Wilson (2004).

* Dhuga (2011).

> Dhuga (2011) 2.

76 Hubbard (1989).

" Handley (1993).

"8 Henderson (1987).
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to old men.”® Although Chapter VI will give a more detailed outline of scholarship on
old age (and renewal of old age) in comedy, it is worth pointing out at this stage that
no full-scale books on comic old age have so far been published. This can be
explained, perhaps, by the fact that studies of ancient comedy, especially
Aristophanes, tend to focus more on the political, ritualistic, and the more broadly
sociological contexts of the plays than comparable studies of tragedy. In these studies,
old age in and of itself is rarely the point of focus; and these studies are therefore less

likely to be influenced by the modern interest in old age.

The development among Classical scholars of interest in old age has had a number of
important outcomes. The first is that the increased prominence of old age in Classical
scholarship has begun to influence positively the quality of research into ancient
views of old age by non-Classicists, which is often performed as part of a larger
project. As a result, modern scholars are less likely to make the same mistakes as (to
pick an important example) de Beauvoir, who in her presentation of the history of old
age was apt to use historical evidence in a highly selective fashion, a tendency that
has since been noted and criticised.?® Moreover, studies of old age in antiquity by
experts in that field have begun to make their way into general gerontological
anthologies.®" This makes for a generally improved standard of scholarship on old
age. However, there is still a lot of work to be done on this, as synoptic treatments of

old age in antiquity in the context of larger studies conducted by non-Classicists can

® MacCary (1971).

8 Cf. Achenbaum (2006) 208. Another example of the tendency to use historical evidence uncritically
can be found in Minois (1989), who is often inaccurate in his assessment of the position of old age in
antiquity (as well as other periods), and tends towards over-generalisation. Cf. the reviews by Stearns
(1991) and Wiedemann (1991).

81 Cf. e.g. Parkin (1998), Parkin (2005).
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still be relatively weak — probably because there does not yet exist a detailed enough

or accessible enough body of secondary literature to which they can refer.

The second positive outcome of the increased interest of Classical researchers in old
age is the opportunity this provides for modern researchers to make important cultural
comparisons. As Fry has written, “[n]ot only is it increasingly difficult to study alien
worlds, but those worlds have become increasingly familiar and homogenized with
globalization. Age is doubly familiar, especially when we study it at home, simply
because everyone has experience with it either in self or others.”® Studying history,
and perhaps especially ancient history, therefore, is likely to play an ever increasing
role in forming modern understanding of what is unique about the contemporary
period. For instance, such analysis can emphasise the historical uniqueness of society-
wide retirement based on chronological age. While in the past there have been
particular roles that have might have had upper age limits — military roles in particular
— there was no homogenised age across the board, upon reaching which a man was no
longer deemed capable of meaningful employment. This perspective is apt to
highlight the need, stated by some scholars and policy makers, for retirement to

become more flexible.

The last significant aspect of the growth of gerontological scholarship in Classics is
the impact it will have on the development of Classics itself, as many of the
techniques developed and discoveries gleaned in connection with gerontology can be
applied more broadly. For instance, the methodologically self-aware treatment of the

style of speech of old men performed by Silk (cf. n. 65) is a highly significant

8 Fry (2006) 159.
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contribution to the larger scholarly discussion of individualisation of style within
literature for portrayal of specific characters.®® Similarly, Parkin’s research on ancient
demography, originally motivated by trying to answer the question “What proportion
of the population of the Roman world did the elderly represent?”,® has contributed to
ancient history more generally, as that discipline has increasingly recognised the
significance of methodologically up-to-date demographic approaches for
understanding the full dynamics of ancient political and societal processes.®® Classics
as a discipline has benefitted significantly and continually from the application of
modern theoretical stances and research interests to ancient evidence. It is not unlikely
that modern understanding of antiquity could similarly benefit from research inspired

by interest in old age.

8 For an example not connected with old age, cf. Arnott (1995).

8 parkin (1992) xi.

8 Cf. the recent work of Holleran and Pudsey (2011b) 2 on the significance of demography for ancient
history. For an early work that takes a demographic approach to the study of Athenian politics, cf.
Hansen (1985).
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CHAPTER Il. THE CONTEMPORARY CONTEXT OF OLD

AGE: DEMOGRAPHY, SOCIOLOGY, STAGING

i) Demographics

Before embarking on an analysis of the texts of the plays, however, it is first
necessary to consider the context within which they were written and performed. A
significant part in the creation of that context is played by the demographic
positioning of old age. As has emerged from the discussion in the previous section,
demography is liable to have a powerful effect upon public consciousness. Examples
have been noted in the previous section for when a falling birth rate led to a panic
regarding the ageing of the population in the twentieth century, bringing with it a
change in the attitude towards old age. It is not an unreasonable hypothesis to say that
demographics could have had a powerful effect on the way that old age was perceived
in the ancient world as well. For example, the demographic prominence of old age
could function, on a basic level, as a major determinant of whether old age was seen
as a relatively alien phenomenon to most people, or whether old age was something to

which the audience could easily relate.

Demographic analysis is, therefore, a natural starting point when trying to ascertain
what part old men played in society, and so an important investigation to undertake
for this study. For the purposes of this section, three basic questions are explored

under the rubric of demographic analysis: how old age was defined; what proportion
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of the population was old; and how noticeable and prominent the elderly were as a
segment of society. The answers to these questions will begin to determine the social
background to the creation, performance, and perception of old men in the dramas of

Classical Athens.

a. The boundary of old age

Part of the difficulty in answering the question of what age was considered old in
Classical Athens lies with the fact that the answer to it is likely to be at least to some
extent subjective: even in the modern context, about which there is infinitely more
information, there is no consensus on what age should be considered as old. Although
various organisations have adopted working definitions for old age,® there is no
universally understood chronological point at which old age is said to begin, even
within contemporary European understanding.®” While the age of retirement is an
important boundary in the life-course, and is a prominent candidate for the starting
boundary of old age, the now-common distinction between ‘young’ old age and ‘old’
old age makes the search for a modern definition of old age significantly more
complicated. This is all the more so, since there is no set chronological boundary at
which *young’ old age turns into ‘old’ old age: “[a] characteristic feature of this new

period of life is the ambiguity and flexibility of its boundaries, at both the lower and

8 Cf. e.g. World Health Organisation (2013).

8 According to the Department of Work and Pensions (Department for Work and Pensions (2009) 39),
the range of ages commonly labelled in Britain as the start of old age is highly variable, with 60-4, 65-9
and 70-4 being the most, and close to equally, popular. A similar breadth can be observed in surveys
conducted in Russia. According to a national survey carried out in 2004-5, similar proportions of
people thought that old age commenced in the 50-4, 55-9, and 60-4: cf. Presnyakova (2005). The lower
ranges reported in Russia reflect its lower life expectancy in comparison to Britain.
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upper ends”.®® Moreover, each individual ages in a unique way, and it is often the
level of activity that a person is capable of that defines whether a person is seen (or
sees himself) as elderly or not?®® Stating that old age begins at a particular
chronological point is (at best) an oversimplification of a complex phenomenon of

modern life.

There is some evidence that modern experience in this area is similar to the way that
the demarcation of old age was understood in ancient societies. For instance, Parkin
thinks that “classical authors typically used the terms for different age-classes ... in
general literary and historical contexts without implying a precise age in years or
wishing the reader to associate such terms with anything more than a general sense of
a stage of life”.*® Finley too accepts the premise that, while there is a “vague
biological boundary-line” for old age, the concept remains only a statistical one.*
Moreover, in ancient Greece people aged, as they do today, at different speeds.
Notable is Aiskhines’ description of Misgolas (Aiskh. i. 49), a man allegedly of the
same age as Aiskhines, but who looks almost a generation younger. In fact, the
demarcation of old age might have been even more vague in ancient and historic
societies than in modern society, given that people might not have known their exact
numerical age;*? and in addition, in the classical world there was no overarching and,

to some extent, normalising concept of the retirement age.*®

8 Phillipson (2006) 139, referring to Moen (2003).

8 Cf. Mullan (2000) 19: “You can always find 65 year olds, and even 75 year olds who deny they are
‘old’. And by the active lives they lead that is a fair statement”.

% parkin (2003) 20. Note also Magdelaine (2003) 66: “le passage d’un age a l’autre se fait
graduellement, sans rupture nette.”

! Finley (1981) 156.

%2 That Athenian laws could refer to precise chronological ages (more on this later) suggests that most
people knew their ages closely enough, as has been argued by Thane (2000b) 3-4. Gray and Wilcock
(1981), referred to in Victor (1994) 8, disagree, as does Cole (1992) 5: “[s]ince numerical age had
virtually no social significance, few people knew exactly how old they were”. However, whether
people did or did not know their exact ages or birthdays is less important for the sake of this analysis
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However, without selecting a specific chronological age as a boundary, further
demographic investigation is impossible, as this investigation is based on a statistical
analysis of possible population structures for antiquity. Statistical investigation must
operate, at least on a formal level, with precise age-boundaries. Therefore, a ‘rule of
thumb’ chronological definition of old age must be chosen for this investigation to
proceed. While there is some guidance regarding what this boundary could be, the
actual numerical value seems to vary depending on circumstances or point of
reference.®® For instance, 59/60 was the age when men became eligible to take on
certain functions (e.g. become diaitetai in Athens, a position that suggests the use of
old men’s ‘wisdom’ and ‘authority’ in settling disputes), and were no longer obliged
to fight for the city. 60 is, therefore, one possible candidate for such a value, and is in
fact frequently chosen by scholars to delineate old age.*> However, 50 is another
possibility: Aiskhines records a formula by which men over 50 were invited to speak
in the Assembly first, which he explains by saying that older men were considered to
be wise.” This formulation equates older men with men over 50. Likewise, at 50 men
were excused from military service on active campaign.”” At both ages 50 and 60,
therefore, military expectations were scaled down, and expectations based on some

version of the traditional concept of ‘old age wisdom’ were increased, suggesting that

than the prevalence of the opinion in Antiquity, codified in laws and social norms, that old age started
at a particular point in one’s life. As will emerge presently, in comparison with modern Western
societies, this point was located earlier in the life-course (an earlier onset of old age is also an
unfortunate reality for many people in poorer areas of the world today, cf. World Health Organisation
(2013)).

% Cf. pp. 11-2.

% Cf. Corvisier (2003) 19-20.

% E.g. Garland (1990) 243. Cf. also Men. Mis. 620-1: y£pcov oUTds ye TTOAIOS paive[Tal, / éTcdov
Tis €Enkovd’. As a historic parallel, it is notable that in the Middle Ages legislative texts almost always
described old age as setting in between 60 and 70. Cf. Johnson (1998) 3-4, summarising Shahar (1998).
% Aiskh. i. 23-4, iii. 4.

%7 Cf. Corvisier (2003) 19.



Maxim Polyakov 29 Thesis submitted for the DPhil in
Greek Language and Literature

these stages in a man’s life might have been perceived as heralding the onset and the

entrenchment of old age.*®

In this situation, to choose a single value for the start of old age would be necessarily
arbitrary. A better approach would be to select a range of values. This would correlate
more closely with the idea that old age was understood to be a ‘stage of life’ that
comes to each individual person at a different time. The range 50-60 years would be
appropriate, since it is based on ancient perceptions of when a man should become
excluded from military service, and at the same time given priority in matters of
judgement and policy, traditionally appropriate to old men due to their ascribed
wisdom.*® The adoption of such a range would give the working definition of old age
flexibility by moving away from defining old age as starting at a misleadingly precise

moment within the chronological continuum of the life course.

b. The proportion of the aged in the population of ancient Athens

The second question follows naturally on the first: how large a part of the population
was made up of the elderly, that is, of people over 50 and over 60? Clearly, the
structure of an ancient, pre-industrial and pre-healthcare population is likely to be
different from the modern, both in its higher mortality and higher fertility rates

(though it will not necessarily have a lower maximum life span than the modern

% Corvisier (2003) 19: “On commence donc & étre vieux & 50 ans. A 60, on atteint le seuil maximal de
la vieillesse.”

% Note, for instance, the elderly Trojan councillors in II. iii. 146-52, or the image of the elderly judges
on the shield of Akhilleus (1. xviii. 497-508). The gerousia is also mentioned in Il. iv. 259, iv. 344, ix.
70, and xxii. 119.
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populations of the developed world).'®® To ascertain the shape of this population
structure, various methodologies have been developed, and the main ones are

discussed below.

The oldest and the most straightforward method focuses on analysis of funerary
inscriptions. Since funerary inscriptions often mention the age at which the person
being commemorated died, scholars have compiled lists of tombstones that mention
these ages in at attempt to recreate mortality patterns of antiquity.'®* Unfortunately,
studies based on inscriptions do not provide convincing population structures. Since
inscriptions and commemorated graves were not constructed randomly, it is
impossible to control the randomness of the sample that such a collection generates. It
is likely that only the wealthier strata of the population could afford memorials, and
this tendency would make inscriptions unrepresentative of the population as a whole.
It is also important that inscription-based evidence seems to under-represent infant
deaths, judging by a comparison with mortality figures from modern developing

countries.*%

At the same time, inscriptions are liable to inflate the ages of the elder
deceased, as Parkin, for instance, has argued.'®® Moreover, most tombstones come
from urban areas, and so their evidence does not represent the entirety of ancient
populations.’® As a result, epigraphic evidence shows a population structure for

antiquity that is inconsistent with population structures in modern pre-industrial

populations (as recorded in various model life tables, which will be discussed below)

100 Cf. Parkin (1992) 71, 106.

191 For an early, and methodologically crude example, cf. Richardson (1933) 277-360. For a more
methodologically developed study, cf. Burn (1953).

192 parkin (1992) 6. A modern historical example of the systematic implausibility of the mortality
patterns that emerge from inscriptions is recorded by Henry (1959) in an analysis of a graveyard in
France from 1833-4. Henry found that only 10% of tombstones recorded deaths of children under 15,
whereas in the population as a whole infant and childhood mortality made up 40% of all deaths.

193 parkin (1992) 6-7.

104 parkin (1992) 12.
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that most scholars take to be suitable comparative cases for ancient populations. The
argument is not that ancient populations should have exactly the same structure as
modern pre-industrial populations, but rather, as Hopkins wrote, that “[i]t is
inconceivable that the pattern of Roman mortality should be so unlike that of all other

known populations”.*®

Another ancient source of information about mortality figures is the skeletal evidence,
collected from ancient cemeteries. Given a large enough random sample, one should
be able to reconstruct a population pattern by approximating the age at death
suggested by the skeletal remains. At least in theory, skeletal evidence should be more
accurate than epigraphic evidence, because the age of the skeletons can be estimated
independently by modern researchers, unlike the epigraphic evidence, where there is
no way to check the accuracy of age-statements. In practice, however, skeletal
evidence is a difficult information source. Firstly, determining the sex and age of
often incomplete and damaged skeletons is highly subjective and inexact.!®® In
addition, Parkin has argued that skeletal data is open to distortions similar to the ones
in the epigraphic data, since it is impossible to ascertain on what principle certain
people were given burial, and others were not: local burial customs would
undoubtedly have played an important role in this selection.’” For instance, just as

with epigraphic data, skeletal remains under-represent infant mortality, and children

“appear ... to have been comparatively rarely given proper burial, or at least burial in

195 Hopkins (1966) 255. Cf. the comparative graphs in Hopkins (1966), in particular figs. 2, 3 and 4.
Also Ery (1969).

106 Cf. Parkin (1992) 43-9, 58. Also Sallares (1991) 111: “[i]t is a very common feature of skeletal
series that they seem to contain hardly any old people. This is a consequence of the methodological
problems of relating biological age to chronological age, as humans cease growth in their late teens
today (perhaps in the mid twenties in less well nourished historical populations), after which time it
becomes harder to differentiate them”.

197 parkin (1992) 42-3.
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adult cemetery sites”.'% Finally, the survival of skeletal evidence is likely to privilege
adults over both the children and the elderly, as their skeletons are more durable; and
the wealthier segment of the population over the poorer, because the wealthy would
have been given better burial.*® Thus, in any sample of skeletal evidence there will
most likely persist a number of selection biases that will severely influence the

outcome of the investigation.**°

The third, and most modern, method of building an assessment of ancient population
structures is the use of model life tables. These life tables are statistical models
designed to represent possible populations. These models are based on empirical
evidence from historical periods for which reliable data exist, mathematically
analysed to give population structures that vary according to such factors as mortality
schedules, birth rates, and different age patterns within different populations. These
model life tables have been used as approximations for the likely population
structures of ancient and historical populations, for which comparable empirical

evidence does not survive.

The first model life tables that were used to reconstruct ancient populations were the
UN tables published in 1955-6. These tables were first applied to ancient demography
by Hopkins.*** However, they were relatively rudimentary, and of limited usefulness,

partly because they were later found to be based on highly problematic data, and

198 parkin (1992) 43.

199 parkin (1992) 50.

110 \Where studies of specifically ancient Greek mortality through paleodemography are concerned,
further case-specific problems arise. For instance, in one such study (Angel (1969)), the sample
collected for ancient Greece was extremely small and lacked temporal and geographical consistency
(only 82 skeletons, from the period 650-350 B.C., taken from Athens and Corinth for adults, and
Olynthos for infants and juveniles).

1 Cf. e.g. Hopkins (1966).
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partly because these tables only allowed for variation in mortality levels, and did not
make allowances for differentiation of age patterns in the populations. They were thus

highly inflexible in application.'*?

Following the development of the UN life tables, Coale and Demeny developed at
Princeton a different and more advanced set of tables that took into account not just
the mortality and fertility levels of the population, but also created four distinct
variations in age patterns of the populations that were based on regional differences in
population structures.® These four variations are entitled North, South, East and
West. The first three are regionally based, showing varying levels of infant, adult, and
old age mortalities: roughly speaking, North is Scandinavian, East is Central
European, and South is Mediterranean. Model West is the average pattern of
mortality, based on globally accrued data, and recommended when allocation to one
of the three specific models is uncertain.'** The models for all four regions are
differentiated according to their ‘level’, and their ‘r’ value. Level 1 is defined as life
expectancy at birth of 20 years (for females; the corresponding value is slightly lower
for males), and each level above that represents an incremental increase of life
expectancy at birth by 2.5 years. ‘r’ is the intrinsic growth rate of the population, with

5.00 representing 0.5% per year, 10.00 being 1.0% per year, and so on.

However, although Coale-Demeny model tables are more useful than the UN tables,
and are the usual model life tables that demographers use even today, they do have
certain problems. Firstly, it is a potential difficulty that these tables are based on data

from the nineteenth and twentieth centuries “where average life expectancy at birth

112 parkin (1992) 79.
113 First edition: Coale and Demeny (1966); second edition: Coale, Demeny and Vaughan (1983).
14 parkin (1992) 80.



Maxim Polyakov 34 Thesis submitted for the DPhil in
Greek Language and Literature

never fell below 35 years”.'*® This means that the iterations of the Coale and Demeny
models that are used to approximate to ancient populations, and which have a life
expectancy in the region of 25 years, were developed through regression from
populations with lower mortalities. Another reservation regarding the use of model
life tables is put forward by Sallares: the process of deciding which “settings’ to use
depends too much on a priori assumptions, the life expectancy at birth and the
population growth rate, that cannot be reliably verified.**® The resulting difference in
population predictions can be vast: while at level 5, r = 0.00, the chance of surviving
to 60 is 18.26%, at level 3, r = 10.00, the chance of surviving to 60 is 7.89%. Most
important, however, is the fact that the model life tables assume a closed population,

and one insulated from short-term demographic shocks.

The first two criticisms are not overly problematic, as long as the models are used
appropriately. So Parkin: “it needs to be understood, [that] the tables illustrate
probabilities for hypothetical stable populations, probabilities that suggest
approximate dimensions rather than strict limits”.**” If employed with this proviso,
the fact that these models are produced by regression (for higher mortality levels)
becomes less important, and research has shown that the regression-based models can
correspond well to real populations.*'® Similarly, when choosing the ‘settings’ for the
model, one might rely to a certain extent on such data sets as the Egyptian census
figures (to be discussed in due course), which might suggest the range of models that

would provide a satisfactory outcome. While Sallares’ criticism remains valid to some

15 parkin (1992) 81.
116 Sallares (1991) 108.
17 parkin (1992) 83.
118 parkin (1992) 81-2.
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extent, the process of selection of the model life-table does not have to be as random

as he envisages.

However, the last reservation, that models can only approximate intrinsic and long-
term population trends, is a real limitation. Models do not give a realistic ‘snap-shot’
picture of a population as it might have existed at a given historic moment, since at
any given time a ‘real’ population would have been influenced not only by its long-
term trends, but also by short term shocks and migration.”® The modelled
populations, however, vary only according to internally occurring, consistent and
predictable birth and mortality schedules, since the models that describe them can
only function on the assumption that these populations are closed and insulated from
external factors: they discount the influence of epidemics, wars, famines and
migration (to name only some of them). This is clearly a restriction on the potential
accuracy of the models in showing what the ‘real’ historical populations might have

looked like at a particular time.

One solution to this problem would be to use ancient evidence to produce a snapshot
picture of an ancient population at a given moment. Only one piece of evidence of this
kind survives for Athens. This is the inscription from 325/4 BC that lists the names of
arbitrators appointed in Athens for a particular year, 1G 11> 1926. Arbitrators were
appointed from men from the ephebic registers who reached their sixtieth year.
Arbitration was a compulsory duty, with exemption being granted only to those men

who were in office, or who were abroad.*® This inscription lists 103 names and seems

1191t is worth noting that none of the methods discussed above can recover ‘real’ population structures
as these existed at any given moment. The reason for this is that data gathered by the epigraphic and
paleodemographic methods comes from disparate places and spans significant time periods.

120 Cf. Avristotle Ath. Pol. 53. 4-5,
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to be complete, and Jones has argued that it shows the extent of adult mortality in
Athens: “of 500 young men of 20 not many more than 100 survived to be 60”.}*
These figures could be used to correct the models, or even replace them altogether. At
the very least, if this approach is accepted, it will disprove the validity of many of the
models used to estimate ancient populations: for instance, out of the three models that
Akrigg compares (Hansen’s, Woods’, and his own ‘spliced” model — these will be
discussed individually in due course), only the latter comes close, with the survival
ratio of 4.6:1, to the “5:1 ephebe:arbitrator ratio accepted by Jones as the basis of the

inscriptions from Euonymon”.*?

The evidence from the inscription, however, does not stand up to closer inspection, as
it provides results that are riddled with uncertainties, and are in fact far less usable
than the ones that are generated through model life tables. Firstly, to be usable this
inscription would need to be accompanied by reliable data on the number of ephebes
in 365/4 BC. These numbers are not available, and the best manageable
approximation must be based on three reconstructed lists of ephebic recruits from the
330s onwards. This undermines much of the plausibility of the inscription as a real
snapshot of Athenian demographic patterns: it is impossible to verify whether in the
360s BC the Athenian ephebic population partook of the same short-term
demographic dynamics than in the 330s and 320s; and yet it is precisely these short-

term dynamics that this method is meant to investigate.

Furthermore, even if it is assumed that the number of men in the ‘ephebic’ age group

remained constant throughout the middle two quarters of the fourth century, it

121 Jones (1957) 83.
122 Akrigg (2011) 56. 5:1, because of the 500 ephebes only 100 reached the age of arbitratorship.
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remains questionable what precisely that number might have been, since
reconstructions of it are based on scant and fragmentary evidence. Gomme has
discussed the inscriptions from which scholars have sought to estimate the numbers of
ephebes: (1) 1G 112 1156; (2) Ephemeris Archaiologike, 1918, pp. 73ff.; and (3) IG I
478.2% The first inscription, detailing ephebes from the Kekropis tribe in 334/3 BC, is
incomplete, and gives 30 names in total. However, it leaves out recruits from two
large and three very small demes. Gomme estimates the total numbers of ephebes
from this tribe at 43-5. The second inscription, from Leontis in 327/6 BC, gives 63
names, though it has been suggested that these figures represent two years of ephebic
recruits, not one (the suggestion is opposed by Gomme). The final inscription, also
incomplete, gives figures for seven tribes from 305/4 BC, but only the data from the
Erekhtheis tribe is sufficiently complete.** Gomme reconstructs the Erekhtheis

register to contain around 33 names.

Taken together, these inscriptions suggest that a degree of scepticism should be
employed when reconstructing ephebe numbers in the fourth century. Not only is it
inherently unlikely that ephebe numbers remained stable year to year, but the total
numbers, as they can be reconstructed from the available evidence, fluctuate within a
considerable range, between about 400 (33 multiplied by twelve rather than ten tribes,

as there were at that time in Athens)'®

and potentially as many as 600. Though
Gomme suggests reasons for the fluctuating numbers of ephebes, neither he nor
anyone else are able to provide a reliable methodology to attain a standardised

number of ephebes from these inscriptions, aside from simply taking a number that

122 Gomme (1933) 67-70
124 Gomme (1933) 67.
125 Cf. Gomme (1933) 9, Jones (1957) 150 n. 28.
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seems to be in the right range.'® This, however, is an unreliable process, and requires

a lot of faith to be put in what is extremely sporadic and uncontrollable data.

These data pose two further problems. Firstly, the use of these inscriptions in
calculations of ancient Athenian mortality patterns is liable to introduce a social bias
into the results, since there is a possibility that only young men of hoplite class were
enrolled as ephebes, and hence these inscriptions might have described only the
wealthier class of Athenian society.*?’ If this was the case, expansion of the results
from these inscriptions to encompass the entire Athenian population could only be
done on the assumption that the rest of the population had the same long-term and
short-term demographic profiles as the hoplite population. There is no guarantee that
this was so, and therefore the chances of attaining a reliable historic picture of the

Athenian population from these inscriptions are again reduced.

More importantly, however, it is unclear to what extent a snap-shot picture of the
Athenian population that can be achieved by using the “arbitrator’ inscription 1G 112
1926 is actually desirable, and to what extent it is going to be simply misleading.
Another ‘arbitrator’ inscription published by Lewis in 1955 and dated to 330/29 BC
provides a warning on this issue. This inscription gives “not less than fifty-four names
for the first five tribes”.*?® However, Lewis himself suggested that “the number of
diaitetai in this year lay between 100 and 150”,'?° potentially giving a much larger

figure than the one preserved in the complete inscription. Thus, it is not clear how

typical the number of arbitrators provided by IG 11> 1926 was. It could be that 325/4

126 Gomme (1933) 9-10.

127 Cf. Rhodes (1981) ad 53. 4 and 42. 2.

128 Jones (1957) 150 n. 29. Cf. Lewis (1955) 27-36.
129 |_ewis (1955) 28.
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was an unusually low year for arbitrator numbers. At any rate, the potential range of

values is striking, and suggests sporadic and uncontrollable data.

The use of IG 11? 1926 as evidence for population patterns and proportions of old men
in ancient populations is riddled with difficulties. This inscription shows only one
small, possibly unrepresentative, sample of the population, in a year that itself might
have been unrepresentative. Furthermore, to make sense of it, a large number of
assumptions, not all of them justifiable or straightforward, must be made. In
comparison to this, model-based ancient demography provides a more
methodologically sound, evidence-driven, and controllable approach to understanding
the patterns of ancient populations. It should, of course, be used within appropriate
bounds, and with an understanding of its limitations, the main one being that models
can only estimate general trends of closed and ‘insulated” populations. The
misleadingly precise life tables that models generate show populations that most
likely never existed in that specific form, since any real population would be affected
by migration and external shocks. However, in the absence of reliable and systematic
empirical data for the period, models are a very promising method for assessing

ancient population trends.

The last important ancient source of evidence for assessing ancient population
structures that should be considered is Roman Egyptian census returns. These
censuses were conducted every 14 years, perhaps for the purposes of organising
taxation, or controlling the Egyptian population.*® Surviving returns date to the first

three centuries AD. They give information on separate households, and often the ages

130 Bagnall and Frier (1994) 26-30.
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of the members of the households also survive. The information included in them
seems generally to be of good quality (especially in comparison with the epigraphic or
skeletal evidence), and can thus be used to reconstruct the population structure of
Roman Egypt. This had been done originally by Hombert and Préaux, who considered

some 200 returns.*!

More recently, Bagnall and Frier were able to access as many as
300 returns, due to new finds made in the intervening years, and they have analysed
them with a high level of methodological sophistication.**? Their analysis has yielded
plausible results, and, although these results come from a different time and location
than Classical Athens, it can be argued that they might be applicable in a general
sense to the Mediterranean region as a whole: especially as concerns family
formation, “the basic demographic attributes of Roman Egypt are, at the least,
thoroughly at home in the Mediterranean”.™** Moreover, the reconstruction of the
Egyptian (male) population structure is heavily based on standardised model life
tables, as will be discussed below, and is therefore unlikely to be unique to that
specific region. However, as with all sources of evidence on a topic as difficult to

reach as ancient demographics, certain problems exist in this collection of data as

well .13

Firstly, the most promising way to go about using this data is to put all the returns
together to create a single population structure. However, this requires the assumption
that the demographic situation remained the same throughout the period in question,

and this is unlikely, considering the period’s length; and the data as it has survived is

31 Hombert and Préaux (1952).

132 Bagnall and Frier (1994); cf. the review by Parkin (1995).

133 Bagnall and Frier (1994) 173. Initially this was met with scepticism by Parkin (1995), but more
recently his scepticism has weakened significantly: cf. Parkin (2011) 184.

134 The discussion of these follows, but for a general survey, cf. Parkin (1995).
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too exiguous to trace changes in demographic parameters over the three centuries.**®
This is, then, a potential source of distortion embedded in the data. Secondly, the
provenance of the returns is geographically restricted: “about three-quarters of the
returns are from the Arsinoite and Oxyrhynchite nomes, with other nomes represented
sporadically except for spectacular chance discoveries ... There are no returns at all
from the great city of Alexandria; on the other hand, the single metropolis of Arsinoe
contributes nearly a third of our data”*® This puts the representativeness of the

sample in question.

There is a chance that the representativeness of the sample is compromised in another
way, as about half of the returns come from cities, whereas in fact only about a third
of the Egyptian population would have been urban.*” This distinction is significant,
since a number of demographic distinctions between urban and rural populations
emerged in the course of the study: for instance, village families tended to be larger
than metropolitan, and metropolitan women tended to marry a few years later than
rural women.™*® However, Bagnall and Frier deal with this difficulty by weighting
their results in favour of the rural census returns, in order to represent more accurately
the population distribution of ancient Egypt. This solution to the urban bias of the
evidence is strongly approved by Parkin as a significant methodological advance

developed by Bagnall and Frier.**

Furthermore, the censuses, accurate by ancient standards, nevertheless have important

gaps. One such is the apparent misrepresentation in them of infant mortality. This

135 Cf. Bagnall and Frier (1994) 41.
136 Bagnall and Frier (1994) 40-1.
37 Bagnall and Frier (1994) 49, 57.
138 Bagnall and Frier (1994) 49.

139 parkin (1995).
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problem is overcome by Bagnall and Frier by employing model life tables (more on
the specifics in due course) to reconstruct the younger segments of their population

structure.*°

Another difficulty is the possibility that older adults would misrepresent
their ages.**" Highly significant too is the widespread failure of respondents to report
members of their families when they fall into a particular demographic group. One
example of this under-reporting concerns “some girls, especially those less than 5
years old” in metropolitan areas.** It is not clear why this under-reporting should
have been taken place. An even more significant distortion is created by the apparent
tendency of respondents to conceal young males, or list them as being younger than
they were in actual fact. The motivation for this is likely to have been the avoidance
of the poll tax, levied on males aged 14 to 62. This failure “may be the single most

significant source of undercounting in surviving returns”.**®

These tendencies create important problems when the age-specific sex ratios are
considered. Generally, at birth the sex ratio, measured as number of males to 100
females, is around 105.'** However, in the Egyptian data, the sex ratio is too low from
post-infancy until old age, and too high in old age.'*® Bagnall and Frier hypothesise
various explanations for this: under-reporting of males of taxable age (mentioned
above); distortion of female statistics (the least likely explanation); and exaggeration
of male ages following the age of sixty.!*® These explanations suggest that the
restoration of the male life-table must be tentative. For that reason, Bagnall and Frier

place more emphasis on the sex-specific mortality schedules derived from the census

140 Bagnall and Frier (1994) 34 n. 10.

1 parkin (1995).

142 Bagnall and Frier (1994) 42, and cf. 99.

143 Bagnall and Frier (1994) 42, and cf. 97.

%4 parkin (1992) 98.

5 Cf. fig. 5.6 in Bagnall and Frier (1994) 107.
146 Bagnall and Frier (1994) 107.
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returns for females when reconstructing the female life table and fitting a model to
it,**’ than they do when estimating the male population structure. The male population
structure is approximated in turn by adopting a minimal likely life expectancy at birth,
and building a model life table using the same population growth rate as was used for
the female population.**® This is based on the reasonable assumption that male

population grew at the same rate as the female.**

Although the Egyptian data present a number of important difficulties, especially as
concerns the male part of the population, the analysis of these returns provided by
Bagnall and Frier is highly methodologically developed, and self-reflective. For these
reasons, the Egyptian data will be used as one comparative ancient population
structure, and as a method of control for other assessments of ancient population
structures. These other assessments will employ the model-based approach, a number
of different adaptations of which will be presented. That several different models are
going to be used in this investigation is important because, given the uncertainties
inherent in running this assessment, a range of models and of ‘settings’ is more likely
to provide an informative and acceptable result than a single model. Moreover, this
methodology is more likely to capture the ambiguity and the approximation that are
inherent in the investigation. Finally, a range of models is required because some of
the models that will be presented are based on different mortality patterns from the
one developed by Coale and Demeny, and there is some evidence to suggest that the
mortality patterns that Coale and Demeny adopt might not be the most representative

for antiquity. The analysis of inscriptions and skeletal remains will not be taken

147 Bagnall and Frier (1994) 84-90.
148 Bagnall and Frier (1994) 100.
149 Cf. Keyfitz (1985) 115.
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further, as these are less promising methods for understanding ancient population

structures.

The first model that will be discussed here is Coale-Demeny West Level 1, r = 5.00
for males. This can be treated as the population with the highest possible mortality for
antiquity: as Akrigg has noted, a population “where life expectancy at birth was below
20 years over the long term would have had difficulty reproducing itself, and would
rapidly have declined in numbers”.**® In this population, the life expectancy for
females at birth is 20, and is just over 18 for males. As regards the intrinsic growth
rate, the growth rate or the population should not be set higher than 0.5% (the
minimal value that the Coale and Demeny tables permit), as even that value implies
very fast natural growth. This rate would lead to a doubling of the population every
140 years, and also implies a crude birth rate of almost 60 per year per 1000 of the
population*** — an impossibly high birth rate to maintain over the long term.*? This
model, therefore, will give the lowest bound numbers of old men, though it should be
stressed that it is unlikely that the real population structure had a mortality or fertility

rates nearly as high as this model posits.

The next model in the range is Coale-Demeny West Level 4, r = 5.00 for males. This

was the setting used by Hansen, and correlates to male life expectancy of 25.26 years.

153

While it was selected by Hansen with a degree of arbitrariness,™ it was not an

illogical choice. Life expectancy at birth in ancient societies could not have been less

150 Akrigg (2011) 50.

31 Calculated on the basis of the “Percent 15-44” and “Brths / pop 15-44” values, and “Deaths up to
age (x)” series given in Coale, Demeny and Vaughan (1983). A sex ratio at birth of 105 was assumed.
152 parkin (1992) 78 comments: “A figure in the high 40s for antiquity is not impossible but it is
improbable for the long term”.

153 Hansen (1985) 11.
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than 20, yet it also cannot have been more than 30, as this would suggest a different
population profile: “an ey [life expectancy at birth] in excess of 30 years would imply
a quite different demographic regime, with infant mortality in particular far lower
than might be anticipated with medical care and environmental conditions being what
they were”.™* Life expectancy of 25 is “the mid-point in this plausible range of
figures”.'>> At the same time, this setting of the Coale and Demeny tables gives the
crude birth rate in the low 40s, which is an achievable rate for historical populations.
This model should therefore lie somewhere in the middle of the possible population
trends for antiquity insofar as numbers of elderly men are concerned. Interestingly,
Bagnall and Frier’s model lies close to Hansen’s parameters. For males, it adopts
Coale and Demeny West Level 4, but alters the growth rate of the population of 0.2%
per year, which decreases the number of children that the population produces, and

therefore increases the proportional number of adults in the population.

A slightly different approach was taken by Akrigg in developing his model for the
ancient Athenian population. He proposes to use the Coale-Demeny tables “in a more
flexible way”, because “what is known about age-specific impacts of diseases such as
tuberculosis, suggests that they [demographic models] underestimate adult mortality
and overstate child mortality”.**® Akrigg suggests, therefore, that Coale-Demeny
tables be spliced together (this general approach is warmly welcomed by Parkin),**’
and offers an example of how this could be done: he uses Coale-Demeny Model

West, males, Level 8 (e = 34.89), r = 5.00 for individuals under the age of 15, and for

those over 15 he uses Coale-Demeny Model West, males, Level 2 (ey = 20.44), r =

>4 parkin (1992) 84.

155 Akrigg (2011) 50.
156 Akrigg (2011) 53.
7 parkin (2011) 185.
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5.00. The life expectancy of the population derived from the combined table is 29.76.
The choice of these life tables at these precise ages seems to be motivated by the fact
that similar settings can be used to model the English population of the 1680s.%®
Because of its high mortality rate for adults, however, this model gives a low reading

for the numbers of surviving elders, and is one of the lower-yielding models in that

respect.

The final model that is considered in this section is the one developed by Woods in
2007."° This model, like the one developed by Akrigg, attempts to explore a different
age pattern of mortality from the ones used in the Coale and Demeny models. It is
markedly different from Coale-Demeny because it is based on new sets of empirical
data derived from documented modern populations with life expectancy of less than
30 years; and because it focuses on the causes of death and epidemiology of the

modern populations, especially as these vary by age.**

At higher rates of mortality,
its results are similar to Akrigg’s ‘spliced’ model: Woods’ data, like Akrigg’s, give a
lower rate of infant mortality, and higher rates of adult mortality. However, at lower
mortalities, Woods’ data (especially the South European model, cf. n. 159) show a
higher rate of infant mortality, and a lower rate of adult mortality than the comparable
Coale-Demeny models.*® From the various settings of the Woods model, Akrigg

chooses the ey = 30, r = 5.00 in his article to compare with his ‘spliced” model,*®?

perhaps because this is the closest life expectancy setting to the overall life

158 Akrigg (2011) 53; the original work on that English population is Wrigley (1997) 284.

159 Woods (2007). Woods develops two versions of these series: the South European version and the
East Asian version. The former is more relevant to the current analysis. Woods’ South European
figures have been processed to represent the proportion of the population within given age ranges by
Akrigg (2011) 54.

180 n this, Woods’ research follows on from the work of Preston, Keyfitz and Schoen (1972) and
Preston, McDaniel and Grushka (1993). Cf. Woods (2007) 376, 382.

161 See the graphs in Woods (2007) 381, and explanation on pages 379-82.

162 Akrigg (2011) 54-5.
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expectancy of the model that Akrigg builds. In fact, however, Akrigg’s model and
Woods’ model at e, = 30 show quite different age-specific mortality patterns, and
balance each other out in a productive fashion. By contrast to the dire adult mortality
rates of the Akrigg model, this setting of Woods’ model provides a very mild
mortality schedule for adults, and thus can usefully serve as the upper boundary for
credible survivorship rates in antiquity: it is based on the maximum likely life
expectancy at birth of 30, but on a lower adult mortality than Akrigg’s ‘spliced’

model, giving the highest likely proportion of elders overall.*®®

In sum, the range of models presented gives a broad overview of the various possible
population structures of antiquity. It is important to stress that all of the models above,
including the Hansen setting and Level 1, r = 5.00 setting, are based on empirical
data, processed and adjusted to create model life-tables. Although most of the models
are based on Coale-Demeny tables, Akrigg develops an insight from English history
to produce a model that uses these tables in a creative way to blend two patterns of
mortality and thus to build an altogether different population pattern; and Woods’
model is based on entirely independent sets of data. This variety is valuable, as it
broadens the range of patterns within which we can analyse ancient populations, and
captures the fact that different historic populations have exhibited different age-
specific mortality patterns. This is a good reason for employing a range of models
while investigating the numbers of elders in the ancient populations, since there is no
real way (yet) for scholars to identify which mortality pattern would fit one particular

ancient population, and which pattern would fit another.

163 Although Woods’ model uses females as the ‘standard population’, this should not automatically
disqualify it from being used in this survey. As Parkin (1992) 83 has written, “when we refer to Level 3
‘female’ or ‘male’ these tables need not be related to a single, specific sex”. He refers in particular to
Newell (1988) 138 on this point.
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The results generated by these models are demonstrated below, and the first graph
(fig. 1) shows the structures of the populations that are implied by them. The structure
IS given as a percentage of the total population contained in the five year age range
preceding the x-axis value. For that reason the x-axis starts at 5, as this implies the
range of 0 to 5 years. The next reading, at 10, refers to the age range of 5 to 10 years,
and so on. For the sake of comparison, the structure of the modern (2011) UK

population is also included.

18

—&— Akrigg

16
—8—Hansen-Coale-Demeny

14 § —&—Egypt (Bagnall and Frier,
reconstructed males)

——Woods e(0) = 30, females
12

—8—Coale-Demeny Level 1, r =5.00

10 —8—UK 2011

% within range X-5 to X

5 year ranges, from age X-5to X

Figure 1: population structure, from birth

The percentages of the population over 50 and 60 as implied by the various models

are given in the following table (table 1).
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Hansen/ Egypt (Bagnalland  Woods

Over  Coale-Demeny Coale-  Frier, reconstructed e(0) =30, UK
age Levell,r=500 Akrigg Demeny males) females 2011
50 8.7 10.0 11.9 13.2 17.1 33.1
60 3.2 3.9 5.0 5.7 8.9 20.8

Table 1: the percentages of total population over 50 and 60

The potential range for the proportion of the elderly in the population estimates based
on these models emerges, therefore, as being between 3.2% and 8.9% for the group
over 60, and between 8.7% and 17.1% over the age of 50. It is encouraging that the
‘Egyptian’ model, the only set of data directly referable to ancient (though of course
not strictly Greek) evidence, lies roughly in the centre of this range — this placement
makes it more likely that the collection of models is in the right range to estimate the
various possible ancient population structures. It is also encouraging that the Egyptian
model lies towards half way between Akrigg’s model and Woods’ model, which
present different mortality patterns for infants and adults: Akrigg has low infant
mortality and high adult mortality, and Woods has high infant mortality and low adult
mortality within the framework of a generally elevated overall life expectancy of the
two models. This suggests that the reconstructions of the different mortality patterns
for antiquity are not only providing a suitably broad range of possibilities, but are also

set in a range consistent with each other and with what ancient data has survived.

Although these results are already significant, in order to estimate how prominent a
segment of society old men might have been, and hence what the social context was
in which the dramas were presented, these results must be analysed further. The
proportion of old men must be considered in relation to the adolescent and adult male
population: if a large proportion of males died in infancy, this does not mean that old

men were less noticeable within society. The following graph, therefore, presents the
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population structures implied by the models from fig. 1, but cuts out the first two 5
year ranges, and rebases the rest of the data. It shows, in other words, the proportion
of the male population that was over 50 or 60 in relation to all males in post-infancy,

taking that as ending (perhaps a little arbitrarily) at 10 years (fig. 2).*

18

—&— Akrigg

16 —— Hansen-Coale-Demeny

= Egypt (Bagnall and Frier,
reconstructed males)

—&—Woods e(0) = 30, females

—8—Coale-Demeny Level 1, r = 5.00

—8—UK 2011
10

% within range X-5to X

15 25 35 45 55 65 75 85 95
5year ranges, from age X-5to X

Figure. 2: population structure, rebased at age 10

The following table gives the percentages of the post-infancy population over 50 and

60 years as implied by this recalculation (table 2).

164 Age 10 is selected, for instance, by Morris (1987) 58 as the start of post-infancy.
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Hansen/ Egypt (Bagnalland  Woods

Over  Coale-Demeny Coale-  Frier, reconstructed e(0) =30, UK
age Levell,r=500 Akrigg Demeny males) females 2011
50 12.3 13.5 16.0 17.4 22.4 37.8
60 4.5 5.3 6.7 7.5 11.7 23.7

Table 2: the percentages of post-infancy population over 50 and 60

The range of values for the proportion of old men in this part of the population is from
4.5% to 11.7% for 60 year olds, and 12.3% to 22.4% for over 50s. It is worth bearing
in mind that the lower value of the range is highly unlikely to be an accurate
representation of the population structure: as has been noted already, the low life
expectancy (20 for females, just over 18 for males) implied by this model is extremely
improbable. By contrast, while the upper value of the percentage range of the
population over 60 is likely to be somewhat too high, it is not far above what is
empirically plausible. In a number of historical European societies of the post-
renaissance period the percentage of the population over 60 (male and female) was
often around 8%, and sometimes as high as 9% (though in the Kievan Governorate of
the Russian Empire at the start of the eighteenth century this number was low, at
6%).1%° 8.9%, the highest estimate for the percentage of over-60s in the total male

population, is not improbably far above these rates.

Since the percentage ranges for old men in the population that emerge as a result of
this investigation are likely not to have reached as low as the lower limit, and perhaps
not as high as the upper limit, they can be plausibly summarised as follows: men over

50 are likely to have made up between 10% and 15% of the male population in the

185 Cf. Denisenko (2005). The oldest complete historical census-based series comes from England, and
goes back to the sixteenth century. The figures relating to old age derived from it are given by Laslett
(1995) 19.
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long-term; and somewhere in the region of 15% to 20% of the male population over
the age of 10. Men over 60 are likely to have made up between 4% and 8% of the
total male population in the long-term; and between 5% and 10% of males over 10
years of age (to follow this trend a further 10 years down the line, to 70, the respective
numbers would be in the region of 3-4% and 4-5%). It is not advisable to seek greater

precision than this.

It is possible to conclude, however, that the numbers of old men in the population
were likely to have been quite significant, especially if one considers the lower
boundary for old age, 50 years; and all the more so if the numbers of old men are
calculated for the post-infant male population. This proportion of old men in the
population is in line with other historically relevant estimates, though not, of course,
with the demographic structures of modern Western societies. As such, old men are
likely to have made up a larger part of the population than is often assumed by
Classical scholars. Moreover, although external shocks would have had a deflating
effect on the percentage figures given above, and on occasion this effect could have
been significant, not every external shock need have reduced the proportion of old
men in the population at a given moment. For instance, while wars fought in the
decades preceding the point of measurement are likely to have reduced the proportion
of men surviving to old age at that point in time, wars fought at the point of
measurement would have reduced numbers of adult men, and hence temporarily

increased the proportion of old men in the population.

However, to enquire further into the effects of external shocks on population structure

goes beyond the remit and the requirements of the present thesis. It is enough to
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hypothesise that the numbers of old men in the long-term would have tended towards
the ranges given above, since the normative background for understanding the
presentation of old age in drama is likely to have been set by long-term patterns,
which are captured sufficiently accurately by these results. These patterns suggest that
old age was likely to be a phenomenon to which the audience could relate, since old
men were a significant demographic segment of society. While not as common as it is
in the modern Western society, old age was by no means an alien, rarely seen stage of
life (especially given the unquantifiable effects of faster ageing because of harsher
ancient life-styles); and in their presentation of old age, the plays could refer to the
experience of it that Athenian society of the fifth century would have had. Since this
experience, at least as far as it is possible to judge from the demographic data, was far

from slight, a complex treatment of old age in the dramas is to be expected.

i) Sociology of Old Age

This point of view is substantiated through consideration of the social standing of old
men in Athenian society. Old men were a group that seems to have had a prominent
(though not an overwhelming) position in public life. As such, they would have been

not only demographically (numerically), but also politically, noticeable.

The elderly were a group that had its own identity within the highly visible bounds of
the law. One prominent piece of legislation, aside from the laws already mentioned

(such as, for instance, on assembly speaking and military service), protected the rights
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of parents.’®® Except in special circumstances (such as if the father had not taught his
son a trade, or had prostituted him), children were required to provide for their
parents. If they failed to do this, they were liable to be charged with graphe goneon
kakoseos. In this case, unusually for a graphe, the accuser was not required to secure a
fifth of the votes to avoid punishment himself. This fact, together with the heavy
penalty for those adjudged guilty (the penalty was atimia), suggests that this charge
was considered particularly serious, and that it was expected that the elderly be treated
with respect. However, the law also viewed the old with a degree of caution and
recognised the natural limitations of old age, since a son could bring against his father
a charge of dementia (paranoia). If proven, this allowed the son to take control of the
oikos.*®’ This suggests that the old were imagined as guardians of the oikos, who
could be removed when they were no longer adequate in that role, and whose duty
was to bring up sons to take over from them. The standing of the elderly in the eyes of

the law, therefore, was contingent on their performance in both of these spheres.*®®

As well as bringing mental detriment, however, there was public belief that age could
bring wisdom through experience. This seems to have been commemorated in the
institution of arbitration, officially set up (perhaps) at the end of the fifth century.*®® In
addition, the court of the Areopagos, often treated in the orators as the most revered

and scrupulous court in Athens,'”® was filled up by annual admission of the outgoing

166 Cf. Garland (1990) 261, Lacey (1968) 116-7.

187 MacDowell (1978) 92, Garland (1990) 261-2. The only known instance of this law being put into
practice, however, is reputedly when Sophokles was taken to court by his sons (cf. Testimonia 81-4a
Radt), though Kelly (2009) 12-4 has argued against the reliability of the biographical tradition on this
point. Cf. also the law quoted at Dem. xlvi. 14, which refers to mental deficiency that can be brought
about by old age. Lacey (1968) 117-8 suggests that old fathers willingly handed over affairs to their
younger children.

188 In this they differ significantly from the ultimate authority that the Roman paterfamilias had in his
house.

159 Harrell (1936) 5, MacDowell (1978) 207.

0 E g. Aiskh. i. 84, 92.
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archons. This means that the youngest members were 31 years old, which on Coale-
Demeny West Level 1, r=5.00 (the model that gives far lower numbers of old men
than is likely to have been the case), and assuming that all outgoing archons were
chosen suis annis,*”* would give the number of men over 60 at about 10%, and above
50 at about 25%. Even on this counting, the last figure is an impressive proportion;
and on more probable (lower) mortality models, the figures would have been higher
still, perhaps somewhere in the region of 15% and 40% respectively.}”® Similar
demographic considerations could also be true for the popular juries, if people were
selected into them proportionally to the general structure of the over-30 population, as
they had the same lower age limit as the archonship (though more on the juries

below).

Finally, powerful evidence for the high regard towards at least certain aged
individuals can be found in the Athenians’ actions following the failure of the Sicilian
Expedition in 413. At that time, the Athenians had set up a council of older probouloi
to look after the affairs of state in the crisis. Although Aristotle Ath. Pol. 29. 2 records
that these men were meant to be over 40, Thucydides describes them as older men
(TrpecPBuTépov avdpcov, viii. 1. 3), and the two we know to have been included on
the board, Sophocles and Hagnon, were quite old at the time of appointment: they

173

were aged 84 and 57 respectively.”" All this suggests that the role of old men in

1 This assumption would give us the lowest possible number of ‘old’ Areopagites, but is extremely
unlikely to have held in actual fact.

172 Cf. Hansen (1991) 89, 289, who postulated that the median age in the Areopagus was 55, and two
fifths were over 60.

173 Strauss (1993) 184-5.
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public life was significant; as Aristotle summarises (Pol. 1329a15): 1 puév SUvapis év

4 € \ 14 b 4 174
VEWTEPOIS, T OE PpdvNols Ev TTpecPBuTépols eivail,

This does not need to mean, however, that Athens was a gerontocracy. In fact, that the
real emphasis in Athenian public life lay on adult males more generally, rather than
specifically old men, has been powerfully argued by Crichton.'”> While Crichton does
not deny that old men had a role to play in the city, he notes that few magistracies had
an elevated age limit (the arbitratorship, mentioned above, is one example; envoys

176 \with most

and other public figures were sometimes required to be 50 at least),
having the moderate lower limit of 30. Moreover, he interprets Aristotle Pol.
1275a14-8 as implying that the old were less than full citizens because they no longer
fought for the city: aAA& kaBdamep kai Tadas ToUus unmw &' nMAkiav
EYYEYPOAUMEVOUS KOl TOUS YEPOVTAS TOUS APEINEVOUS POTEOV EIVAL UEV TS
TOoAITas, oux amACs 8¢ Alav GAA& TTpooTIBévTas Tous HEV ATEAELS TOUs O
TapnkuakdTas 1§ Ti Toloutov Etepov.’’” Thus, Crichton believes that “the
exclusion from military service ... must have meant for the elderly a resulting loss in

status™.'"® Additionally, the veracity of the image, prevalent in Attic comedy, of the

jury being made up primarily of old men has been called into question, and Todd has

7% For examples of old men being involved in public affairs outside of historical Athens, note the
Spartan council of the Gerousia, filled by men over 60: cf. Michell (1952) 135-40, Jones (1967) 17-9.
The Cretan and Carthaginian Elders were also selected from those over 60 (cf. Corvisier (2003) 19).
Additionally, Plato imagined his Philosopher Kings as being 50 years of age, having undergone a long
and rigorous period of preparation for this role (Rep. 540a): yevopévcov 8¢ TIEVTNKOVTOUTV TOUS
Siacwbivtas kal apioTeoavTas TavTa TavTnt £v épyols Te Kal EmoTHuals Tpods TEAOS 18N
AKTEOV.

175 Crichton (1991-3) 70-4.

176 Cf. Crichton (1991-3) 71 n. 124: ML 65. 16-8 (envoys sent to Perdikkas), ML 23. 22 (trierarchs in
the Decree of Themistokles), Plut. Per. 17. 2 (heralds sent out to proclaim Perikles’ Congress decree).
7 For a denigrating presentation of old men in plastic art as physically incapable and grotesque, see
the Attic Red-figure pelike by the Geras painter (Louvre G 234), showing the combat between Heracles
and Geras. Geras is drawn as stooping, short, scrawny, and with swollen flaccid genitals — in contrast
to the manly Herakles. Note also the Attic Red-figure pelike by the Matsch painter, Museo Nazionale
Etrusco di Villa Giulia, 48238, from c. 500-450 BC.

178 Crichton (1991-3) 73.
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argued that even younger and able-bodied farmers would have profited from jury
service, not just the old:*"® they would, therefore, have competed with the elder men
for places on the juries. Moreover, it is notable that by the time of the plays discussed
in this thesis, the Areopagos, a political body in which old men are likely to have held
a significant share, had lost many of its powers (cf. Aristotle Ath. Pol. 25. 1-2, with

Rhodes’ discussion).'®

Of these arguments against the prevalence of the old in the structure of Athenian
public life, perhaps the strongest is that jurors, magistrates, and lawgivers had to be
only over 30. Hansen suggests that the lower age limit was instituted because of the
“idea that wisdom and experience grow with age”.*®! To an extent, this is likely to be
true. However, thirty years is not old enough to enter the ranks of the wise: illustrative
are the ages of three of the seven sages, Solon, Thales and Pittakos, who were

allegedly over 100 years old;*®

and Solon wrote that a man reaches the age of
wisdom only in his sixth hebdomad, and is in his prime intellectually in the seventh
and eighth (Solon fr. 27. 11-4 West). In sum, therefore, while the old made up a
significant proportion of politically empowered citizens, the low age limit of 30 meant

that the old were only one constituent of the empowered group. They could protect

their rights, they could freely participate, and they were respected, but Athens was not

7% Todd (1990) 168-9. Cf. also Markle (1985), who argues that jury pay was useful to working men.
Additionally, it is possible to argue from the demographic figures given in the preceding section that a
board of 6,000 jurors could only with some difficulty be filled by old men alone. Even taking the
highest suggested age distribution percentage from the previous section, from a total adult citizen
population of 30,000 (cf. Hansen (1985) 5 and 68-9; though this is in reference to the fourth century, it
is not unlikely that a similar figure held true in the fifth century, and for this calculation only a ball-
park figure is required), the number of males over 60 would not exceed 4,700 (counting the proportion
of over 60 year olds from the population of all males over 20). If old age is taken to begin at 50, the
juries could have be filled by old men; but even this would most likely have been difficult, as the
number of citizens over 50 was still only about 9,000, spread across the whole of Attica.

180 Rhodes (1981) 309-19.

181 Hansen (1991) 89-90.

182 |_ukianos Makrobioi 18.
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a gerontocracy. It was a city steered by the mature adult population, that part of the
Athenian citizenry who were of an age where they might already be married, and

might already have fathered children.

iii) Representations of the Elderly on the Stage

Having considered the demographic and sociological aspects of the context for the
performance of Greek drama, it is important to consider the physical reality of that
performance. This section, therefore, will explore the stage-presentation of old men in
comedy and tragedy. The understanding of how this was done will be important for

unravelling fully the context of the presentation of old men in the plays.

a. Staging comic old age

South Italian phlyax vases are the most complete source of evidence, as they show
both precise portraits of old men, and also old men in action, allowing a contrast to be
created between them and other characters in the scene. While these vases are
potentially problematic as a source of evidence for Attic theatre, being geographically
(and the bulk of them also temporally) removed from fifth-century Athens, they are

now widely believed to represent scenes from Attic Old Comedy.*®

183 On the relevance of phlyax vases to Attic comedy, cf. Taplin (1993) passim, but esp. 89-99. For a
recent summary of scholarship, cf. Storey (2003) 283. The clinching piece of evidence for taking the
phlyax vases as representing Old Comedy is the “Wirzburg Telephos” vase: cf. Csapo (1986) and
Csapo and Slater (1995) 54.
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One such vase is the “Khoregoi” vase (New York, Fleischman coll. F93; fig. 3), an
Apulian bell-crater dated to 400-380 BC.*#* It shows three figures dressed up as comic
actors, and one in garb that recalls tragedy.’® The Attic origin for the inspiration of
the vase is clear from the labels in Attic Greek above two of the four figures depicted
(XOPHI'OX instead of XOPAI'0X).*® Of particular interest is the fact that the two
figures labelled khoregos seem to be of different ages, the one on the left old, the one
on the right much younger. This comes across most strikingly through the colour of
the characters’ hair: the old man’s wig and beard are entirely white, while the younger
man’s are black. Additionally, there is some difference in posture between them, with

the (fatter) older man standing more stooped over.

Two more vases are considered to explore the trend. The “Milan Cake-eaters” vase
(Milan, Museo Civico Archeologico, AO 9. 284; fig. 4), dated to 400-380 BC,'®*’
shows a scene with a greedy old man and the traditional filching slave of comedy (cf.
Wealth 1139-40). The Attic form of the name Philotimides seems to confirm the
Athenian connection of the play, as does to an extent the typical Old Comedy slave
name Xanthias. As before, in this vase it is possible to recognise the typical and
expected features of the old man: receding white hair, scraggly white moustache and
beard, and wrinkles. The “Kheiron” vase (London, British Museum F151; close-up
detail of the vase presented in fig. 5, full vase in fig. 6), dated to about 380 BC,®®
shows an old man pushing the aged Kheiron up onto the stage. Although the
‘ordinary’ old man seems to have less head-hair than the old men so far encountered,

his age is again easily identified through his prominent white beard. Additionally, the

184 Taplin (1993) 111.

185 Cf. Taplin (1993) 55-63 for an analysis of this vase.
186 Cf. Taplin (2007) 13-4.

187 Taplin (1993) 112.

188 Taplin (1993) 112.
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figure of Kheiron himself seems to be one of deep senility. His hair is scraggly and

white; his mask wrinkled; and he leans heavily on his stick.

This evidence so far suggests that the most obvious physical sign of age in comedy
was white hair, normally present both as a white (perhaps balding) wig and as white
facial hair. Wrinkles, greater corpulence, and posture could also give an impression of

senility, though these are perhaps more subjective indicators.

b. Staging tragic old age

The evidence for tragic staging and costuming is less straightforward than the
evidence for comedy,*® since the tragic vases, unlike the comic ones, tend to portray
their scenes in a ‘naturalistic’ fashion, normally without any unequivocal visual
reference to the stage.'®® This makes it harder to identify vases which show tragedy;
and even if it is possible to identify them, it makes the evidence regarding dramatic
staging that can be gleaned from these vases more open to question. The material

used, therefore, needs to be selective.

Some evidence originates in fifth century Athens. An important example is the
Pronomos vase, an Attic volute-krater dated to about 400 BC (Naples, Museo
Archeologico Nazionale, 81673 (H 3240); fig. 7 shows a detail of this vase).'®* This

vase shows the cast of a satyr play in the company of the god Dionysos, and one of

189 Cf. Hughes (2012) 5 and n. 14 on that page.

19 Cf. Green (1991) 40-1 on the way that, like tragedy itself, the vases representing tragedy do not
break the dramatic (and mythological) illusion of their subject matter.

191 Taplin (2007) 31. For the Pronomos vase in general, cf. Taplin and Wyles (2010).
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the characters represented is the old Papposilenos. His mask and costume are covered
with white hair in an extremely distinctive fashion, and his mask also shows
numerous wrinkles. It is not a significant problem that this vase shows satyric drama
rather than tragic drama, as it is more than plausible that the conventions of masking
from the satyr-plays were also in place for tragedy, given the close relation between

the two genres.'*?

A complementary piece of evidence is the Attic red-figure hydria
presenting what appears to be a chorus of elderly satyrs (or satyrs posing as elders),
all of whom carry staffs and have white hair (Tokyo, coll. Fujita; fig. 8); this vase has

been connected with the Sphinx of Aiskhylos, and dated circa 467 BC.'%

Attic evidence from the fifth century, therefore, suggests that elderly characters on the
stage were physically identifiable as such, even early on in the century. The same
conclusion is borne out through the analysis of the vase paintings from fourth century
Magna Graecia, some of which Taplin (amongst others) has argued are related to
reperformance of Athenian plays from the fifth century.’®® While the ‘tragic’
connection of the bulk of this evidence is problematic, in a few cases the theatrical
provenance of a vase showing a figure of an old man is certain. One such is the
Sicilan calyx-krater from c. 330 BC (Caltanissetta, Museo Civico 1301bis; fig. 9),'%
which shows a theatrical tragic performance presented on a wooden stage.*® An old
man stands on the right side of the stage, and seems to be interacting with one of the

three females portrayed in the painting. He is presented as shorter and more stooped

than them, and has what is clearly meant to be a white beard, in contrast to their black

192 Taplin (2007) 32.

198 Green (1994) 42; cf. Simon (1981) and Simon (1982) 141-2.

194 Cf. Csapo and Slater (1995) 54-5; and Taplin (2007) in general on the connection between these
vases and Attic tragedies, and pp. 5-15 on arguments for the popularity of Attic tragedy outside of
Athens and in the Greek West.

19 Dated by Taplin (2007) 261.

19 Taplin (2007) 261.
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hair. Another similar ‘tragic’ vase, dated to the same period, is also a Sicilian calyx-
krater, currently in the Syracusan Museo Archeologico Regionale “Paolo Orsi”,
66557 (fig. 10).°" It shows what appears to be a scene from Sophocles’ Oidipous
Tyrannos, in which the truth of Oidipous’ past begins to be revealed.®® Here too the

old man is presented in line with the same pattern: by white hair and stooped posture.

Taking the evidence for tragedy and comedy as a whole, it appears that old men were
identifiable on stage primarily by white hair, and also by the more subjective signs of
wrinkles and corpulence in comedy, and stooping postures and staves in tragedy. For
tragedy as well as for comedy the age of the old men would have been visually
identifiable on the stage immediately upon their entrance, with no need for concurrent
verbal identification. This has a significant impact on how old age should be read in

the plays.

iv) Conclusion

This chapter sought to place the following exploration of the dramatic roles and
characters of old men in a number of relevant contexts. The findings from the sections
on demography and sociology of age suggested that the number of old men in ancient
societies was large enough for old age to have been a familiar phenomenon; and that
the public involvement of old men would have ensured their prominence in daily life.
As such, old men would have been a social group that many, if not most, members of

the audience would have had significant contact with, either in the familial or public

97 Taplin (2007) 90.
19 Taplin (2007) 91-2, Trendall (1991) 170. Csapo and Slater (1995) 63 agree that in this vase
“*theatre’ may safely be designated the primary frame”.
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contexts, or both. This suggests the contextual validity of the thesis’ approach in
seeing Greek drama’s portrayal of old age as a complex phenomenon. The final
section argued that the age of old men would have been immediately recognisable
upon their entry on stage, prior to any verbal confirmation, and this is important for
constructing the methodological framework for the literary analysis that is to follow,

and for seeing old age within its context of contemporary performance.
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VASES REPRESENTING COMEDY

Figure 3, The Khoregoi Vase, New York, Fleischman
coll. F93

Figure 4, The Milan Cake-eaters, Museo Civico
Archeologico, AO 9. 284
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Figure 5, Close-up detail from the Kheiron
Vase, London, British Museum F151

Figure 6, the Kheiron Vase, London,
British Museum F151
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VASES REPRESENTING TRAGEDY:

A LT
DL

Figure 7, Detail from the Pronomos vase, Naples,
Museo Archeologico Nazionale, 81673 (H 3240)

Figure 8, The Sphinx vase, Tokyo, coll. Fujita
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Figure 9, Vase representing an unidentified tragedy,
Caltanissetta, Museo Civico 1301bis

Figure 10, The Oidipous Tyrannos vase,
Syracuse, Museo Archeologico Regionale
“Paolo Orsi” (66557)
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CHAPTER Ill. THE CHORUS IN THE AGAMEMNON:

IDENTITY AND AUTHORITY

i) The Chorus and their Old Age

a. The choral entry: significance and character before identification

Immediately upon entering, the chorus® masks and costume would have provided
clues as to their identity, before their self-identification as old men in lines 72-82.
These visual symbols would have created an impression of the chorus, an outline of
their character.’® Their age would have been observable from the white hair on the
masks, and perhaps from their posture.?®® The costumes might have added to their
identification, for instance by letting the audience know that they were free men rather
than slaves. Additionally, since a chorus is normally from the place where the play is

set unless specified otherwise, the audience might have been able to surmise that the

199 That ancient drama permits of characterisation is now broadly accepted. Cf. for tragedy Garton
(1957), Easterling (1973), Gould (1978), Gill (1986), Easterling (1990), and Goldhill (1990), though
the last is more restrained regarding what makes character in tragedy; and Silk (1990) and Silk (2000)
207-55 for comedy. While characterisation of the chorus is a more complicated issue, recent
scholarship has argued for the presence of distinct character in the choruses (cf. Mller (1967) 217),
rather than a generic ‘choral’ identity that does not change from play to play; or that the chorus express
the views of the author (cf. e.g. Kitto (1961) 68, Dodds (1951) 39). For the chorus as a character, cf.
Kirkwood (1958), Smith (1973), Gardiner (1987), and to some extent Burton (1980), though he
downplays the degree of consistency that choral characters possess (cf. p. 3). Against the view that the
chorus express the views of the author, cf. Rosenmeyer (1982) 166-7.

200 1t js also possible that an impression of age would have been created by the metre and (eventually)
by the length of their entry-song. According to Brown (1977) 54, the long passage of anapaests in this
choral song is used “to cover the slow processions of very old, broken men into the orchestra”. A
similar effect might be conveyed by the dactylic part of the song. Webster (1970) 129 writes that
dactyls are used for stately choruses in the Oresteia, and within the trilogy “[t]he Agamemnon with its
chorus of aged councillors has more stately songs than any other play” (cf. also p. 125 for a closer
metrical evaluation of the parodos). The parodos is also “the longest ode in surviving tragedy”
(Goward (2005) 59), and on length as typical feature of the ‘language’ of old age, cf. Silk (1995).
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chorus were old citizens of Argos, as the Watchman had already identified the

location in the prologue (¢v Apyei, 24).2%

In respect of this generic identification as old men, the chorus are not unusual: there
are numerous plays which also pick this category of people for their choruses.2%
However, what is distinctive about their initial appearance is the amount of time it
takes them to identify themselves. Taplin has noted this abnormality: “[o]n entry the
Old Men go straight into an account of the past; they do not motivate their entry, they
do not even identify themselves”.?®® These are the things that a chorus normally does
straight away. Taplin draws from this the conclusion that the chorus “have more
important things to communicate”;?®* and the fact that the chorus prioritise narrative
over self-identification associates them in the mind of the reader or the audience with
a concern for and narration of past events. Furthermore, there is a sense of a
subordination of the importance of their identity to the events that they describe, in
that their narrative is portrayed as being more important than they, its conveyors.
Their narrative function becomes especially relevant due to the Watchman’s
preceding refusal to tell his story (36-9); and in these circumstances, the narrative of
the past becomes a loaded and structurally crucial method for the construction of the

privileged choral position.

When the chorus do get around to introducing themselves (72-82), there develops a
strong sense of contrast between the narrative authority inherent in the chorus’

concentration heretofore on the narrative of the past, and their self-identification as

201 The text of Aiskhylos is taken from Sommerstein (2008), unless otherwise specified.

202 |n addition to the Agamemnon, cf. the Persai, the Antigone, the OT, the OK, the Alkestis, the
Herakleidai, and the Herakles. For list of fragmentary plays, cf. Foley (2003) 27.

293 Taplin (1977) 279.

204 Taplin (1977) 279.
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extremely old and powerless men. The contrast is underlined by a strong shift of
emphasis to themselves in line 72: fjuels &°. Choral identity, therefore, becomes
highlighted as something of significance within the framework of the parodos, and
more broadly for the play as a whole, through the sense that it is insistently at odds
with their privileged position as speakers of the parodos. This contrast of the age and
frailty of the chorus and their authoritative position soon becomes a key defining

feature of their capacity and authority to become narrators of past events.

b. Choral identity: old men in the community

While confirming that the chorus are natives of Argos, the primary aspect of choral

identity stressed in lines 72-82 is their age:

Nuels & aTiTal capki Taiaial

Tis TOT' apwyTis UTToAeIpBEéVTES

MiMvouEeY loxuv

1ooTTauda VEUOVTES ETTL OKIITITPOILS* 75
S Te yap veapOs HUEAOS OTEPVLOV

EVTOS AvACOwWV

ioémpecPus, Apns & ouk Evt xapat:

TS 8" Utepynpwv puAA&dos 1181

KaTakappopévns Tpimodas uev 6dous 80
oTelXEL, Ta1dOs &’ oUdEV apeicov

dvap fuepdpavTov dhaiver.’?

But we were left behind by the expedition, unable to pay our due with
aged flesh, and remain distributing strength equal to a child upon
staves; for the youthful marrow that rules inside the breast is equal to
an old man, but Ares is not at his post; and the extreme old age with
foliage already withering on the one hand walks on three-footed paths,
and on the other, in no wise stronger than a child, wanders about, a
dream appearing by day.

2% The interpretation of this passage is complex, and the following translation will make clear how it is
understood in this section.
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All three of the most common root words for old age are used here to describe the
chorus, giving a sustained emphasis on old age, and an impression that from whatever
angle the chorus are approached, their nature is conditioned by this concept: TaAaial
in line 72, icémpeoPus in 78, and utepynipcov in 79. Furthermore, the passage is
replete with paradoxical descriptions of old age, which emphasise its importance. For
example, in lines 74-5 there is juxtaposition (across the line-break) between ioxuv
and icémaida in describing the old men’s condition. There is a similar contrast of
sense in using both veapds pueAds (76) and icdmpeoPus (78), and 16 6
Umepynpcov (79) and mandods & (81) to apply to the same entity, the aged chorus;
and the contrast is taken further through the metrical arrangement of these lines,
where ioémada (75) and icompeocPus (78) are placed isometrically after the

resolved anapaest in lines 74 and 77, resuming the anapaestic rhythm.

This sustained focus on the chorus’ age has been interpreted as explaining such traits
as fearfulness and impotence to intervene later in the play, especially during the
murder of Agamemnon.’® However, these observations, although reasonable, arise
out of generic considerations of old age, and not considerations of the old age of this
particular group; the analysis of the chorus’ age can be taken further if it is made more
specific. This section will argue that one might identify and characterise the chorus
with a greater degree of accuracy than simply ‘old men’ by considering the sort of old
men they are presented as, and how this reflects on the development of their character
in the play as a whole. It will emerge that, in interplay with their advanced age, the
character of the chorus is informed by a self-association with the ethos of the

community and of the Argive fighting-men.

206 cf Byl (1975) 131-2, Rosenmeyer (1982) 176, Gantz (1983) 83.
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Important to making this interpretation is a correct understanding of &atiTau (72).

Although Chantraine and Beekes both argue that &titai derives from Tiveo,?”’ t

0
understand the meaning of the word in the play the etymologically correct derivation
is less relevant than the derivation that would have been thought most natural by
Aiskhylos’ original audience. This ‘perceived’ derivation, unfortunately, is
contested.”® Fraenkel, for instance, argued that the word must mean something like
“he that does not pay” the duty of serving on the expedition.?®® However, for
Denniston and Page this use is not supported by other meanings of the root verb
Tiveo, and it is moreover too obscure to have been understood. Instead, they reverted
to the meaning proposed by Pauw and Wellauer: “unhonoured”.**° The most recent
commentators, Raeburn and Thomas, have opted for yet another interpretation: “not
involved in vengeance”.?** This question, therefore, needs to be revisited: the three
possible ‘perceived’ roots of atiTal — Tic, Tivoual and Tiveo — will be discussed in

turn below. (Although Tiveo and Tivouan are active and middle forms of the same

verb, the difference in their meanings justifies considering them separately.)

Two passages provide evidence for derivation of atiTair from Tico, giving the
meaning ‘unhonoured’, ‘not involved in honour’. In Menekrates Xanthios (769 fr. 3
Jacoby), a historical writer of the 4™ century BC, the word &titos (related to
aTitng) is used of the insult done to Aineas by Paris: Alveins yap aGTitos écov UTTO

AAXe€avdpou kal amod yepéwv [iepadv] EEelpyduevos avéTpewe TTpiapov (‘for

207 Chantraine (1999) 1121, Beekes (2010) 1486.

208 Cf. the summary of the different positions in Bollack and Judet de La Combe (1981) vol. I. 1, 84-5.
299 Fraenkel (1950) ad 72.

210 Denniston and Page (1957) ad 72; for references to and discussion of Pauw and Wellauer, cf.
Fraenkel (1950) ad 72.

211 Raeburn and Thomas (2011) ad 72.
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Aineas, being dishonoured by Alexandros, and debarred from the [sacred] privileges,
overturned Priam’). Similarly, the verb amitécw is used by the second century AD
writer Dionysios Periegetes in Orbis Descriptio 1158 to describe the dishonour done
to Dionysus: fjuos &1 appadiniol Bsou aTitnoav toptrv (‘when in folly they
dishonoured the banquet of the god’). However, these two passages exhaust the
evidence for this derivation; and it is notable that Dionysios wrote significantly later
than Aiskhylos. Additionally, this meaning is problematic on morphological grounds,
as Fraenkel notes that a passive meaning for an agent noun is not probable.?*? Thus,

Tico is most unlikely to be the source of the image.

The evidence for the other two derivations is stronger, as it comes from the Oresteia
itself. On the one hand, a link with Tivouat, giving the meaning ‘unable to avenge’ or
‘not involved in exacting vengeance’, can be paralleled from Khoe. 66-7, where the
connected TiTas is used to mean “vengeful”.?*® This is the most natural meaning of

the word in that passage:?**

Ta 8 alpat éxmobévd’ Umd XBovds Tpopou
TiTag poOvos TETNYEV oU diappudav.

This can be paralleled in the use of TiTtas in an inscription from Gortyn to mean

.215
3;

something like ‘public prosecutor’ (cf. Schwyzer nos. 175 and 18 and Hesykhios

(S.v. TiTa): eUTTOPOL. T} KATYOPOl TGV APXOVTWV).

212 Cf, Fraenkel (1950) ad 72 and Kihner and Blass (1892) vol. 1.2 270, pace Fraenkel (1910) vol. |
185.

213 | the translation of Sommerstein (2008) 219.

214 Cf. Fraenkel (1950) ad 72.

215 Schwyzer and Cauer (1923) 80, 93: inscriptions 175 (pl.) and 183 (sg.). Inscr. 175: ai 8¢ [p&
Al €Jotev, ExaTov oTaTEpavs FékaoTov TOVS TiTavs [toTeioa(B)f|al, kai Tav SimAeiav TGV
KpepaTOV éoTelcavTavs amodou[e|v]. ai & oi TiTal pé Fépkolev & Eypa(T)Tal, Tav dimAsiav
&[tav fékacto|v aUTOV TOI pleptopévol ammodduev kol Tar TOAL Bépev. Inscr. 183:
ATOTEL| 0&TE &P TOV TITAV Apyupicd dlakocios oTaTipas.
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On the other hand, the derivation of atitat from Tiveo is supported by Eum. 256-7.
There, aTitns is used with the meaning, again made certain by the context, of ‘he
who does not pay the penalty’, ‘not involved in paying the price’: pun A&bni pUyda
Bas paTtpopdvos aTtitas.”® This interpretation is not contradicted by the scholia
(&dTwueopnTos, Schol. Vet. 256a M), and is repeated in the gloss of Hesykhios (s.v.
aTiTNY): ATIHCPNTOV. ATOPOV. ATIHOV. TOV un éxovTta amoTtioal (though,
unfortunately, Hesykhios’ range of meanings is too broad to be instructive beyond
confirmation of possibility: cf. his inclusion of &Tipov, a meaning that derives from
Tico, rejected above). When taken in the broader sense of ‘not being involved in
paying the price that one owes’, ‘not being involved in paying one’s dues’, a natural
extension of nuance given the derivation from Tivco, this interpretation provides a
meaning that would make sense in the Agamemnon. It is accepted by Fraenkel, who
follows Ahrens in interpreting atiTat as ‘they who do not pay’, but in the context
specifically applied to the sphere of military service, so that the word comes to mean
aduvaTos ocouaTe instead of adUvaTos xpﬁua011217 “insolvent (i.e. unable to

serve as soldiers)”, in Fraenkel’s translation.?®

However, both derivations, from Tivouat and Tiveo, run into some difficulties. The
problem with the Tivouau option is that the resulting meaning of &aTitatr would
conflict with the sentiments the chorus express elsewhere, namely their disapproval of

the expedition’s purpose of bringing back Helen and taking vengeance on her Trojan

218 Cf. Fraenkel (1950) ad 72, quoting Weil , “qui poenas non luit”.

217 Cf. Ahrens (1860) 249.

218 Fraenkel (1950) vol. I, 95. Against the argument that the semantics of this translation introduce the
sense of ability into the meaning of aritai (“unable to serve as soldiers”) which is impossible in Eum.
256-7, it should be noted that Hesykhios’ gloss also allows for this extension of meaning (cf. Tov un
g¢xovta amoTioal), which is at any rate rather natural.



Maxim Polyakov 75 Thesis submitted for the DPhil in
Greek Language and Literature

abductors at such great cost both to the Greeks and to Agamemnon personally through
the loss of his daughter. In the lines immediately preceding their self-portrayal, the
chorus dwell on the sufferings of both armies, prefacing them with a description of
Helen as a “woman of many men”. This implies strong distaste both for the war and

for Helen, who is considered an unworthy reason for war (62-7):

TOAUGVOPOs AUPL YUVAIKOS
ToAA& TTaAaiopaTa Kai yuvioPapii,
ydévaTos kovialow épeldouévou
dtakvatopévns T’ év TpoTeAeiols 65
Kauakos, Brjocov Aavaoiow
Tpwol 8’ opoliws.

A similar sentiment is expressed in lines 222-7. Here, the chorus stress the impiety of
Agamemnon’s actions of sacrificing Iphigeneia, made worse by the terrible irony of
the fact that an innocent and chaste girl was killed by her father to bring back an

unchaste wife. Throughout, the chorus’ disapproval is strongly implied:**

BpoTous Bpacivel yo(p ouoxpoun'rlg

TaAawa TrcxpcxKOTra TrpcoTOTrnumv

€TAa &’ oUv BuTtnp yevéo-

Bt BuyaTpds, yuvaikoToi- 225
VWV TTOAEUWV APy Qv

Kal TpoTEéAEIT VACOV.

Finally, the chorus’ disapproval is stated openly in 799-804. This passage, like the
previous two, describes the chorus’ attitude to the expedition before they knew of its

success. In it, the chorus say to Agamemnon that they were distraught when he led the

army to Troy for the sake of Helen:

219 For instance, by such words as aioxpdunTis, Tapakotd, éTAa, and Buthip. Similarly, the phrase
uoTepdTOWVOVY ... Epvuv (58-9), recalled by yuvaikomoiveov, should not be taken as expressing the
chorus’ eagerness for the expedition, only the inevitability of vengeance.
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oU &’ éuol TOTE HEV OTEAAWVY OTPATIAV

‘EAévns €vek’, oU ydp o €mKeVOwW, 800

KAPT &TopoUows noba yeypapupuévos

oud’ e¥ mpaTmidwv olaka véuwv,

< ... > 8&poos tkouciov??

avdpdot Bvrjiokouot kopiCeov.
These sentiments pose problems for understanding aTitat as meaning ‘uninvolved in
exacting vengeance’. In lines 72-82, the implication of the focus on age is that the
chorus are made unhappy by it; and this unhappiness is expressed specifically through
the fact that they cannot go on the expedition, as emerges from the phrase Apng &’
ouk &vi xcypal, 78: these lines create a feeling of regret that the chorus could not go
to Troy. However, as appears from considering the chorus’ attitude in a wider context,
it is unlikely that they could express regret specifically at not being able to avenge the
theft of Helen, whom they consider an unworthy cause of the suffering and war. Yet

this is the meaning that aTita1 would have to have if it were derived from tivouat,

and so an inconsistency arises.

By contrast, the main difficulty in the derivation from Tivco is that this sense of
aTiTal requires military service to be understood as a kind of ‘debt’; and a debt that
can, moreover, be referred to simply by a verb of payment. However, this is not an
insurmountable difficulty, as the connection between military service and debt is
facilitated by the overriding context of the Trojan War and the mention of the Greek
expedition (ts apwytis) in the following line. Moreover, Fraenkel collects parallels
for this phrasing, and also for the idea of military service as a duty or debt.?** The
clearest is Dem. xxi. 165-6 (cf. especially oU &¢ 6 vopos mpocéTaTTev, vTauba

Tols ocuacty auTol Aertoupyeiv fiEiouy, 165; and oudéva yap Tpdtmov GAAov

220 | ine according to West (1990a); cf. West (1990b) 202-3.
221 Though cf. the objections of Denniston and Page (1957) ad 72, recorded on p. 72 above.
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€V TOIS LTTTMEUCIY aUTOV ATEAT] Trolfjoal oTpaTeias SuvAUEVOs TaUTnv eUpnKe
Medias kawnv ITmkfs Twva mevtnkooTtnv, 166). Also important are Ais. Sept.
19-20 (86péypaT’ oiknTipas &omdNPopous / MOToUs OTwSs yévolobe Tpos
XpEos TOde), though it is possible that xpéos might have a more general meaning in
that passage; and Hdt. iii. 67. 3 (&TeAeinv eilval oTpaTnins kai pépov), where the
choice of wording might, however, have been influenced by the second genitive.??
To this one may add that in Athens by the turn of the fifth century (and perhaps
earlier) serving in the army was seen as a legal requirement when the State demanded
it, and evasion of service was punishable by the loss of citizen rights, atimia (cf.
Andok. i. 74: é6mdoot Aitrotev thv Ta&Ew 1) aoTtpaTeias 1) dethias 1) avaupaxiou
Splotev 1} TNy aomida Aamofd&Aoiev ... oUTol TAvTEs &TIHOl NoaAv T
ocouata).?? This suggests that military service was seen as an important aspect of
having a share in the state, and, as such, as being the sort of thing one may ‘owe’ to

the community of one’s fellow citizens.

Although neither of the main two interpretations discussed above is devoid of
problems, it seems least problematic to understand the ‘perceived’ meaning of atiTal
as deriving from Tivco and meaning ‘not being involved in paying (our due) [with
aged flesh]’: linguistically the derivation from Tivco is marginally better, and
moreover the derivation from Tivouat is made less likely by the context. The

derivation from Tico is altogether too obscure.

If this interpretation is accepted, a more nuanced character of the chorus emerges both

in this passage, and elsewhere in the play. In the description of their age in lines 72-82

222 Cf, Fraenkel (1950) ad 72.
228 Cf. Christ (2006) 59-62 for further discussion.
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the chorus express ‘communal’ emotions: a desire to help their fellow-citizens in war,
to pay a debt to their State; and the significance of these emotions is brought out by
the length of the explanation of why they could not do this (cf. yap, 76). Similarly,
the character of the old men is coloured by the fact that their staying behind did not
(and still does not, since they focus on it) coincide with what they would ideally have
liked to have happened, as their infirmity due to advanced age, stressed by the use of
the passive utroAeipBévTes (73), is presented as the only reason for their being left in
Argos. This impression is strengthened by the old men’s rather visceral reference to
themselves in the phrase capki TaAaian (72), suggestive almost of self-disgust. The
old men are thus presented as expressing unhappiness at their useless state, an
unhappiness caused by the frustration of their communal feeling, and specifically the
frustration by their old age of their wish to alleviate the sufferings of their fellow

citizens in war.?%*

This understanding of the communal aspect of the chorus’ character, of their
willingness to fight on behalf of the community in order to alleviate its sufferings
(even if in reality they cannot do this), also enables the integration of their subsequent
actions into their character, especially in the moments after the death of Agamemnon,
a time when, just as during the Trojan War, the community again is put at risk. For
instance, they express their readiness to fight against the stay-at-home coward
Aigisthos (cf. oikoupds, 1626), whom they have specific reason to despise as an anti-
communal, tyrannical man, someone in direct contrast to themselves. They even

express their willingness to die defending their community from his tyranny (cf.

224 The chorus’ ‘communality” exists also on a different level, and is expressed in passages where they
report or appropriate the opinions of the community, e.g. in the first stasimon (cf. Fletcher (1999));
though this sort of connection with the community is more usual for a chorus.
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AAAG KAYG UMY TPOKWTOS, KoUK avaivopal Bavelv, 1652; cos dn ou pol
TUpavvos Apyeicwv Eéont, 1633; cf. also 1354-5, 1362-5).225 Thus, although the
chorus throughout the play are often coloured by such traits as indecisiveness,

fearfulness, and desire to avoid action,?%

their negative and passive presentation
becomes balanced out by the suggestions that, were it not for their age, they would
have gone to Troy; that, presumably, they were previously involved in fighting for
their city; and that, when the need arises, they wish they could do so again. The old
men are vulnerable, and therefore fearful, but in the days of their youth they were
courageous and useful citizens, a position they try to regain in the moment of crisis.
Their presentation should be made more sympathetic by this realisation, and the

chorus be given a more authoritative position as men who have long lives of civic

service behind them.

c. Thematic implications: children at war

Further understanding of the thematic significance of the chorus’ old age can be
gained by considering the imagistic expansion of the choral identity in lines 72-82.
This passage gives a sense of a development of a train of thought, and is articulated
by a paratactic sequence of present indicative active verbs and participles (uipvouev,
véuovTes, dvdoowv, Ev,?’ oTeixel, dAaivet). Moreover, the second and third

‘movements’ of the passage, which are the two comparisons in 76-8 and 79-82, are

225 Cf. n. 294 for the assignment of lines in the passage containing line 1652.

228 For this last, cf. Winnington-Ingram (1954a).

227 \Whether #v1 is a contracted form of évesTi (Fraenkel (1950) ad 78), or the longer form of év with
¢oTi supplied (Denniston and Page (1957) ad 78), the sequence of indicative active verbs continues
unbroken.



Maxim Polyakov 80 Thesis submitted for the DPhil in
Greek Language and Literature

articulated with Te ... 8, another non-subordinating, connective construction. The

impression created is of an unfolding sense of identity.

The development of the choral thought in this passage is as follows:

1. We, the old men, were left behind by the expedition, since we were as weak as
children (72-5);
2. Children are weak and unwarlike, like old men (76-8);

3. Old men are no stronger than children, and therefore also unwarlike (79-82).

Although this development of thought is understandable, the phraseology of the
passage is unexpectedly expansive, and seems to emphasise two ideas: that the old
chorus is unwarlike; and that children are (like the chorus, who are like children) also
unwarlike. While neither idea is surprising, the second, auxiliary though it may be, is
expressed in a highly emphatic way, and forms important thematic connections with
other parts of the parodos by contributing to the narrative of the theme of weakness

and vulnerability of children at war.

This theme is developed initially in lines 72-82 through focus on the weakness of old
men, the resemblance of their state to that of children, and on the fact that war is not
an environment to which either old men or children are naturally suited. This is
brought out especially by such phrases as veapos pueAds ... iodmpeoBus, Apns &
oUK €vl xopal, 76-8; maidos & oudtv apeicwov, 81; and also by such paradoxical
reflections on the condition of the old men as ioxUuv / icéTauda, 74-5, which give

the reason for the chorus’ unsuitability for war: their childlike weakness. In the
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context of this lengthy, multi-faceted description, the connection between weak and

vulnerable children and war begins to sound deeply inappropriate, almost perverse.

Following this, the theme of the vulnerability of the young is made manifest and
further developed in the rest of the parodos in connection with the terrible
wastefulness of the death of the young in war. In particular, the description of the
sacrifice of Iphigeneia is presented as a perversion of nature not only because her
father is the one sacrificing,”®® but also through the focus on her age, innocence,
vulnerability, and unfulfilled life (cf. Texvomowos, 155; Tékvov, 207;
Tapbevoopayolow, 209; Tmapbeviou, 215; mapbéveiov, 229; aTavpwTOS,
245).*° The emotional effect of the sacrifice is sharpened through and expands upon
the earlier development of this theme in 72-82, where the inappropriateness, the
perversion of the connection between children and war is the focus.”®® The theme of
children’s vulnerability (and innocence) is again at play in the description of the
killing of the unborn young of the hare in the omen of the eagles (119-20), the import
of which seems to be to predict the destruction of the Trojans,** both grown and
young (cf. 358-61), born and unborn. Through its age-thematic connection with the
choral self-description (72-82), the troubling nature of the omen becomes further

enhanced: it deglamourises war and evokes pity for its victims.*

228 On the theme of the corrupted sacrifice, cf. Zeitlin (1965).

22 Although there is a difference between the inappropriateness of the chorus’ and Iphigeneia’s
involvement in war, in that while for the chorus the inappropriateness is a function of age, Iphigeneia
could never rightly join in the fighting because of her gender, the emotional effect of her sacrifice is
strongly dependent on her young age.

2%0 This from the point of view of age. From the perspective of gender (cf. Winnington-Ingram (1948)
130-7, Gagarin (1976) 87-97), the frail and unconfident chorus is ‘“feminised’ by the connection with
Iphigeneia (and the later contrast with Klytaimestra). However, ‘feminisation” of the chorus should not
be pushed too far, as their character is more complex than that, both as described above, and as pertains
to their narrative authority, treated in subsequent parts of this chapter (and cf. Mastronarde (2010) 296-
7.
281 Cf. Lloyd-Jones (1962) 189.

232 For discussion of Aiskhylos’ deglamourisation of war, cf. Leahy (1974).
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One more passage, the vulture-simile in lines 49-59, should be considered in this
context. Although the primary referent of the simile is the loss of Helen, it is possible
that in retrospect, from the point of view of the whole parodos, there also exists a
secondary referent, the loss of Iphigeneia.?®® This reading is backed up by the
inconcinnity between Menelaos’ loss of his wife and the wvultures’ loss of their
children.?** This observation is substantiated by the semantic nuance of TaiScov (50),
which applies almost exclusively to the human sphere,®®*® and so naturally recalls

d, %% and so

Iphigeneia; and of yéov (57), which refers primarily to lament for the dea
is more suitably applied to Iphigeneia than to Helen. Finally, one of the two Homeric
models for this simile, Od. xvi. 216-8, describes the reunification of Odysseus and

Telemakhos, and thus provides a children-parents background to Aiskhylos’ simile.?®’

The description of the chorus’ old age, therefore, plays an important role in the
development of the emotional reaction to the events described in the parodos: lines
72-82 imagistically develop the theme of the vulnerability of youth, which plays a
part in creating the emotional effect in the description of the sacrifice of Iphigeneia
and the omen of the eagles and the hare. Taken in retrospect from the point of view of
the parodos as whole, the emotional impact of the sacrifice of Iphigeneia is,
moreover, sharpened through the irony of Iphigeneia being a secondary referent of the

simile of the vultures, which refers primarily to the theft of Helen, the cause of

2% Cf. Owen (1952) 65-6, Peradotto (1969a) 13, Lebeck (1971) 8-9, Schenker (1999) 650. Edwards
(1977) 23-4 suggests other possible referents.

234 Cf. Knox (1952) 18.

2% Heath (1999a) 23 notes that the only previous application of TTaiScov to non-human children is in a
fable of Arkhilokhos (179 West).

2% Fraenkel (1950) ad 57.

287 Cf. Fraenkel (1950) ad 48ff. The other model that Fraenkel mentions, Il. xvi. 428-9, may also
contribute to this atmosphere: it describes the combat between Patroklos and Sarpedon, but is
immediately followed by Zeus’ lamentation for his son’s imminent death.
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Iphigeneia’s death. This reading of the simile provides another portrayal of the
vulnerability of the young, and of the grief that accompanies their death (cf. &GAyeot
maidcov, 50). This theme emerges as both being omnipresent in the parodos, and as

being closely linked in its development to the presentation of the chorus’ old age.

d. Choral self-identification and the mood of the parodos

The old age of the chorus also informs the emotional development of the ode more
generally.?*® The start of the parodos is marked by confidence, although the language
used for its expression may be ominous (cf. the preceding discussion of the dual
referents of the vulture simile, Helen and Iphigeneia). The confidence is expressed in
the chorus’ ability to state through the simile of 49-59 their opinion that Zeus is on
the side of the Atreidai, and suggest with significant plausibility that it is Zeus Xenios
(61-2) who is the specific manifestation of the helping god, thereby strengthening the

impression that Agamemnon should succeed in the war.*°

However, after this their thoughts turn to the war and its practicalities, what it means
for the Greeks and the Trojans to fight each other for the unworthy Helen (62-7).
Naturally, during this description of the hardships of the armies in combat, their mood
begins to shift from confidence to a sense of greater foreboding, pity, and even some

concern (67-71). At this point of increased anxiety, marked by descriptions of the

2% Oscillation between emotions can also be observed in other figures in this play, for instance the
Watchman; cf. Schenker (1999) 649-57. However, this does not mean that these emotional dynamics
cease to be individually fitted to each character: this section argues that in the case of the chorus, they
become integrated into and explored by their character as old men.

2% Cf. Jones (1962) 78-9: “by repeatedly applying to Zeus the adjective xenios ... Aeschylus renders
Paris’s offence precise and impossible to ignore”.
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physicality of war (cf. for instance the wrestling term maAaiopaTa, 63), it is natural
for the chorus to remember their age and its weakness, especially as this was also the
reason for which they were not involved in the expedition. This becomes particularly
relevant in the context of the ethical connection between the chorus and the Argive
community (cf. above): the chorus’ age takes on significance as it becomes a means
of justifying their remaining in Argos, even against their natural inclinations. The shift
to self-description follows logically upon the changes in the chorus’ mood, which
passes from confidence to foreboding and a sense of inevitability (cf. éoT1 & &1
vuv / éoTl, TeAelTal &’ €5 TO empeopévov, 67-8), and culminates in the descriptive
manifestation of this in the account of their vulnerable, useless, and unhappy aged

state (72-82).

The development of the choral mood proceeds from this point of low confidence by
taking on a highly anxious register in the following lines (83-91), which are full of
short, agitated, anaphoric questions and expressions; and which convey a sense of
imprecation, almost of pleading with Klytaimestra to reveal to them why she sets the
sacrifices burning. Note, for instance, the string of questioning words, and clauses
growing in length, focus and intensity, in lines 85-7 (ti xpéos; Ti véov; Ti &
émaioBopévn, / Tivos ayyehias / melbol mepimepuTTa Buookels;). A similar
effect is created by the unusually sustained sequence of genitive plural endings,
arranged in responsive rhythmical patterns, in the lines immediately following (88-
91): mavTwv &8¢ Becov TV acTuvduwy, / UTTaTwv, XBovicv, T Te Bupaicov

/ TQV T &yopaiwv / Buwpol dupoiol pAéyovTan.



Maxim Polyakov 85 Thesis submitted for the DPhil in
Greek Language and Literature

However, after considering the possible significance of the sacrifices, the chorus dare

to hope that the reason for them is good rather than bad (100-3):

1 [SC. Hépiuva] VUV TOTE eV KaKkOPpwV TEAEDEL, 100

ToTE &’ €k Buoicdv ayavr) pavleio’

EATTIS apUvel ppovTid’ &wAnoTov

kal BupoBdpov ppevi AUTnv.
These lines state that the mood of the chorus is unstable, and the (delayed) anaphoric
parallel construction of Tote pév ... Tote & underlines this changeability. However,
these are not random fluctuations, and the progression of the choral mood is presented
skilfully in the text. The resurgence of hope (¢ATris) is introduced through the imagery
of healing in papuacocouévn (94), mapnyopiais (95), and Aé€ao’ ... /7 ... Taicw

Te yevou / Tijode pepipvns (97-9),240

which eloguently combines the chorus’ sense
of anxiety and desire for relief, and presents a transition between their two moods.
Subsequently, following lines 100-3, the elevation of mood leads into a statement of
choral authority, based on a discussion of a different, positive aspect of old age (104-
6) — its narrative authority (these lines pass without specific comment for the moment,
as they are discussed later in the chapter). Ironically, however, it is through the
narrative of the sacrifice of Iphigeneia that the rest of the parodos uncovers the roots
of the chorus’ uncertainty; and thus concludes on a note of foreboding, with the only
subsequent break in the narrative and potential shift in mood being the Hymn to Zeus
(160-83). (However, the extent to which this really is a shift in the mood is
questionable, as in this passage the chorus seek to justify to themselves by appeal to

Zeus the rationale for the terrible events that they are describing.?*")

240 Cf, Lebeck (1971) 20-1.

241 Cf. Smith (1980) 41: “They [the chorus] can find no likely ground or explanation for what happened
at Aulis unless, reluctantly and as it were under compulsion to end a fruitless search, they are to refer it
to Zeus”.
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Notably, both in 72-82, which develop and make manifest the chorus’ point of low

confidence,?*?

and in 104-6, where the chorus experience a peak of hopes, the
expression of their emotional state is connected to (and to some extent depends on)
the different aspects of their self-evaluation as old men. In this respect, the self-
identification and the self-characterisation of the chorus as old in lines 72-82 (and

104-6) of the parodos is not an abrupt digression, but integral to the emotional

development of the ode.

The presentation of the chorus’ old age in lines 72-82 emerges as a significant
element for understanding the Agamemnon. It characterises the chorus in a subtle and
balanced way, presenting both its negative and positive aspects: the chorus are old and
weak, yet at the same time civically minded in their regret that they could not help the
expedition. Furthermore, old age plays an important part in the thematic construction
of the ode, as the choral self-description picks up and amplifies the themes of the
horror of war, especially in relation to the weak and vulnerable. Finally, the chorus’
self-evaluations on the basis of their old age appear as key elements for understanding

the emotional outline and progression of the parodos.

i) Choral Authority

Another important area of the play’s thematic development in which the old age of the

choristers plays a part is the development of the chorus’ knowledge and authority.

242 Cf. Rosenmeyer (1982) 176.
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Although in reconstructions of the epistemological frameworks of the Agamemnon
scholars have connected the idea of the chorus’ experience with their authority, they
have not assessed fully some of the implications that their identity, including that of
old men, has for this conception. This section will attempt to bridge the gap by
suggesting a link between the old age of the chorus and their authority. It will argue
that the authority of the old men is built on a broad basis of interaction between the
human and the divine. Due to its position, the chorus is powerless to negotiate the
terms of this interaction, though in the end this interaction substantially informs and

empowers their insight into events.

a. The aged chorus’ inspiration

The lines which represent most explicitly the process of the creation of choral

authority, and its connection with old age, are 104-6:**®

KUp1ds eipl Bpoeiv 6di1ov kpaTos alciov avdpcov

EVTeEAEV- ET1 yap BedBev kaTaTveiel 105
’ ~ > \ ’ s 1244

TeBd, HOATTAV &GAKGY, OUUPUTOS aicw.

I have the authority to utter aloud the auspicious, expeditionary power
of the leading men — for still the life that was born with me breathes
down from the gods persuasion, the strength of songs.

These lines follow upon a passage of greater confidence in the happy outcome of

events, as was noted above. However, the passage also reacts against the description

223 The reading of these lacunose lines is taken from Sommerstein (2008). The text is given without
discussion at this stage, although in later parts of this chapter important variants are discussed. These
lines are also discussed specifically from the point of view of choral authority by Smethurst (1972) 92-
3. However, Smethurst’s approach is limited, and indeed invalid: cf. the criticism of it in Leahy (1973).
2% The translation is appended here for the reader’s convenience in following the argument of this
section.
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of the choral self-identity in lines 72-82, in that the present lines redefine the place of
the chorus in society, which was earlier undercut by reference to their frailty. The
chorus begin to carve for themselves a position of authority, and find a function to
perform within the communal setting: whereas before they lacked martial strength and
could not join the expedition, here they describe themselves as being in a position to
access a kind of aAkn — the aAkn of song. This suggests that the chorus are not
incapacitated by their old age: the weight of the second, explanatory clause (€Ti yap
etc.) is that the old men still possess power even in their age to relate the past. Thus,
the descriptive emphasis falls on the fact that the chorus possess narrative authority,
and this is also suggested by the highly emphatic kUpids i (104), and the almost

visionary, prophetic implications of the present tense mrépmer (111).24°

Additionally, however, this new and somewhat unexpected statement of authority by
the chorus becomes implicitly connected with their age, since the explanatory clause
€T1 yap BedBev kaTamveiel / melBcd, HOATTAv &dAk&v, cUppuTos aicw emphasises
the significance of time in the life of the chorus: the clause begins with a temporal
marker (¢t1), and concludes with a temporally-oriented statement regarding the life-
course of the chorus (cUpgutos aicw). All this suggests the importance of (the
passage of) time in their acquisition of authority. The phrase ocuuguTtos aicw is
particularly informative in this regard, since it states outright the connection between
old age and authority. The scholiast interpreted the phrase as meaning the old age of
the chorus (6 yap oUueuTds pot aicw, O éoTl TO yiipas),?* and this interpretation
was accepted by Fraenkel, who defines aicov as the lifetime of a man: “the idea that a

man’s lifetime is born, grows up, and ages with him” is familiar from other plays of

245 Discussed further below, p. 94.
246 Cf. the Scholia Vetera in Aeschylum, ad 105-7 M.
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Aiskhylos and from Sophokles. Fraenkel refers to Ais. Prom. 981: ék8i8&oket v’
O ynpdaokwv xpdvos; Ais. fr. 362. 1-2 Sommerstein: &AN” oUTe TOAAG TpaUpaT’
€v oTépvols AaPcov / Bvriokel Tis, el Pn Téppa Euvtpéxol Biou; Soph. OT. 1082-
3: ouyyevels / prjves; Soph. Aj. 623: TaAaial HeEv ouvTpopos auépal; and Soph.
OK. 7: xpdvos Euvcw.?" In all of these passages, the idea persists that the time of
life is a measure that is superimposed on life itself. Just as in the case of Iphigeneia,
whose aicov is that of a maiden (aico te TapBévelov, 229), so for the old men their
aicov is commensurate with their old age. Thereby, the suggestion is (naturally) made
that authoritative narration of past events is the prerogative of old age: the authority of
the chorus seems to exist not merely alongside its age, but specifically as a function of

it.

Moreover, as the parodos unfolds, the chorus’ knowledge and authority are revealed
as being increasingly impressive. They are able to describe the events at Aulis with
superlative detail, even recording emotion of the participants (BéAer / pihoikTeol,
240-1); quoting directly the words of the primary actors of the sacrifice that takes
place (cf. 126-38, 140-155, quoting Kalkhas; and 206-17, quoting Agamemnon); and
describing the sacrifice of Iphigeneia in striking visual terms (cf. kpokou Bagas &

€s Edov xéouoa, 239; Tcos / €v ypagais, 241-2).

Since it is likely that the chorus should be understood as not having been present at

248

the sacrifice in Aulis,” they show remarkable capacity both to describe what

247 Fraenkel (1950) ad 105f. Cf. Raeburn and Thomas (2011) ad 105-7.

28 The question of the chorus’ absence or presence at Aulis is seldom tackled explicitly in critical
literature. The usual view, often taken as an assumption or with minimal argument, that the chorus
must have been present at Aulis, is unlikely to be correct (for this view, cf. e.g. Fraenkel (1950) ad 247,
Denniston and Page (1957) ad 247, Gagarin (1976) 146). In the simplest terms, it is implausible that
the chorus of old men would have gone with the expedition as far as Aulis, or that they would have
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happened, and to weave the facts into a powerful narration. The source for this
authority seems to be divine inspiration, described in lines 104-6, and directly referred
to with the portentous verb kaTtatveier, and the explicit BedBev (105).%*9 This
impression is substantiated by the fact that within the lines in question the chorus also
begin to use elevated language, and change metre from anapaests to dactyls, a metre
that recalls the inspired heroic narrative and prophetic hexameters.”*® In fact, line 104
is a complete hexameter and contains two poetic words, 8poeiv and aioiov, which
may be taken as a further indication of the affinity of the language here with inspired

poetic song.?*!

At the same time, lines 104-6 make it clear that the inspiration for the
authority of the chorus is a function of the chorus’ old age: it is their age which, as the
subject of the explanatory clause (105-6, starting with €11), “breathes persuasion down

from the gods’.

stayed there even when the delay caused provisions to dwindle. Furthermore, if the chorus had
performed an action as unusual and inexplicable as this, it is surprising that they say nothing explicit
about it in the whole of the parodos.

As it is, the only evidence for their presence in Aulis is the inconclusive statement in line 248:
Ta & #vBev oUT elBov oUT évvétrea. While this line has been read to imply that what was described
previously to it was seen by the chorus (cf. Denniston and Page (1957) ad 247), this interpretation is
not secure. The line does not have to have any backward reference to the chorus’ preceding narrative of
events, and could instead be read as a simple statement of fact that the chorus made in order to avoid
describing the sacrifice and its aftermath, since they find these disturbing and frightening. Moreover,
the chorus need not have been witness to the events at Aulis in order to narrate them (cf. Ferrari (1997)
41), as their narration is inspired by the gods — as will be discussed forthwith.

Thus, in light of the dramatic implausibility of the chorus making their way to Aulis and a
lack of any explicit confirmation of this journey, the ambiguity of line 248 is more productively
interpreted as a play on the idea that the chorus were in Aulis, before the realisation that this is an
unlikely possibility. This play would also be testament to the force and authority of the chorus’
narrative: because it is so convincing, the audience might for a second think that they are saying that
they were at Aulis, before dismissing this possibility as unjustified. The line itself, therefore, should be
taken to mean: “I neither saw what came after [because | was not there], nor do | speak about it [despite
my prophetic powers, because | do not want to]”.

249 Cf. Pucci (1992) 516, Ferrari (1997) 41. An interesting parallel is the chorus’ song in Soph. OK.
1044-95, where the chorus describe the battle between Theseus’ men and Kreon’s army, all the while
remaining on stage. The detail with which the chorus elaborate their narration is significant, as it arises
partly from inspiration (cf. mpouvaTai Ti pot / yveaua, 1075-6, with Jebb (1885) ad 1075f.; uavtis
efl’, 1080; note also 1096-7). However, the presupposition of that choral ode is not identical to the
parodos of the Agamemnon, since it is emphasised that what it presents is the chorus’ conjecture of
what is likely to be taking place: cf. ofuai, 1054; 7j rou, 1059; and €pBouciv 1j uéAAouciv; (1074).

250 Raeburn and Thomas (2011) ad 104-59.

1 Cf. Ferrari (1997) 41.
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b. Double-determination, and the example of the epic narrator

Divine inspiration and old age, therefore, are mixed together to produce the narrative
authority that the chorus enjoys in the parodos. These separate causes of authority,
with old age implying authority through wisdom, and divine inspiration implying
authority that is based on revelations that come from outside of the human experience,
are difficult to integrate into a single concept. This can be done, however, by
recognising the similarities between the situation of the chorus, and the complex
motivations that can be traced for other characters in this play — for instance,

Agamemnon.

The motivation of Agamemnon to sacrifice his daughter is based to some extent on
the divine backing for the expedition that he is given, and by the fact that he must
avenge the affront to Zeus. However, this is not the only motivation for it, as strictly
speaking the sequence of events that generates the expedition commences with the
Atreidai, as is shown in the simile of the vultures, where the birds’ cry stirs divine

vengeance, not the other way around (49-62).%

Moreover, it is worth noting that the
omen of the eagles and the hare is not prescriptive, but descriptive, in that it does not
necessitate the expedition, but only predicts its outcome if it were to go ahead.?*®
Finally, it has been argued that the word ocuutvécov (187) suggests Agamemnon’s
active willingness to go along with the expedition even at the cost of the life of his

own daughter.?®* Thus, although the expedition went ahead both because of the curse

of the house of Atreus, and because of the presence of divine encouragement (though

252 Cf. Smith (1973) 4-5.
253 Cf. the discussion of Gantz (1983) 74-5.
5% Cf. Scott (1966) 463-4.
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these are not two completely separate issues), a part of the motivation for the sacrifice
of Iphigeneia remains internal to Agamemnon’s character, and can be seen to stem

from his personality.?®

This sort of interplay of motivation and causation in the play can be described as
‘double-determination’, an idea applicable to discussion of a number of genres and
authors.?® The concept as it is employed here means that a character performs his role
both because of who he is (i.e. what sort of character he is), and because he is
influenced by the gods. This interpretation of choral authority and knowledge has a
significant impact on the understanding of the chorus’ role and position in the play,
especially as a function of their age. That role here is to be narrators of past events,
and they are aided in this by being the sort of people that they are (i.e. old men). The
personalities of the chorus, delineated by a traditional characteristic of age, the fact
that they already possess wisdom and knowledge, are suitable vessels for divine
inspiration — since a crucial aspect of the process of double-determination is precisely
the fact that the godhead interacts with personalities that are suitable and receptive to

its interventions.

25 Although there is significant debate regarding the extent of the effect of Agamemnon’s personality
on the events, there is general agreement that his character played a role in them. Cf. the moderate
position of Lesky (1966) 81: “It is still the king's personal decision springing from his will, but the
freedom of will is overshadowed by the overwhelming force of the situation which clearly influences
the decision.” Lloyd-Jones (1962) 192 puts it in stronger terms: “Zeus is indeed determined that the
fleet must sail; Agamemnon has indeed no choice. But how has Zeus chosen to enforce his will? Not
by charging Calchas or some other accredited mouthpiece to inform the king of his decision; but by
sending Ate to take away his judgement so that he cannot do otherwise.” An even stronger position is
expressed by Peradotto (1969b) 250: “The result depends less upon the goddess than upon the kind of
man Agamemnon is.” It is perhaps telling that Agamemnon uses Iphigeneia for the entertainment of his
guests, allowing her to sing in front of them (243-7). This would not have been usual practice in
Athenian households, and might be emblematic of an inappropriate tendency in Agamemnon’s usage
of family. Cf. Fraenkel (1950) ad 245ff., Raeburn and Thomas (2011) ad 244.

2% On double motivation in Homer and tragedy cf. Dodds (1951) 7, 16, 31, 51 n. 10; and Dodds (1973)
56 n. 5 (specifically in the Oresteia).
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This phenomenon can be illustrated by the way that the chorus is constructed in the
parodos as playing the role of the epic, divinely inspired narrator, a narrator like
Demodokos in Od. viii, who, though absent from Troy, can describe the events and
the aftermath of the conflict as if he had been there (487-91).%' Firstly, the chorus is
placed in the role of the narrator in lines 104-6 by a number of epic motifs that occur
there. As was mentioned above, 8e46ev in line 105 recalls the divine inspiration of the
epic poet, albeit in an anonymous way, whereas the epic poet most often calls
specifically on the Muse (e.g. Il. i. 1).?® Additionally, on the reading av8pcov /
¢vTeAécov (104-5), adopted for instance by Sommerstein in his edition of the play,?*®
the chorus announce that they are about to embark on singing about the deeds of
famous men, which is also the special prerogative of epic, often stated explicitly in
epic proems: consider the well-known openings of the lliad (Mfviv &eide, Beaq,
TTNAniadecw AxiAfjos, i. 1), the Odyssey (Avdpa pot Evveme, Mouoa,
ToAUTpoTov, i. 1), and also of less well known epics, such as the Thebais (Apyos
Gelde, Bed, ToAudiyiov, EvBev avakTes, fr. 1 West). Also illustrative is Akhilleus’

song of the famous deeds of men in Il. ix. 189 (&eide & &pa kKAéax &vdPCOHV).

37 Cf. Graziosi and Haubold (2010) 1-4 for discussion.

258 For the connection between &k} of poetry and the Muse specifically, cf. Pindar Ol. i. 111-2: ¢uot
Hev v / Motoa kapTepcataTov Béhos aAkat Tpéget. Relevant also is Hesiod’s Theogony 29-34,
where the Muses breathe into Hesiod the power of song: évémveucav & pot audnv (31) — cf.
kaToTveiet in Ag. 105. Fraenkel (1950) ad 106 also gives parallels for the phrase 6ed6ev kaTaTveiel
taken together: ur} oot véueois Bedbev kaTamvevoni, Plato Comicus fr. 189. 15 Kassel-Austin;
oI TS 8¢ Gooa pEv &v ypdgni HeT’ évBousiacpol Kai iepoU TVeUHaTos, KOA& K&pTa £0Tiv,
Demokritos fr. 18 Diels-Kranz; and also Plato Philosophus Meno 99d, Phaedr. 262d.

259 sommerstein (2008). The manuscript reading éxteAécov, which would mean something like “ripe”
in the present context, makes obscure sense and seems to add little dramatic effectiveness to these
lines. Cf. Fraenkel (1950) ad 105. However, ¢ékteAécov is accepted by West (1990a) and Raeburn and
Thomas (2011).
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Additionally, line 104 is a complete dactylic hexameter (as was mentioned above)
which, as well as being the metre of prophecy, is the metre of epic,?®® and this
substantiates — together with the proem-like, first person singular diction of the chorus
in these lines — the creation of the epic “narratorial’ persona. Furthermore, specifically
epic diction has occurred in the parodos before this point. Most strikingly, in the
chorus’ description of the expedition, the Greek army is referred to by its epic name in
line 66 (Aavaoiow).?®* Furthermore, an epic flavour is given to the narrative through
the ‘visionary’ sense of the present tense mreéutel (111, noted above), as it recalls the
separation between participation and representation that exists in the stance taken by
the epic poet regarding his material: that distance has been forced on the chorus by
their age, since because of it they could not participate in the expedition. Their age,

therefore, becomes a source of their narrative strength in this respect.

Furthermore, there are a number of epically inspired dramatic elements in the
parodos, such as the omen of the eagles and the hare, which Heath, amongst others,
relates to the Iliadic omen at ii. 308-19.%°? Similarly, there are epic echoes in the way

that the simile of the vultures is employed in the parodos. Most simply, the simile

260 A further metrical mark that creates a connection between this song and epic is the enjambment of
gvTeAécov in line 105, which mirrors metrically the enjambment of ouAouévnv in 1l. i. 2. The mirrored
enjambment deepens the connection between the persona of the chorus and the epic narrator. However,
the iambic intrusion of émeos Axat- in line 108 (as well as the shortening of the dactylic lines from a
full hexameter in 104 to 5da in 105 and 106 each) suggests a tension between the Aiskhylean
presentation of this chorus and the epic theme: this is epic, brought to the more variegated world of
Athenian drama, and done in a new, Aiskhylean way.

%81 n the surviving Aiskhylos, the name ‘Danaans’ seems to occur only in contexts of the Trojan War.
Aside from the present instance, the word occurs in Ag. 148 and 1466, and also in fr. 131. 2

Sommerstein (from the Myrmidons): | T&8e pév Aevooers, aidin’ AXIAAeY, | / BopiA updvTous

Aavacov podxbous . In this context, cf. also Apyeicov, 45: although calling the Greeks Argives
makes sense independently within the play insofar as the dramatic location is actually Argos, it is also
one of the ways that the Greeks are commonly referred to in Homer.

262 Heath (2001). Though it has also been argued that this omen was influenced by Arkhilokhos’ fable
of the fox and the eagle (frr. 172-81 West): cf. Heath (1999b) 396, and West (1979), Janko (1980), and
Davies (1981).
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recalls epic in terms of its subject matter, the animal world,”®® and commentators have
in the past even suggested specific Homeric models for it.*** Looking at the simile in
more detail, it emerges that its structure also has similarities with the extended
Homeric simile, as it has been analysed by Ben-Porat.*®® He notes that the extended
Homeric simile frequently portrays changes in grammatical subjects, and often
includes extensive description of (especially) the vehicle with multiple phrases and
even clauses or sentences. In effect, the epic simile goes far beyond the simple “X is
like Y”, and instead can take the form of “Xis like Y, which does Z, and which has A
done to it by B”. It is also introduced by a simile marker, and is likewise closed by
one. The second marker is normally followed by an expanded description of the

tenor.?®® These elements are all evident in the present simile (49-62):

TPOTTOV AiyUTIICOV oI T’ EKTTaTiolg

&Ayeot Taidwv UaTol Aexéwv 50
oTpOoPOdIVOUVTalL

TTEPUY OV EPETHUOIOIY EPECOOUEVOL,

SepvioTrpn

VoV dpTaAixwv OAéoavTes:

UtraTos & dtcov 1) Tis ATTOAAWY 55
1 TTav 1} Zeus oicovoBpoov

ybov 6EuBdav Tcovde HeTOIKWV

UoTepdTOIVOY

méuTel TapaPaociv Epwiv.

oUTw & ATpEws Taidas O KPeioowv 60
e’ AAe€avdpeol méuTEl E€viog

ZeUs.

The simile is introduced with the marker Tpdtov, and closed with the marker oUTco.

Moreover, there is a change of subject in the middle of the simile, with the vultures as

%63 Indeed, there are a number of similes in Homer that use specifically the image of the vulture: cf. e.g.
I1. xvi. 428-30, xvii. 460.

264 These are Od. xvi. 216-9 and I1. xvi. 428-30, though Heath (1999b) 397-8 also suggests 1. xi. 113-4
and Il. xviii. 316-23. Heath (2001) also discusses the connection between the simile and the omen from
1. ii. 308-19.

265 Ben-Porat (1992).

266 Ben-Porat (1992) 740-1.
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the subjects of lines 49-54 (main verb: otpogpodivouvTat); and the gods Apollo, Pan
and Zeus the subjects of 55-9 (main verb: méutret). Following the end of the simile,
and after the closing marker, the tenor is expanded, and is made to relate to it
analytically through the narrowing of focus in its presentation of causality: instead of
the three possible gods responsible, Zeus alone is said to be the divinity sending the
expedition. Furthermore, as in Homeric similes the different ‘movements’ of the

simile are presented paratactically, and are joined by the particle 8¢.2%

There are, in addition, other ways in which the present example resembles the
extended Homeric simile. For instance, like many Homeric cases, the relationship
between the tenor and the vehicle becomes complicated by the movement of the

imagery.?®

While at the start the Atreidai are compared to the vultures that are
bereaved of their children (Helen), by the end they are said to be the Furies who are
sent against Troy, and the verbal echo between the simile and the context, provided
both by the name of Zeus and by the verb méume, emphasises this arrangement.?®®
Furthermore, the context of the tenor invades the simile, and the simile thereby
becomes part of the dramatic narrative.””® So here, the vultures are described as
rowing with oars through the air (¢peTuoiow épecooduevot, 52), with the birds” wings
being described metaphorically as oars; and furthermore the punishment of the thieves

of the bird-children is said to be delayed (UoTtepdmoivov, 58). These details mirror

the sailing of the ships and the long duration of the siege of Troy, which the old men

267 For a Homeric example, see 1. xx. 164-73.

268 Cf. e.g. 1. xi. 556-65, xvii. 520-4.

269 For verbal echoes between simile and its surrounding narrative, cf. e.g. Il. iii. 1-7.

270 For this idea, cf. Lyne (1989) 68-70, who discusses I1. xv. 263-9. Lyne calls this technique narrative
substitution. ‘Narrative substitution” develops the idea put forward by Silk (1974) 139-40, who talks
about ‘enactment’ by the simile of real (narrative) events.
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still believe to be going on (cf. 83-103). The expedition and the lengthy siege are thus

narrated through imagery: the kind of narration that happens in Homer.

In light of the above, the chorus emerge as a body invested with significant and
privileged knowledge based on divine inspiration akin to that of the epic narrator.
However, it is important to note that the connection between the chorus and the
divinely inspired persona of the epic poet is not perfect, as the knowledge of the
chorus is subject to some limitations. The epic poet, who does not have personal
experience of, or a personal stake in, the events he is describing, but has been told of
them by the Muse, is therefore omniscient as regards both the affairs of mortals and
the affairs of the gods. By contrast, the chorus’ function in the play is not that of an
external, omniscient narrator: although their old age — and the fact that because of it
they were not involved in the expedition — creates narrative distance between them
and the past events that recalls the narrative distance between the Homeric poet and
the events he is describing, the chorus necessarily remain cast members of an
unfolding tragedy, and so are on the most basic level still dramatic participants, not

external narrators.?’*

The combined presence of 6edbev and ocupguTos aicw in the programmatic lines
104-6, therefore, forms the basis of the complex way in which choral knowledge is
formed in the play, as the chorus is led towards the full extent of their knowledge both
by their wisdom and experience and by the inspiration and insight that come from the

divine. The divine inspiration of the chorus brings into sharper focus their

2™ The metrical structure of the ode suggests the same: the ode moves from opening dactyls into more
lyric and mixed dactyls, and then into purely lyric metres (cf. the metrical scheme described in Raeburn
and Thomas (2011) 253-7). It is as if epic (and its omniscient narrator) have been ‘recast’ into the
world of Athenian tragedy and its characters. Cf. n. 260.
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characterisation as old men, since divine inspiration that is created as a result of
‘double-determination’ settles on the chorus because of their suitability to bear it. As a
result, old age is inextricably tied to the idea of the chorus as authoritative and
knowledgeable speakers. However, that is not to say that they have perfect knowledge
of what is going on. The chorus is not a prophetic entity, and the next section will

describe the limitations of their knowledge.

c. Choral insight and the world of prophecy

The complex relationship between the chorus’ human and ‘inspired’ knowledge that
emerges as a result of the process of ‘double-determination’ can be used to explain
certain passages of the ode that contain multiple layers of meaning and reference. One
example is the occasion of the first naming of Klytaimestra, which suggests her
affinity with her woe-bringing sister, Helen, even though the similarity of the two
women in this regard has not yet been revealed onstage. Klytaimestra is addressed
initially by the chorus as the daughter of Tyndareus (ou &¢, Tuvddapew / BUyaTep,
83-4), which blurs her identity with her sister’s. Although it has been frequently
pointed out that both sisters share a number of traits, such as their infidelity and
perversion of the role of wife, the chorus as dramatic characters are at that time not in
a position fully to appreciate these similarities: Klytaimestra has not yet killed her
husband, nor has she as yet revealed the extent of her involvement with Aigisthos.
While the chorus might suspect foul play (cf. 783-809, the chorus’ welcoming speech
to Agamemnon), their exchange with Kassandra reveals that they know nothing for

certain: even when Kassandra talks of some stay-at-home (oikoupdv, 1225) roaming
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in Agamemnon’s bed (év Aéxel oTpw@cevov, 1224), the chorus cannot make out
what or who she is referring to (1242-5). Thus, as dramatic characters the chorus
cannot appreciate the full significance of their reference to Klytaimestra as the
daughter of Tyndareus. Their speech, therefore, by carrying more significance than

can be meant by the speakers, emerges as ‘inspired’.

Another example consists of the fact that it is the chorus who begin using the imagery
of the net that develops so significantly in the trilogy. Immediately after their first
dialogue with Klytaimestra, they sing that a net now covers all the Trojans, and none

can escape it (355-61):

@ Zeu Baotheu kai NUE piAia 355
HEY GAoV KOOUWY KTEATEIPQ,

AT ém Tpoias mUpyols éBales

OTEYavov SiKTUOV, s UNTE Héyav

MT T’ oUV VEQPCOV TV’ UTIEpTEAEOQl

Héya SouAeiag 360
Y&YYQHoV &TNS TavaAciTou.

The irony here is, however, that the net, and the rules of retribution signified by it, are
truly inescapable for everyone, even Agamemnon, whose safe return the chorus
fervently desire. The irony is extended further by the fact that in the same stasimon
the chorus sing what seems to be a condemnation of Troy and Paris, and an
explanation of the divine will that brought them down (367-402):*" yet the terms of
this description will apply equally well to Agamemnon’s transgression.

Agamemnon’s house is wealthy to excess, as Klytaimestra points out (Tévecbat &

oUk émioTaTal dduos, 962), just as Troy was wealthy (pAedvtwv dcwoudtwv

272 Cf. Denniston and Page (1957) ad 367ff., who argue that these lines refer to Troy and Paris. Indeed,
Paris is mentioned both before the excursus (811" AAe€&vdpeol, 363), and especially significantly at its
end (ofos kai TTapis, 399).
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Uméppev, 377). Agamemnon falls prey to persuasion when he is convinced by
Klytaimestra to tread on the tapestries, just like earlier Troy fell under the spell of
Peitho and transgressed (Biatai &’ & tdAawa TTeibeo, 385). Thus, the first stasimon
presents a number of themes that begin the sequence of explanation of the play’s
events, but which at that time transcend the dramatic occasion and knowledge of the

chorus.

A variation on this phenomenon is the chorus’ creation of ‘decodable’ patterns of
imagery.?”® These patterns emerge in the chorus’ language and have ramifications
beyond their current dramatic position in the text: the chorus as dramatic characters
(unwittingly) create a sequence of utterances that bears out a greater than intended
amount of meaning in the context of the drama as whole. By its intensity, multiple
signification, and analytical requirements, this sequence begins to resemble something
quasi-prophetic; and, in terms of the inspired nature that the chorus claim for their
speech, ‘doubly-determined’. An example of such a nexus of imagery is the mixing of
the human and animal worlds, as it has been analysed by Heath. At the very start of
the parodos, the chorus conflate a human metaphor with an image from the animal
kingdom: Menelaos is described as a prosecutor in court (&vtidikos, 41), yet he and
Agamemnon are described as a yoked pair (Oxupdv Celyos ATpeidav, 44)27
Further on, and introducing the vulture-simile, the verb kA&CovTes (48) is used to
describe the Atreidai and the vultures, and this verb is equally applicable to the animal

and the human spheres — another example that Heath points out of the human and

animal worlds being mixed to an evil end.?”> The vulture simile itself contains further

23 Cf. Peradotto (1964), Lebeck (1971), Heath (1999a). Such patterns of imagery are found in large
numbers, though of course not exclusively, in the lines spoken by the chorus.

2% Heath (1999a) 21.

275 Heath (1999a) 22.
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instances of the mixing: the anthropomorphism present in Taidcov (50) has been
discussed above (p. 82), and the conflation of the ‘human’ deuviotrpn (53) with the

‘animal’ dpTaAixcov (54) achieves the same effect.””®

The implications of this mixing are developed both in the rest of the play and in the
trilogy as a whole. In line 1224 (tAéovT’ &vaAkwt év Aéxel oTpwpcievov), for
instance, the same conflation between the animal and the human occurs: the prophetic

Kassandra says that a cowardly lion (the usual, but problematic reading)?’’ or a

cowardly wolf (on Sommerstein’s conjecture)®’®

invades Agamemnon’s and
Klytaimestra’s bed.?”® Kassandra’s use of this strand of imagery strikingly underlines
the danger inherent in the world-order of the Agamemnon. In the rest of the trilogy,
this idea is borne out further: as Heath has argued, in the Eumenides “the Furies are
the embodiment of the conflated world” of human and animal.?®® In this sense, the
language of the chorus can be seen as formative of an important interpretative theme
of the plays, and indeed of the trilogy. However, the chorus at the start of the parodos

do not understand the full significance of what they are saying, especially as this

significance will only be finally played out in the last play of the Oresteia.

Another way in which the idea of ‘double-determination’ and divine inspiration
relates to the authority of the chorus is through its application to the chorus’ specific
sensitivity to the atmosphere of the play. This comes out most clearly in the third

stasimon, where they express their fear for Agamemnon (975-7):

276 Heath (1999a) 25.

277 Cf. Fraenkel (1950) ad 1224, Denniston and Page (1957) ad 1224.

278 Cf. Sommerstein (2008) 146-7. However, both variants of this line contain animal imagery, and so
this line inevitably contains a ‘mixing’ of the animal and the human.

27 For discussion, cf. Heath (1999a) 23-5.

280 Heath (1999a) 26.
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TITTTE pol TOD EUTTEDWOS 975

Selpa TpooTATIIPIOV

kapdias TEpAoKOTOU TTOTATAL;
The chorus feel afraid despite the fact that they have seen with their own eyes the
king’s return (note the stress on agency of self in autéuapTus cov, 989). However,
although they place the greatest trust in their own senses, they are affected by the
ambience of the drama, by their sensitivity to its foreboding development, and by
their innate sensitivity to the universality of justice (cf. the self-referential TTpos
gvdikols ppeciv (996), which suggests their knowledge of justice and its workings).
This sudden perception and fear is said, moreover, to be driven by their “prophetic

heart” (kapdias Tepaokdmou, 977),%

which significantly moves their authority
beyond the scope of the purely human. Finally, the sense of ‘inspiration’ is enhanced
by their mention of the Fury, whose lament their heart repeats (Bpfijvov Epios,

991): it is perhaps the same divinities, the unseen Furies, whom the prophetess

Kassandra will identify as permanently inhabiting the House of Atreus (1186-7):

TNV yap oTéynv Trvd’ oUtoT’ ékAeiTel X0opOs

EUupboyyos oUk eUpVOos.
This sensitivity to the workings of the divine which conspired to bring about the
events of the play, and their unwittingly expressive and accurate language in this

regard, suggest the chorus’ privileged, “inspired’, almost prophetic knowledge.

281 The phrase is thus translated by Sommerstein (2008) 115. On the prophetic language generally in
this passage, cf. Bowie (2009) 214-5, who also comments on the words pavTtimoAet (978) and 8pdvov
(983).
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Additionally, it is notable that at the end of the play there is a moment when the
chorus’ understanding of the laws of divine retribution, and of the wider implications

of the regicide, frightens even Klytaimestra (1574-6):

KTeGvwv B¢ uépos Patdv exouont

Tav amoxpit Hol, pavias peAdbpcov 1575

aAAnAopovous apelouvont.
The chorus are, in fact, the only characters in the play who succeed in shaking the
queen’s confidence. In this connection, O’Daly has suggested that Klytaimestra (in
1567-76) can restore her confidence only by significantly misunderstanding what the
chorus say in 1560-6: “[b]ecause the chorus’s words generalize and are not temporally
fixed, Clytemnestra can understand them as she will, as referring primarily to
Agamemnon”. However, “she is shown to be totally unaware of [the] implications [of
the supernatural element in her action] for her own future, just as she can and will not
apply the law of retribution to herself”.?® The chorus, however, express the workings
of divine justice correctly, and in this respect seem to be in a privileged, and again

almost prophetic, position, by contrast to Klytaimestra.

However, all this is not to say that the chorus are in fact prophetic, for what separates
them from prophets in the Agamemnon is that prophets understand fully the
significance of their speech (because they can fit speech into the framework of future
events), while the chorus do not: the fact that it is possible to reconcile the chorus’
insight with their dramatic position as humans with limited knowledge is one of the
explanatory advantages of seeing their utterance ‘doubly-determined’ in this context.

Thus, despite their association with Kassandra, in that they are the only character in

282 O'Daly (1985) 19.
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the play who enter into conversation with her, Kassandra and the chorus are shown to
possess different kinds of knowledge, and this difference is connected to their
different ages and positions. Kassandra received the gift of prophecy due to Apollo’s
infatuation with her youth and beauty, while the chorus touch on future events
unconsciously in their utterance due to the divine ‘inspiration’ that is a function of
their old age. The contrast is brought out further by the fact that Kassandra is
described as the choicest flower of the Trojan captives, picked for Agamemnon by the
army (atTn 8¢, ToAAY xpnuaTwv éEaipeTov / &vbos, 954-5); while the chorus

are men of withered foliage (kaTakapgopévns, 80).

The disparity between Kassandra’s and the chorus’ knowledge is shown, first, by the
fact that, in their dialogue, the chorus are simply unable to understand her fully. While
the chorus understand her references to past events, and Thyestes’ banquet in
particular, whenever she mentions new evils coming to the house they do not follow
what she says (cf. especially ToUtcov &dpis il TGOV pavTeupdTwy, / ékelva &
€yvowv: maca yap moAis Boal, 1105-6, and 1242-54; though the pattern runs
throughout the passage). Even when Kassandra says outright that Agamemnon is

about to die, the chorus refuse to believe her (1246-9):

Ka. Ayapéuvovds ot pnu’ émdyeoBal popov.
Xo.  eUpnuov, @ TaAawa, KoiUnoov oTOUA.
Ka. &AN ot TTaicov taord’ émotaTetl Adycol.
Xo.  ouUk, eimep €éoTatl '+ GAAX U} YEvoITO Tws.
Thus, unlike Kassandra, their inspiration does not include clear knowledge of the

future, only of the past. Moreover, the disparity between the levels of understanding

of Kassandra and the chorus is bolstered by the metrical scheme of the passage. While
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Kassandra starts the exchange singing (1072), the chorus answer her in iambic
couplets. However, at 1121, in the fifth strophic pair, the whole chorus are swept up
into singing in dochmiacs, and it is Kassandra whose utterance shifts towards
trimeters in the sixth and seventh strophic pairs.?®®* Thus, the chorus not only do not
understand Kassandra’s words, but their emotional development and interaction in the
scene is also in antithesis to hers, as they become agitated just when she becomes

calmer.

Notably, the chorus display a similar lack of true understanding when confronted with
the words of the other prophet who features in the play — Kalkhas. Although the

chorus cite his predictions verbatim, their frightening meaning evades them (146-55):

iflov &1 kaAécwo TTaicova,

U1 Tvag avTimmvoous Aavaols Xpovi-

as éxeviidas atrAoias

TeuEni, omeudopéva Buciav ETépav, Guoudv TIv' &daitov, 150
VEIKEGWV TEKTOVA CUUPUTOV, OU Bel-

onvopa- HiHVEL yap poPepa TTaAivopTos

oikovéuos doAia, pvauwv Mivis TekvOTToIvos. 155

These lines look forward to the murder of Agamemnon, and Kalkhas’ words link this
with Aigisthos’ and Klytaimestra’s revenge. As Raeburn and Thomas have pointed
out, o Setorivopa may put the audience in mind of Klytaimestra, especially given

284 and the delayed position

the feminine endings of the next clause (poBepd&, doAia),
of that clause’s subject (Mrjvis), which allows Klytaimestra to linger in the audience’s
mind. Moreover, while oikovéuos doAia suits Klytaimestra, TmaAivopTos,

Hvapcov, and tekvoTrolvos can also suggest Aigisthos’ revenge (TraAivopTos suits

283 Cf. Raeburn and Thomas (2011) ad 1035-1330.
284 Raeburn and Thomas (2011) ad 148-55.
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him especially well). Kalkhas’ words, therefore, expose the plot to murder the king,

but the chorus, by virtue of their dramatic position, are unable to recognise this.

That the chorus should not be seen as vehicles of prophecy is further suggested by
two aspects of the way they describe their age in lines 72-82. Firstly, in these lines,
the chorus refer to themselves as walking with the help of their staffs (emi
oknmTpols, 75), and plying their movement upon three legs (Tpimodas pév 68ous,
80). It has been suggested by commentators that these lines refer to the famous riddle
of the Sphinx.?®® This has a bearing on how the reader should understand the
interaction between the chorus and prophecy in the Agamemnon. On the one hand,
these references evoke the riddle of the Sphinx, and thus suggest that the chorus, who
are recalling the riddle, might have access to a supernatural, almost portentous
authority.?®® However, much as with their construction for themselves of the persona
of an epic narrator, here too supernatural authority is only partially accessible to the
chorus. This comes through in the way the riddle, while recalled by the chorus, at the
same time undercuts the supernatural nature of their authority: that the chorus apply
the riddle to themselves means that they emerge rather as being the epitomes of the
human condition, men who finish life walking on three legs, creatures bounded by

human limits.

285 Cf. Fraenkel (1950) ad 80.

28 Although the Sphinx archaeologically was most often associated with grave monuments and reliefs
for those who died in youth, the poets “everywhere dwell upon her horrible and portentous nature”
(Goldman (1911) 379). Thus, in Sophokles she is described as a 17} paywidos ... kbcwv (OT. 391), and,
tellingly for the present context, as a prophetic maiden: Tap8évov / xpnouwidov (OT. 1199-200).
Euripides likewise calls the Sphinx oUpeiov Tépas (Phoen. 806), and describes her as singing:
aTropovcoTdTalol cuv cidails (Phoen. 807). The element of singing seems to imply the creature’s
portentous as well as monstrous nature.
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The second aspect of the choral self-description that sheds light on their relationship
with prophecy is their comparison of themselves with a dream that appears by day:
Svap muepdpavTov (82). Dreams in Greek religion generally, and in this trilogy
specifically, have strong prophetic associations. For instance, in the Khoephoroi
Klytaimestra sees a prophetic dream (Khoe. 33-4) that is recognised as being such by
the characters in the drama. However, the crucial aspect of this comparison is that the
chorus do not compare themselves to interpreters of dreams, but to the dreams
themselves; thus, they are not like prophets, but resemble instead the means of
prophecy.?’ In other words, the chorus are once again positioned as being able to say
things that carry great meaning, but at the same time as not being able to interpret
these utterances.?®® The reader and the audience thus become alerted to the enigmatic
and interpretable nature of choral speech, whose multivalent use of language forms
the basis of the prophetic weave of the poetic text. At the same time, the importance
of old age in the play becomes here further developed through its continuing
association with the “inspired’, ‘doubly-motivated’ choral utterance: it is by reason of

their age that the chorus are a dream appearing by day.

It has been argued that the Agamemnon creates multiple ways in which choral
authority can operate. The chorus is able to describe the events at Aulis in detail,
including constructing powerful visual images, and quoting direct speech of those
who had been involved in the events there. This authority is, on some level, inspired
by the divine, and it was argued that this inspiration is connected with the chorus’ old

age through the idea of ‘double-determination’, whereby the chorus’ old age makes

87 That they are similar to dreams also shows them to be vulnerable and human, rather than other-
worldly and potent: cf. Pi. Py. viii. 95-6: érduepot ti 8¢ Tis; Ti 8’ oU Tis; oxias dvap / &vbpwTos.
88 Some scholars have even taken choral utterances as being formative for the events of the
Agamemnon: cf. Owen (1952) 65. On cledomancy in the trilogy in general cf. Peradotto (1969a).
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them suitable recipients of that authority. While divine inspiration makes the chorus
able to use language in a way that is highly meaningful, however, it does not make
them prophetic. The chorus’ use of language can reveal deeper truths, but the full
extent of its significance is often beyond the understanding of the chorus. Unlike the
prophets in this play, the chorus are unable to understand the full significance of
language, and especially how it fits into the working out of future events. Their age
and inspired authority over language, therefore, both elevate them, and at the same

time underline their limitations as human actors.

iii) The Chorus’ Confrontation with Aigisthos and Klytaimestra

The last part of this chapter considers the confrontation scene between the chorus,
Klytaimestra and Aigisthos in light of the foregoing analysis. In this scene, the
behaviour of the chorus coincides with its characterisation in the rest of the play. The
chorus’ confrontational nature fits well with their characterisation as men who possess
a military ethos; their disdain for the stay-at-home Aigisthos also fits into this pattern
(1625-7), as was discussed above. In this scene, the chorus almost come to blows with
the guard of Aigisthos, and this belies both their old age and their inaction in the
preceding scenes of the play, especially in the scene where the chorus debate what
they ought to do following the cries of Agamemnon from within the house (1346-71).
Although the old men do not actually come to fight, the scene throws their age and

identity into sharp relief, and thus repays closer scrutiny.
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It is notable that in this scene there is renewed stress on the chorus’ old age, especially
when they are being berated by Aigisthos. He refers directly to it three times (yépcov
cv, 1619; Tt TnAkoUTeol, 1620; 1O yipas, 1621) in his first reaction to their
expression of discontent at the murder of Agamemnon. Later, Aigisthos” words recall
the self-characterisation of the chorus as old men in lines 72-82 (where they compared
their strength to that of children), when he describes their words as “foolish barking”
with a phrase that recalls childish foolishness: vniols UA&yuacw (1631).%%° This
disdainful label of the choral utterance is highly ironic. While the chorus do describe
their strength as childlike, the last section argued that the language of the chorus
possesses authority inspired by the gods. Aigisthos does not appreciate the fact that
the chorus’ powerful language exists in combination with their weak physical state;
and he appreciates even less the paradoxical situation in which the authority of the
chorus’ language depends precisely on their old age: to him, old age is a simple and

straightforward affair.

Klytaimestra’s attitude to the chorus is different in a number of important aspects.
Klytaimestra only makes a passing reference to the old age of the chorus. She says
that despite their age, the chorus will learn ‘good sense’ if they continue to dissent
(1425): yvcom Bidaxbels owe youv TO cwpovely, with dyé referring to the
chorus’ age.”® This reference, however, is not as strongly worded, and does not occur
with the same relentless emphasis that Aigisthos employs. Elsewhere, moreover,
Klytaimestra refers to the chorus in a respectful way, as, for instance, in line 1657:

aidolol yépovtes. Although at the very end she does echo Aigisthos’ insult as a

28 This connotation of vAios is likely to have been conspicuous, since while that word is used in
Homer to mean ‘silly’ or “foolish’ (e.g. néya vrmos, Il. xvi. 46, of Patroklos’ desire to join battle), it
also has very strong associations with childishness (cf. the formulaic phrase viima tékva, e.g. in Il ii.
136).

2% Cf. Fraenkel (1950) ad 1425 and 710.
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reaction to the chorus’ insult of 1671 (xoumaocov Bapov, AAéKTwWpP COOTE
OnAeias méAas) by describing their words as “empty barking” (uaTtaicov TCOVd’
UAayudTwv, 1672), this can be taken as motivated by a desire to calm Aigisthos in
order to lead him back into the house and put an end to the confrontation; and is
moreover not said to the chorus (though of course within their hearing), but rather to

Aigisthos.

The difference in the treatment of the chorus’ old age by Klytaimestra and Aigisthos
informs the difference between their characters.®®® Perhaps the most important
difference for the present discussion is that Aigisthos presses home his advantage of
strength, but mentions no other aspect of the characters of old men. Klytaimestra,
however, comes to appreciate the power of their age much more broadly. Although in
1403-4 she insists on her indifference to the chorus’ opinion, only a few lines later she
reprimands them for not reproaching Agamemnon for his killing of Iphigeneia: oUud¢v
TOT' avdpl T’ évavTiov pépcov (1414). Klytaimestra thus admonishes them for
their unjust employment of their narrative potential in criticising her and not
Agamemnon, and shows that she cares about what they think and say. She suggests
that their narrative is deficient in that it had (and still has) the wrong focus, that it does
not represent both sides fairly. While recognising the power of the chorus’ language,
Klytaimestra nevertheless makes an assault on the authority and accuracy of their
words, and hence also puts a question mark over the meaning of their old age:

whether age has led them to wisdom and inspiration, or only to delusion. Only

2! The comparison is encouraged by the parallelism of the retorts that the chorus make to the two
antagonists: the first significant retort to Klytaimestra (and the first sung one) mentions public curses as
punishment (dnuoBpdous T* apds, 1409), and the same is true of the first retort of the chorus to
Aigisthos (dnuoppipels, ode’ o6, Aevcipous apds, 1616). Again, both Klytaimestra (1425) and
Aigisthos (1619-20) say early on that the chorus will have to learn ‘good sense’.
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following this does Klytaimestra mention the difference in physical power between

the chorus and herself, by challenging them to try to defeat her in a fight (1423-5).

However, by attempting to deconstruct the narrative authority of the chorus,
Klytaimestra also confirms the reality of its narrative power. Moreover, whereas
previously in the play the chorus’ narrative referred primarily backwards, following
the murder, the direction of the narrative becomes increasingly forward-looking, and
culminates in the chorus’ description of the threat to Klytaimestra from the unending
cycles of vengeance. The chorus affirm that god will continue punishing the family,
and that consequently Klytaimestra will also suffer (1560-6, discussed above, p. 103;
and cf. 1429-30 for an earlier example of the same motif). This forecast seriously
frightens the queen, to such an extent that she seeks a way out of the cycle of

vengeance (1567-76):

€5 TOVd éveRns Euv &AnBeial

XPNOHOV: éyco &’ ouv

€0éAco Saipovt Tt TTAeioBevidav

OpKous Bepévn TAdE HEV OTEPYELY 1570
SUoTANTA Trep Svb’, 6 8¢ Aoirdv, idvT’

€K TCOVOE SOV &AANY yeveav

TpiRew BavaTols avbévtaioiv:

KTeGvov B¢ uépos Patdv exouont

Tav amoxpit Hol, pavias neAdbpcov 1575
aAAnAopovous apelouvont.

In this passage Klytaimestra admits that she believes what the chorus have said about
the inevitability of retribution (EUv &AnBeiat), and because of this she seeks a way
out (¢yco & ouv / €0¢éAwo) — she makes a desperate, and clearly ineffective, attempt to

pay off the avenging spirit. By the end of their encounter, therefore, the chorus speak

in a way that has a deep effect on Klytaimestra. They show that they are not old and
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deluded, but that old age has brought out in them an ‘inspired” wisdom.?*? In this
context, the authoritative insight of the choral narrative becomes all the more

appreciable.

Furthermore, Klytaimestra’s desire to escape retribution plays a part later in the scene,
where the chorus come face to face with the unremittingly threatening attitude of
Aigisthos. After the chorus announce their desire to fight Aigisthos and his guards,
and to die fighting, Klytaimestra persuades Aigisthos not to punish them, and ends her
speech of persuasion with a mention of her desire to put a stop to the endless chain of

retribution (1659-60):

el 8¢ Tol udxBeov yevorto Teovd’ dAls, dexoiued’ av,

daipovos xnAfit Papeial SuoTuxcds 1'[51'[)«])415’\)01.293
Klytaimestra’s conciliatory mood in this passage can perhaps be connected with the
chorus’ exposition of the unending nature of retribution. On this supposition,
Klytaimestra’s desire to protect the chorus is motivated by her desire to protect herself
and Aigisthos. There is some paradox that in their near-physical confrontation with
Aigisthos the chorus become protected through the agency of Klytaimestra; and she,
in turn, chooses to help them because of the powerful narrative of the circle of
vengeance which they have created for her in the previous scene: the physical safety
of the chorus is ensured by their narrative authority. The chorus’ old age creates the

need for protection, and provides the means for it.

2%2 Note especially Taplin (1977) 327, where he argues that the chorus and Klytaimestra in this scene
“move towards not so much compromise as insight” in understanding of the importance of Zeus, and
the inevitability of retribution.

2%8 Text as given in Fraenkel (1950) vol. | 192. Sommerstein (2008) 202 gives &kos instead of &Ais,
but the substitution does not materially affect the argument presented here.
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In the final scene, therefore, despite their angry and foreboding remarks, such as the
mention of the curses of the people (1616), direct threats (1633), and the mention of
Orestes (1646, cf. 1667), the chorus are protected by Klytaimestra, who has
understood the validity and the inspired nature of their earlier narrative. This point is
specifically brought out by her mention of their oracular power in 1567-8 (&5 TéVd’
evéPns EUv aAnbeiat / xpnouodv). By contrast, Aigisthos’ attitude to the chorus’
language remains opportunistic. While he can accept its authority when it suits him
(Sexouévors Aéyets Baveiv ye: TV TUxNY 8 aipovueba, 1653),2* he can equally

well dismiss its significance when this serves his purpose better (1667-8):

Xo.  ouUk, éav daiuwv Opéotnu deup’ ameubuvnt HoAelv.

Al oi® éycd peUyovTas Gudpas EATIISAS CITOUUEVOUS.
Despite the chorus’ mention of the daiucov, Aigisthos refuses to accept the oracular
meaning of these words — which the audience know will come true — and writes them
off as empty hopes.?®® Thus, an important difference between the intelligence of
Klytaimestra and the arrogance of Aigisthos is brought out by their reactions to the

chorus’ authority and their age.

The confrontation between the chorus and the regicides, therefore, combines the
concepts of the power of narrative of the chorus and their physical weakness in a way
that had not occurred in the play up to this point. Narrative authority protects the
chorus, and allows them to stay onstage and hold their own until the very end of the

play: their old age makes the chorus both wvulnerable and secure. Moreover,

2% Denniston and Page (1957) 63, West (1990a) 272, and Sommerstein (2008) 202 give this line to
Aigisthos. Of the recent editors in English, only Fraenkel (1950) vol. | 192 gives it to the chorus. The
oracular meaning of &éxouaut is explained in LSJ s.v. 1.2.b.

2% This is especially unwise in the context of the play, as Aigisthos himself was paying back on the son
the sins of the father, and will be punished in turn by a son avenging his father.
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Klytaimestra’s and Aigisthos’ interactions with the chorus serve to highlight the
differences in their characters: the perceptiveness of Klytaimestra is drawn in contrast
to the arrogance of Aigisthos. In addition, by predicting further vengeance and
bloodshed, the chorus’ inspired, quasi-prophetic, forward-looking insight points to the
events of the following plays.?®® Through the contribution of the chorus, the final
scene dramatises a change in the progression of the events, the passing from one cycle

of vengeance to the next.

iv) Conclusion

This chapter approached the chorus of the Agamemnon first by considering the role
played by age in the construction of the chorus' identity. It was argued that the
identity of the old men has a number of nuances that have not received due mention
heretofore, for instance their closeness to the ethos of the city’s fighting men, the
connection between the old age of the chorus and the imagery and content of the
parodos, and also the intricate way that the mood of the parodos develops around the

various aspects of their self-identification as old men.

The following section considered the way old age fits into the system of choral
authority and choral knowledge in the play. The importance of age was considered by
looking at the idea of ‘double-determination” to explain the source of the chorus’
authority. However, the chorus’ authority was shown to be different in nature from

prophecy, since it was demonstrated that the chorus was often not conscious of the

2% Cf. Taplin (1977) 322: “1372 to the end is all aftermath, and is in some ways a transition to the
following plays”, and 328: “[i]f the great scene 1372-1576 foreshadows the trial and solution of Eum,
then the final philistine contribution of Aegisthus foreshadows Cho.”
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full meaning of what they were saying. The last section focused on the interaction of
the chorus with Aigisthos and Klytaimestra, and it was argued that the two regicides
were characterised by this interaction. It was also suggested that the chorus’ narrative
authority introduced a new cycle of vengeance in that scene, to be explored in the
following two plays of the trilogy: it is significant that the Agamemnon ends with an

imposition of choral authoritative poetic language on Klytaimestra and Aigisthos.
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CHAPTER |V. EURIPIDES’ HERAKLES:

THE AGED CHORUS, POETIC LANGUAGE, AND FAILED

RENEWAL

i) Introduction

This chapter will build on the findings of the previous argument, where the link
between old age and authority was established, by considering the connection
between old age and poetry that exists in Euripides’ Herakles. The analysis will begin
with a consideration of the identity of the play’s old chorus. While at the start they are
shown to combine identities of former soldiers and singers, with the identity of the
soldiers predominating in the first stages of the play, through the middle parts of the
play and right up until the appearance of Iris and Lyssa the poetic identity is given
greater prominence. As singers and poets, in these scenes the chorus undergo a
‘renewal’, whereby their artistic engagement is described as not being limited by age,

and as causing them to feel and to behave in a more youthful manner.

The second stage of the analysis begins with a discussion of the way in which the shift
in the self-characterisation of the chorus from soldiers to poets is built up through the
language of the second and third stasima: the language of these songs is particularly
significant, since they contain numerous words that relate directly to poetry and its
performance. In the context of the performance of the Herakles, these words take on a

meta-poetic, self-reflexive aspect, and suggest the play’s self-awareness as a
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poetically constructed text. Furthermore, the ‘poetic’ nature of the language focuses
the audience’s attention on the precision of its use, on the deliberate use of language
that the play exhibits at this point. However, deliberate use is juxtaposed with the
numerous foreboding elements in the choral odes that arise through the chorus’
uncontrolled praise of Herakles. This stage of the argument concludes by suggesting
that foreboding casts a shadow over the joyous atmosphere of Herakles’ victory, and
as a result also undercuts the chorus’ assumption of a more youthful, reinvigorated

persona of the praise-singer.

In the last stage of the argument, the focus shifts to the aftermath of Iris’ and Lyssa’s
appearance. Their intervention undoes the chorus’ reinvigoration and new-found
sense of youthfulness that came with their ‘poetic’ identity and the earlier praise of
Herakles, and causes the old men to lose their identity as singers. By the end of the

play, the chorus are presented as powerless old men.

i) The Chorus’ Old Age, Dual Identity, and Renewal

Immediately upon their entrance, the chorus characterise themselves as very old men

(110-4):%"

INAéncov YEpwv Aol- 110
805 choTE TTOALOS Spvis,

Emea povov Kai SOKNUa VUKTEPCO-

TTOV EVVUXwV OVEipov,

TPOMEPA HEV &AN’ Sucos TTpoBu’.

27 The text of Euripides is taken from Diggle (1981), unless otherwise specified.
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Even if yépcov, Nauck’s emendation for ycov, is not accepted (Bond suggests that

2% the reference of the chorus

Yowv <T'> is an easier change, though less forceful),
to themselves as grey birds (TToAids dpvis), nothing more than words (Emea pdvov,
cf. the old Amphitryon’s self-description in line 229 as oudév dvta ANV yAcoons
wopov), visions and dreams in the night (déknua vukTepw- / OV Evvixwv
oveipawv, cf. Ais. Ag. 82), and trembling (Tpouepa, contrasted with their desire to do
something, rpoBun’) make their identification as old men immediately secure. The

chorus’ age is thus stated in unambiguous terms, and this characterisation persists

strongly through most of the play.

However, even from this early point in the parodos, the chorus identify themselves as
something more specific than just old men. In this ode, they present two ‘sub-
identities’. The first of these is their aspect as old singers. It is prevalent in the strophe
of the ode, in the passage quoted above. Most strikingly, they call themselves singers
of laments (inAéucov ... aoidds, 110). This characterisation is expanded by the
chorus’ description of themselves as moAids dpvis. The commentators suggest that
the bird in question is a swan,?° and this is significant because the swan’s song is
“loud and suited to a lament, as at A. Ag. 1444, [Eur.] El. 151”.3% The identification
is partly based on the comparison of the passage with 692 (kUkvos cos yépcwv
ao1dds) where the bird is explicitly a swan; and partly on the apparent frequency with
which grey hair and the swan’s plumage are likened (cf. Ar. Wasps 1064, Eur. Bakkh.

1365).

2% Bond (1981) ad 109.

2% cf. von Wilamowitz-Moellendorff (1889) ad 110: “691 ... erlautert, wenn nétig, den 'grauen Vogel’
als den Schwan”; Bond (1981) ad 110.

%00 Bond (1981) ad 110.
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The second ‘sub-identity’ becomes prevalent in the antistrophe, where the
identification of the choristers with singers becomes balanced by their identification
as aged soldiers. Specifically, lines 119-30 explore the chorus’ military past,

contrasting it with their present powerlessness:

Tur mpokaunTe Tédat Bapy Te K-

Aov ¢d0TE TTPOS TMETPATOV 120
Aéras TCuynedpov Teolov

AVEVTES s Bapos pépaov

TpoxnAd&Tolo mehout.

AaPoU xepcov kai mETAwv, dTou Aélol-

e TOdOs ApaupPOv TXVos. 125
YEPWV yépovTa Tapakoul’,

1 EYvomAa SépaTa véa véwl 128
TO TA&POS £v NAiKwV Tdvols 127
Euvijv TToT’, eUkAEeOTATAS 129
TaTpidos ouk Oveidn. 130

In this passage, the military nature of the chorus is emphasised specifically through
the phrase EuvomAa ddépaTa, and the same is implied by the phrases év nAikcov
mévols and eukAeeoTaTas maTpidos ouk Oveidn. The “toils of youth” refer to
battle, and the disgrace that these men could have brought to their glorious fatherland
is cowardice and failure in combat. At the same time, the decrepitude of the old men
is brought out by the emphasis on their slow and laboured progress (BaptU Te kcoAov,
B&pos pépcov), and perhaps also by the catalectic iambic meter.*** The chorus’
difficult condition is further emphasised by the forceful contrast between their current
state and their earlier strength through the polyptotic expressions of age that frame

lines 126 and 128: yépcov yépovTa, and véa vécol.

Following the parodos, however, where these identities were presented together, the

characterisation of the old men as singers or fighters becomes split, to be deployed in

%01 Cf. Dhuga (2011) 84: “in our extant Greek tragedies and comedies, this meter is used in the parodoi
only of choruses of old men”.
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a way that reacts to (or is dictated by) the context of the play. The focus on the
military side of the identity is signalled by Amphitryon’s reminiscence of his past as a

soldier (230-5):

po.)un YOp EKAEAOITTEY T ) TV ‘ITpl\) Elxousv 230
ynpou O¢ Tpouspa yma Kapaupov obévos.

SR vsog TE KATI oooua'rog KPO TGV,

AaPcov av nyog Toude ToUs Eavbous ‘IT)\OKOUS
Kaemua'rmc &v, 0T ATAQVTIKGV Trépav

PeUYEY Spwv av Bethial Toupov Sdpu. 235

In these lines, Amphitryon dwells on his current weakness, contrasting it to his former
strength, and also threatens Lykos by saying that if only he were able, he would kill
him. These words pick up on the themes of lost strength already mentioned by the
chorus, even recalling some of their earlier phraseology (cf. Tpouepa yvia:
Tpouepd, 114, Bapy Te kAov, 119-20; and ddpu: EuvomAa ddpaTa, 128).
Furthermore, they prefigure the rhetorical themes that the chorus will use in the
passages where the confrontation with Lykos is dramatised; and in which, therefore,

the aspect of the choral persona as former soldiers is highly relevant.

The first choral speech following Lykos’ arrival and Amphitryon’s reaction to it
develops this choral persona. In that speech, the chorus leader responds to Lykos’
threat against the chorus, and to his branding them as slaves in his land (247-51). This

begins with the following lines (252-6):

@ yiis Aoxeupab’, oUs Apngs oTreipel TTOTE

A&Bpov dpdakovTos EEepnucoas yévuv,

oU okfTTpa, Xelpds deClas épeiopaTa,

APEITE Kal ToUd’ &avdpods avdoiov Kapa 255
kaBaipataoeh’;
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Amphitryon’s attitude is recalled by the echo of kabmuaTtwo’ av (234) in
kaBaipaTaoed’, and the theme of manly vigour is brought in by the reference to the
genealogy of the Thebans as warriors sprung from the teeth of the dragon. Although
the tone is bellicose and confident, however, there is a suggestion of the chorus’
weakness: these Thebans cannot do more than attack Lykos with staves (okfimTTpa),
which is a far cry from the destructive frenzy of which the first Sown Men, sprung

from Ares (oUs Apns oTreipet), were capable.

The contrast between the chorus’ present weakness and their former strength is
substantiated later in the same speech. In lines 268-72 the chorus leader expresses a

wish to take up the spear, yet admits that old age thwarts him from doing so:

@ de€1ax xeip, cos Tobels AaPeiv 8dpu,

gv & &oBeveial TOV B0V Bicdheoas.

ETTel O° ETTaAUo’ &V SoUAoV EVVETTOVTA UE 270

kal Taode O1Pas eUkAecds covrioapey,

v ais oU xaipels.
This passage directly reacts to Lykos insult of calling the chorus slaves (o’ éravc’
av SouAov évvémovTtda ue; cf. pepvrioecbe 8¢ / doulol yeycoTes Tis EUfs
Tupavvidos, 250-1). It also picks up on aspects of the parodos’ description of the
former martial valour of the old soldiers. In the parodos the chorus say that, when
they were young, they did not disgrace their “most glorious country” by fighting with
prowess (eukAeeotaTas / maTpidos ouk Sveidn, 129-30). Here too the chorus
leader says that it is only because of his old age that he cannot perform a glorious
deed for Thebes (eikAecds). When the choristers were young, they were fighters with

the spear (8épaTa véa, 128; cf. Amphitryon’s toupdv 8dpu, 235), and it is the

spear that they call for now (cos oBels AaBeiv 8pu).
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In the next choral utterance, following Megara’s speech to Lykos in which she resigns
herself and the children of Herakles to death (275-311), the chorus again speak with
some emphasis on their former military past, once more stressing their current

powerlessness in contrast to the strength they had previously (312-5):

€l HEv 0BevdvTov TV EUcV Ppaxidvawv

nv tis o’ UBpilwv, paidicos ETavod Té&v:

VUV & oUudév Eopev. odv B¢ TOUVTEUDEY OKOTTEIY

OTeos dicont Tas TUXas, AUPITpUwV. 315

Continuity with the previous utterances is in evidence: these lines recall the
previously mentioned ideas of the chorus’ strength (oBevovToov: aobeveial, 269; cf.
Amphitryon’s oBévos, 231); power, or lack of it, in their limbs (Bpaxidvewov: @
de€lax xeip, 268, Bapy te kAov, 120; cf. Amphitryon’s Tpouep& yuia, 231); and
the fact that they would like to put a stop to Lykos’ tyranny (v Tis o’ UPRpilcov,

paidiws émauod Tév: o’ émavo’ av, 270).

However, at this stage the choral characterisation begins to show movement away
from the purely “military” aspect, and this is prefaced by the fact that Megara gives in
to Lykos’ demands, and even undercuts one of the central points over which the
chorus confronted Lykos. While the chorus reject the fact that they are his slaves,
Megara pointedly calls Lykos their master (fpcov 8 ékati deomdTals Bupovuuevol /
mabnTte undév, 277-8). Following this, the chorus strikingly announce their
powerlessness (viv & oudév éouev), and remove themselves from the subsequent
events by saying that from this point on the outcome of the confrontation rests with
Amphitryon (cov 8¢ TouvTeubev okometv). In this, they significantly retreat from

their personae as former soldiers, and perhaps look back to the strophe of the parodos,
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in which they were characterised as singers, since in that passage the insubstantiality
of the aged chorus was also emphasised (Emrea pdévov kai doknua vukTepco- / OV
gvwixcov Svelpeov, 112-3).3% Following Megara’s resignation to her fate, therefore,
the chorus’ bellicose speech is also toned down. Henceforth, the chorus begins to turn

towards a different aspect of their portrayal — the ‘poetic’ aspect.

This tendency is continued in the next choral utterance. Shifting away from the
trimeters that predominated in the passages where the chorus connected themselves
with their military past, the chorus begin to sing in lyric metre (for the first time since
the parodos) an ode describing the Labours of Herakles. This ode follows upon the
exit of Lykos, Megara and Amphitryon, and the formal end of the agon. At the end of

this ode, the chorus still lament their lost youthful vigour and strength (436-41):

€l 8’ €yco oBévos MBwv

ddpu T’ ETaAdov év aixual

Kadueicov Te ovvnPor,

TEKECIY QV TTPOTIAPECTAV

aAkal: vuv 8 &mroAsitropat 440

Tas eudaipovos fpas.
However, although in this stanza the familiar themes of strength (cBévos: &oBeveiai,
269, obevovteov, 312; cf. Amphitryon’s oBévos, 231), spear-wielding (dopuv:
dépaTa, 128, ddpu, 268; cf. Amphitryon’s 8dpu, 235), and youth (fiBcov: véa
véowl, 128, NAikwv, 127; cf. Amphitryon’s véos, 232) emerge, the majority of the
ode, the longest and most formal surviving ode in Euripides,®* concerns itself with

praising the labours of Herakles. In this, it is possible to trace increased emphasis on

the “‘poetic’ aspect of the chorus’ ‘sub-identity’ that was announced in the strophe of

%02 A line connecting these two choral utterances might be Amphitryon’s ou8tv &vta TANV yAdoons
wopov (229).
%03 Cf. Bond (1981) ad 348ff. (p. 146).
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the parodos. The shift away from a military identification is dramatically explicable
through the fact that the chorus can no longer be involved with the defence of the

children of Herakles, since their fate is already decided.**

The change in the development of the choral persona is announced by the evocation

of poetry and song in the first strophe of this ode (348-58):

aiAlvov UEv €T eUTUXEL

poATmal Ooifos iaxel

Tav KaAAipBoyyov kiBapav 350
EAaUveov TTANKTPL Xpuoéwl:

€yco O TOV yas €vépwv T’

€5 Sppvav poAdvTa Taid’,

eiTe A1ds viv elTreo

elT AUQITPUWVOS Tviv,

Upviioal oTEpAvwWUa Ho- 355
XBcov &1” elhoyias BéAco.

yevvaicwv & apetai mévewv

Tols Bavouov &yaAua.

Particularly striking are lines 355-6 (Upvfioal oTepaveoua poé-/ xbcov v
euAoyias B¢éAw), which directly express the chorus’ involvement with poetry, their
desire to sing a hymn as a crown to the labour of Herakles. The conjunction of these
lines with the announcement of the subject of the ode (aiAwvov) recalls the earlier
statement of the chorus, made at the start of the parodos, that they are singers of
laments (inAéucov ... &oidds, 110-1).3%® Furthermore, the poetic texture of the
strophe (and hence also its singers) is suggested on a different level by the fact that its
subject matter, the formal lament for Herakles, takes the form of an encomium (cf. &v’

ebhoyias).®® This point is substantiated by Bond’s further observation that much of

the vocabulary of the strophe is normal for praise-genres, such as epinician odes and

%04 Cf. Bond (1981) ad 348ff. (p. 146).
%95 Cf. Barlow (1996) ad 348-441.
%06 Cf. Bond (1981) ad 348ff. (p. 146).
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funeral orations: the words he refers to in particular are Upvijoal, oTepavwua,
HoxBwov, Tévewv, evdoyia, dpetai, and &ya)\ua.307 This indication of the purpose
of the ode and its placement within a literary topography suggest the chorus’
increasing engagement with poetry. As was mentioned above, this makes sense
dramatically, since at this stage in the play, instead of continuing the development of
their military aspect, the chorus switch to singing a commemoration for Herakles,
outlining his labours in glorifying and positive terms.*® Given that the physical
confrontation with Lykos has been lost, such glorification is now the only way that

they can help the cause of Herakles” family.

The emphasis on the artistic character of the chorus intensifies in the next major
choral utterance (not counting short interjections), the second stasimon, sung after the
arrival of Herakles. While the loss that old age brings with it is still given pride of
place in this song, that loss is not expressed in militaristic terms. Following the return
of Herakles and his decision to punish Lykos, the old men no longer need to enter into
any confrontation. They therefore lament their aged state only generally, without

reference to loss of military standing (637-41):

& VeoTag Hot piAov: &-

Xx0os 8¢ TO yTjpas aiel

BapuTepov AlTvas okoTéAwv

€T KPaTi KEITaL, BAepapov 640
OKOTEIVOV PpA&Os ETMKaAUyav.

In the second half of the ode, however, the chorus bring their poetic prowess into

sharp focus. By contrast with their physical bodies, their prowess of song is seemingly

%07 Bond (1981) ad 355-8. Cf. also Swift (2010) 124-9 for a more general argument that this ode
partakes of epinician motifs. For instance, Swift notes that the mention of Herakles’ lineage is a feature
that connects the ode with epinicia (pp. 126-7).

%08 Barlow (1982) 117-20, Foley (1985) 183.
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untouched by age: they say that they desire to praise Herakles for as long as they live
(673-86), and outline the way that they will do this, by singing paeans. This ode in

addition alludes to the chorus’ previous self-characterisation as singers (691-5):

Tral&vag &’ émi oois peAdBpots

KUKVOS o.)g yspo.)v ao1dos

TOoAIGV €K Yevicov

KE}\O(Bncm TO yo(p 3V

Tols UMVOIOIV UTTAPXEL. 695
Connection with the parodos is established most obviously through the verbal echoes
of kUkvos s yépwv doidds with lines 110-1 (&ot- / 805 cdoTe TOAds Spvis).
Notable also is the echo of péAaBpa (107) in peA&Bpois, on both occasions
describing Herakles’ house.*”® The first stasimon is recalled in the phrase T y&p e
Tols Upvololv umdapxel, which points to the earlier programmatic statement
Upviioal otepdvwpa po- / xBwv (355-6). A more general connection with the
preceding ode can also be observed in the prevalence of epinician themes in this

310 \which

stasimon (note specifically év oTtepdavoiowv, 677 and kaAAivikov, 681),
have been explored by Parry.*** There is, then, a significant amount of continuity
between the way the choral ‘poetic’ aspect has been presented heretofore, and the way
it is elaborated in this ode. However, as well as continuity, there is also development
of the presentation of the choral ‘poetic’ character through the one marked difference
between this ode, and the attitude the chorus have held previously: earlier in the play,

the chorus were singers of laments (inAéucov, 110; aiAivov, 348), whereas now they

sing paeans (Traiavas). This development, tied to the greater optimism of the chorus

%09 On the general thematic connection between this ode and the parodos, cf. Bond (1981) ad 637-700.
%19 On the epinician pedigree of kaAAivikos, cf. Swift (2010) 132-3.
311 parry (1965); cf. Swift (2010) 129-31.
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after the arrival of Herakles, underlines the development of the old men, who find

themselves still capable, and even empowered, to perform.

The third stasimon follows in the same vein. In this ode, which follows on from the
deception of Lykos, the chorus overflow with joy and confidence, especially after
Lykos’ death is announced. There is no lamentation of old age (the phrase <
yepaioi, 748 is hardly lamentation, and moreover occurs before the death of
Lykos),**? and no mention of departed military strength — only praise of Herakles and
of the gods. The tone is one of great celebration, even “exaltation”,*** and the
prominence of the chorus’ “poetic’ sub-identity is brought out by their stated readiness
to dance and sing in celebration. Two excerpts show this explicitly: Tpos xopous

TpaTmwueda, 761, and 765-8:

HeETaAAayal yap dakpucwv, 765
HeETaAAayal ouvTuxias
< ... > €Tekov Goidds.

One further passage makes the same point, subject to accepting a supplement (785-8):

ouv T' Acwmades kdpal 785
TaTpos Udwp PaTe AlTTou-

oal <Hol> ouvaoldol

NUugar.

The supplement <poi> was suggested by Hermann, and is approved by Bond, who

notes that this line is missing a syllable, and argues that the corresponding line in the

%12 Cf, Dhuga (2011) 123.

313 Cf. Swift (2010) 131.

%14 Text according to Kovacs (1998) 382-4. For justification of the supplement, see below; in all other
details, the text of this passage is identical to Diggle’s.
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antistrophe (803) should not be reduced.®*® He also cites Cropp: “there is no certain
instance of cuvdds without a following dative in the early users of the word (Hdt.,
Eur., Ar.)”.3® Furthermore, as with the first and the second stasima, there are marks
of the epinician genre. According to Swift, such features of the ode as moralising
gnomai, especially on the limitations of wealth and power (772-80); praise of
Herakles through praise of Thebes, and praise of Thebes through its foundation myth
(792-7); and the use of the phrase kaAAivikov aycova (789) show epinician

influence on this song.*"’

This change between songs of lament and songs of praise, which takes place in
conjunction with the change in the emphasis of the choral identity from military
characterisation to being the possessors of the power of song and poetry, has an
important consequence for the analysis of the presentation of the chorus’ age. In
contrast to the military aspect of their identity, which served constantly to emphasise
their old age and decrepitude, in the second and third stasima, the presentation of the
chorus’ old age acquires a new dimension through the chorus’ self-identification as
empowered singers who are no longer limited by old age. The chorus are shown to be
to some extent ‘renewed’, made to behave more youthfully, as their old age is
presented as being powerless to limit their singing, their mastery of song;*!® and as
unable to affect their exuberance, joy, and the capacity and desire to celebrate the
victories of Herakles. Specifically telling in the second and third stasima are
references to the joyfulness of the choral celebratory song and the fortunes of the

chorus changing for the better (ndiotav ouCuyiav, 675; petaBoAa kakcv, 735;

%15 Bond (1981) ad 786f., 803f.

%16 Bond (1981) ad 786f. This has been confirmed through a TLG search.

817 Cf. Swift (2010) 131-3.

%18 On choral rejuvenation (expressing an idea similar to the idea of renewal argued for here) brought
about by the joy of celebration, cf. Bierl (1991) 142
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HeTaAAayal yap dakpUwv, / peTaAlayal ouvtuxias, 765-6); wine (TTapd& Te
Bpduiov oivoddtav, 682); festivities (xopol xopol kai BaAiai, 763; <por>
ouvaoldoli, 787); and garlands (év otepavoioi, 677; otepavapopel, 781: though
the latter is addressed to the river Ismenos, the invitation there is for Ismenos to join

the chorus in celebration),*

all of which are the usual accoutrements of (comic)
renewal and (comic) komoi, common for victorious and ‘rejuvenated’ old men at the
end of Aristophanic plays (this phenomenon will be discussed in depth in Chapter

V).

This connection is strengthened by the invocation to female divinities, Dirke and the
local nymphs, to join in the procession (Aipka 6 & kaAAippéebpos, 784 and
Accomades képai, 785). In comedy, young women are an integral part of
triumphant celebration and ‘renewal’; and these women can even be divinities, as in
the Peace and the Birds. Moreover, the dynamic of the empowerment of the chorus is
also reflected in the level of their control over celebrations, specifically the way they
can issue commands to the local divinities in lines 781-97. The comic influence is
finally suggested by such features as the chorus’ self-exhortation to turn to dancing
(TTpos xopous Tpamwieda, 761). Though this is not unprecedented in tragedy (e.g.
the much-debated Soph. OT 896: Ti 8¢t pe xopevew; and Eur. El. 859-65: 6¢s €
Xopdv, @ PiAa, Ixvos ... GAN Utr&elde / kaAAivikov coidav éUcdl xopadl), overt
theatrical references are much more usual in comedy. In that genre, lines as explicit as

(and even more explicit than) these are commonly spoken not only in choral

319 This contrasts with the more sombre invocation of garlands in the first stasimon: oTepdveopa uéd-
/ xBcov (355-6). The crown there is not of celebration, but of eulogy; not a joyous crown, but a crown
reflecting respect for the achievements of Herakles, presumed dead.
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parabases, but also in more straightforwardly dramatic contexts (cf., for instance, Ar.

Peace 174, where the crane operator is directly addressed).

Of course, in comedy celebration takes on a more radical form, with drunkenness and
sexual acts; and the same level of explicitness should not be expected of a tragedy,
where dynamics of renewal and youthfulness are mixed with a more restrained
context. However, hinting at the themes of celebration, especially comic ones, should
be sufficient to call up images of renewal. This is especially true in combination with
the empowerment that occurs in the choral odes through the force of poetry, where the
power of the chorus’ song, their identity as singers, is drawn in a way that makes it
seem independent of their age. Notable in this regard is the similarity of thought
between these stasima (cf. especially 678: €11 Tot yépcov aoidds), and Ais. Ag. 104-
6. The comparison with the Aiskhylean passage underlines the empowerment of the
old Thebans, who resemble the old Argives in combining within themselves dual
identities of former soldiers and powerful speakers, whose power of speech is not

bounded by their age.*?°

Another important way in which the chorus’ reinvigoration and returning
youthfulness are suggested is through the implication of what it means for them to be
singers of praise, specifically of epinician praise, for Herakles. Most scholars would
now agree that epinician odes could have been, and at some stage probably were,

performed by the chorus (though this does not eliminate the probability that they were

%20 Cf. Bond (1981) ad 678, who cites Wilamowitz and Fraenkel in support of the echo between the
Agamemnon and this play, but is himself more reserved, postulating a lost original to which both
passages refer. For a general survey, and a view of the Herakles as parodying the Agamemnon, cf.
Assaél (1996).
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also performed by monodic singers).®** Thus, given the choral context of tragic lyric,
the old Thebans would most likely have recalled choral performers of epinician odes,
and these would most likely have been young men.*?? At any rate, in almost all
contexts of choral performance that are currently known, male choral singers and
dancers were either young men or boys. For instance, at the Dionysiac festivals in
Athens, there were no choruses of old men, and in the Bakkhai Teiresias ties youth
and dancing together: kayco yap NP kamixepriow xopots (190). Moreover, in
Plato Laws 657d it is explicitly said that the old men do not dance any more, but that
when they see choral performances they remember their youthful days when they did
dance in the choruses (a similar sentiment is expressed in Anakreontea 53). Again, in
Laws 665b it is considered somewhat unusual if men over 30 dance in the choruses of
Dionysos, and incredible if men over 50 or 60 do so. The only ancient example of old
men singing in a chorus comes in Plut. Lyk. 21. 1-2, where Plutarch mentions the
Spartan trikhoria, a performance involving boys, adult men, and old men. Thus, in
taking on the role of praise-singers, the chorus were taking on a role closely
associated with youth. This impression can also be backed up metrically by the use of
dochmiacs in starting the third stasimon (734-62). This metre was generally
associated with high emotion,*** and could therefore suggest vigour of movement
consistent with a condition of youthfulness or reinvigoration for the chorus.*** In this

case, the excited rhythm of these verses is further brought out by what Bond calls the

%21 Cf. Carey (2007), Morrison (2007a) 7, Morrison (2007b) 43-5.

%22 Cf. Carey (2007) 207.

323 Cf. West (1987) 56, Dale (1968) 110.

%24 Dhuga (2011) 124 comments on the contrast between this meter, and the “plodding catalectic meter”
of the parodos.
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“staccato” style of the passage, created by an almost total lack of connecting particles

in the lyrics.*®

Thus, the development in the choral character towards empowerment and renewal
follows a significant build-up, in which the chorus are first seen to think of
themselves primarily as former soldiers, and only then as old singers and poets. The
build-up is formalised through the continuity of ideas and terminology, brought out in
the preceding analysis, regarding the ways the two strands of characterisation are
presented. This continuity suggests a defined vector for the change that the choral
character undergoes, a vector that reacts in a constructive and consistent manner to the
events of the play, and is influenced by the words and attitudes of both Amphitryon
and Megara. During the confrontation with Lykos, the military aspect of the chorus
predominates. However, by the time of the first stasimon, the most significant thing
that the chorus can do is praise Herakles, and so the military aspect begins to recede.
By the time of the second stasimon, complaints regarding old age are balanced by the
empowerment that the old men feel at the power of poetry, and in the third stasimon
this dynamic is so strong that old age is barely mentioned. The odes are instead filled
with terminology of joy; and by dancing in celebration and praise, the elderly chorus
attain to a role that is associated primarily with younger men. The joyful and
celebratory circumstances lead the chorus to forget their frail condition, indeed to
cease referring to it and to push it out of their minds; in other words, to attain to the

tragic version of renewal, of a recaptured youthful state.

%25 Cf. Bond (1981) ad 734-62. Bond compares this passage to Med. 1271-81 (the murder of the
children), which he characterises as “a passage of great excitement”. von Wilamowitz-Moellendorff
(1889) ad 735-815 also speaks of “die durch dieses Erlebnis angeregten Stimmungen”.
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However, this is only one side of the dynamic of renewal in this play. There is
another, darker side, which becomes overt once the appearance of Lyssa dissipates the
confidence and the joyfulness of the chorus. Following the appearance of the goddess,
the chorus are cast back into their old age: their performance as singers of praise who
can disregard age is deconstructed by the tragic events. However, the deconstruction
of their poetic identity and the undoing of the effects of renewal do not come entirely
as a surprise. Both of the (connected) processes are prefigured by certain elements in
the chorus’ celebration of Herakles’ success. It will be argued in the next sections
that, while the poetic language of the chorus creates for them their new youthful and
vigorous state, some parts of it cannot be interpreted straightforwardly. A number of
features in the second and third stasima, often couched in ‘performative’ language,
suggest a transgressive attitude against the gods, and contain significant elements of
foreboding. As a result, this language casts a shadow over both the triumph of
Herakles, and over the resulting resurgence of the chorus: the chorus’ ‘youthfulness’
was built on a sense of a poetic authority, which begins to emerge as being deceptive.
The chorus’ reinvigoration is thus undermined by elements of the same language that
initially describes and enables it, in preparation to being eventually undone by the
divine vengeance of Iris and Lyssa. This development is all the more powerful
because it is brought out through metadramatic language, a linguistic pattern that is
particularly striking in the context of tragedy, and whose interpretative impact will be

considered in the next section.3?

%26 |mportant methodological background for this is provided by Henrichs (1994-5).
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iii) Establishing Metadramatic Intentions: the Chorus as Performers

a. Instances of ‘poetic’ and “performative’ language

At line 673, the chorus begin the second strophe of their second stasimon. They have
already sung for a significant length of time. However, at this stage, they embark on
singing in a very different way from their previous songs. The language of song,
dance, and poetry suddenly becomes more direct and sustained, as the chorus begin to
build upon what seemed a casual remark in the parodos, that they are old singers
(Yépwv aol- / Bds cboTe ToAlds Spvig, 110-1). The words and phrases that have

poetic or dramatic reference are marked in bold in the quotation below (673-86):

ou Tavoopal Tas Xapitas

Tatls Movoaiow ocuykaTapel-

yvus, 1diotav ouCuyiav. 675
pr Ccanv ueT’ duovoias,

aiel &’ év oTEQAVOLoW EIMV-

£€T1 TOl Yépwov &oidods

keAada Mvauooivav,

€Tt Tav ‘HpakAéous 680
kaAAivikov aeidw

mapd& Te Bpouiov oivoddtav

mapd Te XéAvos EmTaTévou

HoATav kal AiBuv avAdv.

OUTIW KATATTAUCOUEV 685
Movoas al |1’ éxdpevoav.

Aside from the more obvious references to song and dance, this strophe contains
references to the Graces, Muses and Memory, all goddesses connected with song and
poetry. Similarly, garlands and victory are connected with the performance of song
and poetry (for instance at a symposium, cf. pp. 139-40). Finally, Dionysos is an

important god to evoke in this context, as he is the patron of the festival at which

tragedy was performed.
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As can be seen above, almost every line has a (meta-)poetic reference. This pattern is
clearly, though not quite as densely, continued in the corresponding antistrophe (687-

700):

Taiava pev AnAiades

<vagv> UUvouo’ auei TUAas

TOV AaTous euTraida ydvov,

eiAloooucal kaAAixopot: 690
Taavas 8’ €1l cols peAdaBpols

KUKVOS G5 Yépwov aoidods

TOAIQV €K YEVUCOV

keAadrjow: TO yap €U

Tols UUVOLOIY UTTAPXEL. 695
Aos 6 Tais: Tas & eUyeviag

TAéov UTrepPBAaAAwV <&peTar>

pHoxBrioas Tov dkupov

Bikev BioTov BpoTois

mépoas deipaTa Bnpcov. 700

Here, the paean is mentioned twice (TTaiwava, Taiavas), as is the singing of hymns
(Unvouao’, Tois Upvotow); and the word kaAAixopot refers directly to dancing in the
choruses. Moreover, the chorus are said explicitly to be singers singing like swans
(kUkvos s yépwv aoidds / TToAlav €k yevUwv / keAadnow), and the last five

lines of the antistrophe refer to the valorous deeds of Herakles — suitable material for

praise.

This pattern develops in the third stasimon, where the chorus celebrate the death of
Lykos. Firstly, Lykos’ death shouts are presented as song to their ears, quite literally:
Hédos (751); @poiuwov (753).  After the deed, the chorus announce the
commencement of their celebration proper with pos xopous Tpamaueba (761).
They then almost immediately begin their dance, calling out to the pleasures of the

celebration: xopol xopot (763). Following this, and picking up on their previous
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self-characterisation as singers and dancers, the chorus state that their new situation
has brought out a song from them: petaAAayai ocuvtuxias / < > ETEKOV
aodd&s (766-7). Finally, they even ask the natural landmarks around Thebes to join
them in celebratory performance (781-97), and in this request they use dramatic and
poetic terms that have become familiar from the preceding passages: avaxopevoaT’

(783); ouvaoidoi (787).

b. Analysis of ‘poetic’ and ‘performative’ language: the context of performance

Self-reflexive poetic, performative language is, therefore, a real and striking
phenomenon in this part of the play, and is closely connected with building up the
chorus’ independence from their age, their capacity to act youthfully while praising
Herakles despite their years. However, the interpretation of that language, and the
interpretation of the role it plays in the creation of the aged-singer identity of the
chorus, are not straightforward. Eventually, it will be argued that this language
implicitly deconstructs as well as formally creates the newly reinvigorated and
youthful state of the chorus. For the moment, however, it is necessary to focus on the
reasons why it is important that this development occurs by means of ‘performative’
language. This section, therefore, will consider first the methods of interpreting this
language, and then how this should affect the understanding of the chorus’

engagement with their renewal and regained youthfulness.
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b.i) The place of poetic, musical, and dance language within the fiction

The poetic, musical, and dance-related language of the odes builds on the character of
the chorus as aged singers, and as such develops this aspect of their identity and self-
characterisation. Furthermore, there are even aspects of this language which relate
specifically to their age: Wilamowitz noted, for instance, that the reference to
Mnemosyne (679) suited their old age particularly well, showing that even in old age
they were not forgetful.**’ However, the striking, and for this play unprecedented,
concentration of this language suggests that there is more going on in the passage.
Some scholars have been so puzzled by this aspect of the strophe 673-86 as to say that
it does not fit into the rest of the play, and can only be explained as Euripides’
personal intrusion into the drama.®?® While this approach is not endorsed here, such a
scholarly reaction indicates that the reasons behind — and the effects of — such a
sudden and dramatic increase in the use of this kind of language should be analysed

further.

One way to explain the presence of poetic language in this passage is to consider
whether it fits into the fictional progression of the drama: the frequency of the
references to singing and dancing in the context of celebration can be taken as being
realistic expressions of sudden joy, and hence as appropriate for the given situation
where the chorus express happiness at their unexpected deliverance. In other places in
Greek drama, passages can be found that connect sudden happiness with an explicitly

stated desire to dance, as here. One such example is Soph. Aj. 693-705, where the

%27 yon Wilamowitz-Moellendorff (1889) ad 674: “Mnemosyne bedeutet zunéchst nur, dass das Alter
den Chor noch nicht vergesslich gemacht hat”.

%28 g0, for instance, Kitto (1961) 262: “In the second stasimon it is difficult to see anything but an
undisguised intrusion of the poet’s own personality, such as we have not yet encountered.” For more
references, cf. Parry (1965) 363 n. 1. For refutation, cf. e.g. Bond (1981) ad 673-86.
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chorus say they want to dance in celebration of what they think is Aias’ decision not

to kill himself;

EppIE’ EpcoTl, TEPIXAPT)S &’ AVETTTAUAV.

i 1o TTav TTav,

o TTav TTav aAimAaykTe, KuA- 695

Aavias xlovokTUTTou

meTpaias &a1mo deip&dos pavnd’,

Becov xopoTol’ avaf, s pot

Mucia Kveor' op-

XNuaT avuTtodari Euvcov iaynis. 700

VUV y&p €lol HEAEL XOpEUOQl.

Tkapicov & Umep tmeAayécovt

HoAcov &vaf ATTOAAwV

0 AdAios elyvwoTos

gnol Euvein Six TavTos eUPpov. 705
However, in this passage the range of poetic vocabulary and the number of lines over
which this language is effectively sustained are both significantly lower than in the
Herakles, where poetic language is maintained over two stasima. Moreover, in
Sophokles the chorus explicitly ask for inspiration only for the dance (and not for
song as well); and, in asking for this, direct their prayers only to Pan explicitly, even
though Apollo is mentioned. While Garvie, for instance, has suggested that the main
point of bringing Apollo into this passage is because he was “associated with music
and dancing”, he nevertheless admits that this point is not made explicitly, and Jebb
argues that line 701 is the end of the reference to dancing, and Apollo is invoked as a

healer rather than god of music and the dance.®*°

Another telling example comes from Aristophanes Peace 322-32, where the chorus
express at length how they cannot help but dance in celebration at the thought of

peace, despite the censure of Trygaios that they should instead keep quiet. As in the

%29 Garvie (1998) ad 702-5; Jebb (2004a) ad 702f. Finglass (2011) ad 702-5 seems to side with Jebb:
“Whereas Pan had been asked to lead the dance, the more dignified Apollo is requested to display a
beneficent attitude”.
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excerpt from the Aias above, there is limitation on both the number of lines and the
richness of the language relating to poetry and performance. Only dance is talked of,
and the bulk of the references to it are made through two key roots, based on ‘oxfiua’

and ‘opxéoual’:

Tp. i TO kKakdv; Ti TAOXET’, COVOPES; unBau(bg Trpc‘>g TV Becov,
Trp&yua K&AAloTov diapBeipnTe diax T& oxnuorror
Xo. &M\ Eywy’ ov oxnuornCelv Bou)\ou AAN’ uq> ndovris

ouK Euou Klvomrrog aUTCO TGO OKEAEL xopeue’rov 325
Tp. un i pgorvuvi ¥’ €17, &AAG TTaUe Tau’ SpXOUUEVOS.
Xo. v idou- kai d1 TréTrauual.
Tp. PTIIS YE, TTAVEL B’ OUdETTCD.

Xo.  Ev uév oUv TouTi W Eacov EAKUoal, Kal UnKETL.
Tp. TOUTS vuv, kal UNkET” GAAO: undév 6pxnon06’ ETL.

Xo. ouk av opxnomuee’ elTrep cOPeEATICONEY Ti OE. 330
Tp. &AN, opaT’, oUmrw mémauote.
Xo. TouTOoYl VN Tov Ala

TO okéAog piyavTes 110N Arjyouey 16 de€idv.

To say that language relating to poetry, dance, and song is used to express the joy of
the chorus at the return of Herakles is, therefore, insufficient to explain the amount
and richness of specifically poetic and performative (rather than just purely
celebratory) vocabulary in the strophe, such as the mention of the Muses, Graces,
Memory, paeans, hymns, and crowns. While this language undoubtedly expresses joy,
this explanation is too limited for a full interpretation of the use of performative

language in these odes of the Herakles.

A second possible explanation is that this sort of language partakes of the themes of
the symposium, as it mentions song, wine, and poetry. It would not be inappropriate,
considering that the chorus are celebrating Herakles’ miraculous return and his
family’s salvation from Lykos, that they should take on certain traits of symposiasts

(and perhaps also, through their dancing, of komasts that symposiasts on occasion
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turn into).** Indeed, a number of elements in the strophe seem to point specifically to
a sympotic setting. The most prominent is the reference to wine-giving Dionysos, a
phrase that mentions both the most important element of a symposium (wine), and the

31 Also relevant

god in his function as the giver of wine (Bpduiov oivoddtav, 682).
is the mention of the crowns (¢v otepdvolowv, 677), as garlands were a common
accoutrement of symposia. More generic poetic references are likewise not out of
place in a sympotic context, for it was a poetic as well as social event, and on this
general level much of the language of the strophe in question fits into this scheme and
can be explained by it: the chorus rejoice, and in rejoicing bring in aspects of a
common mode of social celebration, the symposium. However, this is unlikely to be
the primary interpretation of the passage taken as a whole, as the vast majority of the

poetic references are too unspecific for this: symposium is not precluded by any of the

references, but is specifically suggested by only a few.

Finally, the chorus might at this point be using poetic vocabulary and imagery, and
therefore stressing their identity as inspired aged singers, because their poetic identity
is in the process of being consolidated from simply aged singers into what Foley and
Bierl have termed Theban ‘praise poets’.>*> As has been argued in the previous
section, all the three stasima discussed bore the marks of epinician language and style.

In conjunction with these epinician motifs, the metapoetic language of these lines

%30 On the association between the komos and the symposium, cf. Piitz (2007) vi: “A symposium is a
formal drinking-party which usually takes place after a deipnon and is frequently followed by a
komos”. Note the endings of the Wasps and the Akharnians, where the old men return to the stage as
komasts after a banquet. In Plato’s Symposium, the order is reversed, as Alkibiades joins the party after
a komos (212c4-e3).

*! Indeed, Bond (1981) ad 682 considers the phrase to be essentially a metonymic reference to wine.
%32 The term “praise poets” is used by Foley (1985) 185, and is then taken up by Bierl (1991) 144 as
“Preisdichter”.
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would assist in positioning and characterising the chorus more precisely as celebrating

the achievements of Herakles.

The positioning of the chorus as epinician-singing praise poets would go some way
towards explaining the density and kind of poetic language that the chorus are using
here: this would account for the references to music, to poetic inspiration, and to
dance on the fictional level. The problem with stopping there, however, is that
although this language is not incompatible with the choral dramatic identity at this
moment, since the chorus present themselves as singers of poetry, it is not clear how
one should understand the term ‘praise-poets’ as it is applied to them. The text does
not suggest that the chorus consciously as fictional characters take on the role of
epinician ‘praise-poets’ (i.e. the chorus do not *become’ a kind of ‘Pindar’), only that
certain features begin to be integrated into their song that are associated with praise
poetry in general and epinicia in particular. The term ‘praise-poets’, then, seems better
to describe how the audience would rationalise the function of the chorus here, rather
than how the chorus would rationalise their own function. A full interpretation,
therefore, requires one to consider both the level of fiction and the level of
‘performance’. Although it is necessary to tie in the use of ‘poetic’ language in the
stasima to choral identity (otherwise one would have to have recourse to the *poet’s
voice’ idea), a better understanding can be achieved with a concurrent appreciation of
the performative context of the drama, the self-referentiality of the play as a dramatic
text, and what this means for the understanding of the development of the characters

in the play.
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b.ii)  The place of metapoetic language in the context of performance

The consideration of the performative context is based on an important distinction: it
IS necessary to separate the meaning of the fictional characters’ words, as they are
spoken within the confines of the dramatic plot and ‘in character’, from the meaning
they have when they are received by the audience in the context of the performance. It
is possible to distinguish between the two levels, the level of the fiction and the level
of the theatrical performance, because ‘dramatic illusion’ is never complete, and the
drama imposes upon the audience an awareness of the context of performance.®* In
the case of Euripides, Athenian dramatic festivals are this context. Drama is put on

through the medium of poetry, song, music, and dance at a festival dedicated to

Dionysos.

Because of the appreciation of the difference between the dramatic and the
performative settings, the audience would not assume that the chorus as characters
can be motivated to speak in a certain way through being aware of their performative
setting. This is impossible, as the chorus as characters (i.e. as old Thebans) are
unaware even of the fact that they are in a performance. Yet, this does not preclude an
interpretation of the play in the context of performance from affecting the way the
characters are perceived by the audience: in many instances, appreciation of the

performative context of drama can unveil hidden ironies, and can reveal important

%3 Note Easterling (1993) 79-80: “Theatre, we must assume, is built on a paradox: that the event
presented by actors to an audience is real in the sense that flesh-and-blood people are taking part in the
enacting, and the witnessing of the event and make-believe in that the situations and characters
presented to the audience are pretended. ... The audience can deal with this contradiction quite
comfortably ... So there is no likelihood that the audience will be subject to total illusion, and the term
‘illusion’ is probably better avoided (‘breaking the illusion’ is certainly unhelpful).”



Maxim Polyakov 143 Thesis submitted for the DPhil in
Greek Language and Literature

intertexts (non-existent on a purely fictional level) that shed new light on a play’s

characters and plot.

Thus, while it is possible to interpret on the fictional level the references to singing,

dancing, playing the aulos,***

the Muses, the Graces, Mnemosyne, and Dionysos, they
also need to be read within the context of the dramatic performance in the theatre, as
it was sung, danced, inspired by the gods, and performed in honour of Dionysos. The
striking density of the ‘poetic’ terms in the two stasima facilitates this double reading,
and moreover creates a linguistic strand or code that could be followed through in the
drama. Crucially, the fact that this linguistic code is metadramatic suggests for the
text a degree of self-consciousness as performance, and self-awareness as a text. This
sort of self-awareness in turn suggests a deliberate, self-conscious use of language,
and invites the audience’s reflection on this song and this chorus in their own,
‘experienced choreutic’, terms. As a result, the irregularities in the use of language
here become more significant, which has an effect on the intensity with which the
sense of foreboding is presented in this passage. In effect, the entire process resonates
with significant language: while renewal is created through the power of poetry,

metapoetics deconstructs it; and renewal emerges as only a temporary illusion for the

chorus, valid until they realise their true tragic (rather than ‘comic’) destiny.

%% On the significance of the aulos for tragedy, cf. Wilson (1999-2000).
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iv) Troubling Language and Precise Language

At this stage it is important to clarify that the suggestion made above does not imply
that the use of language in other parts of the play is careless. Instead, what has been
suggested is that poetic self-reference increases the audience’s awareness of the
precision and control over the use of language in the relevant passages, and hence also
their perception of the significance of the irregularities of that language. The
increased awareness of this precision can carry over from the performative to the
fictional level. Or, put differently, the audience would also expect the self-
consciousness of the use of language in the drama to affect the language that the
characters as dramatic figures use by making that language more significant, accurate

and specific in the same way as it is all those things on the performative level.

It will be argued, however, that the precision of language does not carry over to the
fictional world of the characters. Instead, the text uses very precise language on the
performative level to emphasise that the chorus’s use of language borders on
carelessness, on the level of the fiction. Looking a little ahead, since it is inherently
unlikely that the choristers in their dramatic guise as Theban elders would want to
misuse paeanic language in a ritualistic context, the explanation for this must be that
the dramatic text is trying to make a particular point by using this language in an
unusual way. More specifically, the carelessness in the Theban elders’ language qua
characters creates an ominous atmosphere at this stage of the play, and this ominous

atmosphere reflects not only on the future of Herakles, but also on the chorus’
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presentation of their new-found vigour in praising the hero.®* The chorus’ language
both fashions their renewed, youthful state, and at the same time deconstructs their
renewal and rejection of the limitations of age by showing that their poetic power, on

which their youthful state is built, rests on a fragile and troubled basis.

a. Ambiguous language in the second stasimon (637-700)

The first antistrophe of this ode sets up a sense of foreboding when it subverts an
atmosphere of overt celebration, and intersperses it with hints at transgression of
appropriate behaviour. The first issue that creates the atmosphere of foreboding is the
chorus’ criticism of the wisdom of the gods: ei 8¢ Beols v EUveots / kai copia
kaT &vdpas (655-6). On this passage, Foley remarks, “[a]lthough recognition of the
ephemeral nature of divine favour and of the uncertainty of human existence
permeates epinician poetry, the poet generally avoids questioning divine morality or
casting doubt on the divine blessing manifest in the moment of success.”*® In fact,
Foley’s observation does not go far enough: aside from suggesting that the gods can
be wrong and unwise, in the context of praising Herakles’ return from the Underworld
one might read into the words of the chorus a suggestion that Herakles’ virtue,
exhibited in his anabasis, was in fact achieved without divine help. The chorus at no
stage here say that the gods had helped Herakles succeed in escaping from the
Underworld. In any context, but especially in the context of epinician poetry that is so

concerned with questions of envy of the victor, this is a troubling signal.

%5 A (methodologically simpler) parallel is the use of language by Klytaimestra in the Agamemnon.
The Argive queen does not wish to use language in a foreboding manner in that play. However, this
does not stop her language from being foreboding.

%% Foley (1985) 185.
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Similarly, one might detect a troubling implication in the words spoken by the chorus
that it is they, not the gods, who are the real determiners that some men are seen as
good, and others as bad. While they say that the gods have conceived of no means to
distinguish between people (viv & oudeis dpos ék Becov / xpnoTols oude Kakols
oca@ris, / GAN’ eihiooduevds Tis ai- / cov TAouTov pdvov autel, 669-72), they at
the same time continue with a statement that they will never stop praising Herakles
for his victories (11 Tav HpakAéous / kaAAivikov aeideo, 680-1). In effect, it is
suggested that through their poetry the chorus can recognise and make known to
others the worth of Herakles.®*" This criticism of the gods takes on an even more
sinister colouring because it follows the comparison between the chorus and Typhon,
the arch-enemy of the gods (637-40). In saying that old age presses on them heavier
than Aetna, the chorus make an oblique comparison between themselves and Typhon,
as Aetna was the mountain that pressed down on the defeated giant (cf. Pi. Py. i. 13-

26).

More generally, in making the comparison between epinician lyrics and this choral
ode, it has been noted by scholars that the second stasimon is missing an important
commonplace element of epinicia — the caution against pride. This reflects in an
interesting way the idea that the chorus are being portrayed as lacking control over
their language, at the same time as the text shows a remarkable self-awareness in its
selection of vocabulary and language. The chorus are very forthcoming in their
celebrations of Herakles, and in this their language takes on the colouring of the

epinician genre. However, what they say also deviates in some important ways from

%37 Barlow (1996) ad 637-700.
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the traditional and necessary elements of the genres of praise poetry through the
absence of the ‘watch out” motif.**® It seems almost as if the chorus’ language runs

away from them, and in this reflects forebodingly on Herakles’ future.

In the second antistrophe specifically, however, hints at foreboding come up with
increasing urgency, as the antistrophe builds on earlier poetic imagery by describing
the praise that is being sung by the chorus as a paean, and indeed comparing their
praise paean to the paean sung to Apollo at Delos. The chorus stress the poetic

connection between themselves and those who praise Apollo by specifically referring

to the maiden singers as kaAAixopot (687-700):3%

Talava pev AnAiades

<vagv> UUvouo’ augl TUAasg

TOV AaTous euTaida ydvov,

eiAioocoucal kaAAixopor: 690
Taiavas & éml cots peAdBpots

KUKVOS €3S yépaov aoidos

TOAIQV €K YEVUCOV

keAadriow: TO yap ev

Tols UMVOIoIV UTTAPXEL. 695
Aos 6 Taiss Tas & eUyeviag

TAéov UTrepPBAaAAwV <&peTar>

pHoxBrioas Tov dkupov

Biikev BioTov BpoTois

mépoas deipaTa Bnpcov. 700

696 Tas & eUyevias Hermann: tés 8 eUyeveias L
697 <&peTar> post Tyrwhitt (&peTals) Nauck

The tone of this passage is celebratory, in line with the tone of the corresponding
strophe. However, upon closer inspection, a more complicated, problematising

direction begins to emerge. It is strange (indeed, troubling) that the chorus would refer

%38 Swift (2010) 148: “In this context, it is noticeable that despite the play's detailed engagement with
epinician topoi, one theme of epinikion is entirely missing: what we might call the ‘watch out” motif.”
%9 Cf. papadopoulou (2005) 47.
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to their praise of Herakles as a paean. As Rutherford has argued, paeans primarily
took gods for their subjects.®* In the classical period, moreover, paeans were rarely
addressed to mortal men, and if this ever happened, they were invariably praises for
the dead, such as for instance the paean sung at the Gymnopaidia for the battle of
Thyrai (an early example, commemorating a conflict that dates back potentially to
669 BC): this moderate widening of the identity of the addressee from gods to
heroically deceased men becomes more frequent only in the Hellenistic era.** It is

also in the Hellenistic era that paeans to living people are first encountered.®*?

If Rutherford is correct, the chorus’ language in this passage becomes ominous.
Although Herakles does traditionally go on to become divine, the chorus dramatically
have no way of knowing that this will happen.®** Herakles at this point has not yet
been predicted worship that was due to a hero, let alone a god. As far as the chorus are
aware, they are singing a paean to a mortal man (albeit a son of Zeus), and moreover
to a man who is still alive. Indeed, this last aspect might carry with it additional
problems, in that the connection of paeans with commemoration further hints at the
looming downfall of Herakles. This effect is strengthened through the fact that paean-
singing for Herakles is contrasted in the antistrophe with paean-singing for the most
common and most proper addressee of this sort of lyric — the god Apollo.*** Herakles’
exceptional position and the chorus’ dangerous celebration of it are thereby

emphasised all the more strongly.

%40 Rutherford (1994-5) 125: “Perhaps Euripides meant for a sense of foreboding to be triggered by the
reflection that in comparing themselves to the Delian maidens, the khoros clearly implies that they are
treating Heracles like a god, which may have appeared impious and hybristic, a trangression of the
convention that paeans should be addressed only to gods.”

1 Rutherford (2001) 57.

%2 Cf. the summary table in Rutherford (2001) 131; cf. also p. 58 for arguments that the paean to
Lysander was performed after his death.

%3 There is perhaps some irony, however, in the fact that the praise given to Herakles here might at
some stage in the future, when he is deified, have been appropriate.

4 Foley (1985) 184.
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In addition, the way the antistrophe is constructed suggests a parallelism between the
sort of praise that is given to Apollo, and the sort of praise that is granted to Herakles.
The parallelism is brought out by the antithetical structure of the pév ... ¢ clauses,
and by the anaphoric repetition of maiava ... Taiavas at the start of lines 687 and
691, each of which also heralds the start of a new sentence. Moreover, the chorus sing
the praise of Herakles while dancing around his house, just as the maidens dance
around the temple of Apollo. One could also note that the number of lines given to the
description of the maidens’ song and the old choristers’ song is roughly the same: four
for the maidens, and three and a half for the old men. This comparison implies a

levelling of status between Apollo and Herakles.>*

Finally, the comparison is strengthened by the description of Herakles as the son of
Zeus (Awos o mals, 696), as this description can apply equally to Herakles and to
Apollo, mentioned by name a few lines earlier. By being vague in this respect, the
language given to the chorus constructs with an alarming egality the two figures, who
are sons of the same father, and are praised with the same kind of song. However, the
chorus go further that this, as they may even imply superiority of Herakles over
Apollo. This last suggestion is based on Hermann’s emendation of Tas &’ eUyevias
for Tas & evyeveias of the manuscripts. As Bond has argued, the emendation is
“necessary for metre and responsion”, and is moreover “a proper alternative form” of
evyévela.’*® The emendation’s singular reading suggests that the eUyevia that is

common to Herakles and Apollo by virtue of being the children of Zeus is surpassed

%5 Cf. Rutherford (1994-5) 125, who writes that the chorus “compare themselves to paean-singing
Delian maidens and announce that they are themselves singing paeans, implying that Heracles is as
worthy of having paeans addressed to him as Apollo is. This section contrasts with the earlier stanzas,
which concentrate on mortality, both of the singers and of Heracles”.

%46 Bond (1981) ad 696.
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by Herakles through something that is specific to him and not Apollo. With the

widely accepted supplement <&petéan>,*"’

the text now means “going beyond
nobility with his virtue”, and implies that the nobility granted by the parenthood of
Zeus is surpassed by Herakles through his apetr, exemplified here for the chorus by
his labours (of which they had sung in the first ode), and particularly by his successful
return from the Underworld to rescue his family. The construction of this hierarchy
between Apollo and Herakles is bolstered by the fact that the antistrophe has a
priamel-like form, where praise rituals for Apollo come first, and are followed by

those conducted for Herakles, who is by implication the greater entity.**®

The co-ordination of the ode additionally brings out the troubling aspect of the
chorus’ tone. The two strophes focus on the old age of the chorus: the first considers
the chorus’ unenviable position as old men, while the second shows the chorus
transcending it and becoming more youthful through their poetic power. The
antistrophes, however, pick up on elements mentioned in the strophes, but turn them
towards darker meaning. The first antistrophe continues the theme of the
corresponding strophe, focusing on the value of youth, though turning it into a

criticism of the gods. The second antistrophe likewise picks up on the poetic theme

%7 The editors who accept it include Bond (1981) ad 696, 697 and Kovacs (1998).

%48 Relevant for the argument of this and next sections is Currie’s thesis that even in the fifth century
BC it was possible (and perhaps not unusual) to give heroic and divine honours to living persons
(Currie (2005), esp. 158-200), especially through “an ecstatic reaction from an assembled crowd” (p.
193). However, even if Currie’s general thesis is accepted (and his use of evidence has been questioned
in important ways, cf. Larson (2007) 202-3), this should not change the assessment of the significance
of the chorus’ language here. Firstly, it is not clear whether and to what extent divine honours rather
than heroic honours were granted to living men. Although Currie argues that this is not a “categorical
difference” (p. 192), this is nevertheless a significant detail, and the majority of Currie’s examples
involve heroic rather than divine honours. Secondly, the descriptions of the honours that Currie
suggests were given to living men fall far short of the extent to which Herakles is praised in the second
and the third stasima: none of Currie’s recipients of cult are set above Apollo, for instance. Finally,
Currie himself admits (p. 154) that in Athens there seems to have been a reluctance to grant cult
honours to “historical persons”. Currie’s arguments, therefore, do not significantly alter the present
reading of the unusual and troubling nature of choral language in the Herakles. Cf. Swift (2010) 148 on
the audience’s likely alarm at the application of ‘divine’ language to Herakles.
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expressed so strongly in the second strophe, but in this case makes the poetry of the
chorus, made manifest by their singing of paeans, seem inappropriately applied in the
praise of Herakles. Similarly, just as the strophes are connected by the frequent
references to age contained therein, so the antistrophes are linguistically connected,
with the second antistrophe picking up on the references in the first to birth
(Buoyévela, 663 and elyevias, 696) and virtue (&apetas, 659 and <apetai>, 697).
The darker passages are linked, even organised, through an emphatic precision of the
language; and this precision is directed towards creating an ambiguous future for

Herakles, not celebrating his current bright present.

The fact that the tone of the second stasimon carries with it an element of foreboding
suggests that the renewal of the chorus rests on a poetic power that is problematic, and
that cannot last. The chorus misapply poetic motifs, misinterpret the authority of the
gods, and compare Herakles to Apollo in a way that presents the former in too
advantageous a light. The resulting implication is that the renewed and newly
youthful position of the chorus as singers of praise becomes undermined: the chorus’
state becomes presented as improved only to build it up for a greater fall. The

tendency towards such deconstruction only grows in the next stasimon.

b. Ambiguous language in the third stasimon (735-814)

Section iii. a of this chapter already outlined the main instances of poetic self-

referential language in the third stasimon. This includes terms such as péAos (751),

ppoliuov  (753), mpos xopous Tpamuueba (761), xopol xopol (763),
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avaxopevoaT’ (783), and ouvaoidoi (787). In addition, Bierl argued that the words
peTaPoAd (735) and petaAAayai (765, 766) have a theatrical reference, as they
play on the idea of the tragic peripeteia;**® and uetaAAayai are also said to have
brought out a new song from the chorus: peTaAAayai ouvtuxias / <...> étekov
aodas (766-7). Further to this, there are other words and phrases that recall poetic
terminology and setting, the pattern of which is established in the second strophe of
the previous stasimon. These include otepavagdper (781), which recalls the
mention of crowns of the chorus (év oTepdavolocw, 677); and Aipka 6 &
kaAAippéebpos (784) and Accomiades kdpat (785), which describe dancing young
goddesses, and recall the description of the dancing maidens of Delos (cf. AnAiades

. kaAAixopot, 687-90). Thus, although the amount of self-referential language in
this stasimon is not as great as in the preceding choral song, it is nevertheless
concentrated and direct, and establishes a linguistic connection with the second
stasimon. Overarching this, there is a connection of theme between the two choral
songs: both are directed at praising Herakles, and both use ‘poetic’ language to
achieve this. There is a connection of style between them as well, as both employ

epinician-sounding terms.**°

As a result, the same working assumptions can be made
about the language in this ode as in the previous one regarding the engagement of the
text with the ideas of control and accurate use of language. The text is self-reflexive

about its own nature as a text, about its nature as a linguistic and musical medium. In

this context, any irregularities, anomalies, or instances of ‘inappropriateness’ of

%49 Bierl (1991) 143. Wilson (1999-2000) 435 suggests a musical register for petaBoA&. Note also the
phrase kaAAivikov aycova (789), which is taken by some scholars as another example of self-
referential vocabulary in the ode: cf. Bierl (1991) 144 and Foley (1985) 216. Bierl thinks kaAAivikov
aycova can refer to the theatrical agon. Foley gives examples of contests being referred to as agones,
and the victors as kallinikoi (her examples derive both from comedy and tragedy).

0 Cf. Swift (2010) 131-3.
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language or sentiment in the words of the characters are all the more worthy of

comment.

The primary problem with the praise of Herakles as it is presented in the third
stasimon is its exuberance. So Foley: “The final ode before the central crisis and after
the death of Lycus reaches a pitch of hysterical optimism ... Yet by the standards of
epinician poetry the eagerness of the chorus to elevate Heracles to what amounts to
divine status should make the audience uneasy.”*** In addition, Swift has commented
on the continuing absence of any warning to Herakles against pride, and has moreover
termed the detailed praise of Herakles’ exploits and genealogy as ‘hymnic’: “In the
third stasimon, Heracles is presented as a divine avenger, and the city and his birth
and deeds are celebrated as though the Chorus were singing a religious narrative (798-
814). The inclusion of language from these religious genres further highlights the
absence of any warning to a mortal victor: for as the recipient of an epinikion
Heracles is a mortal man, but as the recipient of a paian or hymnos he is by

implication divine”.*?

The inversion of the human and divine roles, moreover, can be traced through the fact
that, instead of the usual hierarchy of worship between men and gods, it is local
divinities who are invited in the course of this ode to praise Herakles’ victory and the

city of Thebes (781-97):

%! Foley (1985) 185-6. On adulation as preceding the fall, cf. already Sheppard (1916) 77-8. On
uneasiness over Herakles’ elevation, cf. also Burnett (1971) 167-8, Silk (1985) 13-4 (who argues that
the way Herakles is presented in the third stasimon shows him to be closer to a “god-hero” than a
mortal, and that indeed Herakles himself shows traits of ‘divine’ anger in the way that he threatens to
deal with the Thebans (pp. 12-3)), and Swift (2010) 131: “The ode is often described as hymnic, and
indeed its unbridled praise of Heracles and portrayal of him as saviour and protector is more
reminiscent of a religious than a secular song”.

%52 Swift (2010) 148.
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lounv’ & oTepavapdpel

EeoTal 6’ emTamiAou TTOAEwS

c’xvaxops\'JoaT’ ayuiai

AlpKa 0 & Ka)\)\lppssepog,

ouv T' Acwmades kdpal 785
TaTpos Udwp PaTe ATTou-

oat <pot> ouvaoidoi**

Nuupat Tov ‘HpakAéous

KaAAivikov aydva.

TTuBiou devdpcoT TETPa 790
Movuocav 8’ ‘EAlkwvideov dcuaTta,

aUEeT’ eUyabel keEAGdwl

EUaV TTOALY, EUa Tsixn,

oTapTV {va yévos epaven,

xa)\KO(ombv Aoxos, Os yav 795
TEKVWV TEKVOIS HETAUEPBEL,

OnPais igpdv Pds.
The divine elements are invited to celebrate together with the city: Ismenos, Dirke,
the local nymphs, and the streets of Thebes are all urged to dance together in praise of
Herakles. Additionally, in the second half of the strophe the Muses and even Apollo
are invoked by the mention of Parnassus and Helicon. However, neither Apollo, the
god of the lyre, nor the Muses are asked to inspire the song in praise of Thebes sung
by the chorus. Instead, the chorus’ demand is a much bolder one, especially given the
context of opposition created between Herakles and Apollo in the previous ode (that
is recalled by the linguistic connection of this strophe with the strophe in the second
stasimon where Herakles was compared with Apollo, cf. keA&dcot, 792 and keAadc,
679; and kaAAivikov, 789, 681): Parnassus and Helicon are to praise the city of

Thebes directly.®*

%53 Cf. pp. 127-8 above.

%54 A similar dynamic can be observed in 766-7: petaAayai cuvtuxias / <...> ETekov doidds. It
is not unusual to say that poets give birth to songs (cf. Eur. Suppl. 180-1, Ar. Frogs 1059, Cratin. fr.
203 Kassel-Austin; also Stevens (1971) ad Andr. 476), and the metaphor seems to play on the
somewhat mystical, even divine, way that poetry comes into being. However, in the present passage,
the application of the metaphor suggests that the changes performed by Herakles directly inspire the
elders to poetry; and thus Herakles comes close to usurping the function of the Muses.
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Additionally, the listing of the gods in this strophe, when seen in light of its
metadramatic context, takes on further significance, since the ode’s employment of
self-referential language facilitates its placing in the context of generic convention.
Bond provides a list of six passages where a series of gods are similarly invoked
elsewhere in tragedy.**® The context of these passages is enlightening. The listing of
deities in three of them (Soph. OT. 151-67, OK. 1085-95 and 1556-78) all occur in a
time of crisis: in the OT the chorus sing while Thebes is gripped by plague and
uncertainty, and in the OK the first passage occurs in the interlude when Theseus
recaptures Antigone and Ismene, and the second comes after Oidipous’ exit into the
grove to meet his death. Something similar pertains to the other three cited passages:
the feeling of crisis and foreboding in them is also very prominent. In Soph. Aj. 693-
705 the chorus invoke Pan and Apollo following the exit of Aias after his deception
speech, and the scene directly following that choral ode is the Messenger-scene,
where the danger to Aias is revealed. That choral song, then, is full of dramatic irony,
and so tension and foreboding. Similarly, the song at Eur. Hkld. 748-83 is delivered
after lolaos’ exit to the battle, and covers the time of the armed conflict itself. Finally,
in Ais. Sept. 87-181 the chorus address the various images of the gods in panic at the

fact that their city is being attacked.

Based on these observations, it appears almost a generic convention (though it is
difficult to make this claim with certainty, given the state of the evidence and the size
of the sample) that a listing of divinities in a choral ode is a symptom or a way of
expressing extreme tension in the dramatic situation, whether this tension is overt or is

instead a prelude to a reversal. In this instance, the parallel from the Aias is

%5 Cf. Bond (1981) ad 781-97.
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particularly enlightening, since there as in the present passage the chorus are filled
with confidence at the time of their invocation of the gods, but in the very next scene
their confidence is to be replaced by panic and fear. The audience’s heightened
awareness of the self-reflexive nature of the passage in the Herakles would help the
text to convey the expectation of a coming reversal, increasing its atmosphere of
foreboding.®*® Thus, the text would be able to engage with this generic expectation,
playing on the idea that through the language which the old chorus use they are, in the
light of tragic convention, unwittingly putting Herakles into a dangerous position.
This praise song would become suffused with tension as the audience are given to
understand that the moment of crisis is imminent, and has indeed arrived.
Furthermore, this might be reinforced by the fact that the gods named in the strophe
above remind one of the proposed violence and dangerously excessive nature of
Herakles, in the sense that the rivers and the nymphs to which the chorus refer recall

357

the threat of Herakles to fill Theban rivers with corpses (572-3),”" polluting and

contaminating them.®

All this has an important impact on the presentation of the chorus’ age. In their praise

song of Herakles, the chorus not only put Herakles in a dangerous position, but in so

%% The passage from the Aias is quoted above, p. 138, and, perhaps significantly, also contains explicit
self-reflexive dramatic language, e.g. viv y&p €uoi pélet xopeuoati, 701,

7 Burnett (1971) 167-8. This passage recalls the contest between Akhilleus and the river Skamandros,
whose current was clogged with corpses in lliad xxi. 214-21; in that book, Akhilleus also
problematically contested with the river god, and in xxii. 15-20 he even threatened Apollo.

%58 Another ‘problematisation’ of the list of divinities might be the mention of Dirke as one of the
goddesses that are implored to join in the celebration at the death of Lykos. Dirke, however, is in this
story the mother of Lykos (cf. cos fjv épos Aipkns Tis evrjTwop Avkos, 27), and so an utterly
inappropriate local divinity to be called to celebration at his death. One might also imagine that the
audience could have been caused some concern by the fact that the land of Thebes is qualified by the
chorus primarily as the land of the Sown Men, who in turn are characterised by their weapons, recalling
their mutual slaughter (794-5); cf. Burnett (1971) 168. This is hardly an auspicious symbol with which
to describe Thebes at this point: not only had Herakles threatened to kill his fellow citizens in revenge
for the treatment of his family, and not only has Thebes just come out of civil strife (543), but also in
retrospect the mutual killing of the Sown Men, children of the same earth and the same seed and
therefore kin, reflects and foreshadows the actual kin-slaughter in which Herakles is going to be
implicated shortly.
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doing also undermine their own authority and their rejection of old age, which is
based on rejoicing for Herakles’ successes. There is significant irony in the fact that
the words which praise Herakles and reinvigorate the chorus at the same time push
them both closer to their undoing. The insecure and perilous nature of their renewal
shows that the chorus are not free to tamper with their age, and that they are not
liberated from their human condition by the achievements of the conquering hero. As
a result, after the appearance of Iris and Lyssa the choral old age is set to emerge as
ever present and ever powerful; ugly and painful in its reassertion of authority over

the chorus; a true binding force on them; and a reflection of the tragic reversal of the

play.

v) Iris and Lyssa, and the Return of Old Age

At the sudden appearance of Iris and Lyssa, the chorus’ joyful dancing and singing is
broken up into chaos as the old men struggle to escape the goddesses, urging their

limbs to move faster (815-21):

— ta €a- 815
ap €5 TOV aUTOV TriTUAOV T)KOUEV q>oBou
yspovrs;, olov paop’ UTrEp SOV Opw;

— QUYTIL QUYL _
vwbis médaipe kAov, EkTTodcov EAa.
— ovaf TTaidv, 820
ATOTPOTIOS YEVOIS HOL TIMHATWV.
The fear inspired by the goddesses puts an end to the celebratory song, and in this

way begins to undercut the use of poetry by the chorus to escape their old age. At the

same time, the chorus’ age is emphasised by their address to each other as yépovTes
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in line 817; and by the recollection of the exhortation of the chorus to one another in
the parodos.® There, the chorus struggled to climb to the house of Herakles, and had
to urge their legs to be more pliant (T mpokaunte Tédat Papy Te k- / Aov,
119-20). Here, while the movement is more chaotic and disorderly than in the
parodos, the emphasis on the difficulty of the movement returns, as the old men are
brought back to the disadvantaged and fragile position in which they began the play
(veoBes medaipe keoAov). The joy that carried them along at the time of Herakles’
return and his Kkilling of Lykos evaporates, leaving them to face the harsh reality of the
coming madness of Herakles and their own aged state. The future no longer looks as
certain as they believed: the chorus’ previous conviction regarding the future and
confident celebrations are juxtaposed by their immediate expression of surprise (Ex
¢a, 815)°%° and overt fear (pdPou, 816). From a state of renewal and poetic
empowerment, the chorus are brusquely returned to the confines of their aged

condition.

The fact that this happens because of the appearance of the gods is also a significant
detail. Just as the chorus placed Herakles on a level with the gods, so here the gods
reassert their superiority over the celebrations of the chorus and over the position of
Herakles. This is underlined by the words of Iris, who says specifically that she wants
to punish Herakles because mortal affairs have become too great, and the divine is

being downtrodden (841-2):

1} Beol pév oUudapov,
Ta BunTa & éoTal peydAa, un doévtos Siknv.

% This scene has been termed by some critics as a second prologue. Cf. Papadopoulou (2005) 123.
%0 Cf. Bond (1981) ad 514.
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This has been interpreted by Swift, for instance, as being a reference to the over-
exultant celebrations of the chorus in the preceding odes.®** This chapter’s analysis is
in agreement with this view, though it would be possible to take it a step further by
making it relevant to the chorus’ engagement with their age and youthfulness. The
chorus become, due to their celebrations which they carry out energetically in the face
of old age (cf. 673-86), to some extent disconnected from the passage of time, and so
that little bit closer to a youthful state. However, as soon as the vengeful divinities
appear on-stage, the distance between the mortal and the divine spheres is fully and
painfully re-established, and the natural aged condition of the chorus also begins to re-
emerge. This becomes effectively symbolised by the mention of the paean by the
panic-stricken chorus: whereas previously, in the second stasimon, the chorus sang a
‘transgressive’ paean to Herakles, here they make an apotropaic prayer to Apollo,
whom they characterise correctly in the given circumstances as the protecting god
Paian (820).%°? Thus, the transgressive singing of the chorus is put into reversal, and

the old men once again call on the gods for help.

vi) The Chorus after the Departure of Iris and Lyssa

Following the departure of the goddesses, and during the exact time when Herakles is

being driven mad, the chorus sing an ode of lament. The primary difference between

this ode and the preceding ones is the tone,**® even though this ode continues to use

%61 Swift (2010) 149; cf. Foley (1985) 186; and Parry (1965) 364.

%2 Cf. Rutherford (1994-5) 125.

%3 The reversal in the tone of the passages is strengthened by the metrical scheme: here, as at the start
of the jubilant third stasimon, the chorus begin the song in a largely dochmiac metre (cf. Bond (1981)
ad 875-921. However, whereas before the dochmiacs embodied celebratory emotion, after the
intervention of Iris and Lyssa this metrical structure resonates with despair.
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the same theatrical terms as were used in the praise of Herakles and the narrative and
celebration of the death of Lykos. However, the usage of theatrical material in this
ode is markedly different from its use in previous passages, and reasserts the chorus’
growing distance from their youthful state. In this ode, the chorus reapply the terms
familiar from their songs of celebration to their lament over Herakles and their
description of his downfall: xopeubévt’ évavois (879; the use of this verb stands

out due to its unusual transitive sense, as also at 871 and 686),%**

XopeunaT (889),
and péhos émauAeitar (895). In the previous odes, however, the idea of choral
dancing was used in reference to the celebrations of the chorus (e.g. Tpos xopous
Tpamaueda, 761); and Lykos’ death-cries too, described as a péAos (751), were a
cause for celebration. Here, the music and dance are mournful, devoid of joy and
Dionysiac relish: kaT&pxetalr xopeuuat &Tep TuMGvwv / ou Bpouiou
kexaplopéva BUpocot (889-90); mpods aiuaT’, ouxi Tas Aiovuciddos /
BoTpUwv émi xeupaot AoiBas (892-3). By contrast, Dionysos was mentioned in the
second stasimon as patron of celebration and wine (Bpduiov oivoddétav, 682),
during the period of the chorus’ ‘renewal’. Now, however, the situation is
diametrically opposite: blood has replaced wine, and Lyssa has replaced Dionysos:
oUTmoT’ dkpavta Sduoiot / Avcca Bakxevoer (896-7).%° The chorus follow
Lyssa’s example and her influence in their application of these words to the madness

of Herakles rather than to their celebration of his successes, since she was the first to

shift the application of self-reflexive theatrical language from describing the

%4 Cf. Bond (1981) ad 686, 871, and n. 366 below.
%5 Cf. Wilson (1999-2000) 435-7. Here, one kind of madness replaces another: on the association
between Dionysos and madness, cf. Schlesier (1993) 93.
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celebration of Herakles’ return and of the killing of Lykos to describing Herakles’

madness: Taxa 6’ £yco PGAAOV Xopevow Kai kaTauAriow pdBat (871).5%°

From this, two observations follow. Firstly, the chorus are shown to have completely
moved away from the idea of using poetry as a path to renewal, to acting more
youthfully. The circumstances permit the chorus only their old age, and not the
celebratory use of poetry and theatrical language. In fact, though it is not unnatural for
them to use ‘poetic’ language to describe the situation (as the identity of aged singers
is still a part of their character), the fact that now they can only apply it to the
madness of Herakles and not to their own song emphasises the extent to which their
situation has changed; and emphasises the scale of the reversal that the plot has
undergone. From persons reinvigorated and youthful, the chorus return to their
grievous aged condition. Ironically, this process undermines and even reverses the
completion of what the chorus had advised the gods to do regarding virtuous men. In
the second stasimon the chorus sing that the gods should give virtuous men a double
youth (655-62). However, this mark of favour is eventually denied to the chorus:
although the gods allow them to feel reinvigorated for a time, the chorus’ return to
youth is undermined by the fact that they do not present the relationship between the

gods and Herakles in a pious way.

The second observation is that at this stage there is no longer the juxtaposition
between the inappropriate language of the chorus and the implied emphasis on
accurate speech that self-reflexive dramatic language brings: the juxtaposition is

broken up by the fact that the strand of foreboding, pessimism and disaster has

%6 The appropriation of this language from one context into the other is underlined by the unusual
causative use of the verb xopetco in both the second stasimon (686) and here, cf. Bond (1981) ad 686,
and n. 364 above.
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become overt and all-prevalent, as the looming troubles foreshadowed in the chorus’
language become fully achieved. Instead, the emphasis lies on the way that Lyssa’s
application of dramatic language to Herakles’ madness is taken up by the chorus in
their use of this language in describing and lamenting Herakles’ fate. This again
emphasises the extent of the reversal of the celebration, and the dismantling of the
framework of renewal within which the chorus’ language reflected their poeticism
and liberated them from the confines of their age. The next section will consider the
last stage of the development of the choral character, in which the chorus’ identity as
aged singers is completely relinquished, and is replaced by the identity of the chorus

simply as old men.

vii) The Chorus after the Madness of Herakles

The chorus’ reaction to the messenger speech again strikes a slightly different note
from their previous discourse. Instead of using theatrical and poetical terms to express
themselves as before, the chorus now say that they do not know how to lament the
disaster of Herakles, as nothing in their life or poetic experience has taught them how

to deal with a disaster on this scale (1025-7):

aial, Tiva oTevayuov 1025
i yéov 1] pBitcov codav 1j tiv’ ‘Al-
da xopdv axrow;
The chorus can think of some parallels, like the stories of the Danaids and Prokne, but

even these stories of disaster are overshot by the extent of Herakles” misfortune (t&de

&’ UTmepéPBaiev Tapédpapev T& TOTE / KAk TAAawi dloyevel kopot, 1019-20;
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ou 8¢ Tékva Tpiyov’, @ / Bdie, TekOUEVOS / AuoOAd! CUYKATEIPYAOwW Hoipal,
1022-4). Poetry and song as the chorus know and have been using them are incapable

of dealing sufficiently with the depth of this disaster.

In this context, and in light of the special interpretative attention that is given in this
play to the chorus’ use of metapoetic language, the failure of the chorus’ capacity for
‘poetic’ language is significant. Importantly, this ‘abortive’ passage is also the chorus’
last use of ‘poetic’ language: after this, only Amphitryon and Herakles use
comparable terminology when they call the madness a bacchanalia (1119, 1122,
1142). In addition, immediately after this, Amphitryon further deconstructs the
chorus’ ‘poetical’ identity by telling them to be silent, first at 1042-4 (Kadueiol
YEPOVTES, OU Olya Oi- / ya TOv UTveol Tapeluévoy EGoeT ék- / AabBéobBat
kakcov;), and again at 1068 (olya otya). Furthermore, he emphatically uses two
verbs to describe the sounds they are now producing, the primary meanings of which
are connected with making inarticulate or uncontrolled sounds, a long way from
poetic and sung verses: pr / KTuTelTe, un Poate (1047-8). The first refers primarily
to wordless noise; and while the second implies words, it does not normally refer to
words that are particularly refined or coordinated. Finally, the silence of the chorus
that follows the awakening of Herakles (after line 1110, but excluding the sphragis,
1427-8) takes them entirely out of the poetical field, both as fictional characters, and

as actors in the dramatic text.’

%7 According to Kovacs (1998), their silence is absolute until the sphragis However, Bond (1981) ad
1311f. gives the chorus two additional lines in the agon (1311-2). Even if the chorus do speak these
lines, this is only a minor correction to the present argument: the chorus’ participation in the plot after
1110 remains negligible, and occurs in the structured and expected context of the agon.
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At this stage, then, the chorus’ identity as aged singers is taken away from them. The
circumstances are too terrible for them to express their condition through song and
dance, and their lament is, moreover, described as clanging and shouting. They are
repeatedly told to be silent and, although it is against their inclination even to lament
more quietly (1059), they eventually give in to this. Following the destruction of
Herakles® family, the function of the chorus as Theban “praise poets’ is no longer
relevant, and the situation is shown to be far too terrible for any sort of stylised

lament. 368

At the same time, the chorus’ identity as fighters is also unmentioned: it
was abandoned after the conflict for the lives of Herakles’ family was lost to Lykos in

favour of the poetic identity, and has no further place in the present context.

As a result, the chorus becomes overwhelmingly characterised by nothing more than
their age, which is four times mentioned in the scene by Amphitryon (yépovres,
1042, 1054, 1081 and 1109). As behoves old men, in their last spoken line (with the
exception of the traditional sphragis), the chorus associate themselves with
Amphitryon (k&ycoye oUv ool, ur mpodous Tas cuupopdas, 1110), who is also
called mpéoPus three times in dialogue with the chorus (1040, 1045, 1067): in this
play, as on occasion elsewhere in Greek tragedy, old men tend to band together with

369

other elders.”™ With their youthfulness lost, old age pervades the identity of the

chorus.

%68 Cf. Foley (1985) 187.

%9 On the potential affinity of old men for each other in tragedy (the OK specifically), cf. Burton
(1980) 295, Gardiner (1987) 113-4, Falkner (1995) 224, Dhuga (2011) 15, 17-8. More generally, the
affinity of mortals for one another, so strongly reflected through the prism of age, is an important
‘message’ of the play as a whole, as is brought out by the redemption of Herakles through his human
friendship with Theseus: cf. Silk (1985) 14-8.
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CHAPTER V. THE OIDIPOUS KOLONEUS:

A NUMINOUS OLD AGE

i. Introduction

This chapter turns from considering tragic choruses towards the examination of a
tragic principal — Oidipous in Sophokles’ Oidipous Koloneus. Initially, it seeks to
trace the way that Oidipous’ old age is constructed, to establish the importance of old
age for his presentation as a character, and to note how Oidipous’ attitude to his age
differs from the attitudes of the other old men presented in the play, the chorus and
Kreon. In section iii, the striking discrepancy between Oidipous’ physical weakness
and mental strength is considered. Section iv builds on this analysis, and focuses on
the transformations that the figure of the old exile undergoes during the play: his
gradual elevation from a powerless and dependent position towards a position of
increased significance and power that allows him to achieve his goal of finding death
and burial in Athens. Next, Oidipous’ relationships and interactions with others in the
drama will be analysed, focusing specifically on the way these are significant for
understanding the depth and uniqueness of his character. Finally, the chapter looks at
Oidipous’ last moments and his passing, which is presented in the play as the high-

point and the culmination of his mortal existence.
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ii. Establishing and Describing Oidipous’ Old Age

Oidipous’ old age is established as an important part of his character from the very
start of the play, where in his initial speech Oidipous not only points out that he is an

old man, but also ascribes much of his current outlook on life to that fact, and to the

experience of suffering acquired during his long existence (1-13):3"

Téxvov TupAou yépovTtos AvTiydvn, Tivas

Xcopous apiyued’ 1 Tiveov avdpdov oA,

Tis Tov TAavritnv OidimTouv kab’ nuépav

TNV vUv oravioTols SéEeTal dwoprjnacty,

OMIKPOV HEV EEQITOUVTA, TOU OUIKPOU O ETL 5
HEToV @épovTa, Kal TOS' EEapkouv Elol;

OTEPYEW yap ai Tabal pe X Xpodvos Euvcov

Hakpos BIdAOKEL Kal TO yevvaiov TpiTov.

AAN’, @ Tékvov, Baknow el Tiva PAéTels

n Tpos BePridois 1) Tpds &Aceotv Becov, 10
oTiodv Ue k&Eidpuoov, cos Tubeda

OTToU TTOT’ EOHEV HaVBAVEIY yap TIKOUEV

Eévol TTpOs ATV, Gv &’ AKOUCOUEV TEAELV.

In this speech, Oidipous focuses immediately on his identity as a blind old man
(TupAou yépovTos), tying the two physical disabilities into a dynamic that will recur
throughout the play. Oidipous also focuses on his poverty, and his status as exile
(TAavriTnv). These aspects of his character combine to bring out his weakness, his
isolation from any societal structure that might protect his interests, and his utter
dependence on his daughter. Furthermore, Oidipous’ address to Antigone in line 1
focuses on the fact that it is his daughter who is Oidipous’ helper, underlining the
absence of his sons,*"* and Oidipous’ increased vulnerability due to this. The visual

presentation of Oidipous would only have strengthened this image: he is described in

detail by Polyneikes as being dressed in rags, with hair dishevelled, and covered in

%7% The text of Sophocles is taken from Lloyd-Jones and Wilson (1990b), unless otherwise specified.
371 Cf. Ant. 1087 and OT. 444, where the blind Teiresias is led by boys, rather than girls.
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dust and grime (1258-61). Indeed, the sight of Oidipous is so distressing that it
provokes comment from almost every character in the play.*”* Oidipous’ visual
presentation and his initial self-description combine to create a portrait of a weak and

frail figure, and underline his isolation and abandonment.

Oidipous’ self-description is also unusual for surviving Sophoklean tragedies,*”* and
certainly in important ways unlike the presentation of Oidipous in the Oidipous
Tyrannos.*™* Oidipous states that he is content with his lot (T3 é€apkotv éuof)
because his long life, full of suffering, has taught him to be satisfied with what he has;
and his nobility gives him greatness of mind to bear his misfortunes (ai T&Bat pe xco

375 At the same time,

XPSvos Euvcov / pakpos dIBAOKEL Kal TO yevvaiov TpiTov).
Oidipous expresses a desire to learn where he is and to listen to what the locals tell
him to do (uavBavewv yap tikopev). This sentiment fits with his reduced and
vulnerable circumstances; yet it paradoxically combines the wisdom that is
traditionally associated with old age with the lack of knowledge untraditional for old

age.’®

Following this introduction, the great age of Oidipous is constantly revisited
throughout the drama, and the reader’s understanding of it is gradually deepened as a

result. A striking instance is the presentation of the lengthy process by which

%72 Falkner (1995) 212 and 308 n. 2. Falkner notes the utterances by the chorus (140-1, 150-1), Ismene
(327), Theseus (551-6), Kreon (745-7), and Polyneikes (1255-63).

7% Knox (1964) 145-6; and Falkner (1995) 212, 229.

%7 \Whereas the Oidipous of the OT was unbending and stubborn, the Oidipous in the OK is more
tractable (cf. Knox (1964) 194 n. 16). For more connections and guided contrasts between the OK and
the OT, cf. the focused work of Seidensticker (1972); also Adams (1957) 164, Murray (1966) 26-8,
Bushnell (1988) 87, Kelly (2009) 45-9.

%75 For a discussion of the significance of these elements of Oidipous’ experience, and their effect on
his character, see Falkner (1995) 229-30.

%7® Though cf. Falkner (1995) 226-8 on the ambiguous position of the old advisor generally in Greek
literature, including tragedy.
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Oidipous moves from within the grove to the new seat designated for him by the
chorus (173-202). This scene is torturously precise in providing directions and
accounts of Oidipous’ movement, as if each step was a labour; and it is interspersed
with Antigone’s offers to lead Oidipous and support his aged frame (182-3, 197-9,
200-1).*"" Furthermore, the difficulty that his old age created for undertaking any
physical actions is underlined by the unique fact of a character sitting down in
tragedy.*”® The move culminates in Oidipous’ lamentation of his condition: couot

Sucppovos &Tas (202).%7°

Although this complaint refers to more than just the age
and weakness of Oidipous, and no doubt covers his terrible sufferings and exile, it
directly follows Antigone’s offer to support his old body (yepaov és xépa owua

oov / TpokAivas, 200-1), and thus emphasises the suffering that is brought to

Oidipous by his frailty.

This idea, and his dependence on others, is stated directly in lines 501-2 (oU yap av
oBévol ToUupov déuas / éprjpov Epmrelv oud’ UpnynTou dixa), where it is said that
Oidipous is not only incapable of walking unaided because of his blindness, but is
also impeded by his physical weakness.*® This weakness is, presumably, due mostly
to age, though it could be understood as being compounded by the harshness of his
life as an exile, a polluted and unwanted man in most people’s eyes (cf. 5-6).
Oidipous’ frailty is recalled in the later comments of Kreon and Oidipous himself, that
Antigone and Ismene are the ‘staffs’ of Oidipous, on which he leans (TouTow ...
oknTpoty, 848;  okimTpa pwTds, 1109), and that they support him from both

sides, giving him repose (épeiocaT’, @ Tal, TAeUpOV AUPIBEEIOV / EUPUVTE TOL

77 Cf. Edmunds (1996) 51.

%78 Cf. Falkner (1995) 221.

%7 Accepting the interpretations of Kamerbeek (1984) ad 202: “malignant doom”; and of Lloyd-Jones
(1994) 435: “[a]las for my ruinous affliction”.

%80 Cf. Falkner (1995) 213.
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PUoavTl, KavaTavoaTov / TOv Tpoch’ épfiuov Toude duoTrvou TAGvov,
1112-4). The understanding of Oidipous’ extreme physical weakness can be expanded
with one final reference to Oidipous’ dependence on Antigone: she acts as his anchor.
This imagery implies that, without Antigone, Oidipous would not even be able to
stand, but would fall over, as a ship is unable to maintain its position on the sea

without its anchor (k&Tri opikpols péyas copuouv, 149).

In this description of the afflictions of old age, Oidipous’ condition is the most
extreme of all the old characters in the play, who, while not necessarily strong, are at
least partially independent. However, even more than by his frailty, Oidipous is
differentiated from the other old men in the drama by his attitude to old age. A
powerful contrast between Oidipous and the chorus of old men is created through the
fact that Oidipous never complains of old age directly.®®" The chorus, however,
devote the penultimate choral ode of the play largely to the troubles of old age (1211-
48). More than that, while the chorus at the end say that these are the troubles that
they suffer together with Oidipous, they remain their own primary point of reference
for these sufferings: év ¢ TA&uwv &8'—oUk Eyco pdvos, 1239.%%2 As such, they
present an elaborate complaint of their condition, focused specifically on their age.
Although early in the play, in his private prayer, Oidipous regrets the fact that he is
old, and yearns after his former youth and physical strength (oikTipat’ &vdpods
Oiditrou T8’ &bAlov / €idoAov: ou yap &n Té ¥’ dpxaiov déuas, 109-10), in
public he tends to complain of his other misfortunes such as exile and his crimes. He

bears his old age with dignity. Furthermore, by not using age as a supplication tool,

%81 Falkner (1995) 256.
%82 Cf. Markantonatos (2002) 219 on Oidipous’ courage in facing the “melancholy idea of life’s
futility”.
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Oidipous shows self-respect and nobility of character (cf. 8),”° and his willingness to

bear the inevitable hardship of old age without complaint.

Moreover, only in one scene does Oidipous use his old age in a rhetorical context, and
this is in his agon with Kreon, over which Theseus stands as adjudicator:*®* & Afp’
avaidés, Tou kaBuPpilev Sokels, / TOTEPOV EUOU YEPOVTOS, T} OCAUTOU, TODE;
(960-1); and Tov ikéTnv yépovT €ué (1008). However, the way that Oidipous first
mentions his years in that scene underlines his difference from Kreon in his attitude
towards his old age: by comparison with the latter’s rhetorical manipulations of it,
Oidipous mentions his old age in a very restrained way. As soon as he comes on
stage, Kreon describes himself as an old and hence powerless man in order to disarm
the chorus’ suspicion (fikw yap oux s dpav Tt BouAnBeis, émel / yépcov pév
eipn, 732-3):*° and a few lines later he again mentions his age, and the fact that he
had to travel even though he was old, in an attempt to gain sympathy: aAX\’” Gvdpa
TOvde TNAIKOOS' aTeoTAANY / Teiocwov €émecbat Tpods TO Kadueicov meédov (735-
6). While Kreon here tries to elicit Oidipous’ (and the chorus’) sympathy through the
‘same age’ topos (and furthermore to portray his relationship with Oidipous as
sympathetic in the eyes of the chorus), he shows little respect for and seemingly little
knowledge of the depth of suffering that Oidipous’ exile had inflicted on the old
wanderer. Moreover, when the rhetorical situation suits him, Kreon can seek to
minimise the effect of his age on his capacity to act. When he is opposed by Theseus,
who has decided that the daughters of Oidipous must be returned to him, Kreon says

that he will act despite his age. He does this in an attempt to put pressure on the

%83 On Oidipous’ insistence on his self-worth even in old age, cf. Falkner (1995) 252, 257.

%4 Cf. Falkner (1995) 246. Since Oidipous has to fight Kreon in persuading Theseus, he
counterbalances his old age to Kreon’s.

%85 However, as subsequent events show, Kreon is far from powerless.
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confrontation with Theseus, and through this change in tactics to influence Theseus’
decision: wpos 8¢ Tas MP&Lels €TL, / Kai TNAIKOSS' cov, avTidpav Telp&ooual
(958-9). Unlike Oidipous, Kreon’s main instinct is to make rhetorical mileage out of

his old age in a way that is inconsistent and hypocritical.

The persistent references to old age, the description of its effects, and the contrast
between Oidipous’ and other old men’s attitude to it serve gradually to uncover
Oidipous’ personality, and to define his character. Oidipous’ old age serves to set him
apart from the other characters in the play, even from the other old men. Gradually,
the extent to which Oidipous differs from them, and how unusual a character he really
is in comparison to them, becomes clear. When considered through the prism of age,

his respectful and courageous attitude to his years shows his stature.

iii. The Divergence between Oidipous’ Physical and Mental States

Another important aspect of Oidipous’ old age is the divergence in his physical and

mental potencies.?®

In the examples given above, the weakness, frailty and
dependence that mark his age relate purely to his physical body, while the potency of
Oidipous’ mind is never in question. This section will trace this divergence, exploring
especially the early sections in the play and the interactions between Oidipous and

Antigone and Oidipous and the chorus that are contained therein. The contrast

between the two spheres is a powerful early signal regarding Oidipous’ potential in

%86 Cf. Falkner (1995) 213; also Shields (1961) 66. This divergence is greater for Oidipous than for the
other old characters in the play, as Oidipous is both more frail and more intellectually attuned than
they.
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the drama, despite his old age and physical weakness. This potential will ensure the

successful achievement of his aim to find repose in Attica.

The initial contrast between the physical and the mental states of Oidipous is drawn
by the juxtaposition of his reliance on Antigone for all things physical, and his basic
independence from her in respect of his mind and knowledge. Antigone is able to
provide aid to Oidipous in physical matters, but is unable significantly to help him in
any other way. The juxtapositions begin from the very start of the play. After
Oidipous’ eloquent, logical, and concise introductory speech, quoted above, Antigone
suggests he rest on a rock nearby, specifying that he should repose his limbs (kcoAa
kauwpov, 19), and that the road he has travelled has been tiring for an old man
(Lakpav y&p s YépovTt TTpouoTaAns oddv, 20). At the same time, Oidipous
continues to press Antigone with questions and instructions (23, cf. 9-12).3’
Antigone, however, seems unable to provide any further information on Oidipous’
question regarding their location than he already knows, despite his blindness.
Oidipous remembers what the travellers on the road had told them, that the place they
had come to was Athens, and in fact he implies that Antigone knows that they have
come to Athens from this very source: as y&p Tis NUda TouTS ¥’ NIV EUTOPCOV

(25) (note especially the explanatory yap following Antigone’s statement in the

preceding line). Oidipous’ mind, therefore, is sharp, and his memory potent.

Similarly, although Antigone’s description of the grove to which they have come adds

to Oidipous’ understanding of his surroundings, it also builds on what he can already

%87 This is a constant attitude for Oidipous: cf. Kelly (2009) 122-3 on his consistent questioning of
others throughout the play.
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perceive.*®® Jebb has argued that the epithet given to the nightingales, TukvémTepol
(17), suggests not that they are “thickly-feathered”, but rather that there are many of
them. The undisturbed bird-song of the numerous nightingales suggests the sanctity of
the grove,®® in the same way that the ample, perhaps even unrestrained, growth of
laurel, olives and vines suggests the reverence given to the location (16-7). Despite
his blindness, Oidipous is not as reliant on Antigone as he appears to be at first

glance.

The sense of Oidipous’ independence from Antigone can be deepened by considering
her absence from the process of revelation of Oidipous’ identity. Despite her previous
interjection when she helps Oidipous decide to move from the grove at the chorus’
behest, and then helps him with this movement (171-2), she is silent during this
exchange, pushed out of the conversation by the more aggressive chorus.** Oidipous
makes this difficult decision independently.*** However, the decision of Oidipous to
unveil his identity before Theseus’ arrival in fact turns out to be propitious: the chorus
say that it is precisely the fame of Oidipous’ name that will make Theseus hurry to
Kolonos (kal kapb’, dtav mep Touvol’ aicbnTal 1O odv, 301); and it is in his
quick arrival that Oidipous is able to find acceptance into the Athenian community

and timely protection from Kreon, who arrives from Thebes to take Oidipous back.

%88 Cf. Edmunds (1996) 42.

%89 Jebb (1885) ad 17.

%0 There is a textual problem here. Earlier editors, such as Campbell (1879) and Jebb (1885), and some
modern ones (Kamerbeek (1984), for instance), assign line 217 to Antigone, as it is given in the
manuscripts. On this line assignment, Antigone is not silent in the exchange. However, most modern
editors, such as Dawe (1996), Lloyd-Jones (1994) and Lloyd-Jones and Wilson (1990b) (cf. Lloyd-
Jones and Wilson (1990a) 224), following the arguments of Meridor (1972), assign this line to the
chorus. Although going against the manuscript tradition, this assignment has more to recommend it. In
addition to Meridor’s arguments, it may be noted that line 217 does not answer the question posed by
Oidipous in 216, but, by contrast, forms a good transition between lines 215 and 219, which are
unilaterally given to the chorus: line 217 fits better with the thought pattern of the chorus than with
Antigone’s.

¥1 And this is, arguably, a more difficult decision for Oidipous to make than the one that Antigone
helps him with.
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With Antigone absent from the debates on this decision, Oidipous is the one on whom
responsibility for it rests, and the one who can take the credit for its fortunate

outcome.

The favourable outcome of this scene, moreover, is based on Oidipous’ ability to
persuade the chorus to allow him to stay even after they learn who he is. Following
the ineffectiveness of Antigone in the decision scene, in the scene where the chorus
are trying to drive Oidipous out Antigone’s words of persuasion are similarly
ineffective.®* Although her supplication (237-53, in lyric metre) is highly emotional,
it does not focus on the question that the chorus raised regarding the reason why they
cannot allow Oidipous to stay, namely their fear that Athens might be punished by the

gods for giving sanctuary to a man hated by them (233-6):

oU O TV’ EBpavov TTAALY EKTOTTOS
avbis &popuos Epas xBovods EkBope,
U1 T1 TEPO XPEOS 235
EMat TTOAEL TTPOCAWNIS.
In one place, indeed, one might even argue that Antigone’s speech strains the bounds
of comfort and piety by likening the chorus to gods (v Upiv cos Becot / keipeba
TA&uoves, 247-8), arguably an unfortunate tactic when trying to calm the religious

fears of the chorus.®*® The end result of her supplication is that the chorus reply with

what is almost an exact restatement of their earlier position (256-7):

Ta O’ €k Becov TpEuovTeS oU oBévoluey av
PLOVELV TIEPA TV TTPOS OF VUV EIPTIHEVCOV.

%92 Cf. Winnington-Ingram (1980) 274: “If Antigone represents the power of persuasion, she fails”.
%% Cf. Currie (2005) 188-9.
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By contrast, Oidipous’ speech that follows Antigone’s addresses the concern of the
chorus methodically, striving to contradict the chorus’ conviction that Oidipous is a
bad man, and so a person who could be hated by the gods; and adding to this the

incentive of a tangible reward that Oidipous could bring to Athens.***

Firstly, Oidipous opposes the idea that he was the ‘doer’ of his crimes, insisting
instead that he was a victim:** Oidipous describes himself as suffering rather than
doing (emovB4T 1061 naAAov 1 dedpakdTa, 267). Furthermore, he denies that he
is evil (kaiTol s éyco kakos guotv; (270)), on the basis that to be an evil man

one must intend the crime, and he had never intended to kill his father.>%

Oidipous
even boldly states that had he been aware that his attacker was his father, he still
would have been in the right to act as he did (cooT’ €l ppovcov / Eémpacoov, oud’
av @d éyryvounv kakds; (271-2)), since he would not have been acting under

malicious intent, but purely in self-defence (cf. 992-6). His character, Oidipous

argues, is free from stain.>¥’

% While Linforth (1951) 135 has argued that this speech “produces an effect of natural spontaneity”,
Falkner (1995) 231 points out that “the change from lyrics to iambics marks the shift from an
emotional to a more reasoned appeal”. Spontaneity and reason are perhaps not mutually exclusive:
Oidipous’ rhetorical and intellectual prowess is all the more impressive, given that due to the dramatic
situation he must speak without preparation, and yet is able to put together a cogent and well-aimed
argument.

%% Cf. Murnaghan (1988) 38-9, Burton (1980) 263; for a view more critical of Oidipous, cf. Kelly
(2009) 53-4. For an anthropological perspective on passivity associated with aging, cf. Van Nortwick
(1989).

%% The importance of intent for Oidipous is not limited to this discussion, but also appears at other
points in the drama, for instance in Qidipous’ religious statement that one person can atone for many, if
only the right intent is there (&pkelv yap ofual k&avTi pupicov piav / yuxrv 1ad’ éktivouoav, fjv
gUvous Tapi)i, 498-9). On this sentiment, cf. Falkner (1995) 234-5.

%7 Gould (1966) 493 draws an important distinction: while Oidipous does not think of himself as a bad
man, “it never occurs to him that he is freed by this fact from the uncleanness of the guilty man”. In
fact, Oidipous separates the notions of bad character, pollution, and guilt by reinterpreting the idea of
guilt in a moral rather than a functional sense; i.e. through intent rather than through simply
performance of the action (this latter would be more akin to the ‘Aiskhylean’ view of justice). Cf.
Linforth (1951) 107: “to justify himself in the eyes of the chorus, he asserts his guiltlessness, not his
freedom from pollution, and in the end the chorus are entirely won over though he never clears himself
of the pollution which terrified them in the beginning.” Also Rehm (2002) 338 n. 113: “In Sophocles’
Oedipus at Colonus, Oedipus finds the Furies only after traveling to Athens; they don’t rise up to haunt
him after the murder of his father at the crossroads, recounted in Oedipus Tyrannus”.
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In the second part of his speech, Oidipous switches from defence to attack. He states
that he is holy and pious by virtue of being a suppliant (fikco yap iepds evoers,
287),%% and that the chorus would be committing, not avoiding, impiety by turning
him out (¥pyols ... &vociols UtnpeeTdY, 283).%%° He also recalls his initial appeal to
Athenian reputation (282-3, cf. 258-65), and solidifies this appeal by offering the
(pragmatic) chorus a tangible reward for accepting his supplication (pépcov / dvnow
aoTols Tolod’, 287-8). With this, Oidipous wins what Antigone had been unable to
achieve — a reprieve to stay where he is until the arrival of Theseus, who will make a
final decision. The favourable outcome shows Oidipous’ intelligence in picking the
right approach, his eloquence in carrying it out, and his rhetorical independence from

Antigone.

This tension between physical incapacity and intellectual and spiritual power is
illustrated in a particularly interesting way through the intertextual link between the
start of the OK, and Aiskhylos’ Eumenides.*®® The comparison between the two plays
is initially suggested by the location of the Sophoklean drama, next to the grove of the
Eumenides at Kolonos.*”* The location is revealed by the Peasant in 42-3, and after
this it would have remained alive in the mind of the audience through the visual
representations on the skene.*”? The goddesses inhabiting the sanctuary are then

recalled powerfully to the mind’s eye through the impassioned and unusual prayer of

%% \Walker (1995) 184, 192 n. 42.

%99 Cf. Falkner (1995) 232. On piety as a key character trait of the chorus, cf. Gardiner (1987) 110-3.

%0 This tension is another facet of the phenomenon pointed out by Burian (1974), whereby Oidipous is
seen as both a supplicating figure, and as a saviour.

“01 Kelly (2009) 71. Cf. also p. 72 on the connection created between the Eumenides in the OK and the
Eumenides of Aiskhylos through the Peasant’s description of them and their genealogy in lines 39-40
and 42-3.

“02 \Winnington-Ingram (1954b) 18.
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Oidipous to them (84-110),* and scholars have noted that he shares further traits
with the Eumenides. For instance, Kelly has pointed out that Oidipous pronounces
curses throughout the play, taking on a function that is strongly associated with the
Furies.*®* He also notes “a series of shared themes and vocabulary”,*®® many of which
are concentrated in the encounter scene between Oidipous and the local man, such as
the fact that the seat of Oidipous and the Eumenides is referred to with the same word,
€dpa (Oidipous’: 36, 45, 112; Eumenides’: 84, 90); that Oidipous speaks all-seeing
things (60° av Aédycopev mavd opcovta Aé€ouev, 74) just as the Eumenides see
everything (tas wave’ opcxoas Evpevidas, 42); that he “holds” the grove (Exets
yap xwpov, 37) in the same way as the Eumenides do (ai yap éupoot / Beal o’
gxouol, 39-40); that both Oidipous and the Eumenides are described as frightening in
their aspect (Eumenides: 84, Oidipous: 141); and that the “kindliness” of Oidipous is
referred to (tis dfT’ av avdpods eupévelav ékBaAol / Toloud’, 631-2) in the same
manner as the “kindliness” of the Eumenides (cds opas kaAoupev Evpevidag, €
EUMEVQOV / OTépvcov déxeoBal TOv ikéTny, 486-7).406 Furthermore, Henrichs has
argued that in line 100, through the phrase vripcwv aoivors, Oidipous “signals his

intention to meet these goddesses on their own ritual terms, viz. as their potential

worshiper carrying vnedAia”.*”” A structural similarity between the OK and the

“%% For the unusual nature of the prayer, cf. for example Birge (1984) 11 n. 3, who comments that
Oidipous’ address to the Eumenides as ¢ yAukelal maides apxaiou >kétou (106) suggests
“closeness between equals”, a highly irregular state to be in vis-a-vis the Furies. Note also Winnington-
Ingram (1980) 265, who points out how striking it is that Oidipous asks the Eumenides to pity him
(oixTipaT’ &vdpds Oiditou 1SS &BAov / eidwAov, 109-10).

“04 Kelly (2009) 72; cf. Falkner (1995) 249; cf. also p. 207.

“05 Kelly (2009) 72.

“06 Kelly (2009) 72-3.

“7 Henrichs (1983) 90. Cf. also Blundell (1989) 257 on the awesome visage of Oidipous, his second
sight, sobriety, drinking blood, and the ability to bless and curse. Note also Segal (1981) 375, Minadeo
(1994) 169, Mills (1997) 167.
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Eumenides can also be noted: in these tragedies the chorus are given ‘searching-

scenes’, the only two such scenes in surviving tragedy.®®

Finally, the two plays are connected through an intertextual and thematic link between
the scene where the Eumenides are first spotted in Aiskhylos’ play, and the moment
when the chorus first catch sight of Oidipous.*®® In the Eumenides, the priestess of
Apollo at Delphi emerges from the temple and says of the goddesses: i} dewvax Aé€at,
dewa & opbaAuois Spakeiv (34). The chorus of the OK recall her words in their
initial reaction to Oidipous: dewvds pev opav, dewods de kAuew (141). Both the
chorus and the priestess are afraid of what they see, and do not know the identity of
the objects of their gaze; and it is worth pointing out two further circumstantial
similarities: in both cases the observers are old, and in both cases the objects of their
observation are also old, though in the case of the Eumenides their old age is

somewhat indeterminate: k6pai / ypaiai, malaiai maides, Eum. 68-9.

This connection assigns to Oidipous an ambiguous role in the drama. Although he is
the unknown entity, the entity inspiring fear, he is also the one for whom the chorus
are hunting. Structurally, therefore, the chorus take on the role of the Furies, while
Oidipous is associated with that role through, for instance, the verbal connections with
the description of the Eumenides; and through the statement that he is destined to take
up residence with the Furies. The dilemma of Oidipous’ character, therefore, is that he
partakes, though in different ways, of both power and powerlessness, and he is both

hunter and prey, Fury and victim. It is not until later in the play that the audience are

408 Kaimio (1970) 134-7.
409 Cf. Lardinois (1992) 327.
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shown which side of the two Oidipous inclines towards, when he pronounces his

curses on Kreon and Polyneikes.

The next section will build on this analysis in order to show Oidipous’ progression
and transformation from an old man dependent on others, to an old man whose

formidable authority becomes clear even before the mysterious ritual of his passing.

iv. The Transformations of Oidipous

a. Transition from beggary to confidence

Prior to Oidipous’ realisation that he has arrived at the grove of the Eumenides, and
insofar as it is possible to reconstruct his past from what he says, the old man must be
understood to have been living in poverty, and having to beg for his sustenance.*® At
his entrance, Oidipous’ presentation certainly makes him look like a beggar,
unwashed and unfed as he is (cf. 1256-63). Moreover, in his initial speech Oidipous
says that he expects to be received with “scanty gifts”,*'* and that although he asks for
only a little, he must bear with even these demands being rejected, and must receive
less than he asks for (5-6): an inherently humiliating process. Furthermore, Oidipous
states that he is ready to acquiesce and to obey, to carry out whatever the locals might

require of him (7-8; 12-3). It is telling that while later he berates his son for making

him live like a beggar (oU W €Eéwoas, €k o0€Bev & aAcevos / GAAous ETTalT

“1 5ome modern scholars disagree with this view: cf. Falkner (1995) 252. Falkner argues that in this
drama Oidipous never stoops to flattery, and in fact conducts himself exclusively with dignity and
nobility.

1 1n the words of Lloyd-Jones (1994) 413.
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Tov KaB’ uépav Biov, 1363-4), he never actually contradicts Polyneikes’ words that

as an exile he lived by flattery and by begging (1334-7).

However, Oidipous undergoes a process of transformation upon his arrival at
Kolonos, and the effectiveness of this process is made manifest by such features of
the drama as the contrast between his earlier failed demands for only small things, and
his immediately successful demand that Theseus grant him a great favour (Spa ye
unv- oU opikpds, oUx, aycv Ode, 587). Oidipous barely even needs to argue for
this to be accomplished. Furthermore, whereas at the start of the play Oidipous’ state
was one of physical weakness and dependence on others, as was argued above, by the
time of his encounter with Polyneikes he can be described as the source of physical
strength for those whom he will choose to help. As Polyneikes says, Oidipous will
bring kp&Tos to whatever side he joins (ois &v oU Tpocbijl, Tolod’ épaock’ eival
kpaTos, 1332); and without Oidipous, he will not even have the strength to survive

(&veu ooU &’ oudt cwbijval oBéveo, 1345).

As important as the transformation of how Oidipous is viewed by others is the
transformation in Oidipous’ attitude to himself and his acquisition of mental and
emotional confidence. This transformation begins immediately after the old man is
told where he is by the Peasant, as he goes back on the statement made in his first
speech, that he will do whatever he is told (marked by an indefinite subjunctive
akovowuev, 13). Instead of acquiescing with the instructions of the local, and much

to the Peasant’s surprise, Oidipous refuses to leave the grove (44-5).*** Because

12 1t should be noted, however, that the increase in Oidipous’ confidence is not a linear process. It goes
through a number of stages, such as the arrival of the second prophecy through Ismene, his acceptance
into Athens by Theseus, and the repulsion of Kreon’s attack. An example of its uneven development
can be seen in the fact that while Oidipous is able to argue the Peasant into allowing him to stay in the
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Oidipous now recognises that he is nearing the culmination of his life, and with it both
a worthy death and an ability to help his friends and harm his enemies (84-93), his
actions henceforth become directed primarily not at obeisance, humility, and survival,

but at achieving that culmination, and fulfilling what has been prophesied.*"?

b. Oidipous’ authority

The rising confidence of Oidipous and those around him in his value, in the worth of
his body to the people whom he might choose to reward with it, is accompanied by
the emergence of Oidipous’ authority, manifest in his control of language, and his

curses and blessings.

Throughout the play, Oidipous is shown to possess rare rhetorical talents. For
instance, Kelly has noted that “[c]ontext and rhetoric influence the way he [Oidipous]
frames the responsibility” of the city of Thebes (440-1), Eteokles and Polyneikes
(599-600), Kreon (770), and Polyneikes (1356-7). When faced with the chorus,
Oidipous blames the collective city of Thebes; when talking to Theseus, he blames the
royal progeny, partly to rouse Theseus’ sympathy, and partly because the issue of
family would be important to a tragic autocrat; when faced with his antagonists, he
blames them.*** This divergence shows that Oidipous has a rhetorical control over
language, which he uses for the purpose of convincing those around him, and

convicting those against him.

grove, he is not successful with the forewarned and aggressive (and more authoritative) chorus. From
them, Oidipous is able to secure only the guarantee of his safety, should he leave the grove (176-7).

413 Cf. Bushnell (1988) 92 on the necessity of Oidipous’ conscious choice in the fulfilment of the
oracle.

414 Kelly (2009) 64.
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In addition to this, Oidipous has a more innate authority over language, which he
attains through his knowledge of the past. Markantonatos has argued that this
knowledge allows Oidipous to control the narrative of the past, and even to shape the
future. The narrative authority of Oidipous, the “master story-teller”,*> creates a
proleptic authority over the coming events: “The lack of any doubting reactions, not
to say major contrasting narratives, allows him not only to dominate the former
events, but also to define prospective developments, which form part of the external

future of the play”.*®

This aspect of Oidipous’ authority takes its root in the main from his curses and
blessings, which take their initial power from the prophecies that he is given.
Oidipous’ numinous utterings are deployed at intervals throughout the play, and
undergo a complex process of development, as has already been noted by scholars.
Knox, for instance, has argued that it is possible to detect a growing confidence in the
curses that Oidipous speaks: while he starts by citing the authority of other divinities,

he continues by cursing in his own name, on his own authority.**’

Oidipous’ potential in this regard starts to be unlocked through the mention of two

prophecies, the first reported by Oidipous himself (87-95):

Os pot, T TTOAN’ €kelv’ OT” EEEXPN KAKA,

TaUuTnv éAe€e TauAav év xpdvwl Hakpl,

eEABSVTI xcpav Tepuiav, drou Becov

oEMVAY Edpav AaPoiul kai EevéoTaoty, 90
EvTauBa K&uyelv TOV TaAaiTwpov Riov,

% This description is used in Markantonatos (2002) 29.
% Markantonatos (2002) 54.
17 Knox (1964) 153-4, 156.



Maxim Polyakov 183 Thesis submitted for the DPhil in
Greek Language and Literature

KEPOM HEV olknoavTa Tols dedeyuévols,

&tnv 8¢ Tols mépyaotv, ol W’ amiAacav:

onuela &’ fiEev TVdE pot Tapnyyva,

T} OEIOUOVY, 1) BpovTrv TV, 1) A1ds oéAas. 95
This prophecy, while it lays out the general framework for the coming action,
mentioning the coming passing of Oidipous, and his capacity to bring benefits and
calamities, is, however, sparing of specific details. For instance, it is unclear whether
the Thebans are implied as those who drive Oidipous out, or just his sons; and the
mechanism by which Oidipous might confer blessings and afflictions is not brought
out. The second prophecy, reported by Ismene, is more precise. It states that the

salvation of Thebes requires Oidipous’ cooperation, and mentions the power of

Oidipous’ tomb (389-90, 392, 402, 411):

ot ToIS €kel CNTNTOV AvBpcotrols ToTe
BavévT’ EoecBal CcovTd T’ evooiags xapiv. 390

€v ool Ta Keiveov paot yiyveobal kpaTn.
keivols 6 TUpPos duocTuxv O 0ds Bapus.

TN Ofis UTT dpYyTis, 0ols OTAV OTWOIV TAPOIS.

These prophecies enable Oidipous to understand his personal significance, and the
power that is invested in him by the divine. That said, they are not born of his own
authority, and state only what the gods have decreed will happen a long time from the
dramatic date of the play, when the Thebans will invade Attica (cf. dT1 0@’ avaykn

TMde TAnyfivat xBovi, 605).
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These prophecies are given colour, however, when Oidipous develops them in his
explanation of the significance of his grave to Theseus. Oidipous tells Theseus that,

seemingly like a hero of cult, he will drink his enemies’ blood (621-3):*®

l\) OU|.lO§ EUBOJV K(Xl KEKpUUUE\)OS VEKU§

qJUXpOS mToT (IUTO.)V eEleOV ouua ‘ITlET(Xl

el ZeUs €1 Zeus xco A1ds Ooifos cagrs.
Although stress is laid on the fact that Oidipous relies on the gods for the fulfilment of
this statement, he nevertheless brings out the details of the future event and makes it
more concrete in Theseus’ (and the audience’s) imagination. This makes his
empowerment seem more palpable, as its effect and the process of Oidipous’

satisfaction are brought before the mind’s eye in an image both grotesque and at the

same time grand and remarkable.

A similar trajectory for the development of Oidipous’ authority of expression and his
confidence in himself emerges from consideration of the curses with which Oidipous
attacks his sons, Kreon, and on one occasion his city. Throughout the play, the curses
generally become more elaborate and precise, longer in scope, and more full of
hatred. As a result, those which come later sound more powerful generally than the
ones that come earlier. The first curse against Oidipous’ sons, provoked by the anger
Oidipous feels at their choosing the kingship over recalling him to Thebes (cf. 418-9:
K10’ ol KAKIOTOl TV’ akoUoavTes TAPOS / Toupou mdbou mpovbevTo Thv
Tupawvvida;), is not explicit, and veils its real threats in euphemism. It runs as follows

(421-7):

18 Cf. Knox (1964) 55, accepted by Wallace (1979) 45, on how drinking his enemies’ blood might
relate Oidipous to figures of cult heroes through recalling the sacrifice rituals that were performed for
them.
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A&AN’ ol Beol o@Iv U TE TNV TETPLOUEVTV

Eplv Ka’raoBéoslav, Evd’ éuo‘l TEAOS

auTolV ysvorro TﬁOBE Tﬁg HaXNS TEPL,

ng VUV EXOVTou Kon'ravmpOVTm dopu-

wg oUT av og vUv okfmTpa kai Bpdvous Exel 425

pelvelev, oUT av oUEeAnAubcos TaAv

€ABol TToT’ avbis:
It asks for strife and battle (Epwv, naxns), and asks that Oidipous should be able to
decide their outcome (év & éuol TéAos / auTolv yévoito). If Oidipous is granted
this power of decision, one of the brothers will not remain (oUT’ av O vuv
okNTTpa Kai Bpdvous €xel / peiveiev), and the other will not return (oUT’ Gv
ouEeAnAubcos A / €éABot ToT’ aubis). The authority for this curse rests firmly
with the gods (o1 6eot), and the curse itself is presented as a wish in the optative
(kaTaoPBéoesiav). The same euphemistic sentiment is repeated a few lines later, when

Oidipous speaks of the sons having no “benefit” from the rule of Thebes (oU&¢ opiv

apxris Triode Kadueias woTe / dvnois 1i€et, 451-2).

The curses following the initial one are perceptibly different. The second curse, in
reply to Kreon’s first speech, is pronounced against the city of Thebes (and it involves

Kreon as its representative), and against the sons of Oidipous (787-90):

oUK €0T1 0ol TaUT’, AAA& ool TAd® 0T, EKel
xwpag a)\achp ouuog gvvaicov ael-
0T B¢ TTa1ol TOIS ENOIOL TS EUFS
XBovds Aaxelv TooouTov, EvBaveiv pdvov. 790
It states very specifically what Oidipous wants to happen to Polyneikes and Eteokles,

and moreover assigns an important role to him in the process of wreaking havoc on

Thebes: he will be the eternal avenging spirit, set against them. In addition, although
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Kreon is not the primary target of this curse, the curse is a strong rebuke to him,
saying that he will not get what he came for. Furthermore, it is delivered solely on the

authority of Oidipous, without the mention of the gods.***

The last two curses, one against Kreon and one against Polyneikes, are delivered
directly to their objects, making them seem all the more frightening for being heard
face to face. These curses are also the most detailed and concrete of those that
Oidipous has yet pronounced. The first comes after Kreon’s abduction of Oidipous’
daughters and his threat to carry away the old man himself by force. Whereas before
Oidipous explicitly cursed only his hated sons and the city of Thebes that cast him
out, here he turns all his fire on Kreon and his family in response to this attempted

injury (864-70):

pn yap aide daipoves

Belév W &Gpuovov Triode Tiis apas ETL, 865

35 y’, @ KAKIOTE, YIAOY SUY’ ATTOoTTACas

TPOs SUHactv Tols Tpdobev éEoixmi Biat.

TOlyap O€ KAUTOV Kal YEvos TO oov Becov

O mavTta Aevoowv ‘HAlos doin Riov

TOIOUTOV olov KAE ynpavai ToTE. 870
The curse is specific in its requirements: Kreon’s and his family’s old age should be
like Oidipous’. Moreover, while Oidipous does ask for the authority of a god, Helios,
who would accomplish the curse, he also states that until now he has been restrained
by the Eumenides from pronouncing it — an indication that Oidipous feels himself to
be in close concert with divine powers. More specifically, the fact that this curse has

already come true in Sophocles’ own conception of the Theban story suggests its

authoritative nature: Kreon in the Antigone loses his wife, who commits suicide, just

19 Cf. Knox (1964) 156, and n. 417.



Maxim Polyakov 187 Thesis submitted for the DPhil in
Greek Language and Literature

like lokaste did in the OT; and has his son Haemon turn against him, just as Oidipous
is betrayed by his sons. At the end of the play he is left to live out his days bereft of
his family, much like the exiled and aged Oidipous has been bereft of the pleasures of

home and family.

The final curse is the one delivered by Oidipous against Polyneikes (1370-92). This
curse is the longest, the most detailed; it is rhetorically extremely powerful. It
specifies twice in explicit language the fratricide that awaits the brothers (A&
mpdobev alpaTt / meont wavlels xoo EUvaipos €€ Toou, 1373-4; and &AA&
ouyyevel Xepl / Bavelv kTavelv 8’ U’ oUmep éEeAnAacal, 1387-8); and it builds
on previous curses that Oidipous had spoken (Toiaod’ &pas opcdwv mpdobe T’
e€avnk’ €ycd, 1375). This curse even taunts Polyneikes by echoing the words of his
supplication,*?® which are now placed in the context of a curse that specifically trumps
it (elmep €oTiv 1) TaAaipaTos / Aikn EUvedpos Znvos apxaiols vopols, 1381-2;

cf. 1267-8: &AN’ €oT1 yap kal Znvi cuvBakos Bpdveov / Aidcos T Epyols Taot).

Furthermore, the power of the curse and the power of Oidipous are emphasised
through the divinities upon whom QOidipous calls: the darkness of Tartaros (1389-90),
the Furies (1391), and Ares (1391-2). This is a much more negative conglomeration
of divinities than any that Oidipous had previously used. Yet during his appeal to
these gods, Oidipous remains very explicitly in control of his language, ‘fitting’ the
right gods for the task. As Jebb has pointed out, it is apposite that the “primeval
Darkness, father of all” is invoked by Oidipous’ cursing of his sons:** &

TapTtdpou / otuyvdv TaTtpadiov épefos (1389-90). Similarly, Oidipous is shown

“20 Cf, Falkner (1995) 251 for further analysis of this theme.
421 Jebb (1885) ad 1390.
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as being at one with, and even reinforcing, the divine directives when he calls upon
Ares as the god who brought about the strife between Eteokles and Polyneikes (Apn
/ TOV opdv TO Bewodv Hicos EuPRePAnkoTa, 1391-2). Oidipous’ control of
language, moreover, is emphasised by the threefold repetition of kaAco (1389-91) in
each of the appeals to the divinities, which marks both a rhetorical tricolon, and a
mythological one: Tartaros is one of the primordial divinities of Greek mythology;*??
the Furies are archaic goddesses; and Ares is an Olympian deity, though with chthonic
aspects.*?® Oidipous thus uses the entire scope of the Greek pantheon and mythology
to curse his son; and this curse is the fullest and most virulent of all, showing
Oidipous at the peak of his authority, in confident interaction with frightening

divinities, and with no trace of the beggar left about him.

The reactions to this curse from Polyneikes and Antigone also bear investigation, as
they imply a new, supernatural level of authority for Oidipous. Antigone sees the
words of Oidipous as not just curses, but as fully fledged prophecies (uavtevua®’,
1425; of* ¢Béomoev, 1428),*** despite the fact that heretofore they had been referred
to only as curses or prayers (Toiaod’ apdas, 1375, Taode culaBcov apds, 1384,
TolauT apcopal, 1389, spoken by Oidipous; T& okAnpa TaTpos KAUeTE TAUT
apoopévou, 1406, ai Toud’ apai, 1407, spoken by Polyneikes). Antigone is perhaps
right to give her father’s curses this status: as the audience knows, they are destined to
come true.*” The authority of Oidipous in this respect is brought out even further by

Polyneikes’ words, who responds to Antigone’s labelling of the curses as prophecies

%22 Cf. 1574, referring to Death as child of Earth and Tartaros. Also note references in Jebb (1885) ad
1390.

“2% Cf. Harrison (1891).

424 Cf. Segal (1981) 383.

%25 However, Oidipous does not understand the full implications of his curse, for instance what
consequences it will have for Antigone, and his authority therefore has some limitations, even at this
stage. Cf. Burton (1980) 272, Winnington-Ingram (1980) 255, 275.
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(1425) by saying that he must comply with his father’s wishes: xpniCet y&p- v &
ouxl ouyxwpnTeéa; (1426). What is striking is not only Polyneikes’ acceptance here
of Antigone’s description of Oidipous’ words as ‘prophecy’, but even more so the
concept of ‘wishing’. The idea of wishing for something and then it coming true,
reminiscent of supernatural power, strikingly blends together normally antithetical
ideas of ‘words’” and ‘deeds’.*?® Through most of the play, the words and deeds of
Oidipous have been kept separate: he says, for instance, that while Kreon attacks him
with actions, he replies only in words (6pcool kKapE kal o€, Kal ppovous’ STl /
gpyols TmemovBcos pruaciv o’ auvvoual, 872-3). However, as Oidipous’
confidence grows, and as he comes closer to his destined end, so his words take on a
greater power, and become equivalent to actions: the strengthening of Oidipous’ spirit
and the growth of his authority overshadow the physical weakness of his body. Thus,
Oidipous reverts to, and indeed overshoots, the power he formerly had as king in
Thebes: while it is a mark of kings to have powerful words, even Theseus draws a
contrast between his words and deeds (oU y&ap Adyolot Tov Biov omouddlouev /
Aaputrpov moeioBal paAAov 1) Tois dpcouévors, 1143-4). The blending of words
and actions, therefore, suggests an even higher position for Oidipous, making him,
towards the end of the play, take on aspects of language that look forward to the
supernatural sphere which he will eventually inhabit.**" In light of this, Oidipous

should be understood as a uniquely powerful dramatic character.

426 Kitto (1961) 388. Cf. Jebb (1885) ad 1426: “*aye, for he wishes it’: implying that the wish may have
prompted the prophecy”.

T This is not to say that Oidipous explicitly exhibits ‘supernatural’ traits before his passing, as is
argued by Bowra (1944), Kitto (1961) 393, and Burian (1974) 425 (contra: Linforth (1951) 124-9),
only that the language that Oidipous uses, and that is used of Oidipous, prefigures the supernatural
transformation of Oidipous. For a further discussion and listing of the secondary literature on this
question, cf. Jebb (2004b) 48-9.
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v. Oidipous’ Relationships

The extent to which, and the fundamental way in which, Oidipous stands out from
other characters in the play can be further explored through consideration of his
relationships with them, especially the way that Oidipous is so often misjudged or
misunderstood by the people around him. Throughout the play, even those characters
who are closest to Oidipous often make unwarranted assumptions about him; they do

not understand his motives, and fail to predict his future actions.

An early example is Ismene’s confusion over the significance for Oidipous of the
oracle that she brings. Following the description of the war that has broken out

between the brothers, Ismene finishes with the following statement (382-4):

TaUT ouk apiBuds éoTiv, Tra'rsp, Aoy v,

AAN’ Epya Bewd: Toug 8¢ coug ot Beol

‘ITOVOU§ K(ITO[KT[OUOW OUK E)(o.) uaesw
While she has not mentioned the prophecy openly, her father perceives the
implications present in her phraseology: by saying that she does not understand how
the gods will take pity on the old man, she suggests that she knows that they will pity

him in some way nevertheless. He therefore asks if she has come bearing some new

hope (385-6):

r|8r| Yap Ecxsg EATTI®’ cos €uoU Beols 385
copav T’ EEetv, doTe owbfjval ToTe;
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To this Ismene replies that she has indeed come bringing a prophecy (387), and that
her evaluation of this prophecy is that the gods are lifting Oidipous up,*?® in contrast
to their previous treatment of him (viv yap Beoi o” dpBouot, Tpdobe & coAAucav,

394).

The run of this passage casts light on why Ismene was originally at a loss: although
she has come bearing glad tidings for Oidipous personally, she cannot understand
how it is that this prophecy can indicate the end of his sufferings, especially given that
his sons are at war. To Ismene’s mind, Oidipous’ sufferings cannot be nearing their
end if Polyneikes and Eteokles are fighting with each other, and she holds this opinion
perhaps because she projects her feelings of distress over the war onto her father.
However, in doing this, Ismene cannot foresee the old man’s current attitude to his
sons, whereby he will reject both of them for their negligence of him, and will even
condemn them to die. That Ismene assumes what she does — that a father should love
his children, and should be terribly aggrieved at their conflict — is reasonable,
especially as she herself has always felt her father’s love.*” That she does not expect
that Oidipous can to such an extent welcome his sons’ mutual destruction underlines

the surprise contained in the old man’s character, the extent of his anger.

Another important misunderstanding of Oidipous and his situation occurs in
Polyneikes' address to his father. This misunderstanding, established from the very

start of Polyneikes’ supplication, shows the distance that exists between the true

%28 Though Oidipous’ passing at Kolonos should not be seen as some sort of a ‘reward’: cf. Linforth
(1951) 100-2, and 101 n. 20, Ronnet (1969) 309; contra: Bowra (1944) 314-5, 349; Winnington-
Ingram (1954b) 16.

429 Cf. Adams (1957) 168, 172; and note especially 1110-1, 1617-9.
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position of Oidipous, and Oidipous’ position as assumed by his son. Polyneikes says

to his father (1258-60):

, , RS 8u0q>’l)\f‘|g ’

YEPWYV YEPOVTL OUYKATGIKTKEV TTIVOS

TAEUp AV papaiveov. 1260
Quite strikingly, Polyneikes calls the dust of Attica duogiAris, clinging to Oidipous as
an old man clings to another old man, rotting his body. By this, he seems to imply that
Oidipous’ position in Athens is unnatural and harmful to him. However, it has already
emerged during the course of the play that this statement is wrong. The dust of Attica
is not Suo@iAris, quite the opposite: Oidipous is a friend to Athens, and Athens is a
friend to Oidipous, since Athenian soldiers have just protected him from Kreon’s (and
Thebes’) aggression. Moreover, by saying that dust clings to the old Oidipous like an
old man, Polyneikes creates an ironic verbal affinity between the two, which plays on
the affinity that in actual fact has been created between the old chorus in this play and
the old protagonist;** and might also suggest the idea of Oidipous’ assimilation into
the land of Attica.”*’ By saying that the dust that covers Oidipous is ‘old’, the
phraseology certainly calls to mind the length of Polyneikes’ neglect of his father. In
effect, the multiplicity of meanings and the irony in these lines demonstrate the

unusual complexity of Oidipous’ relationship with Athens, and his city and his family,

a complexity that Polyneikes does not grasp.

In addition to this address, Polyneikes says a number of things that Oidipous is able to
turn against him, showing the depth of his hatred for his son. Polyneikes’ appeal to

Zeus and Aidos (1267-9) is turned back on him by Oidipous’ imprecation by Zeus and

30 Cf. n. 369.
31 Cf. Calame (1998) 346-9, who remarks on Oidipous’ integration into the very land of Athens.
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Justice (1381-2), as was mentioned above. Similarly, Polyneikes’ reference to the
Erinyes of Oidipous (1299) is echoed in the list of the gods by whose names Oidipous
curses his son (1391). There is therefore a sense in which it is Polyneikes himself who
begins the narrative thread of ‘the Erinyes’ that culminates in his father’s curse, and
this impression is confirmed in lines 1432-4, where Polyneikes reinstates the power of

his father’s Erinyes (TTatpds Téw Te ToUd’ Epiwicov, 1434).4%

Another striking
instance of echoed language is Oidipous’ transformation and appropriation of
Polyneikes’ unfortunate statement that he may really be the son of misfortune, rather
than the son of Oidipous (¢yco & 6 0ds, kel U 0ds, AAA& Tou Kakou / TOTHOU
puTeubeis, 0ds y¢ Tol kaAoupevos, 1323-4). With this statement, Polyneikes seeks
to arouse pity in his father, since he does not really think that he is not the son of
Oidipous. However, the gambit misfires, as Oidipous picks up on this idea, and twice
explicitly disowns Polyneikes: Upeis & &am’ &AAou kouk éuou TepukaTov (1369);

and ou &’ #pp’ AMOTTUGTSS Te KAT& TP éuol (1383).4

While the vehemence of Oidipous’ abhorrence of Polyneikes is remarkable, equally
remarkable is the fact that neither Polyneikes nor Antigone thought it likely that he
would exhibit this kind of emotion. That Polyneikes misjudges his father’s feelings is
perhaps not too surprising, given his previous lack of interest in Oidipous. However,
that Antigone should have misjudged her father in this fashion is telling:*** it is on the

advice of Antigone that her father saw Polyneikes in the first place (1181-1203), and

it is also on her advice that Polyneikes persisted in his address to his father (1280-3).

32 Jebb (1885) ad 1433f. makes the connection between these lines and 1299. Cf. also Winnington-
Ingram (1980) 266, who points out that the word ‘Erinys’ is used only twice in the play, both times by
Polyneikes.

“33 Cf. Easterling (1967) 9.

“** Though that Antigone should think that Oidipous would pity his son does not come entirely out of
the blue, cf. 1108: Tco TekdvTL TGV Pidov.
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While Antigone understands that she actively has to persuade Oidipous to see his son
(TaTep, mbBou po, 1181), it is unlikely that she would have persisted like this if she
suspected what Oidipous’ ultimate reaction would be.**® That Oidipous is as
unpredictable as that even to the person closest to him points again to the depth and

the surprise that can be contained within his character; to his unique nature.

Further interpretative mileage, this time regarding the nature of Oidipous’ interaction
with the world and the people around him at large, can perhaps be achieved from
closer consideration of why Oidipous is so reluctant to speak to his son, a reluctance
that forms the basis of an argument between Theseus, Antigone and Oidipous. The
exchange starts with Oidipous giving his reasons as to why he does not want to see

Polyneikes (1173-4):

Tals oUpds, wvag, oTuyvds, oU Adywv €y
GAy1oT’ av avdpaov é§avaoyoiunv kKAUwv.

Oidipous states first that his son is hated by him (oTuyvds), and also that to hear his

words would be most painful (&AyioT’). Theseus reacts to this with some incredulity.

He does not understand why to hear a voice can be painful (1175-6):*%°

Ti &’; UK AxoUEelv €T, Kal T dpav & Ui 1175
Xpntleis; Ti ool Toud’ €o0Ti AuTnpov KAUELY;

“35 Cf. Jebb (1885) ad 1281f., who argues that Suoxep&vavT’ in 1282 cannot be causative: in 1280-3,
Antigone does not think her father might be annoyed at Polyneikes, but rather that one can be moved to
words by an utterance full of indignation. Note also Kamerbeek (1984) ad 1280-1283.

4% Cf. Jebb (1885) ad 1176, who argues that the emphasis here is on kAUew, not ToUS’. The
implication is that while Theseus understands the enmity between Oidipous and his son, he does not
understand why it is painful for him specifically to hear his son’s words.
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In reply to this, Oidipous emphatically repeats the message of his previous utterance,
that his son’s voice is most hateful to him (1177): éxBioTov, cvag, eBéyua Toud’
fikel TaTpi. However, when Antigone enters the discussion only a few lines later, a
part of her speech recalls Theseus’ argument at 1175-6 that Polyneikes’ words will
not take away Oidipous’ agency. According to Antigone, there should be no problem
with giving Polyneikes a hearing, since, whatever Polyneikes says, Oidipous will not

be fooled into doing what is disadvantageous to him (1185-8):

oU ya&p og, 0&poel, Tpos Piav TapaoTaoEl 1185

Yvouns & urj oot cUppEpovTa AéEeTal.

Aoywv 8 akouoal Tis BAGRN; T& Tol Kakas

NupnNUéV’ Epya TAL Adywl UnvUeTal.
That Antigone draws on this line of argument suggests that she does not see Oidipous’
response in line 1177 as a satisfactory answer to Theseus’” words in 1175-6: Antigone
still believes, along with Theseus, that Oidipous should be guided in his decision
regarding the grant of an audience to Polyneikes by whether he is able to preserve his
agency in this encounter, or not; in effect, by the outcomes of the speech, rather than
by the speech itself. However, in assuming this Antigone, like Theseus, seems to miss
the logic that drives her father’s uncompromising attitude regarding Polyneikes. This
is suggested by the fact that Antigone’s words, like Theseus’, fail to change Oidipous’
attitude towards his son’s voice. Although Antigone does persuade Oidipous to see
Polyneikes (1204-7), his yielding to her seems to have little to do with reassessing the
significance for him of hearing Polyneikes: the phrase Bapeiav 1doviv (1204)

suggests, rather, that Oidipous still believes that to hear Polyneikes will be difficult

and painful (as he stated in 1173-4, 1177),**" but he gives in for other reasons.

37 Cf. Jebb (1885) ad 1204f., who argues that this phrase suggests that granting an audience to
Polyneikes will give pleasure to Antigone and Theseus (cf. Upiv piAov), but pain to Oidipous.
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That Antigone and Theseus make similarly directed arguments, yet make little
discursive progress regarding the issue of Oidipous’ distress at hearing Polyneikes’
voice, suggests that there is misunderstanding between the parties in this debate of the
terms of the argument, perhaps the very issue that is at stake. The reasons behind this
emerge when the passage is considered from the point of view of Oidipous’ blindness
(recalled in this passage in lines 1199-1200).*® Because of his disability, Oidipous
has limited capacity to perceive the world: aside from being able to touch his
daughters (1135-6), his only method of getting a sense of the space and the people
around him is through sound and speech. In effect, his entire universe is
circumscribed by his sense of hearing. This phenomenon of Oidipous’ character was
demonstrated earlier in the play when, for instance, Oidipous introduced himself to
the chorus with the statement that he has perceived them by voice: pcoviit yap 6pcd
(138):** and it is perhaps not an accident that the choral ode describing Kolonos
(668-719) is recited by the chorus immediately after Oidipous has been finally
accepted into Athens by Theseus: Oidipous is in this way being ‘shown’ his new
homeland by the chorus, and the ode is in fact formally addressed to him (E€ve,

668).44

In this context, the fact that Oidipous is so strongly against giving an audience to

Polyneikes becomes more explicable, as is his emphasis on the problem of hearing his

8 For treatments of the theme of Oidipous’ blindness throughout the play, cf. Shields (1961),
Edmunds (1996) 39-83.

9 A similarly potent statement, mixing Oidipous’ sight and speech, is éc” &v Aéycouev TGve’
opcovTta Aé€ouev (74): Oidipous speaks ‘sighted” words.

“% The importance of speech for Oidipous can also be gleaned from such occurrences as the emphasis
that Oidipous puts on the words of the prayer to the Eumenides, recited to him by the chorus: ToUTtcwv
akovoal BovAopar péylota ydap (485). Note also avdoiov otdua (981) and &AN’ &rrav kaAov /
Aéyew vopiCoov, pntov &ppntdv T Emos (1000-1) on the importance of pious speech for Oidipous.
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son’s actual voice (éxBiotov ... @Béyua, 1177): for the blind elder, hearing it
implies an invasion and contamination of his entire universe — an enormous
imposition on Oidipous, the scale of which Antigone and Theseus neither give
sufficient consideration to, nor even seem to be aware of, as their questioning
demonstrates (Theseus: Ti oot Toud’ éoTi Aumnpov kAuew; (1176); Antigone:
Aoywv 8 akovoal Tis BAGRN: (1187)).*** For them, hearing someone’s words is
not a significant action, such as acting on these words would be. For Oidipous,

however, the very experience of hearing his son’s voice is an important process.

This aspect of misunderstanding the significance of speech for Oidipous is further
developed in the interview between father and son. When Polyneikes comes to speak
to Oidipous, he stresses repeatedly that he wants to hear something from his father in
return (cf. 1271-9; note especially the pause after i owyaus; (1271), which
emphasises Oidipous’ silence, and Polyneikes’ distress regarding it); and Antigone
also encourages Polyneikes to proceed with the supplication, specifically so that he
can elicit some reply from the old man (1283). In the context of Oidipous’ blindness,
these are non-trivial requests. Even as others’ speech is his way of ‘seeing’ the outside
world and the actors in it, the only way that Oidipous can interact with the dramatic
universe (or exert control over it) is by speaking himself: speech is, in fact, the most
significant action that he can perform. Here, therefore, by not answering Polyneikes,

Oidipous initially refuses to acknowledge his presence; he acknowledges him only

* That Theseus has recourse to religious argument in reply to Oidipous’ second statement (1179-80, in
reply to 1177-8) should not be taken to suggest that he understands why it is painful for Oidipous to
hear Polyneikes’ words, as the reason has been outlined here; only that he accepts that it is painful.
Theseus naturally mentions piety and the rights of suppliants because these are important issues for
him, yet he says nothing that suggests further insight into Oidipous’ condition (cf. 634 on Theseus’
respect for Oidipous’ supplication and 887-9, 1158-9, 1491-5, 1766-7 for Theseus’ piety, and Kelly
(2009) 114 on these more generally; note also Jebb (1885) ad 1182f. for Antigone’s interpretation of
the importance Theseus places on respect for the gods).
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after he is pressured into doing this by the persistence of Antigone and Polyneikes,
and vicariously by the wishes of Theseus (1348-51). The fact that the characters in the
drama put this pressure on Oidipous to speak to Polyneikes strengthens the impression
that they do not understand the intrinsic significance for Oidipous of granting an
audience to his son. As a result, both the character and the motivations of Oidipous
are shown to be very different from those of the other dramatis personae: Oidipous
stands out not only through the depth and vehemence of his emotions (as was argued
in the first half of this section), but also because the uniqueness of his character

extends at its core even to the way that he interacts with the dramatic universe.

vi. Culmination: the Final Moments and the Death of Oidipous

One important aspect of Oidipous’ old age remains to be discussed, an aspect that also
strikingly shows Oidipous’ uniqueness as a character: his transformation from a

mortal into a supernatural being.

a. Oidipous in his final moments

One of the first things the audience perceive about the passing of Oidipous is that it is

terrifying. The chorus shout in fear at the thunder, and do not know for what reason

the sky has sounded (1462-71):

B¢ p&Aa- péyas EpeieTal
KTUTTOs &paTos 6de didBolos, és &' dkpav
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Oelpl’ UTfiABe KPaTOg q>oE>0(v 1465
EﬂTaga Guuov oUpaAvOV

Yap acs'rpon'ra PAéyel TAAW.

Ti uav; aqmosl BE)\og,

5édiax TO®'- ov yap GAlov

aq>opuou ToT’, 0Ud’ &vev Euppopas, 1470
@ UEyags ouenp, @ ZeU.

Indeed, their second expression of fear returns them to the thought, which had
troubled them in the past, but which had been dispelled by Oidipous, that Zeus might
be punishing them for having given sanctuary to Oidipous — that is, that they

themselves could be in danger (1482-4):%*

évaiciou d¢ oou TUXOI-

Ht, und’ &AaocTov Gudp’ idcov

AKEPDT] XAPIV HETAOXOIUI TTeos.
However, Oidipous is not at a loss.*** He immediately issues instructions to bring
Theseus to him, and presses for this to happen until the king arrives. He is sure of his
correct understanding of the events (kaAcos kato1d’, 1475). Thunder was one of the

44 and in his

signs that he conjectured could accompany his passing (94-5),
interpretation here Oidipous, as elsewhere in the play, understands the situation
correctly (Theseus, by contrast, says that he cannot interpret the signs: 1502-4).
Notably, Oidipous does not experience the supernatural fear that the chorus
experience at the time, and that even Theseus, who has seen the Underworld in person

(cf. 1593-4), will experience at the moment of Oidipous’ passing (1650-2):**

#2 Rosenmeyer (1952) 110.

3 Cf. Taplin (1971) 31-2, on how parallelism with the earlier scene of Antigone’s abduction (831-90)
underlines Oidipous’ control here.

4 Cf. Markantonatos (2002) 119.

445 Cf. Burton (1980) 269-70, Seale (1982) 136.
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dvakta & auTov SUUATWY ETTIOKIOV 1650

XEIP' AQVUTEXOVTA KPATOS, CO§ BEIVOU TIVOS

PSPou pavévTos oud’ AvacxeTou BAETELW.
What Oidipous does experience is an urgent anticipation of the unfolding events: this
is the mood conveyed by the repeated injunctions to bring Theseus to him, and by the
repeated use of demonstrative particles (Tijid’, code, TMide PaTe: TMde yap W &yel
/ Epuiis 0 Toutos 1] Te vepTépa Beds, 1547-8). These particles, moreover, convey

a sense of Oidipous’ growing perception of his surroundings.**® For the first time in

the play, he can proceed unaided and unguided (1542-5):

@ TraTBEg, @’ €meod’. éycb yc‘xp TYEUCOV

opW ol Trsqxxouou Kalvog, O.)O‘ITEp opo TaTpi.

)(copsl'rs Kal |,lr| yaveT’, &AN éaTé ue

aUTOV TOV POV TuuBov eEeupElv. 1545

Oidipous is given both the strength to walk without leaning on anyone, and the
capacity to perceive the destination and the way to it by himself. This transformation
undoes the two main physical disabilities that have hounded Oidipous ever since the
start of the play: his physical weakness and blindness, both connected closely to his

old age (cf. line 1, p. 166, and also section ii of this chapter).

Of course, this does not mean that Oidipous physically regains his sight, only that
blindness is no longer a disability for him. A few lines later, he calls the light he

experiences for the last time “lightless” (1549-50):

@ q>co§ a@syysg, Trpooes TToU TToT’ 106’ Eudv,
VUV &’ EoXaTOV OOU TOUHOV AT TETAL SENAS. 1550

6 Cf. Edmunds (1996) 76.
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Oidipous here refers to the sun’s warmth that he feels on his skin, as he prepares to
pass into the cold realms of the earth. However, he says nothing about perceiving the
sun’s rays, and this implies that even with this transformation his eyesight has not
returned.**’ Instead, he is guided by the gods themselves (1547-8, quoted above):;
perhaps he is granted something akin to second sight, given the precision of his
deictic pointers. Thus, although not physically altered, the old and blind Oidipous
attains to grandeur, as at that moment he is empowered by the gods: for the first time
in the play, the divine explicitly buoys him up from under the hold that the physicality
of old age has upon him, finally fulfilling Ismene’s words at 394: viv yap 6eoi o’

opBouot, Tpdobe & cdOAAucav.

As well as being released from the disabling physical hold of old age, Oidipous seeks
a release from the hold that old age might have upon his future, upon the memory of
him.**® As Oidipous’ time on stage draws to a close, and as he is about to pass out of
sight, he gives the Athenians instructions to remember his death forever, if they wish

to retain him as benefactor (1552-5):

AAAG, piATaTe Eévaov,
auTOs Te Xepa B’ 1ide TpdoTmolol Te ool
eudaipoves yévolobe, kam eumpatial
MEUVTIOBE Hou BavovTos EUTUXELS AEl. 1555
In asking to become a hero who is worshipped by the city, Oidipous asks for his name
to become eternal due to a principle expressed earlier in the play, that “the strength of

this land has not grown old” (kai yap el yépwv €y, / TO Tijode xwpas ou

veynpake obévos, 726-7). By joining his memory to the act of remembrance

47 Cf. on this also the analysis of Edmunds (1996) 80 on lines 1638-9.
8 Cf. Falkner (1995) 259: “The knowledge that he will shortly die makes it incumbent on him to order
his life not only for himself but for what he will leave behind”.
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performed by the city, Oidipous transcends the bounds of a single mortal life. By
‘institutionalising’ himself in Athens,** his memory becomes endless like the flow of
generations in the city favoured by the gods (yco 318&Ecw, Tékvov Alyéwos, & ool /
ynpws GAuma Thide keloeTat woAel, 1518-9), and hence eternal (since the flow of
generations in Athens, from an Athenian perspective, is never going to be
extinguished). Oidipous ties himself to a city that, with him in it, has the potential to
be invulnerable to age and time.**® Paradoxically, by the very act of dying, Oidipous

breaks the hold of age, time and mortality upon himself in this respect.***

Oidipous’ status is further elevated through the Messenger’s description of his
knowledge regarding the exact location of the place of his death, and the rites that he
has to perform in preparation. As scholars have noted, Oidipous finds the exact
location in a place which he has never visited before (and was given no specific
guidance in the prophecies about), and navigates his way successfully through a
variety of very specific local landmarks (1590-7):*2 at the very moment of his

passing, Oidipous is inspired by divinity, and very clearly set above the mortal state of

those who follow his guidance off stage.

Additionally, Oidipous knows what he should be doing once he has reached the right
place. Although the rites that he has his daughters perform are customary for burial

(AouTpots T¢ viv / €oBfiTi T éEnoknoav f vouiletai, 1602-3), and include

9 Cf. Kelly (2009) 84; Segal (1981) 402; Daly (1986b). Note Segal (1981) 383 on Oidipous’
separation of himself from his past.

“50 Cf. Henrichs (1993) 177.

1 However, in this Oidipous presents a different (more positive) view of time and change than he had
earlier in the play, where everything was susceptible to time (cf. 607-28). Cf. the caution expressed in
Easterling (1999) 103, 105-6. However, in this play Oidipous has a privileged relationship with and
understanding of time: cf. Budelmann (1999) 78-80.

%52 Cf. Easterling (2006) 141, quoting Jebb (1885) ad 1596.
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washing the body, they occur at an uncustomary stage in the process, before the object
of these rites is dead.**® For this reason, the fact that Oidipous has privileged
knowledge is again brought into the play: although the rites are not unusual, the place
and time of their application is, making a decision to perform them not trivial or
obvious. This emphasises the fact that Oidipous chooses a mysterious model for his
passing, presumably under the guidance of divine inspiration. In addition, the removal
of rags and the washing off of the dirt, which were pointed to by Polyneikes as
descriptive of his father’s lowly state, symbolise Oidipous’ stepping beyond the

bounds of his human situation and his age:**

through embracing the end of his life,
but reversing the order of the rites, Oidipous once again deconstructs the inevitability
of mortality. To him, death has a meaning different from what it means for other men:

it is not an end, but an induction into something new.

Furthermore, through this divine inspiration Oidipous becomes a true ‘local’ of the
grove: like the chorus earlier on, he shows knowledge of the proper process that
should be performed in the grove, while everyone else is a visitor to the holy place,
and at a loss as to what to do.*> At the end of the play, therefore, Oidipous attains that
state of knowledge which he coveted in his first speech: the knowledge local people

have of their home, a home which Oidipous has finally acquired (12-3).

After the rites are performed, Oidipous is summoned by the voice of the gods. His
interactions with the divine, and the apparent regard that the gods show for him and

his human needs, as the Messenger reports, further distance him from a purely mortal

“53 Cf. Kelly (2009) 84.

4 Cf. Segal (1981) 389.

5 Cf. Kelly (2009) 123: “The reversal between the first rite to the Eumenides, where Oedipus
requested instruction, to his own last rite, where he gives it, is the most blatant symbol of his
transformation”.
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state. Although the gods initially hurry Oidipous along with another roll of thunder
(1604-7), they allow him to have his fill of lamentation with his daughters, and to
have a satisfying farewell, in which all tears are shed (cos 8¢ Tpds TéAos / ydwv
apikovT’ oUd’ €T’ copcapel Bory, / v pév ooy, 1621-3). Only then do the gods
call Oidipous to the other world.**® Although the Messenger has no way of knowing
this explicitly, a strong implication of the text is that the gods waited for Oidipous to
complete his emotional farewell. Indeed, the implication of w&Aat &1 T&mWO COU
BpaduveTal (1628) is that the gods have waited even beyond the time appointed for
Oidipous’ death — and this could be for no other reason than their regard for his final

moments.

Additionally, it is interesting to note the manner in which the divine voice fills the
grove: it comes from everywhere and rings out continuously (TToAA& TmoAAaxfit,
1626)."" Given that Oidipous is still physically blind, and that for him sound is the
primary means of perceiving the world around him, the mode of the divine address
empowers him in his final moments. Oidipous is at the centre of a grove that suddenly
becomes perceptible to him: the divine voice coming from all around circumscribes
the space of the grove in which Oidipous finds himself, and shows that Oidipous is in
the right place at the right time; at the centre of an external world that is from his
perspective filled completely with the divine presence. By contrast, for others the
divine voice is a terrifying experience: coote mavTtas opbias / oTioal ool

deloavTas evbécos Tpixas (1624-5). On this count too Oidipous is set apart from

%56 Cf. Markantonatos (2002) 138, 142-3.
7 This is the explanation of the phrase given by Jebb (1885) ad 1626: “with repeated and manifold
calling”.



Maxim Polyakov 205 Thesis submitted for the DPhil in
Greek Language and Literature

the people around him: he is favoured by the gods, who at the end turn his physical

blindness into a way of distinguishing rather than demeaning him (cf. 394).

b. The mystery of Oidipous’ passing: hero or divinity?

Although it is generally agreed that Oidipous takes part in a process of transformation
that takes him beyond mortal status, the exact nature of this process and its outcome
are a mystery.**® This is dramatically explicable through Oidipous’ insistence on the
need for secrecy (1522-3, 1640-4), and Theseus, the only man who saw what
happened, is committed to honouring that request (1758, 1760-3). In trying to
understand what sort of process Oidipous undergoes, however, scholarly views split
broadly into two camps. On the one hand, scholars have argued that Oidipous must be
understood as a deified being; and some even mention the word ‘apotheosis’ in their
descriptions of Oidipous’ passing.**® However, most of the scholars who comprise
this group state this opinion without due argument. On the other hand, some scholars,
with Easterling most prominent among them,*®® exclude the possibility that Oidipous
is deified in the play, and suggest that he is only heroised. The difference of the two
positions is important, and should not be dismissed. Those scholars who do not

maintain a consistent distinction between the two positions, and at one stage talk of

“58 The fact that he does not simply die is clear from the divine intervention into the process, and from
the miraculous nature of his passing (cf. cos Aehormmdta / ketvov Tov ael BioTov E€emioTaco, 1583-
4, with the analysis of Easterling (2006) 139-40 of the phrase Tov aei BioTov). Indeed, the Messenger
reporting the events says that a brief description would not do justice to what took place: & & v T&
Trg)cxxeé\n’ oUB’ 6 uibos év Bpaxel / ppdoal TapeoTv oUTe TépY’ 80° Nv ékel (1581-2).

% Waldock (1951) 219, Shields (1961) 73, Burian (1974) 428, Finkelberg (1997) 575, Markantonatos
(2002) 137. Hester (1977) 22 n. 9 writes that apotheosis as a term “is freely used — as are others such as
immortality (Rosenmeyer, 107, 109) and transfiguration (Nietzsche, p. 74)”. Adams (1957) 176 talks of
the “daimon-state” of Oidipous.

460 Hester (1977), Buxton (1980), Easterling (2006), Kelly (2009); cf. Bowra (1944) 341.
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Oidipous as becoming a hero, while at another as a divinity or a god,*** do not grant
the distinction between gods and heroes sufficient importance: in Greek religion the

two are not the same thing.**?

Scholars arguing for divinisation give various arguments for this conviction, and in
the following paragraphs the more important arguments are considered. The first
argument concerns the divine ‘stature’ that Oidipous develops during the play. For
instance, Daly notes that words normally associated with divinities are applied to
Oidipous (e.g. pijvis, 1328; ouen, 550, 1351),* and suggests that he is able to
achieve “godlike and oracular stature”.*®* However, these arguments are not
conclusive. prjvis is not used exclusively of the divine, and even in Homer it is used
of Akhilleus” anger (cf. Il. i. 1; the verb émunvico is also used of Aineias’ anger
against Priam in Il. xiii. 460); and dugn) can be used of the human voice (e.g. Eur.
Med. 175). Given the rarity of humans becoming gods (as opposed to half-divine
heroes like Herakles or Asklepios), and given a lack of indication that Oidipous was
worshipped as a god in Athens, this evidence does not carry sufficient conviction.
Additionally, the interpretation of Oidipous’ *“oracular stature” has often been
challenged, and therefore should not be taken for granted as a basis for further

arguments. Numerous scholars have suggested, instead, that in the course of the play

%61 g, for instance, Minadeo (1994), who mentions apotheosis on p. 159, but writes on p. 186: “This
does not mean that Oedipus becomes, like Heracles, a certifiable god, but that the dramatization of his
strange end imposes an aura of divinity”.

“62 Cf. Burkert (1985) 203-8, Bremmer (1994) 12-3. The lack of precision occurs in scholars’ use of
other categories as well. Kirkwood (1958) 283-4, for instance, complains of Reinhardt that he *“does
not ... distinguish daimon from deity”. McDevitt (1972) 237 seems to equate heroes with chthonian
divinities. The two are connected (cf. Scullion (1994)), but not identical.

“63 Daly (1986b) 83 and nn. 43 and 45.

“64 Daly (1986b) 83. Cf. Seale (1982) 116-7.
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Oidipous uses his intelligence and knowledge to extrapolate facts from the

prophecies, and is therefore not portrayed as a prophetic being.*®®

Another argument proposes that the potency of Oidipous’ curses aligns him with

divine powers, especially the Eumenides.*®

Wallace, for instance, points out that
Oidipous’ curses go some way towards creating an aura of divinity, and comments on
his affinity with the Eumenides, in whose grove he is to reside.*®” Although this is an
interesting observation, it too is not conclusive. After all, although Oidipous’ curses
become more concrete and developed throughout the play, in the last two curses that
Oidipous speaks (against Kreon and Polyneikes), he curses by the power of other
divinities (note the discussion above), not his own. Moreover, his affinity with the
Eumenides in bringing harm and benefit, although strong, does not make him a Fury;

while as a hero, buried in the grove of the Eumenides, some affinity between him and

the host goddesses would be natural anyway.

A further argument might be that the divine interacts with Oidipous. Of itself, this is
not strange, and in Greek tragedy even more direct encounters with the gods than the
ones described in the Messenger’s speech are common: note, for instance, the face-to-
face encounter between Aias and Athena in Sophokles’ Aias. A more pertinent point
on the same theme, however, is made by Knox, who focuses on the fact that Oidipous
is explicitly referred to as one of the gods in lines 1627-8, when the divine voice says

Ti péAAopev / xwopeiv: “the divine ‘we’”, writes Knox, “completes and transcends

“65 Cf. Linforth (1951) passim, Hester (1977) 31 n. 101, Kelly (2009) 66-8.

“66 Cf. pp. 176-9.

“67 Wallace (1979) 45 writes that “Oedipus’ divinity is affirmed by this utterance [784-90]”, quoting
Rosenmeyer (1952) 110: “By pronouncing it the curser draws nearer to the divine sphere”. However,
on the same page, Wallace talks about Oidipous’ heroisation: another example of inconsistency in the
use of the terminology. Cf. Winnington-Ingram (1980) 275.
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the equation of Oedipus with the gods; his identity is merged with theirs”.*®®
However, this observation cannot bear this interpretative weight: the phrase could
similarly be reconciled with Oidipous' becoming a cult hero, with the gods therefore

conducting him to a position in the divine (as opposed to the mortal) sphere, though

not making him a divinity as such.

These arguments, therefore, are not conclusive. The evidence for the alternative
position is stronger. Firstly, all characters in the play, including Oidipous himself
(Biou TeAeuTry, 1473; oU pe xpn Baveiv, 1521), think that Oidipous must die, as
Easterling points out.*®® Furthermore, after the initial thunder has sounded, and after
Oidipous has been given second sight by the gods (and so presumably also
knowledge), he refers to the fact that he will have a grave (Tov iepov TUpPov, 1545),
and to the fact that he is descending to Hades (fidn y&p €pTeo TOV TeAeuTaiov
Biov / kpUweov Tap’ ‘Adny, 1551-2). In addition, when Antigone asks Theseus to
point out her father’s grave to her, Theseus refuses on the basis that this would not be
in accordance with the wishes of the deceased, rather than because there is no grave to
show (&AN’ oU Bepuitov Kkelo’ <éoTi> poAelv, 1758; @ maides, ATelTeY Epol
KEWos / uriTe mMeA&Lev €5 Touode Témous / UNT EMPVElv undéva Bvntov /
Bnknv tepdv, Njv ketvos €xel, 1760-3). This implies that Oidipous does have a grave,
and has therefore died. Though this is not direct testimony, it is nevertheless
important, as it comes from the one man who was with Oidipous until the very end,
and who saw what happened. Finally, the specific power that Oidipous will possess

has more akin with heroic than divine power. According to Oidipous himself, his

%68 Knox (1964) 161; cf. also Reinhardt (1979) 223, Bushnell (1988) 106. Burton (1980) 294 is less
committal. Cf., however, Edmunds (1996) 79 on the apparent distance between Oidipous and the
speaking god in these lines.

4% Easterling (2006) 138; cf. Buxton (1995) 30, Hester (1977) 23, 24.
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tomb will drink his enemies’ blood (621-2), recalling rites of sacrifice at the tombs of
cult heroes.*”® Furthermore, to be effective against his enemies, Oidipous must be
buried in Attica, in the same locality where his power will be required. This limitation
is common for hero-cults (cf. the power of Orestes, linked to the location of his bones,

described in Hdt. i. 67-8), but would be unusual for divinities.*"*

This collection of evidence is harder to dismiss as, although dealing with an
inherently mysterious event, it comes from explicit and consistent statements made by
all the relevant characters in the play. Because death was a prerequisite to becoming a
cult hero, but quite strange when combined with the idea of someone becoming a

d,*"? it seems preferable to assume heroic rather than outright divine status for

go
Oidipous at the end of the play, though perhaps with the proviso given by Easterling:
whilst Oidipous should be seen as becoming a hero, the mysterious nature of his death
allows him to benefit from “a special affinity with the other divine powers that protect

Colonus and Attica, particularly chthonian deities”.*”* Oidipous’ passing will be

evaluated from this perspective in the final part of this chapter.

c. Evaluating Oidipous’ death

Although Oidipous does not become a divinity, the mode of his death is certainly a

“victory” for the old man,** who has been able to choose his death, and has been

successful in carrying out that choice: émpa&ev oiov 1j6eAev (1704). In terms of

40 Cf n. 418.

41 Cf. Burkert (1985) 206, Kearns (1989) 3-4, Bremmer (1994) 13.
“72 Cf. Henrichs (1993) 177-8.

473 Easterling (2006) 139.

™ This word is used of the end of Oidipous by Bowra (1944) 346.
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mortal concerns regarding death, Antigone points out that Oidipous had the good
fortune to be mourned by his daughters after his death (oud¢ mévbos EAITT
akAauTov, 1708), and the chorus substantiate this idea when they say that he died
happily: oABicos €Au- / oev TéAos, 1720-1 (literally “he released his end happily”, a
significantly propitious expression). Even Theseus, who witnessed the full miracle
and mystery of the passing of Oidipous, is of the same opinion, as he asks Antigone
and Ismene not to mourn for their father. In his words, death came as a ‘grace’, a

‘favour’ to Oidipous: xapis (1752).

Furthermore, since a lot of stress was put by the chorus on Oidipous’ death being
painless (émmdveos Uit émi Papuaxet, 1561; dpa Beiat k&Tdveol TAAas TUXNL;
(1585)), it is important that the Messenger intimates that this was indeed the case

(1663-5):

QTP Y&p OU OTEVAKTOS oUdE oUV vOoOolS
AAYEWOS ECeMEUTIET’, GAN’ €l Tis BpoTcov
BavpaoTods. 1665

Daly has written that “[t]he ‘wonder’ of Oedipus’ passing consists in its very
painlessness”,*’> and the Messenger’s report certainly confirms its special status from
that point of view. At the same time, however, when taken from the point of view of
the chorus, the hope that Oidipous’ death will be painless is in fact a very sympathetic
and human one, and an attitude that is specifically suited to their identity as old men.
As people who would have had to face the fact that they too might die soon, the

elderly chorus are concerned with the process of death, and naturally wish it to be as

easy as possible.

475 Daly (1986a) 90.
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By contrast, Oidipous himself is never concerned with these thoughts, just as he never
complains about troubles specific to his old age (cf. section ii). This once more
underlines how unique he is as an old man, and how different from the chorus. For
him there are greater questions than how he will die. Partly, this stems from the fact
that his personality is much grander: he is concerned with such questions as his
legacy, his hero cult, and the way he might influence the world of the living even
when dead. Partly, however, the fact that his concern is so different from the concern
of other old men suggests that he does not see himself in the same relation to death as
they do. This is reflected in particular in the fact that for Oidipous death is an aim, and
for the chorus it is not: for him, death in Athens is not the end, the destruction of life’s
power,*’® but rather a way to become empowered, to leave a legacy after himself, and
once and for all to escape the mire of pollution and rejection to which his unfortunate

birth consigned him.

Thus, Oidipous eagerly anticipates his hero cult, and his capacity to perform in death
the deeds he wished to perform in life: helping to defeat a Theban army on Attic soil
and glutting himself on their blood (621-2). Oidipous’ continuing power, his potential
to participate actively in the world of the living, is brought out even through the way
that his relations with his tomb are described by Theseus: Briknv iepav, 1fjv kelvos
gxel (1763). The active voice of the verb is unusual, as has been pointed out by
Henrichs.*”" In Homeric epic, the heroes are ‘held’ by their tombs, and the same

occurs in lyric poetry. It is only in Aiskhylos and Sophokles that cult heroes are given

“7® Some scholars have even seen connections between the transformation of Oidipous and initiation
into the mystery religions: cf. recently Calame (1998), esp. 349-51; also Colchester (1942). Easterling
(2006) 144 sees a verbal connection between the mysteries and Oidipous’ passing.

" Henrichs (1993) 175, on kaB¢Eet in Soph. Aj, 1167. On the subtle use of language to set Oidipous
apart after his death, cf. also Budelmann (1999) 43.



Maxim Polyakov 212 Thesis submitted for the DPhil in
Greek Language and Literature

the capacity to ‘hold’ their tombs actively: Oidipous is therefore a striking example of

a hero for whom death is not the end-all, but a process of empowerment.

However, even at the end of the play Oidipous is not fully removed from human
concerns. For this reason, the protagonist also has a more “personal’ attitude to death,
an attitude that is tied to his relationship with his daughters. When seen through the
lens of his relationship with Antigone and Ismene, death is no longer simply a means
for Oidipous to achieve his desired end. It becomes a process that has immediate and
painful consequences both for the daughters whom he leaves behind, and for himself,
who laments their deprivation. Although early on in the play Oidipous described
death as a rest from troubles (TaUAav, 88), when he is called by the final roll of
thunder, he grieves with his daughters: 6 & cos akovel @By yov é€aipuns mikpdv
(1610).*® At the end of his time, Oidipous no longer sees death as an unadulterated
good. In the final count, it is a mixed blessing, giving him rest from his troubles and
empowerment to help his friends and harm his enemies; while at the same time
separating him from Antigone and Ismene, who love him and whom he loves, and for

whom his death will only bring new evils.

It is significant that Oidipous spends his last free moments prior to his death, before
he is compelled to instruct Theseus regarding the mysteries of his passing, with them
around him. This choice shows Oidipous’ and his daughters’ mutual love and grief.
The power of these emotions is brought out further by the prominence that the tableau
of Oidipous embracing his daughters has in the play. Although at this point the image

is only narrated by the Messenger, on two prior occasions it was shown on stage:

478 Cf. Markantonatos (2002) 139, on Tikpév being focalised through Oidipous.
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during the reunion of Oidipous and Antigone with Ismene upon her initial arrival in
Athens; and during the reunion of Oidipous with his daughters when they are rescued
by Theseus. The previous staging of the tableau gives the Messenger’s narration
significant power: it allows for a striking visualisation of the narrated scene; and it
brings out very strongly the sense of loss and grief inherent in the image of the old
Oidipous holding his daughters by casting it in contrast with the previous joyous

scenes of reunion, scenes that so clearly illustrated the mutual love between them.*"

Oidipous’ passing is not a process of divinisation. The blind old man walks to his
death. At this moment, a moment he has been waiting for, the gods exalt him and
make him a supernatural being. However, it is also a moment of privation, when he
must both say farewell to his daughters’ love, and consign them to live the rest of
their lives without his love (1611-9). At the same time, Oidipous’ passing is a
transcendence of time and age, and thus perhaps an example of ‘renewal’, a process
that has been briefly discussed in the previous chapter and that will form the focus of
the next. Oidipous attains eternal power in the city that will never grow old (it will
always, through the flow of generations, ‘renew’ itself), and redefines his relationship
with death and age through the fact of his continued influence on the world of the
living. In the end, Oidipous is transformed from an old and blind beggar to a hero

imbued with power that is exceptional and lasting.

479 Cf. Seale (1982) 137: “Another of the visual constants of the drama is the physical intimacy of
Oedipus and his two daughters, which is highlighted by joyful reunions.”
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CHAPTER VI. OLD MEN IN THE COMEDIES OF

ARISTOPHANES: REJUVENATION AND REGENERATION

i) Introduction

Since renewal plays a central part in the presentation of so many of Aristophanes’ old
men, this chapter proceeds on a different basis from the preceding ones. Whereas the
previous chapters dealt with one play at a time, here a range of Aristophanic plays in
which an old man undergoes renewal are considered. These plays are the Knights, the

Akharnians, the Peace, the Wasps and the Birds.

In the first place, however, an important distinction must be made. When modern
critics of comedy talk of the renewals that the old protagonists undergo, they talk
almost exclusively of ‘rejuvenation’. Discussion of it goes back at least a century, to
the work of Cornford.*®® However, it is also with Cornford that imprecision in
understanding the variations of what this process means and how it varies from play
to play come about. Although he gave rejuvenation an important place in his work, he
considered the process as part of a larger argument, without due emphasis on the fact
that rejuvenations are not carried out in the same way in all the comedies, and without
analysing, therefore, what difference this would make for the interpretations of the

individual plays and their protagonists.

480 E g. Cornford (1914) 87-94.
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The same problem persists in more modern scholarship. For instance, although Byl,
who first identified old men as a separate topic of study in Aristophanic comedy,
treats rejuvenation as a topic in its own right, the treatment is cursory, and does not
make allowances for the differences that exist between plays and their varying
presentations of renewal.*®* The same charges can be levelled against the studies of
Hubbard and Handley, which focus specifically on comic old age;**? and against the
works of MacDowell and Segal, whose range is more general.*®® Segal in particular
lays great stress on the importance of rejuvenation in Aristophanic comedy, seeing it
not only as the climactic pinnacle of the plot, but even as a basic structural feature of
Aristophanic plays, the ultimate expression of the theme of sexual and procreative
potency that, according to him, characterises the heyday of Aristophanes’ comedy.
However, he does not consider the variations in this process; nor the fact that these
variations can significantly affect the outcome of analyses. In fact, one of the main
criticisms of Segal’s study is that he approaches Aristophanic comedy with a

484

conception of what it should be like.”™ As a result, thematic variations are treated

negatively, and this affects the work’s critical sensitivity.

Furthermore, even when modern scholars note that there are differences in the way
that rejuvenation is presented in the various plays, they do not explore them. For
instance, Riu notices such differences, but does not take the observation further: “old
men are always rejuvenated at the end (either in an explicit or a suggested way,
depending on the case)”.*® Similarly, Silk recognises the importance of rejuvenation,

for instance when he writes that the changes connected with it that Aristophanes’ old

“81 Byl (1977).

“82 Hubbard (1989), Handley (1993).
%83 MacDowell (1995), Segal (2001).
“84 Cf. Konstan (2002-3).

“85 Riu (1999) 44.
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men undergo are climactic events both for the characters and for the plays in which
they occur.*®® However, he does not try to categorise or define rejuvenation, despite
the fact that — like Riu — he recognises that this process is not identical in the plays:

“rejuvenations, of one kind or another, await old men at the end of various of the

1 487

plays”.

This chapter will, therefore, start by arguing that the various processes that scholars
refer to under the blanket term ‘rejuvenation’ are not monolithic, and that this title
does not describe accurately the range of mechanisms and outcomes that comic
renewal presents. The analysis will start with the Knights, and will proceed to the
Akharnians, the Peace, the Wasps, and the Birds. The second part of the chapter will

then consider the roles that different kinds of renewal perform in the plays.

i) The Logistics of Comic Renewal

a. The Knights and the rejuvenation of Demos

In the prologue of the Knights, two slaves explain the situation of the play. A wicked

new slave now has their master’s ear, and he has made the other slaves’ lives

intolerable. In line 40-3 they give a brief portrait of their master:*®

VAL yap €oTl SBeomdTNS
&Y POIKOS OPYTV, KUGUOTPLX, AKPpAaxOAOs,

“8 Sijlk (2000) 239-40.
“87 Silk (2000) 239.
“88 The texts of Aristophanes are taken from Wilson (2007), unless otherwise specified.
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Atjuos TTukviTng, SUokoAov yepovTiov

UTTOKWPOV.
The old age of Demos is brought out in the last phrase of the description
(yYepovTiov). It is stressed throughout the opening scene (for instance, Demos is
called yépcov in lines 46, 61 and 70), and is mentioned throughout the play prior to

his reappearance at line 1331.

However, this characterisation seems to undergo a remarkable change at the end of

the drama (1321-32):

AN TOV Aﬁuov d@swﬁoag UMY kaAov €€ aioxpou TrETro(nKa
Xo.  kal Tou 'oTv vuv, Gauuac'rag EgsuplOKmv ¢mvolag;
AN, év Taiow 100qu>av01g OIKEl Toug apxalmow Abrvaus.
Xo. s av idolev; Tolav <TIv’> EXEL OKEUT|V; TTOIOS YEYEVNTAL;
AN, oids mep AplcTEiSm Trpc')'rspov Kal Ml)\TldBm EuveoiTel. 1325
Syecbe O¢- kai yap av01yvuusvoov \|Joq>og an TGOV TpOoTUAaicov:
A&AN” SAoAUEaTe q)al\)OUEV(IlO'lV Toug apxaiaiow ABrvaig
kal BavpaoTals kai ToAuUpvols, TV O KAElOs ATjUOS EVOIKEL.
Xo. @ Tai )\mapa‘l Kal ioc’réqxxvon Kal c’xplCﬁ)\mTon Aeﬁval
lega'rs TOV TS EAN&DSos nulv Kai Tng Y1is TnOBE HOVapXov. 1330
AN, 8B Ekelvos Opav TETTIYopodpas, apxalcol oxnuaTt Aaumpds,
oU Xo1pvdv 8Lwv GAAG oTTovddov, OUUPYTL KA TAAEITTTOS.

In this passage, line 1321 suggests a radical alteration in the physical state of Demos:
he is “boiled down”, turned beautiful from being ugly. This description recalls the
highly physical and rejuvenational magic performed by Medeia, when she boiled an
old ram until he became young again;**° and boiling is a process that brings about
striking magical restoration in other mythological contexts, such as in the traditional

story of Pelops’ revivification.*°

“8% Rogers (1910) ad 1321. Neil (1901) ad 1321 thinks that the boiling refers to Medeia’s rejuvenation
of Aison. Whichever of the two is intended (or if both are), the reference is to a significant and striking
episode of magic. For treatment of Medeia’s acts of rejuvenation in tragedy and wider literature, cf.
Mastronarde (2002) 48-9.

“%0 Cf. Instone (1996) ad Pi. Ol. i. 25-95.



Maxim Polyakov 218 Thesis submitted for the DPhil in
Greek Language and Literature

The transformation of Demos is also accompanied by a change of clothes, as he
emerges dressed as he was when a youth. A change of clothes in drama often
symbolises a change in status or mentality, as is the case in the Wasps for
Philokleon,*** and for Pentheus in the Bakkhai (to draw a tragic example as well).
Moreover, that this transition for Demos involves becoming more like he was in the
days of his youth is made manifest by the fact that Demos wears a golden cicada in
his hair, as was fashionable during the period of the Persian Wars,*** and that his hair
is anointed with myrrh.**®* The return to youthful ways is in addition implicitly
suggested by the association of Demos with Aristeides and Miltiades (1325), the
military heroes of Salamis and Marathon,*** and is also indicated by the fact that he
no longer walks about holding voting shells (1332). The implication is that Demos has

ceased to be a cantankerous and litigious old man.*®

Because (especially) the image of ‘boiling down’ and the description of Demos’ new
dress and mentality suggest a profound change, the usual view is to imagine Demos
coming in looking younger than he did when he went off:**® on the basis of the
evidence presented in the section on staging old age (pp. 58-60), this would constitute
a change of wig, and could also include a change of mask for one less grotesque and

wrinkled.**” This physical change would be rightly called ‘rejuvenation’: while it is

“L Cf. p. 227-8 below.

2 Sommerstein (1981) ad 1331.

498 Cf. Peace 862: pupwt katdAemTos, with Olson (1998) ad 860-2, who notes that it was usual for
the bride and groom to be “anointed with scented oil”. Demos, it is implied, is now (again) of an age to
marry.

“%4 Cf. Neil (1901) ad 1325.

“% Cf. Sommerstein (1981) ad 1332 on the association between mussel-shells and the lawcourts.

4% Cf. Olson (1990) 60 n. 3 for scholars who have upheld this view.

“7 Such a change of mask mid-way through the play was possible. Cf. Sommerstein (2001) ad 770-1,
quoting Heberlein (1980) 132 n. 50 on the change of mask by the protagonist in the Wealth. For a
tragic parallel of this phenomenon, cf. the entry of the blinded Oidipous in Sophocles OT.
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important that Demos undergoes a change of mentality, nothing in the passage
precludes physical change per se. The description of Demos’ current and past states in
line 1321 as kaAds and aioxpds can naturally apply to a change in his looks.**® The
same can be said of the question asked by the chorus in line 1324 (moios
yeyévntai), and the reply of the Sausage-Seller in 1325 that starts with olos.
Moreover, a physical change might be implied when the Sausage-Seller assuages the
Chorus’ curiosity by saying that they will “see” soon what Demos has become:

Sweobe 8¢ (1326).

However, Edmunds questioned this view by suggesting that Demos’ transformation
was no more than a make-over, a beauty treatment.**® According to him, Demos
would have come back wearing the same mask and wig, though different dress. This
is accepted by MacDowell, who argues that if Demos came back wearing a different
mask, he would not have been recognisable as the same character. MacDowell also
thinks that the description of Demos as he re-emerges is mostly focussed on his attire
and mentality, rather than physical condition, and that this suggests that physical

rejuvenation did not occur.>®

The strongest recent refutation of Edmunds’ position has been presented by Olson,”®*
who argues firstly that the cicada brooch that Demos is said to be wearing (1331) is
not a piece of attire associated with the old as such, as Edmunds had claimed. Rather,

it has associations with old Athens and the previous generation, and so suggests a

4% Cf. Revermann (2006) 121, Silk (1990) 166 n. 30.
4% Edmunds (1987a) 256, Edmunds (1987b) 43.

500 MacDowell (1995) 104 n. 43.

%01 Olson (1990).
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significant transformation for Demos, rather than the preservation of his old age.>%?
Secondly, Olson disagrees with Edmunds’ interpretation of line 1349, ouUTtcws
avénTos Eyeyevruny Kal yépawv;, as meaning “Was | that stupid, though I was an

?”,°% instead arguing for the traditional interpretation of the line,>** which is

old man
also reproduced by Sommerstein in his translation: “Was | that stupid and senile?*%
This suggests that Demos reappears on stage looking younger, and so presumes a

fundamental physical change.

Two further observations against Edmunds’ position are relevant. Firstly, there are
numerous examples in Greek drama where a change of dress was performed on-stage,
such as the dressing of Dikaiopolis in the Akharnians, of Philokleon in the Wasps, of
the In-law in the Thesmophoriazousai, and the undressing of Strepsiades in the
Clouds. If the matter were simply a change of clothes, there is no unequivocal need
for Demos to go off-stage. By contrast, if Demos went off-stage, a more radical
change than just of costume might be expected in order to justify the effuse
description of the transformation that is given in 1321-32. Secondly, Paphlagon had
already offered Demos a “cosmetic” rejuvenation earlier on (908), which consisted of
plucking out white hairs. This measure was mentioned at the same time as such petty
fawning as providing a bowl of state pay, an ointment for shins, or a hare’s tail to
wipe the eyes (904-9). In comparison, the final rejuvenation ought to be more

significant and climactic than just a change of clothes.

%92 Olson (1990) 61. Cf. Thuk. i. 6. 3; and Neil (1901) ad 1331 for more references.
593 Edmunds (1987a) 256 n. 91.

594 Olson (1990) 61-2.

5% Sommerstein (1981) 135.
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So far, the traditional point of view emerges as the stronger one, and MacDowell’s
arguments do not undermine it. Firstly, Aristophanes spends a significant number of
lines preparing for Demos’ entry. Following this introduction, there cannot be any
doubt as to who it is that is coming out of the house (cf. 1324, 1326-8, 1330, and
especially 1331, &8 ékeivos). Moreover, the Sausage-Seller gives a detailed
description of Demos’ new appearance (1331): Demos is that character who will have
a cicada brooch and antique clothing. Even with a change of mask, he would have
been readily recognisable. To answer MacDowell’s second concern, that a focus on
attire and mentality precludes rejuvenation, one might note that although various
features of the passage can describe Demos’ mentality, his physical change is
nevertheless a point of focus. Moreover, the fact that there is emphasis on the change
of Demos’ attire is not surprising from a practical point of view: a change in costume
would have been much easier to describe and identify than facial features of the mask
within the context of performance in a large open-air theatre. Finally, reference to a
change of clothes would have been made because it powerfully symbolises a change
in status for Demos, and is an important part of the overall impression created by his

return to youth.

In the Knights, therefore, a full, quasi-magical rejuvenation of Demos takes place. It
comprises a change of clothes, of wig, and probably of mask; and a return to the
mentality which he used to have when he was young, in the days of Marathon. This
sort of process, radical and involving a physical change, is rightly called

‘rejuvenation’.
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b. The Akharnians and the Peace

In contrast to Demos, however, the protagonists of the Akharnians and the Peace do
not undergo physical rejuvenation: they do not become younger versions of
themselves. Instead, they undergo a process that is here given the name of
‘regeneration’, whereby the old protagonists begin to behave in a way that is more
youthful, but do not become physically younger. Unlike rejuvenation, this is a gradual
process, and it can be traced through the development of the protagonists’ use of

sexual language in the plays.

In the Akharnians, an old man negotiates for himself a separate peace treaty with the
Spartans, and reaps the benefits of peace. Although the protagonist, Dikaiopolis, is
referred to as yépcov in 397, 1129 and 1130, from the time that he is able to secure
the peace treaty he begins to show an active sexuality. For instance, in lines 271-5, he

says:

TOAAGL yap €00’ 1181ov,  OaAns OaAng,
kKAéTTOoUCQV EUPSVE’ copiknv UANPSpov,
TNV 2 TPUHOBLIPOU OpaITTAV €K TOU PEAAEWS,
péonv AaBovT’, dpavTa, KaTa-
BaAdvTa kaTaylyapTioat.
Furthermore, through the course of the play the exuberance of Dikaiopolis’ sexuality
becomes increasingly manifest, which makes him behave and speak in a more

youthful way: while some sexuality is expected of old age, an over-exuberance of it is

normally seen as a sign of youth.>® Erotic themes develop from presentation of events

%% On the sexuality of old age, cf. the words of Blepyros in Ekkl. 619-20: while he does not deny the
sexuality of old men, he is afraid that they would be sexually exhausted before they could sleep with
the pretty girls, if they had to sleep with the ugly ones first. The same limited sexual vigour is
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separate from the stage action, such as the description of (the memory of?) the rape of

Thratta in the lines above,*®’

to introduction of more immediate representations of
Dikaiopolis’ sexuality through metaphor, innuendo, and obscenity relating to things
actually happening on stage, to outright fulfilment at the end. An example of the
middle stage of this development occurs in the scene where the Megarian wants to sell
his daughters as piglets to Dikaiopolis. There is heavy sexual innuendo in the word-
play on xoipos between its meaning of “piglet’ and the female sexual organ;*®® and
Dikaiopolis in that scene also makes a crude joke on the same topic: vuv ye xoipos
paiveTal. / &tap ékTpagels ye kucbos otan (781-2).°%° Unsurprisingly, the sale
is a deal that Dikaiopolis strikes gladly (812-5). Similarly, in the scene with the
Theban there occurs a “confusion of sexual and gastronomic desire”,*' as the Kopaic
eel is presented to Dikaiopolis with strong sexual overtones (mpéoPBeipa
mevTrikovTa Kewomdidawv kopav, / ékPabl Tdde knmixdpitTal Téd Eével, 883-
4)> to which Dikaiopolis responds immediately and very enthusiastically (cd

PIATATN oU Kai m&Aal moboupévn, 885; unde yap Bavcw moTe / cou Xwpis

einv, 893-4).°?

Finally, at the end of the play, the earlier desires and euphemisms erupt in a komos, as

the carousing Dikaiopolis returns with two young maidens, and uses frank sexual

suggested by Wasps 739-40, with Sommerstein (1983) ad 739-40. In that play, Bdelykleon also
suggests that if his father had too much sex, he would likely die from it: cf. Wasps 1365, with
Sommerstein (1983) ad 1365.

97 Cf. Olson (2002) ad 272-5.

598 Cf. Sommerstein (1980) ad 739.

509 sommerstein (1980) ad 781-2.

%1% Olson (2002) ad 881-94; on this scene as parodying a type-scene from tragedy where a loved one is
recognised, cf. Olson (2002) ad 885-94 and Sommerstein (1980) ad 881-94.

> Olson (2002) ad 884.

%12 The second quotation is from Eur. Alk. 367-8, which further suggests an amorous context for
Dikaiopolis” words. Cf. Sommerstein (1980) ad 893-4, and Olson (2002) ad 893-4.
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vocabulary to underline his fully awakened sexuality (1199-1201, 1209, 1216-7,

1220-1):

TV TIThicov, cos okAnpa Kai kudcwia.
PIAioaTéV He paABakads,  Xpuoic, 1200
TO TMEPITIETACTOV KATIHAVIAACOTSV.

Ti He oU BAKVEIS;

€UOU O¢ YE OPCd TOU TTEOUS GUPW HECOU
TpooA&Bech’, & pilal.

1.<.c;xy(b kaBeudev Poulopal kal oTvoual 1220

Kal oKOTORIVIC.
A further reflection of his “youthfulness’ and vigour can be seen in the fact that he is
insistently hailed as an Olympic victor in the last lines of the play (TriveAAa
kaAAivikos, 1227, 1231; cf. 1228, 1230, 1232-4).* Athletic victory was the domain
of younger citizens, onto whose territory Dikaiopolis now encroaches, with his

strongly comic and Dionysiac (if not strictly athletic) feats of drinking prowess.

Throughout the Akharnians, therefore, Dikaiopolis is shown to be in possession of a
lively and active sexuality, which becomes more strikingly expressed and increasingly
fulfilled as the play goes on. By contrast, Demos in the Knights does not especially
engage with (active) sexual images until the end of the play (1384-91)>%
Additionally, in the Akharnians there does not seem to be any textual evidence that
the elderly protagonist returns looking younger, as was the case in the Knights. This
precludes the possibility of this play presenting rejuvenation, as it was defined in the

previous section. A new paradigm, one connected with the protagonist’s youthful

313 Cf. Olson (2002) ad 1227, Dunbar (1995) ad 1764-5; and cf. also n. 310 on the close connection
between this phrase and athletic victory.
>4 Cf. Scholtz (2004), and p. 246 below.
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behaviour, and a pursuit of komastic pleasures linked to this kind of behaviour, is

necessary to describe this transformation. This is the paradigm of ‘regeneration’.

The Peace, a play about Trygaios’ quest to save Greece from the ravages of war,
presents another example of this paradigm. Trygaios too is an old man. Although he is
called yépcov and mpeofuTns by the Chorus only in lines 860 and 856 respectively,
his age would have been apparent as soon as he appeared on stage. However, as in the
Akharnians, it is possible to trace the increasing prominence that is given to the
sexuality of Trygaios in the progression of the play by considering the evolution of
references to it. They become more complicated over time, progressing from single
words (e.g. kwetv, 341), to single lines (Exov6’ ETaipav kal okaAevovt’
&vBpakas, 440), to the introduction of images of sex (kdAmou yuvaikcov
dlaTpexouocwv eis immvdy, / doUAns pebuovons, 536-7); and finally to outright
statements of sexual intent and marriage, accompanied on stage by visual presentation
of the object of the desire (“indulging” in Opora and taking her as wife, 706-12; 855-
64), and obscenity (TolU Tréous 8¢ Bel, 870).°" Indeed, the latter stages of the play
exhibit extended passages of sexual metaphor presented in terms of athletic
competitions (cf. the preceding page for Dikaiopolis’ hailing himself as a kind of
‘athletic’ champion), such as in lines 894-904, where Trygaios imaginatively
describes the ways that the Council will be able to enjoy Theoria. Even the play’s

ending is marked by strong euphemistic reference to coitus (1346-8, 1351-2):

OIKT|OETE YOUV KAAGIS
oU TPpA&yHaT EXOVTES, &A-
A& ouKOAOYOUVTES.

*1% Segal (2001) 65: “For all his fluent and creative obscenity, Aristophanes still manages to startle his
audience by using the bluntest possible non-metaphorical word for the male member (to peos)”.
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TOU Mev péya Kal Taxy —

This &’ 1dU TO oUKOV.

Regarding the earlier set of lines, Sommerstein points out that “the fig and the fig-tree
were common metaphorical expressions for the female and male genitals”;**® and
regarding the later lines Olson comments that ‘big and thick’ (uéya kal Taxy) is
used in “oblique descriptions of an erect penis”, and that following this the reference
to Opora’s fig (tijs 8’ 18U TS olikov) suggests her genitalia.®’’ Thus, as in the
Akharnians, so also in the Peace the hero is connected to his sexuality in the early
stages of the play, and this sexuality becomes more developed in the course of the
drama. Furthermore, the hero in this play is also highly attuned to (personal) pleasure,

which is to be shared with all Greeks who are granted the boon of peace (cf. e.g.

1316-31). All of this is compatible with regeneration.

On one occasion, however, there is a textual suggestion that Trygaios’ transformation
may also be a physical rejuvenation, when his future marriage to the goddess Opora is

mentioned (859-62):

Tp. TidMT émedav vuppiov W’ OpaTe AauTpov SvTa;
Xo.  InAwTods oel yépawv, 860
avbis véos cov &AL,
HUpl KATAAEITTTOS.
Despite the linguistic similarities of these lines with Knights 1321-32 (cf.
apxaiwt oxriuaTt Aautmpds, 1331; ouvpvni katdAeimros, 1332), it is not

justified to see them as implying a physical change of the kind that Demos underwent.

Unlike the description of the transformation of Demos, and his departure offstage

316 Sommerstein (1985) ad 1348.
> Olson (1998) ad 1359-60.
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during which the changes take place, there is no textual reference beyond these lines
to a physical rejuvenation, and in fact Trygaios is still referred to as being an old man
in the future (éoel yépcov). Nor does he go off-stage at this moment. It is preferable,
therefore, to take these lines as referring metaphorically to his future capacity (note
the future tense €oet) to perform youthful acts, i.e. to marry and have sex, rather than
to shedding years physically.>*® On this reading, the linguistic similarity with the
rejuvenation scene in the Knights should suggest no more than that the regeneration of
Trygaios is a particularly striking and joyful one. That this should be the case is not
surprising, as Trygaios is completely triumphant in this play, and is moreover about to
marry a goddess: taken within the context of the play as a whole, this passage does
not suggest a change such as occurred in the Knights. Regeneration is still the better

model for the protagonist’s character development in this play.

c. The Wasps

In the course of this drama, the old juror Philokleon is weaned off jury service, and
engages in revelry and the komos. Because these are vigorous activities, associated
primarily with younger men, his age becomes contested towards the end of the play.
The transformation begins when Philokleon is dressed in different clothes and is given
different shoes by Bdelykleon (1122-67), and Bowie has suggested that this change of

clothes recalls a rite of passage into young manhood.>** Moreover, Philokleon’s old

%18 It is also unnecessary to see the pleonastic temporal expression aU6is ... w&Aw as invariably
suggesting a literal shift in time, such as would accompany a rejuvenation. Such temporal pleonasms
are common, especially with words meaning ‘again’ (cf. Olson (1998) ad 845, Parker (2007) ad Alk.
187-8), and need not be taken literally. In this case, the pleonasm seems to convey the chorus’
enthusiasm.

%1% Bowie (1993) 93.
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clothes are strongly associated with his former status as jury-man. As Bowie has
noted, to ask Philokleon pr popeiv TpiBcwviov (116) is synonymous with asking him
not to be a juror.”® In addition, on two occasions Philokleon’s shoes are explicitly
referred to in the context of going to the courts (evbus & a&md dopmnoTou
kKékpayev éuPadas, 103; pcov amoAwheke Tas / éuPadas, 274-5). Replacing
clothes and shoes, therefore, aptly symbolises a transition in the identity of Philokleon
from cantankerous juror to vigorous komast, someone who partakes in the life-style

that is advocated by the young Bdelykleon.**

The possibility that Philokleon has somehow become younger is further developed
later in the play. When Philokleon returns from the banquet, he is chased by a man
who shouts that he will summon him to court, regardless of how young he is (1332-3),
referring to the apparent custom of giving the young some license (cf., for instance,
Dem. liv. 21, where the speaker suggests that the young can meet with an alleviation
of their penalty due to their natural impulsiveness). To this Philokleon replies that his
accuser is behind the times (apxaia y’ Upcv, 1336), and this is an answer that a
young man might typically be expected to give. Moreover, twenty lines later he says
of himself that he is young (véos ydap eiu, 1355), and ‘swaps’ places with

Bdelykleon, as if Bdelykleon were the father and he the young son (1351-9).°%

However, it is not likely that Philokleon’s transformation should be seen as a literal

rejuvenation. Firstly, although Philokleon undergoes a change of costume, as happens

520 Bowie (1993) 93.

521 According to Bowie (1993) 94, the TpiBcov is also a symbol of Philokleon’s status as a hoplite (cf.
1123-4), and its removal, therefore, symbolises the end of that status as well, as the old man begins to
mix with the higher echelons of society.

522 This swap may look back to the previous actions of Bdelykleon, who has apparently come into
possession of the family estate, and has offered to look after his father (736-40). This is, then, a comic
extension of the process.
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also to Demos in the Knights, this occurs in a very different way in the two plays. In
the Knights, the costume change took place off stage, and was combined with a
description of Demos as ‘boiled down’: this description is the single strongest
evidence for his rejuvenation. In the Wasps, however, the old man re-emerges from
the house in his previous guise, and there is nothing in the text to suggest that
anything about him looks different. There has been no change of mask or wig; and
while the change of Philokleon’s clothes and shoes does eventually take place (after
much argument between the old man and his son), the very ordinary, gradual and non-
magical nature of that change as it is shown unfolding on the stage underlines the
difference between what happens in the Wasps, and the magical transformation that
Demos underwent in the Knights. The fact that Philokleon undergoes a change of

clothes, therefore, is not sufficient evidence for his rejuvenation.”?

Furthermore, the fact that Philokleon is a young man is explicitly denied by one of the
household slaves (commonly given the name Xanthias) even after the transformation
of Philokleon, despite what the latter may claim. In the messenger speech by which he
introduces the new Philokleon to the stage, the slave Xanthias calls him an old man
(1299; cf. 1476; and also 1417, where the Accuser addresses Philokleon as ¢ yépov).
Later, he says that Philokleon will dance archaic dances (1479). The disjunction
between Xanthias’ interpretation of Philokleon’s age and Philokleon’s own judgement
of it continues as Xanthias incredulously reports that Philokleon had apparently
vowed to show up the current poets as “Kronoses” (1480-1) — that is, as proverbially
old and out of date.’*® Additionally, both Philokleon and Bdelykleon refer to

Philokleon’s penis as campdv (1343, 1380), and this is a word typically associated

523 Furthermore, this and the following scenes might be more comic if Philokleon remains an old man.
524 Cf. MacDowell (1971) ad 1480.
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with old age in comedy.*® Finally, in Philokleon’s exchange with his son, both make
jokes on the other’s age, reflecting the complex interplay between what seems to be
Philokleon’s comic make-believe, and Bdelykleon’s “reality” in this section.
Philokleon suggests that his son hit his head falling off a tomb (1370), re-inventing
the common joke that a person who was acting senselessly had fallen off a donkey,
though with added comic association of the tomb suggesting that Bdelykleon is
senile.”® Earlier, Bdelykleon had said that his father seems to be “lovingly yearning
for an attractive young coffin” (ToBeiv ¢pav T Eoikas copaias copou, 1365),°%
where copoU is substituted humorously for képns.>*® Sommerstein interprets the joke

as meaning that “if Philocleon tried to have intercourse with Dardanis the strain

would kill him”, implying that he is a very old man.>?®

Philokleon does not, therefore, undergo a physical rejuvenation, and there is
furthermore nothing in Xanthias’ speech that follows the return of Philokleon and
describes his boisterous behaviour that might suggest a change in his physical
appearance, as was the case in the Knights. In addition, just as with Dikaiopolis and
Trygaios, and unlike Demos, Philokleon’s sexuality seems to be exhibited in earlier
stages of the play, firstly through the representation of his love of being a juror as
erotic (note, for instance, the old man writing erotic graffiti: fjv dmnu yé mou

yeypauuévov / vidv TTupiAdutrous év BUpatl Afjuov kaAdv, / icov Tapéypaye

525 Cf. Oeri (1948) 11-2 on its application to old women.

526 Sommerstein (1983) ad 1370.

527 Sommerstein (1983) 133.

528 Cf. MacDowell (1971) ad 1365, Sommerstein (1983) ad 1365. There is a textual issue here, since
line 1370 can be assigned to Bdelykleon, and 1365 to Philokleon: cf. Rusten (1977) for this
assignment, and Halliwell (2008) 208-9 for an appraisal of the implications. However, regardless of
how these lines are distributed, both father and son still have one insult based on age to hurl at each
other.

529 Sommerstein (1983) ad 1365.
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Anoiov “knuds kaids”, 97-9);>*° and also through his interest in a defendant’s
daughter (i & a¥ Tols xolp1diols xaipw, BuyaTpds peoviji pe mBécbar, 573) and
boys’ genitals (TTaidwv Toivuv dokipalopévwy aidola mwapeoT Beacbal, 578).
Moreover, as in the Akharnians and the Peace, towards the end of the play this
sexuality becomes strongly manifested in his emergence on stage with a young girl in
tow. As a result, it seems that a more accurate way to describe Philokleon’s newly-

found ‘youthful’ habits is through the idea of regeneration, a symbolic reacquisition

of youth through his dress-change and his actions.

However, Philokleon’s transformation differs from the two instances of regeneration
covered so far, in the Akharnians and the Peace. Even though he violently chases
away all of his callers and defeats Karkinos’ family in the dance, Xanthias, who
seems to act as a sort of spokesperson for the household in the last scene of the play,
does not accept his comic success in the way that the successes of Dikaiopolis and
Trygaios are recognised and praised (cf. Peace 1341-3: &AN’ &pd&pevol Qépco- / HEV
ol TpoTeTayuévol / TOv vupgiov, covdpes; Akh. 1230: TriveAA& wuv, @
yevwwada- xopel AaBcov TOv aokov). Instead, he calls Philokleon ‘mad’ (navias
apxn, 1486; 6 €AAEBopov, 1489;%% Taxa PaAAroel, 1491:°%% pavik&
mpayuaTa, 1496). This stands in special contrast to the treatment that Trygaios
receives, who may be called ‘mad’ at the start of the play (cf. Peace 54; note Wasps
71 for Philokleon’s madness at the start of that play), but who is acknowledged as a
saviour at the end. Unlike the Akharnians and the Peace, Philokleon’s regeneration

does not bring resolution, but only more conflict with his own family and household.

5% cf. MacDowell (1971) ad 98. For a full analysis of Philokleon’s erotic obsession with jury-service,
cf. p. 263-4.

531 Cf. Sommerstein (1983) ad 1489.

532 Cf. Sommerstein (1983) ad 1491.
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The implications of this will be discussed when this play is revisited in the second

half of the chapter.

d. The Birds

Regenerative patterns, though again of a different kind, can also be observed in the
Birds. This play presents an elderly protagonist, who is accompanied by another old
man, Euelpides (pnu’ &1’ avBpcomeov apixbat deupo mpeoPuTta duo, 320). Both
men from the start show an active sexuality. The coarser Euelpides motivates his
departure from Athens by wishing to look for a land where it is possible to indulge in
pederasty with a young boy (137-42).>*® In turn, Peisetairos’ active sexuality is
suggested by the context in which he comes upon his grand scheme, just after Tereus’
description of the life of the birds: vepduecba &’ év krjTols T Aeuka orjcaua /
Kal ppTa kai prnkowva kai ocovpuPpila (159-60). In fact, other than saying that
birds live without purses (157), this is the only description of their life that Tereus
gives. Of the foods that Tereus mentions in these lines, Dunbar comments that at least
two (onoapov and pupTov), and perhaps all four, were connected with weddings, as

> Moreover, uipTov seems

is implied by Upets pév &pa Cijte vuppicov Biov (161).
to have been a euphemism for the female genitalia.”® Thus, Peisetairos’ imagination

and creative genius is sparked by (oblique) reference to sexual activity, as he starts on

5% Cf. Dunbar (1995) ad 128-34 on the assignment of these lines.

5% Dunbar (1995) ad 159-60, 160.

535 Cf. Tal y&p yuvaikes oUdt T uUpTw otyiiv / édvTy, Lys. 1004-5; and Pl. Com. fr. 188. 13-5
Kassel-Austin, describing a sacrifice to Konisalos, a Priapic demon: KovicdAwt 8¢ kai
TapacT&Ta duolv / WpTwv TMvakiokos Xelpl TaAPATETIAUEVLV: / AUXVwY yap douds ou
@houot Baipoves. For further references, cf. Henderson (1975) 134-5.



Maxim Polyakov 233 Thesis submitted for the DPhil in
Greek Language and Literature

a course to become a bird himself after hearing that bird life fulfils all his desires:

leisure and food, absence of responsibility, and sexual fulfilment.

The sexuality of both old men is further developed in the presentation of their

reactions to the Nightingale (667-74):

TTe. & Zeu moAuTiun®’, cos kaAdv Toupvibiov,
s & amaAdv, cos 8t Aeukdv.

Ev. ap& y’ oicb’ ot
éyo.) BlaunplCom av ou’rrnv Ndéwos;
TTe.  Soov &’ Exel TOV xpuodv, coomep Tapbévos. 670

Eu. ¢éyw usv aU TNV KAV q>0\r|oou uol SoKa.

TTe. &M\, @ KaKoSmuov pUyxos oPeAiokov € EXEL

Eu. &\ COoTEP W1V Vi) A’ aﬂo)\swa\rra XP1
aTo Tis KEPaAATs TO Aéupa K&10’ oUTw PIAEiv.

While Euelpides’ desires regarding the Nightingale are expressed in crude terms, as
the old man says he wants to have intercourse with her and Kiss her, Peisetairos’
comments are subtler, but no less enthusiastic. He starts with an emphatic oath by
Zeus, and proceeds to marvel at her good looks, with his excitement underlined by the
tricolon of complementary adjectives (kaAdv, amaAdv, Aeukdv), and by the
repetition of the exclamatory cos. The tone of Peisetairos’ expressions can also be
understood by comparison with the Knights. Line 667 recalls Demos’ reaction to the
Treaties in Knights 1390 (o Zeu moAuTiun®’, cos kaAai), where an identical oath by
Zeus is used, and the good looks of the Treaties are commented on with the same
exclamatory cos (cf. p. 247). The comparability of the two scenes is also suggested by
the fact that in both scenes a young girl is introduced on stage for the protagonist(s) to
admire: just as Demos is presented as sexually excited in the Knights, the same mood

prevails for Peisetairos here. The erotic attitude of Peisetairos is also suggested by the
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fact that he specifically refers to the Nightingale’s marital availability (cootrep

TapBévos).>*

The climax of Peisetairos’ sexual development comes, however, in the scene in which
he deals with Iris. At the start of the encounter, Peisetairos asks her sexually loaded
questions, and at the end of the scene he threatens to rape her three times. These
questions show Peisetairos’ enthusiastic engagement with obscenity and erotic ideas

(1211-6):

TTe.  fikouoas aUTrjs, olov eipwveleTal;
TPOS TOUs KoAoldpxous TPooTABes;

Ip. TS Aéyels;

TTe.  o@payld’ éxels Tapa TV MEAAPYV;

lp. T TO KaKoOv;

TTe.  ouk éAafes;

lp. Uylaivels pév;

TTe. oud¢ cupBoAlov
eméBaAev opvibBapxos oudeis ool Tapcw; 1215

lp. & Al ouk Euory” EméPaAev oUdeis, € HEAE.

It has been pointed out that “each of Peisetaerus’ questions is capable of being

understood in a sexual sense, and each apparently is so understood by Iris.”**" Thus,

mpocépxouatl could mean “approach for sexual purposes”,®® and oppayis and

emPaAAw seem to have strong sexual overtones: o@payis can stand as a
euphemism for the penis, and émBaAAw can mean “copulate with”, as well as its

usual “attach”.>*°

5% Cf. Sommerstein (1987) ad 670 and Dunbar (1995) ad 670 on the apparent propensity of (it seems,
specifically) unmarried women in Athens to wear large amounts of jewellery when seen in public, for
instance on ceremonial occasions. Dunbar (1995) ad 670 also suggests that there may be a sexual pun
implicit in Peisetairos’ reference to the girl’s ornaments, since xpuodv might have been substituted as
a surprise for kuoBov, which refers to the female genital organs.

537 Sommerstein (1987) ad 1212-6. Also cf. Dunbar (1995) ad 1212, 1213, 1214-5.

5% Sommerstein (1987) ad 1212-6.

5% Sommerstein (1987) ad 1212-6.
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At the end of the scene, the innuendo finds culmination in the hardening of

Peisetairos’ language and attitude, as he resorts to sexual threats against Iris (1253-6):

oU &’ €l ue Autmjoels Ti, Thjs diakdvou

TPLITNS AVaTEivas TGO OKEAEL DlaunpLd

™V ‘lpwv auTriv, dote Baupudlev STmas 1255

oUTwW YEPwV OV oTUoUal TpLEUBoAov.
His sexual vigour is expressed through the coarseness of the language, which not only
mimics Euelpides’ explicit outburst of sexual excitement at seeing the Nightingale
(SiapnpiCon’ &v auTrv, 669);>*° but also recalls the animation of Demos, who at
the end of the Knights suggested that he wanted to have sex with the Treaties three
times (kaTaTplakovtouTioal, 1391; and cf. p. 246); and even the reinvigoration of
Dikaiopolis in the Akharnians, whose song about the pleasure he would take in
sexually punishing a slave caught stealing wood was the first sign of his regeneration
(271-5). Just as Dikaiopolis in that passage wanted to punish Thratta sexually, so here
Peisetairos is also threatening Iris in her capacity as servant of Zeus.>*" In both plays
the men possess a similar kind of desire to punish the women, and at the same time to
perform an act enjoyable for themselves. The similarity of themes and language,
therefore, between this passage in the Birds and other passages in Aristophanes where

sexual reinvigoration occurs emphatically suggests the sexual development of

Peisetairos’ character.

The last scenes of the play, however, produce an unexpected turn of events for
Peisetairos: he becomes deified. This change seems to have profound consequences

for the presentation of his regeneration (Peisetairos is not physically rejuvenated, as

540 This echo is all the more explicit for the fact that SiapunpiCeo is first attested in this play.
> On the girl’s status in the Akharnians as a slave, cf. Sommerstein (1980) ad 273.
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will be argued later). Although up until the last scene of the play, in which Peisetairos
emerges as a deity, he appears to behave youthfully and in a regenerated and sexually
reinvigorated manner, during the scene of his return to the stage as a god, his
sexuality recedes into the background. At any rate, he talks about it and acts on it
much less than is usual for men who have been regenerated in the sense that is
developed in this chapter. This apparent asexuality of Peisetairos can be demonstrated
through a comparison and contrast with the concluding scenes of the Knights and the

Peace.

The conclusion of the Knights is structurally similar to that of the Birds. In both plays,
the entry of the protagonist happens with pomp and is officially heralded, by the
Sausage-Seller in the Knights, and by the Herald in the Birds. Moreover, the entry of
the protagonists is framed in the same way in both plays. There is a call for well-
omened speech (eupnueiv xpn, Knights 1316; xpn Beas / Mouons avolyelv iepov
eupnuov otéua, Birds 1718-9), followed by an announcement of the standing of the
emerging figures (Tfis yfs Tfode pévapxov, Knights 1330; Tov TUpavvov, Birds
1708). However, beyond these formal similarities, the plays’ presentations of the
protagonists have little in common. In the Birds, Peisetairos never explicitly states his
desire for his bride, and it is the Herald who describes her good looks (Excov
yuvaikds k&AAos oU qaTov Aéyew, 1713). Unlike Demos, who immediately
responds to the Treaties with cos kaAai (1390), Peisetairos remains aloofly silent on
this subject. Instead, he comments how pleased he is to be praised the way he is
(Exapnv Upvots, éxapnv widals: / dyaual 8¢ Adycwv, 1743-4). In fact, in terms
of atmosphere and the protagonist’s behaviour, it is the earlier scenes from the Birds

involving the Nightingale and Iris, analysed above, that more closely resemble the
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ending of the Knights and Demos’ reaction to the Treaties, and this further brings out

the alteration of Peisetairos’ behaviour following his deification.

The unusual nature of the wedding celebration in the Birds is further substantiated
through the comparison and contrast with the wedding celebration in the Peace. As in
the Birds, so in the Peace the marriage is formally announced after a call for well-
omened speech (cf. eupnuetv xpr, Peace 1316). The good looks of the bride are also
amply commented on (Seup’, @ yuval, eis &ypdv, / XOTWS UET' EUoU KaAr /
kaAcs kaTtakeioel, Peace 1329-31). However, in the Peace (as in the Knights, and
unlike the Birds) it is Trygaios himself who comments on the good looks of his bride;
and he plays a much more prominent part in the ceremony by announcing the
wedding (1316-31). Just as with Demos, Trygaios’ attitude to Opora in the wedding
scene at the end of the Peace is more akin to Peisetairos’ behaviour around the
Nightingale and Iris, rather than to Peisetairos’ behaviour in the corresponding scene
of the Birds. This supports the suggestion that it is in those scenes, rather than in the
final sequence of the play, that Peisetairos behaves in a manner more akin to the

regenerated Dikaiopolis and Trygaios.

Peisetairos’ only possible reference to his sexual interest in Basileia comes in the last

lines that he speaks (1755-62):

€ecB€ VUV y&uoIo1Y, @ UAQ TTAVTA CUVVOUOV 1755
TTEPOPOP’ €Tl BaTedoV A0S Kai Aéxos yauriAlov.
Spefov, @ pHaKalpa, onv XEIPa Kal TTTEPCOV UV 1760

AaPBouoca cuyxopeucov: aipwv dE KOUPID O €y
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His mention of the bridal bed, however, is a relatively undeveloped sexual reference,
to be expected in this context. Moreover, there is some debate regarding the speaker
of the lines in which the reference to the bed occurs (1755-8): while Dunbar assigns
them with some hesitation to Peisetairos, Sommerstein gives them to the chorus-
leader.>*? More interesting, therefore, as a possible sexual reference is Peisetairos’
invitation for his bride to take hold of his wings (or feathers) in lines 1759-62. This
may be an obscene reference, since some scholars have suggested that the word
TTepov can refer to the penis. Arrowsmith, for instance, argued on the basis of
literary and visual evidence for the connection of birds / wings and the male
genitalia.>** However, while visual evidence of the connection of birds with eroticism
is ample,®* the literary evidence is, as Arrowsmith himself admits, “less strong”.>*
This is a problem for accepting the obscene reference of rtepov, since to be certain

that it is this specific term that can be used in such a manner, a literary confirmation

would be much stronger evidence than just visual representations.

From the period close to Aristophanes’ time, Arrowsmith discusses three examples.
First is Plato Phaedr. 252b1-c1, a passage which seems to suggest the connection
between wings and sexual potency through a gloss on the origin of the name

TTtépaos:

TouTo 8¢ TO m&Bos,  Tal KaAg, Tpds Sv 81| pot 6 Adyos, &GvBpwoTrol
HEv EpcoTa ovopalouoiy, Beol b O KaAouolv akouoas EiKOTwWS d1&
vedTNTa yeAdoel. Aéyouot 8¢ oluai Tives Ounpidcov €k TV amobéTeov
€TTcOV dUo €1 eis TOV "EpwoTa, cov TO EéTepov UBPIOTIKOV AU Kal ov
opddpa Ti EUUETPOV: UHvousl B¢ COdE:

%2 Dunbar (1995) ad 1755-62, Sommerstein (1987) ad 1755-65.

5% Arrowsmith (1973); cf. also Segal (2001) 87.

> Cf. the material evidence described at Arrowsmith (1973) 167, with five images also included in
that article.

> Arrowsmith (1973) 164.
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TOv &’ f)Tol BvunTol pév "Epcwota kaAouot ToTnvdv,

abavaTor 8¢ TTTépwTa, diax TTEPOPUTOP’ AVAYKNV.
Arrowsmith argues that UBpioTikdv should be translated as ‘indecent’, and that the
indecency is to be found in the word TTTépcos, which he interprets as meaning
‘phallus’.>*® The second piece of evidence is an unidentified fragment of a comedy:
aAN’ 1) Tpiopxos 1 Tépwv 1 oTpoubias (fr. 416 Kassel-Austin). This fragment
seems to suggest a lewd context for the use of the word wtépcov. The final passage is
Lys. 774-6 (fjv 8¢ diaoTOoW Kal AvATTWVTAl TTePUyeoow / €E lepoU vaoio
XEAIDOVES, OUKETI BOEEL / SpveoV oUd’ OTIOUV KATATIUYwVIoTEPOV eivat), where

mTépuE seems to “indicate the phallus”.>*’

However, it must be noted that “mrtepdv = phallus is nowhere explicitly attested” >*®
and the evidence collected by Arrowsmith for its obscene meaning is far from certain.
The obscenity that Arrowsmith sees in the first passage involves the word TTTépcos,
and thus this passage is problematic evidence for accepting an obscene meaning
specifically for the term mtepdv. Moreover, the lines quoted in the Phaedrus do not
straightforwardly suggest an obscene interpretation. The difficulty of this passage for
the interpreter is acknowledged by Arrowsmith himself,>*® and Yunis in a recent
commentary has instead argued that the hybris and the humour of the passage are due
to “the audacity of unmetrical, non-canonical, hitherto secret Homeric verses that
contain the punning neologism TTTépcoTa ... that just happens to confirm S.’s story

about how eros grows the soul’s wings”, and that are “transparently Plato’s

%46 Arrowsmith (1973) 136, 164-5.
>*" Henderson (1975) 128.

%48 Henderson (1975) 128.

59 Arrowsmith (1973) 164-5.
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invention”;>® and not, therefore, due to a suggestion of obscenity in these verses.
Finally, even if it is accepted that there is an obscene joke in the passage, that joke
might only have been intelligible in conjunction with the rest of the context of its
presentation, such as the mention of Eros, and a reference to ‘growth’ (dia

TTEPOPUTOP’ &vdyknv). In the Birds, however, no such configuration occurs. The

obscene potential of rtepov is far from proven by this passage.

The other two passages are equally tendentious as evidence. Firstly, as above, the
words that are thought to be sexual euphemisms are different from the term repdv
that is found in the Birds. Secondly, the obscene context of the comic fragment and
the passage from the Lysistrata are not certain. In the comic fragment, the word
TTEPwv occurs in a list of birds’ names, and while Tpiopxos seems to have been
used as a euphemism for ‘phallus’,>>! the line itself does not suggests any obvious
sexual context.” It seems unwarranted to invent such. A similar conclusion can be
drawn from the passage from the Lysistrata. The swallows that are flying out of the
temple in these lines refer to women running away from the Acropolis, and wings are
the most natural implements to fly away with. Again, there is no reason to see a
sexual pun in the use of this term. It is therefore safest to conclude that rrepdv was
unlikely to have been understood as a euphemism for phallus:>>* despite Birds 1755-
62, the engagement of Peisetairos with sexual desire and sexual gratification in this

scene is likely to have been rather negligible.

550 yunis (2011) ad 252b6-c1.

L Cf. Arrowsmith (1973) 166.

%52 The line is quoted by Hesykhios (s.v. TTépcov) as evidence for the fact that TTTépcov is a kind of
bird (I8os dpvéou). Hesykhios, however, supplies no further context.

%% Nor do Sommerstein (1987) ad 1760-1 and Dunbar (1995) ad 1759-62 make any reference to a
euphemistic usage here.
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The comparison of the endings of the Birds, the Knights, and the Peace, therefore,
highlights the surprising fact that Peisetairos seems to become less interested in sex at
the climax of the play, and his lack of sexual interest in Basileia is brought out further
by the very different way in which he reacted to her initial description by Prometheus.
In that scene, Peisetairos reacted strongly to the portrayal of her as a most beautiful
maiden, and as someone who looks after everything for Zeus (1537-41): amavTta y’
ap’ auTl Tapievel; (1542). Peisetairos’ excitement is based on sexual innuendo
connected with the notion that tamiai and slaves in general were frequently objects of
sexual attention, and this suggests that he was interested in Basileia at least in part

because she could look after him sexually, just as she looks after Zeus.

After his deification, however, Peisetairos’ attitude and interests change. He becomes
less accessible (and much less talkative), and his previously suggested sexual interest
in Basileia disappears. It is replaced by what seems to be an interest in power and
status, and the enjoyment of his new position as king and god. This new attitude is
suggested by the fact that Peisetairos is happy at the worship he is given, which is
specifically shown to be divine by the fact that he is praised with hymns (éx&pnv
Uuvors, exdpnv cndals: / &yauat 8¢ Adycwv, 1743-4).°** His extreme enthusiasm
at receiving it is brought out by the forceful tricolon-construction of the sentence; by
the repetition of éx&apnv and the emphatic parallelism of the datives Uupvois and
cdais; and by the semantic nuance of the phrase &yauat 8¢ Adycov.”> As Dunbar
notes, “&yapuat + genit. means ‘I am struck with wonder at’, ‘I am full of admiration

for’”, and so “momentarily comes down to a human level” in its expression of

> Cf. Dunbar (1995) ad 1743-7, and p. 153 above.

> This phrase is further emphasised by the fact that it is presented last, and is grammatically different
from the preceding two, using a present rather than an aorist tense, and a noun in the genitive rather
than the dative.
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excitement at Peisetairos’ elevated position.”®® Yet the break in register suggests
precisely the high degree of excitement for Peisetairos. Furthermore, both the
elaborate and solemn way in which the Herald introduces the re-entry of Peisetairos,
describing him as a shining star, brighter than the sun, and armed with the thunderbolt
(1709-14),>" and the fact that he is referred to as TUpavvos (1708) suggest an
environment in which Peisetairos has exchanged the comic old man’s usual desire for
sexual (and otherwise physical) gratification for an attitude of someone who is in love

with power.

However, it is important to emphasise that, despite the structural and linguistic
parallels drawn between this play and the Knights, and despite the fact that Peisetairos
undergoes two magical transformations (in this too he resembles Demos), the process
he undergoes is not rejuvenation. The first transformation is his metamorphosis into a
bird in line 801. However, there is no suggestion that the transformation does
anything more than turn Peisetairos into a bird, as the magical root that Tereus offers
will only make him grow wings, not shed years: éomi y&ap T piliov, / O
diaTpaydvt Ececbov EmTepwopéveo  (654-5). Similarly, even after the
metamorphosis, Peisetairos still refers to himself explicitly as old (yépcwv, 1256).
After the second transformation, although Peisetairos’ physical appearance is amply
described by the Herald, no mention is made of his becoming younger, and in the

absence of textual indication, one should not conclude that this has taken place.

In conclusion, therefore, Peisetairos in the Birds should be understood to undergo a

process similar to regeneration, at least until the moment of his deification. He is

5% Dunbar (1995) ad 1743-7.
*" Cf. Dunbar (1995) ad 1706-19.
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inspired by the sexually coloured description of the life of the birds, and behaves in a
vigorous and youthful way when he encounters the Nightingale and Iris. This attitude
continues right up to the moment of his deification, as his initial thoughts about
Basileia are coloured by sexual interest. However, after his deification, Peisetairos
becomes much less accessible, and upon his re-entry he is given the most triumphant
introduction of any Aristophanic hero, where it becomes clear that his position at the
end of the play has diverged significantly from the positions of Dikaiopolis and
Trygaios at the end of their respective plays. Thus, regeneration does not describe the
full range of changes that Peisetairos’ character and position undergo in this play.
However, that is not to say that it is not a useful way of thinking about the Birds: on
the one hand, regeneration explains Peisetairos’ behaviour up until his deification; and
on the other, after the deification, Peisetairos’ divergence from what seems to be usual

for a regenerated protagonist demonstrates the unique nature of his new position.

This section has shown that the renewal of protagonists that occurs at the end of
Aristophanes’ comedies is not a monolithic phenomenon of ‘rejuvenation’. The
significance of the variations in the process of renewal that were described above, and
the impact these differences have on the plays, will be the subject of the next

section.>®®

%8 The Ekklesiazousai is another play that has been thought to present a rejuvenation of an old man.
Sommerstein (1998), for instance, has written that the play ends with “the typically comic reassertion
of masculinity triumphant as an old man, very visibly become young again” (p.32), “rejuvenated ... by
the Viagra-like magic of comedy” (p.22). However, Sommerstein’s assessment is extremely loosely
put, and it is in fact unlikely that Blepyros undergoes either rejuvenation or regeneration, as the terms
are used in this chapter.

Firstly, there are no signs in the text that Blepyros is physically rejuvenated, as there were in
the Knights; and in fact it would be against the logic of the play for Blepyros to become physically
rejuvenated, since he must remain old in order to benefit from Praxagora’s utopia.

Secondly, Blepyros is sexually reinvigorated during the course of the play only in a very
limited manner. He rues his impotence in 468-9 (fjv 8¢ pur) duvcoueba, / &piotov ou Scaoouot) and
619-20 (kai eds UGS Tous TpeoPUTas, v Tals aloxXPaiol CUVAIUEY, / OUK ETAElwel TO TrEOS
TPdTEPOV TIPLV EKETC” Of Prts agikécbal;), and Praxagora also jokes about his lack of sexual potency
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iii) The Function of Comic Renewal within the Plays

a. The Knights

The rejuvenation of Demos brings the utopia of the ‘good old days’ to the world of
the Knights. This utopia is highly political, as Athens is seen to enter into a period of
good governance following Demos’ return to how he was earlier in the fifth century,
at the time of the Persian Wars (cf. Tfis yap moAews &Eia mp&TTES Kl ToU v
Mapabdovt Tpomaiou, 1334; and also the mention of Aristeides and Miltiades,
1325). For Demos, his past life as an old man is a period to be ashamed of (oUTos, i
kUTrTes, 1354),°°° while the transition to his new state is a joyful occurrence even
before he reaps any of its immediate or physical benefits (> iATat” avdpcov, éABE
deup’, AyopdkpiTe. / Soa pe dédpakas aydB’ ageynoas, 1335-6). Under the
guidance of the Sausage-Seller, Demos now approves of the good decisions that he
made in his youthful past, such as choosing to spend money on building ships rather
than on state pay, which seems to recall the way that silver from Laurion was used to
build war-ships shortly before the Persian Wars (1350-4);>*° and then independently

561

moves to pass three beneficial policies for Athens:>™" to pay the sailors, many of

whom were poorer Athenian citizens, fully and straight away (1366-7); to prevent

(kai ool ToloUToV UTtApXEL, 622). This is very different from what is to be expected from an old man
who undergoes regeneration. Moreover, even in the komastic ending of the play the emphasis on stage
is on food rather than sex (cf. 1133, 1135, 1139-40, 1149, 1153, 1169-79, 1181), and sexual discussion
is absent so manifestly that Rogers (1902) ad 1138 thought that the girls who accompany Blepyros are
meant to be his daughters, rather than attractive young women. Thus, Blepyros’ participation in the
final komos hardly amounts to regeneration, as this process was shown to operate in this chapter. For
this reason, the Ekklesiazousai is not included more fully in the present discussion.

%59 On this as a gesture of shame, cf. Neil (1901) ad 1354.

%80 Cf Sommerstein (1981) ad 1350-3, MacDowell (1995) 105.

%61 On the independence of Demos’ proposals here, cf. Rogers (1910) ad 1366, MacDowell (1995) 104.
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people from shirking military duty as hoplites (1369-71); and to reform the youth of
Athens from passing harmful decrees and being babblers to being active young men,

proficient at hunting (1382-3).

In doing this, Demos turns Athens towards its former glory. It is worth stressing that
the radical nature of this change could have been attained only through a complete
transformation of Demos, presented in this play as a magical rejuvenation. Demos
changes into a young and benign ruler of Athens from a choleric old man who
tyrannised his servants (&ypoikos opyTiv, kuapoTpa, akpaxoAos, 41; SUckoAov
yepovTiov, 42), and whose deafness might have had political overtones (Urokcopov,
43; cf. Ta &’ OT& y’ &v oou vn Al éEemeTdvvuTo / COoTEP OKIABEIOV KAl TTAALY
EuvijyeTo, 1347-8).°°2 Moreover, since Demosthenes presents the negative traits of
the old Demos’ character as predating the entry of Paphlagon into the household, and
since Paphlagon simply worked out a way to make use of them (oUTos kaTayvous
TOU YEpovTos Tous Tpomous, 46), the magical boiling down of Demos is highly
important for the successful and happy resolution of the play. Only a change on that
scale could offer a clean break with the harmful tendencies into which Demos had
fallen. Chasing Paphlagon out, for instance, would not have solved the underlying

problem.

As well as political benefits, however, the rejuvenation of Demos also leads to more
direct (and comic) benefits for the protagonist. The most prominent pleasure that

Demos is allowed to indulge in after his reformation is satisfying his sexual desires.

%62 Cf, Sommerstein (1981) ad 1347-8. Sommerstein thinks that this description suggests that Demos
could choose to be deaf to certain appeals but not others.
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Thus, after being offered a luxury of having a stool to sit on,>®®* Demos is also given
permission to enjoy the boy who carries the stool (1384-6), a kind of pleasure
associated with the old order of affairs to which Demos again belongs (eis Tapxaia
o kabioTapal, 1387). This representation of Demos as an active erastes also
redresses the presentation of him as a passive eromenos that was brought out both by
the description of his previous life by the Sausage-Seller (orators saying to Demos: ¢
AR, épaoTrs eipt 0os, 1341), and more broadly in the way that his relationship
with Paphlagon has been described in the play up to this point (cf. for instance 732,
Paphlagon on his relationship with Demos: épaotris T° eipi 0ds). While Demos’
previous sexual submission to Paphlagon was indicative of his gullibility, as he was
tricked into playing the submissive role in the relationship,*®* now Demos is presented

as confident and clear-sighted, and back in control of his affairs.

Demos’ new-found sexual vigour is further developed through the presentation to him
of the Thirty-Year Treaties, who are embodied as young women, as is shown by the
fact that they can be ordered to come closer: 8etip’ {8, ai S mwovdai, Taxy (1389).°%°
Demos’ passion for them is suggested through the humorous etymologising of
kaTaTplakovTouTioal (1391). This word, as well as bearing its apparent meaning
of “to thirty-yearize up them”, can be jokingly interpreted as “to pierce them (outasai)
three times (tria) with a long pole (kontos) from below (kata-)”, an exploit that

suggests that Demos’ sexual prowess is “evidently first-class”.>®® Moreover, in both

cases, with the boy and with the Treaties, Demos is shown to be a very willing

%63 Cf. Sommerstein (1981) ad 1384, citing Heraklides Pontikos, who mentions that a camp-stool was a
common luxury in early fifth-century Athens.

564 Cf. Scholtz (2004).

%85 Note also cos kaAai, 1390 (cf. Birds 667) and 1394-5 (quoted below). Both would suggest that the
Treaties are women. Moreover, an offer of a boy and then of women makes a natural pairing.

%66 Sommerstein (1981) ad 1391.
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participant: in the case of the boy, he calls himself “blessed” (nakapios, 1387); and
when he sees the Treaties he exclaims his pleasure at how beautiful they are (co Zeu
TOoAUTIUNG’, cos kaAad, 1390). The expression of Demos’ joy in these circumstances

underlines his sexual reinvigoration.

Moreover, the description of the sexual pleasures of Demos’ new life not only
underlines the hero’s success in the comic resolution at the end of the play, it also
suggests a reinvigoration of Athens, insofar as Demos is a representative of the
Athenian state (cf. OAoAUEaTe paivopévaiow Tals apxaiaiov ABnvais, 1327,
describing the reappearance of Demos). This becomes especially prominent when the
Sausage-Seller instructs Demos to take the Treaties home with him, and enjoy them in
the fields: viv oUv €y ool mapadidwi’ els ToUus aypous / auTas iéval
AaPBovta (1394-5). While this makes sense dramatically, in that Demos was
originally a farmer (cf. &ypoikos, 41), the increased sexual fertility of Demos, when
placed in the context of the country-side, might suggest a return of fertility to Attica,
and a resurgence of a normal and happy life in the country-side following the end of
the war (cf. 805-7, the description of the joys of the country-life). In addition, the
more vigorous demeanour of Demos goes hand in hand with the manly activities that
the Athenian population will now follow: the young men will no longer sit chatting in
the perfume market, but will go out hunting (1375-83), and the hoplites will not be

able to shirk service (1369-71).

Finally, the fact that Demos is rewarded with the stool, its carrier and the Treaties
after he outlines his new responsible and upright policies suggests that the comic

rewards of this political utopia will continue for as long as Demos continues his good
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governance of Athens; and this is also brought out by the fact that the Treaties are
concluded for what seems to have been the longest conceivable period for such

agreements at that time.*®’

Moreover, the causal relationship between Demos’ good
governance and his rewards is underlined by the Sausage-Seller’s language. In line
1384, the Sausage-Seller specifically stresses that he is rewarding Demos because of
his upright decisions (¢ TouTols). The corollary of this is that Demos, as a
representative of the Athenian people, can remain vigorous and happy for as long as
he keeps making correct decisions, which he will do, now that he has been
rejuvenated; and this in turn suggests that rejuvenation brings eternal happiness and

good governance for Athens. Thus, Demos and Athens enter into a period of joy

unlimited by time — the ultimate comic victory.

b. The Akharnians and the Peace

While there is no ‘rejuvenation’ in these two plays as the term is being used in this
chapter, it was argued above that by their end the protagonists begin to behave more
youthfully. The significance of this is best explained by considering the development
of their characters in the context of the play as a whole, especially the lowly position
from which the old men begin at the start of the plays, and the way that the old men
begin to react against this position immediately upon the commencement of the
intrigue. At the conclusions of these plays, the old men surpass their initial
downtrodden and disadvantaged state, and this is clinched by their new found sexual

‘youthfulness’ and exuberance.

67 Cf. Sommerstein (1981) ad 1388-9, and Akh. 194-200: given the higher mortality rates of the
ancient world, as these were presented in Chapter Il, thirty years might have been a whole life-time for
many Greeks, especially those already grown past childhood.
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In the Akharnians, Dikaiopolis begins the play in a weak position. He opens with a
speech about how full of bitterness his life is (doa &1 dédnypal TV éuauTtou
kapdiav, 1); and proceeds to tell the audience that he lives a constant
disappointment, having only known four moments of delight (fjobnv 8¢ Paid&, Tavu
ve Baid, TéTTapa, 2). Whenever he is happy, a reversal inevitably follows, such as
not being able to see Aiskhylos’ plays (9-12; that younger generations do not
appreciate Aiskhylos is a common complaint of the old, cf. Clouds 1364-7). His
largest disappointments, however, are the apathy of the citizens about the coming
assembly (17-22), which leads in turn to his pain at the fact that there is no peace
(elpnvn & OTeos / EoTal TpoTIUG” oudév, 26-7); and the fact that he is confined
in the city and unable to return to his deme (oTuycov pev Gotu TOV & EUdV Sijuov
moBcov, 33). Indeed, Dikaiopolis’ life in the city is far from pleasant. As he says in
reply to the description of the travails of the ambassadors to Persia, they have been
having a much easier time on their mission than he has, sleeping in the rubbish by the
city walls (cpddpa yap €owiléunv éyco / mapa TNy EmMaAfv év popuTdl
kaTakelyevos, 71-2). At the same time, he is bossed around by the Herald and told to
keep quiet (olya, 64; olya, kaBile, 123), and has his garlic stolen by the
Odomantian mercenaries (163-8). Later, Dikaiopolis also complains that what made
him particularly unhappy is the fact that grey-headed men had to continue serving in
the army, while younger men served as ambassadors: the old generation was, in his
opinion, thus treated unfairly by the city, and his disgust at that caused him to sue for
peace (Opcov TOAloUs pEv &vdpas év Tals Ta&eow, / veavias & olous ou

SiadedpakdTas, 600-1).°%

%88 For the old generation being generally badly treated by the city, cf. the chorus in 676-91.
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In response to this situation, Dikaiopolis gears up for action. He says that he will
insist that peace be discussed in the assembly (37-9), and he questions Pseudartabas
(Byco 8¢ Baocavicd TouTov pdvos, 110). He pays Godschild, who is (apparently) an
immortal, to travel to Sparta and acquire a treaty for him and his family, introducing
this idea as a terrible and great deed that he will perform: &AN’ épy&oopai T1 Setwov
gpyov kal péya (128). Furthermore, at the end of the assembly-scene it is
Dikaiopolis, not the officers of the assembly, who brings the proceedings to a
conclusion by claiming that he has had a sign from Zeus (Aéycw & Upiv 61 /
droonuia 'oTi kai pavis BERAnké pe, 170-1). By becoming such an active and
important participant in the events, Dikaiopolis distances himself from the lowly

position in which he began the play, and begins to assert his control.

The growth of Dikaiopolis’ self-confidence and stature is presented strikingly in the
exchange that he has with Lamakhos upon the latter’s first appearance on the stage.
Lamakhos, like the Herald in the Assembly, looks down on the old and poor
Dikaiopolis. However, whereas the Herald was able to shout Dikaiopolis down, the
interaction between Dikaiopolis and Lamakhos follows an entirely different pattern.
Lamakhos begins to insult Dikaiopolis as a beggar (oUtos, oU ToAuals TTwWXOS Cov
Aéyew Tade; (577a), and Dikaiopolis pretends to cower before his words (578-9).
However, this ends up being a ruse to ridicule Lamakhos, as Dikaiopolis coaxes him
into setting up his armour in such a way that Dikaiopolis might vomit into it (581-7).
When Lamakhos replies indignantly, again calling Dikaiopolis a beggar (TauTi
Aéyels oU TOV OTPpaTNYOV MTwXOs cov, 593), Dikaiopolis comes back at him first

by denying this with an incredulous question (¢yco yap eipt Tteoxos; (594)), and
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secondly by suggesting that he has more martial worth than Lamakhos (595-7). The
control that Dikaiopolis has over the encounter with Lamakhos, the champion of war
upon whom the chorus call, shows how far he has progressed towards becoming a

confident and powerful hero of comedy.

By this point too Dikaiopolis has become a highly inventive man of action. He has
already held a coal-sack hostage in his bid to influence the chorus, and has managed
to procure raiment from Euripides to evoke the chorus’ pity. However, even from this
point on his influence continues to grow. Dikaiopolis sets up a market which he is
able to defend against informers and prosecutors. He chases one of them away with a
show of force (827-8), and later sells the other one, Nikarkhos, to the Theban
merchant after binding him (926-8). In the interim, Dikaiopolis' market is praised by
the chorus both as profitable (eUSaipovel y’ GvBpwomos. ouk fikouoas ol
mpoPBaivel / TO MpayHa Tou PBoUAeUpaTOs; KAPTCOETAL Yap Qunp / €v
Tayopal kabnuevos, 836-8), and also as empty of unpleasant characters (839-59).
Finally, Dikaiopolis becomes the one person who can control who gets peace and who
does not, as he does with Derketes and the bridegroom. In this respect, the old man
becomes the most powerful man in the city. He is approached for favours by
Lamakhos himself, who asks him for delicacies for his table (960-2), and is invited to

be the guest of honour at the feast held by the priest of Dionysos (1085-94).

Dikaiopolis’ new-found position is expressed most clearly through his contrast with
Lamakhos in the final scenes of the play, where in the end Lamakhos emerges as the
loser, and Dikaiopolis as the winner. The contrast formally commences in the

‘arming’ scene of Lamakhos and Dikaiopolis (1093-142). In this scene, Lamakhos
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asks his slaves to prepare his campaigning equipment and weapons, and Dikaiopolis
asks his slaves to prepare his equipment and food for the banquet. During this
preparation, Dikaiopolis parodies what Lamakhos says: he echoes his language,
drawing a contrast between his bountiful life and Lamakhos’ coming misery (cf. for
example Lamakhos: mail mai, @ép’ €€ deupo TOV yuAidv €uoi, 1097; and
Dikaiopolis: mai mal, ép’ €€w deUpo Tnv kioTnv éuoi, 1098). The mockery of
Lamakhos goes even so far as to have Dikaiopolis’ equipment compose “a kind of

comic armour, to counterbalance Lamachus’ real armour™.>®°

However, the *arming’ scene creates not only parody and contrast between the two
characters, but also a sense of competition. It is, therefore, significant that Lamakhos
returns comically wounded and humiliated from his campaign. He has twisted his
ankle, hit his head, lost his feather — and all while jumping a ditch (1178-83). His
lament at his fall is bombastic and inflated, all the more so because it is a quotation
from tragedy:>"® & kAewodv Suua, viv TavioTaTéy o i8cov / AeiTw dos ye
ToUpdv, oUkéT e’ €ycd (1184-5). In particular, the use of kAewdv and
mavvotaTov, and of duua to describe something dear to the speaker, recalls the
language of tragedy / high poetry.°"* By contrast, Dikaiopolis returns as a comic
victor, drunk and with a girl on each arm, putting great emphasis on his desire for
them (cf. 1199-1201, 1209, 1216-7, 1220-1, quoted on p. 224). As in the arming
scene, here too he parodies Lamakhos’ language (cf. for example Lamakhos:
A&Becbé pou, A&Peocbe ToU okélous: TaTal, / TMPooA&Reod’, & @ilol, 1214-5;

and Dikaiopolis: éuoU 8¢ ye opco Tou Téous GUP HEcou / TTPooA&Bech’, o

%89 Harriott (1979) 97.
570 Cf. Olson (2002) ad 1184-5.
> Olson (2002) ad 1184-5.
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@iAai, 1216-7). Finally, he calls himself “victor” explicitly (cf. 1227, 1231), and with

this the completeness of Dikaiopolis’ superiority moves beyond any doubt.

The erosion of the initially powerless position of the old man Dikaiopolis, therefore,
begins through the presentation of his energy and success. However, his ultimate
comic victory is expressed through the motifs of regeneration: the culmination of
Dikaiopolis’ sexual exuberance, the drunkenness that was associated with young
revellers at the komos, and his hailing as an athletic victor. The development of
Dikaiopolis’ regeneration, its gradual build-up throughout the play, runs parallel with
his progression from a downtrodden old man into a carefree komast who behaves in a
youthful manner. While he started the play abandoned and ignored, a long way off
from being sexually satisfied and waiting for others to turn up to the Assembly, at the
end of the play he is sexually potent and accompanied by slave-girls; and he is the one
for whom everyone at the party is waiting (deimrvelv kaTakwAUels TaAai, 1088).
Furthermore, Dikaiopolis’ release from war has turned his life towards a state of being
for which he has been aiming all along. In this way, there is a sense that the benefits
of regeneration satisfy all of Dikaiopolis’ aims, as these have been presented
throughout the play; and his regeneration, moreover, is drawn as a reward for his

energy and decisiveness in the earlier stages.

Finally, regeneration in the Akharnians operates in such a way that the happiness and
celebration of Dikaiopolis are shown to have an unlimited temporal scope. The treaty
that Dikaiopolis picks for himself seems to be for the longest period conceivable at

the time,*’2 and when he smells it, he can sense no trace of war, only of blissful peace-

572 Cf. Sommerstein (1980) ad 194, Sommerstein (1981) ad 1388-9, and p. 248 above.
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time living (195-200; for shorter treaties that smell of military preparations, cf. 189-
90, 192-3); and even Lamakhos says nothing regarding a possible end to Dikaiopolis’
celebrations: he only laments his own misfortune. Moreover, Dikaiopolis’ focus at the
end of the play is entirely upon celebration, and there is no suggestion that there
should be anything beyond it in his future. Within the confines of Old Comedy, if
change is not mentioned, it should not be presumed.>”® As there is no such mention
here, Dikaiopolis is remembered by the audience for his enjoyment of the

celebration.®™

Although in the Peace there is less of a focus on the lowly position of Trygaios at the
outset, since the play begins with the Great Idea already in motion, the portrayal of
this initial state of the hero provides, as in the Akharnians, the starting point from
which Trygaios’ character can develop. His helpless and disadvantaged position is
most strongly brought out by the way that his slave describes him as being driven to
desperation by the war — to such an extent that all he can do is shout up at Zeus (56-
9). Moreover, Trygaios is compelled to fly up to heaven by the poverty that has arisen

as a result of war, since he was not able to feed his children (119-23):

578 Cf. Silk (2000) 230 on how characters in Aristophanic comedy have no “effective” futures; see also
MacCary (1979) 137.

™ It is harder to identify how far the celebration also spreads through the comic society: the extent to
which Dikaiopolis shares his peace and bliss with the rest of the city on a dramatic level has been hotly
debated (for a ‘selfish’ Dikaiopolis, cf. Whitman (1964) 78, Dover (1972) 87-8, Bowie (1993) 32-9;
note also Foley (1988) 45-6, Newiger (1980) 223-4, Fisher (1993) 39-41; against this view cf.
MacDowell (1983) 158-60, MacDowell (1995) 75-7, Parker (1991) 204-6, Carey (1993) 247-8, 250-1,
Olson (2002) xliii-iv, Brockmann (2002)). However, Biles (2011) 83-94 has recently argued, picking
up on the importance of lines 885-6 and 1150-61, and also on the mixing of elements of the celebration
of dramatic victory with elements of the Anthesteria during Dikaiopolis’ onstage celebration, that on
the metadramatic level the ending of the play suggests that the benefits of peace are shared more
widely: the celebration that Dikaiopolis enjoys after his victory in the Choes festival prefigures the
victory celebration that the troupe as a whole will enjoy after the Akharnians wins first prize (as
Avristophanes pretends it is bound to). Thus, just as with the rejuvenation of Demos, within the
extraordinary framework of the festival of Dionysos, Dikaiopolis’ regeneration is given an influence
beyond just the old man himself.
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dofdoal €oTl, kKOpal: TO & €T TUNOV, &xBoual UiV,

Nvik’ av aitilnT’ &pTov Tammav pe kahovoat, 120

gvdov & apyupiou unde wakdas Mt TAvy TEUTav.

fv & éyco ev mpafas EABco &AW, EEET’ €v copal

KOAAUpav pey&Anv kai kovBulov dyov Em’ auTil.
As in the Akharnians, however, Trygaios’ ingenuity contrasts with his initial
presentation as powerless and inactive. Early on in the play the audience find out that
Trygaios has in fact come up with a scheme to go to heaven to demand that Zeus put a
stop to the war, turning his apparently useless prayers to the god into background
material for the formation of his Great ldea. Needless to say, this plan is highly
unusual; and the comic boldness of it allows the second slave to say that his master is
mad in an altogether new kind of way (6 8eomdTns HoU paiveTal Kalwdv TPOTTOV,
/ oux Svmep UuUEels, aAN’ €tepov kKawodv mdavu, 54-5). Trygaios himself later
confirms the uniqueness of his venture: Umép EAAveov mdvTtwv méToual, /
TOAUNUa véov Tralaunoduevos, 93-4.>"> Moreover, he is very determined to
achieve his goal, and is not put off by failures: even though he has already had one
abortive attempt of trying to reach heaven by a ladder, during which he was comically
hurt (Ecos EuveTpiPn Tiis kepaAfs kaTappueis, 71), he is willing to increase the
stakes and try something even more frightening and risky (cf. oly’ cos &édoika,
KOUKETI OKOTTwV Aéycd, 173). The daring of Trygaios is emphasised structurally
through the fact that his scheme is put into motion with very little introduction —
already at line 79 Trygaios begins to mount the heavens on his beetle; and by its

large-scale parody of Euripides’ Bellerophon, who performed an act of extreme heroic

defiance in trying to reach Olympos on the back of Pegasos.>’®

> This also serves as a metadramatic comment on the originality of the plot of the Peace.
576 Cf. Olson (1998) xxxiv.



Maxim Polyakov 256 Thesis submitted for the DPhil in
Greek Language and Literature

As well as inventiveness, Trygaios displays a significant amount of leadership and
persuasiveness. In a move important for the scheme’s successful outcome, he
persuades Hermes not to denounce him to Zeus by arguing that to end the war would
be advantageous to the Olympians, as it would stop the gods of the barbarians, the

Sun and the Moon, from taking over worship in Greece (409-13):

oTin vn Ala

nusfg MEV UMV BUopev, TouTolo! B¢ 410

ol Bapﬁapon BUovot. Bix TouT’ EiKOTWOS

Bou)\onrr av Nuas Trourrag Ego)\m)\svm

va Tas TeAeTas A&Polev avTol Teov Becov.
A few lines further on, Trygaios displays further insight into the character of Hermes,
and finds both what Hermes wants in the long-term, and what might sway his mind
right at that moment: he offers him sacrifices in the future, and the gift of a libation
bowl in the present (416-24). Only a little later, Trygaios and Hermes direct the
chorus to free the goddess Peace, and Trygaios plays an important part in organising
the chorus so that they might work efficiently (cf. 473-4, 491-3). In fact, it was again
Trygaios who had summoned the chorus in the first place, taking advantage of the
departure of War and Kydoimos (292-300); and he showed his control over them
when he directed them in explicit terms to supplicate Hermes (eiTré pol, Ti TAoxeT’,
wvdpes; EoTaT EKMEMANYHévol. / @ TovnPol, Un OolomaT: el O un,
Aaxrjoetal, 383-4). Finally, Trygaios also managed to allay the displeasure of the
goddess Peace with the Athenians by assuring her, on behalf of the city, that the
Athenians would never jeopardise peace again (&AAN’ oOUKET auTl XPNOOUED’
oudév, 685, of Hyperbolos; and o1’ oUdémoT’, & déomow’, adpnoduecd& oov,
705). After achieving these things, Trygaios is very far removed indeed from his

initial position of the downtrodden and helpless old man.



Maxim Polyakov 257 Thesis submitted for the DPhil in
Greek Language and Literature

Going from strength to strength, Trygaios becomes not only a leader of the chorus and
a persuasive speaker, but even achieves a position of social prominence. Most
strikingly, after he manages to secure the favour of the goddess Peace he is granted
Opora in marriage. This takes place after Trygaios’ promise that the Athenians will
never let go of peace, and is arranged specifically on this condition (cf. éml ToUToIs,
706). It occurs, therefore, as a direct result of Trygaios’ actions. The betrothal not
only elevates him by giving him a divine bride, but also cures the poverty of which he
complained earlier in the play by bringing the goddess of plenty right into his house.
Strikingly, in line 917 Trygaios is also ranked by the chorus second only to the gods,
because he was able to procure peace for them (kai ARV ye TV Becov &el o
nynoouecba mpcdTov). Finally, the old man exercises a great amount of control
over the future of the various tradesmen in the new world order: he receives gifts from
the sickle-maker (1203-6), but chases Hierokles and the arms dealer with his

companions away from his wedding feast.

As Trygaios moves further away from his initial position of disadvantage,
regeneration begins to play an increasingly important role: just as with the
Akharnians, here too the process of regeneration runs parallel to the rise of Trygaios’
fortunes; and as with Dikaiopolis, there is an understanding that regeneration is
Trygaios’ reward for his actions. This idea is prepared through Trygaios’ expression
of joy at marrying Opora (c> @IATaTn, deup’ éABE kal dds pot kUoal. / &p’ av
BAaPfivar diax xpodvou Ti ool dokw, / @ déomod Epui, Tihs Omcypas

kaTeAdoas; (709-11)), and is stated explicitly in lines 865-7:



Maxim Polyakov 258 Thesis submitted for the DPhil in
Greek Language and Literature

oUKouv BIKmm; OoTIS slg oxnua Kaveapou mBag 865

€owoa Toug “EAAnvas, choT’ év Tols aypOlclv auTOoUS

(X‘IT(IVT(XS O\)TGS acqm()\wg Kl\)ElV TE K(Xl KGGEUBEW
Through his increasingly youthful behaviour towards the goddess, his coming
marriage and sexual development throughout the play, Trygaios is able to surpass
completely the downtrodden position from which he has been moving from the start
of the drama. Moreover, just as in the Akharnians, the processes of regeneration and
joyful abandon introduce a timeless quality to the celebrations at the end of the play:
the marriage to the goddess Opora, as well as Trygaios’ promise that the Athenians
will never again relinquish peace that precedes his betrothal to the goddess, serve as
guarantees that the peace will be never-ending. Moreover, the play’s ending is
focused entirely on celebration, so that no thought of war or misery intrudes into the

sexually charged wedding scene that is the Peace’s final sequence.

Finally, the benefits of peace brought by Trygaios affect not just himself, but the
wider community, comprising the whole comic universe of Greece (or nearly the
whole, since undesirables like Hierokles and the arms-dealer and his companions are
excluded). This resurgence of the comic universe is prefigured in the effect that the
chorus foresee that peace will have on them. They will turn away from being hard-

hearted jury-men, and become gentler and more youthful (349-52):

KOUKET” &v W eUpols SikaoTnv dpipuv oudte SUokoAov,
oUdt Tous TpdTous ye drjTrou okAnpodv cdoTep Kai Tpd Tou, 350
AAN’ ataAov &v u’ idoig

Kal TTOAU vecITEpOV &TI-

aAAayEvTa TTPAYUATWV.

These lines should be read as suggesting that the chorus’ renewal resembles that of

Trygaios, in that they do not undergo a physical rejuvenation, since their renewal is
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described in terms primarily of a change in their mentality. Moreover, this shift
towards gentleness is motivated not by any sort of magic, but by a very believable
reason, that with peace they will have an easier life. The idea of an easy and joyful
life is associated with youthful behaviour, and of a hard life and a harsh temper with

the reverse.

The spread of the celebration is also suggested through the excitement of Trygaios’
slave at seeing Theoria (cf. donv &xel TV TpcokToTTEVTETNPIdA, 876; TO BTV, Els
“loBua / oknunv éuautou Tl Téel kaTaAauBdave, 879-80; ofl’ cos kaAdv,
891). This excitement should be compared with the slaves’ disgust at their chores at
the start of the play, and underlines the extent of the transformation that the comic
universe undergoes during the play. The universality of the celebration is additionally
confirmed through the fact that a whole crowd come to celebrate the marriage of
Trygaios, with no sense that anyone, apart from the few people explicitly turned
away, are excluded from it (doov TO xpfl’ émi delrvov RAB’ els ToUs yduous,
1192). Through the fact that (nearly) everyone is free to join in the confirmation of
Trygaios® comic triumph that is his regeneration and marriage to Opora, the comic
universe as a whole is drawn into a timeless rejoicing in the bounty of eternal peace

that is the play’s comic resolution.

c. The Wasps

The Wasps presents a different model and employment of regeneration, where

regeneration is part of the process by which the elderly protagonist recovers the comic
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energy he has lost in the course of the play. The comedy begins with Philokleon
locked up inside his house. The immediate reason for this is that his son and the rest
of the household believe that the old man is sick in his mind, stricken with a love of
being a juror (véoov yap 6 maTthp &dAAOkoTov auTou vooel, 71; ppdow yap
11dn TNV véoov Tou deomdTovu, 87; 6 yap uids auTou Tnv vdéoov Papéws PEpEl,
114). The old man’s desire is understood to be an irrational affliction because it goes
against the expectation of his son regarding what it is that he should want. The things
considered by Bdelykleon appropriate for his father’s age are listed by the young man

in lines 736-40:

Kal pUnv Bpéyw ¥’ auTov Tapéxwv

doa mpeoPuTnt EVupopa, xovaov

)\Elxslv x)\alvav ua)\aKnv oloupav,

‘ITOp\)T]V T‘|Tl§ TO ‘ITEO§ Tpl\|JEl

kal v dopuv.’’’ 740
This attitude comes up at other moments in the play. Bdelykleon had earlier put
forward a similar conception when he said that he wanted his father to live in luxury
as a member of the upper class, not to be associated with the troubles that being a
juror brings (503-7), and that the reason he did not let him go to the courts was to save
him from being used by the demagogues (719-24). In addition, in 1003-7, Bdelykleon

offers to entertain his father and take him to all the fashionable parties, in order to

save him the trouble and spare him being made a fool of.

Although Bdelykleon seems to want what is best for his father (ei6’ copeAév pot
kndepcov 1) Euyyevns / elval Tis doTis TolauT €voubétel, 731-2), Philokleon

reacts very strongly against the expectations that are foisted upon him by his son,

>"" Sommerstein (1983) ad 739-40 suggests that the sexual activity described here is a sedate one. Cf. p.
222, and n. 506 above on the restrained sexual drive stereotypically expected of old men.
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especially against the dependence on his son that the adoption of such a life-style
would entail. Early on, in line 341, Philokleon says that his son would rather feast him
at home than let him go to the courts, but the old man himself does not want this
(&GAAG W eUoXEIV ETOIUSS €0T - Eyco & ou BouAouat). Later, in the debate against
his son, Philokleon gives his reasons. Among various comic motives — such as that as
juror he is the beneficiary of a defendant’s offer of enjoyment of his daughter in
exchange for acquittal (573), and is able to look at boys’ genitals (578) — he gives a
number of arguments that relate directly to his rejection of the luxurious yet
dependent lifestyle that his son wants for him. For instance, Philokleon argues that he
has social importance because he is supplicated by important people (552-8), and has
complete control over them (560-2). Furthermore, he possesses political power (590-
602), and thus continues to play an active part in the city’s affairs. However, the most
delightful reason (6 & y’ 1idioTov ToUTwWV éoTiv TAvTwv, 605) is that he has
financial independence from his family (605-18). Thus, a significant motivation
behind Philokleon’s desire to return to jury-service is based on rejection of the
dependency, powerlessness, and leisured inactivity that Bdelykleon sees as his old

father’s remit.

However, after the agon, the old man’s focus changes completely as a result of his
son’s arguments. These arguments attack Philokleon’s core assumption regarding his
value as a juror, that this activity brings him power and independence. Bdelykleon
manages to convince his father that, as juror, he is closer to being a slave than a
master (GAA& Soulevwov AéAnbas, 517). Following this, Philokleon agrees not to go
out to the city’s law-courts, where he can be prey to the demagogues, but to stay at

home to perform the same duties within his household, provided for in this activity by
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his son. However, his son turns out to be no better than the demagogues whom he
criticised as manipulators of the jurors (703-5), and himself swindles his father into
acquitting Labes the dog (¢EnmaTnTal k&moAéAukev oux tkcw, 992): instead of
wielding influence over others, Philokleon is once again shown to be a dupe, this time
of his son. At this point, Philokleon reaches the lowest ebb of his fortunes. He
physically collapses and almost dies (oUdév eip’ &pa, 997): it is as if he has nothing
to live for after his attempts to evade the spectre of elderly dependence fail so
spectacularly. Ironically, he has to be revived by his son (995-8), which once more
shows his ultimate dependence on Bdelykleon. At this stage, for the first time in the
play, Philokleon is sufficiently subdued and demoralised to accept Bdelykleon’s
repeated offer of a luxurious life-style, with his son providing everything, including

invitations to fashionable parties (cf. 1003-7).

However, this turns out disastrously for Bdelykleon. As soon as his father embarks on
his new life, he returns to his old tricks and behaves in his usual way, only in a new
setting. Although Bdelykleon instructs his father in how to behave, when Philokleon
arrives at the party, he ignores his son’s lessons, and is the rudest of all the company
(0¥ yap 6 yépwv atnpdTaTov &p’ v Kakdov / kai TV EuvdvTwvy TOAU
TapolikwtaTos; (1299-300)). Moreover, he turns his son’s advice about how to
avoid prosecution (1256-61) upside down: by telling anecdotes, Aesopic and Sybaritic
stories, he makes his position worse, not better. Instead of making the insult a
laughing matter (k&tT eis yéAwv / TO Tpayl ETpeyas, cOOT AaPEis O
atoixeTal, 1260-1), he turns his victims into a laughing stock, and makes them even
angrier than they were before. The sequence ends with Philokleon being physically

carried back into the house by his son (1442-9).
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In some important ways, the behaviour of Philokleon at the end of the play is no
different from the way that he was behaving at the play’s start. At the end, erotic
language is heavily used to describe Philokleon’s yearning for the flute-girl he brings
with him from the party. For instance, he says that he wants sexual favours from her
(cov olvek’ amddos Teot Téet Teodi xapiv, 1347), and talks about making her his
concubine (Avocduevos €€co TaAAaknv, @ xotpiov, 1353). In addition, Bdelykleon
uses the word épav (1365) to describe his father’s motivations in bringing the girl. At
the start of the play, similar erotic language is used to describe Philokleon’s obsession
with being a juror. One of the first things the audience is told about his disease is that
he loves serving as juror (the same verb épaco is used), and that he groans whenever
he is not on the front bench (épat Te ToUTou, Tou Bik&Cew, Kl GTEVEL / v ur) T
ToU Tpdatou kaBilnTar EUAou, 89-90).°"® Moreover, as a true lover, he cannot
sleep away from his beloved, and even when he does, he dreams about the law-courts
(91-3). Furthermore, in imitation of erotic graffiti about a man, he writes similar
graffiti about the law-courts (knuos kaAds, 99).°"° He sleeps outside the court, as a
lover should (104; compare the words of the young man in Ekkl. 963: ei &¢
ur), tkatameocov keioopar;”® and cf. also Plato Symp. 183a, 203d, Theoksr. iii. 52).
His attitude is summarised by lines 111-2 (ToiaUT’ &AUvel vouBeToUpevos & &el /
HaAAov dikdCet), which are a parody quotation from Euripides’ Stheneboia, and

describe the longing of Stheneboia for Bellerophon.®®* Later on, the audience is told

578 Note also keiveov Epauat (752), as Philokleon describes his attitude to jury-service using the same
root verb. Cf. Segal (2001) 79, who also notes that Philokleon’s passion for jury-service is so intense
that he tries to kill himself when he is forced to give it up (lines 523, 756-9).

579 Cf, MacDowell (1971) ad 98.

%8 Opelised by Wilson (2007), but accepted by Ussher (1973) and Sommerstein (1998).

%81 Cf. Sommerstein (1983) ad 111-2.
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that missing his heart’s desire causes him to reject food (508-11; cf. Eur. Hipp. 275,

and Lys. 868-9).

There are further parallels between Philokleon’s situation at the start and the end of
the plays. He was considered ill and mad by his household at the start, and this is also
true at the end (1486, 1489, 1491, 1496, quoted above, p. 231). As has already been
mentioned, Bdelykleon attempts physically to keep him indoors on both occasions,
and moreover thinks that Philokleon is not behaving appropriately: he should neither
serve as juror, nor be aggressively chasing after young slave-girls. Furthermore,
Philokleon chafes under his son’s authority both at the beginning and end of the
Wasps (kal puA&TToual opddpa- / TO yap vidiov Tnpel ue, 1355-6). Finally, as
well as the similar eroticism that characterises Philokleon’s two obsessions, at the
start and end of the play he also possesses the same vigorous and aggressive energy
with which to pursue them: just as before he was willing to fight his household to get
out of the house (ei ur W’ €aoed’ fjouxov, naxouueda, 190; cf. 166-7), and came up
with numerous schemes of escape, at the end he escapes to compete against the sons
of Karkinos, and in his drunken revel beats a slave, perhaps one of his former guards

(Eyco & amdAwAa oTiCduevos Baktnpial, 1296).

Regeneration in this play, therefore, acts under different constraints and towards a
different goal. Unlike the plays previously discussed, the old man does not start from
low levels of sexuality at the start of the play to progress towards higher levels of
sexual and youthful vigour at the end. Here, Philokleon is equally vigorous and
erotically engaged at both points, and the low moment for him comes in the middle

portion of the play. Regeneration, then, is the process by which Philokleon regains his
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energy after his previous goals have been discredited; and the process through which
he switches from a disturbingly erotic obsession with jury-duty, often associated with
the old, towards sexual exuberance, positioned explicitly in this play as the province
of the young. However, just as he was a difficult dikast, always eager to convict in the

%82 50 he has also

strictest way (UTro SuokoAias &’ &Tact TIHGY ThHY pakpav, 106),
become a difficult komast. As a result, instead of creating an atmosphere of resolution
and a happy symposium, the ending of this play, just as its start, is shaped by physical

conflict, brought about by Philokleon’s regenerated vigour.

d. The Birds

This play also presents a complicated use of regeneration. While it follows to some
extent the regenerative ‘pattern’ described above, it has been argued that regeneration
is not sufficient to explain Peisetairos’ transformations fully. The pattern exhibits
itself in the fact that the old men Peisetairos and Euelpides seem to be presented at the
start of the play in a disadvantaged position,®®® and that by trying to overcome that
disadvantage during the course of the play they move towards a happy and more
‘youthful’ life of physical gratification. However, Peisetairos’ movement away from
his initial position is a process that goes beyond regeneration, since Peisetairos ends

the play not just rejuvenated, but actually deified.

%82 Cf. Sommerstein (1983) ad 106.

%83 Cf. Whitman (1964) 170: “Like Dicaeopolis, he [Peisetairos] represents the individual fugitive from
an increasingly impossible society.” It should be noted, however, that in this play the engagement with
the initial ‘problem’ for the old man is weaker than in, e.g., the Akharnians and the Peace; cf. Dobrov
(2001) 107. Taken positively, however, the lack of focus on the ‘problem’ may be connected precisely
to the fact that this play moves beyond the regenerative pattern. The elements of this pattern, therefore,
are less strongly emphasised than elsewhere.
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The opening of the play presents the old men escaping a miserable life in Athens.
Though they are not exiled and are citizens with full rights, they can no longer stand
the litigious culture of the city (33-41, especially 40-1: Abnvaiol & &gl / €mi TV
dikcov &idovuot mavta Tov Biov). The old men are also upset at the fact that they
have to pay debts (kouk amodidous éxaipes cdomep ved ToTe, 115), and they fear
being summoned to court out of the blue (undapcds / MUV ye Tapa B&AaTTav, (v’
avakUyeTal / KANTApP’ &youo’ €wbev 1) ZaAauwia, 145-7). Moreover, they are
not presented as being particularly courageous: when they meet the servant of the
Hoopoe, one of them falls over in fright (ou 3¢ Trv kopcwnv oUk a@fikas
kaTtateocw; (89)), and they both let go in their alarm of the birds they were holding
as their guides. Their position of disadvantage is further suggested by the way that
their journey is characterised at the start of the play: the old men complain that they
have been wandering around for a long time at the bidding of senseless birds (5-8),
and that they have been swindled at the market (] Sew& veo Sédpakev oUk TGV

Opvéwv, 13).

However, the journey turns out to be successful: from the very start of the play, and
especially after they encounter the Hoopoe, the old men move away from their
disadvantaged position. They straightaway give the lie to their helplessness by taking
the action of fleeing far from Athens (cf. 5-6). Moreover, as was argued in the
previous section, their sexual vigour expresses itself increasingly prominently, first in
Euelpides’ statement of the reasons for which he left, and in Peisetairos’ conception
of founding a bird-city; then in the reaction of the old men to the Nightingale; and
finally in Peisetairos’ violent sexual attitude towards Iris. Peisetairos and Euelpides

even fight off an attack of the bird-chorus, and they do this in a way that recalls
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hoplite warfare.®®* The old men arm themselves with their cooking utensils, which
come to replace armour and weapons (356-61).°® In this respect, the development of

the characters of the old men can be shown to follow the patterns of regeneration.

Peisetairos especially makes the effort to distance himself from any position of
disadvantage that he might have been associated with at the outset. He is the author of
the attempt to find Tereus and question him regarding which city is best, as Euelpides
confirms (aiTios HévTol OU vadw el TGV Kakav ToUTwv Hovos. / emi Ti yap W
¢kelBev Nyes; (339-40)); and it is he who comes up with the idea of founding a bird
city, and persuades the others to put his idea into practice (i} péy’ évopcd PouAeup’
¢v OpviBeov yével, / kai Suvau fj yévort' &v, el mifoiobé pot, 162-3).°% He also
thinks up the name of the new city (819); and is the driving force behind the urgency

of the foundation of Nephelokokkygia (638-40):

Kal pnv pa Tov A’ ouxl vuotdalev <y’> €Tl
pa *oTiv NIV oUdE HeEAAOVIKIQV,
A&AN’ cos TaxioTa del Ti Spav. 640
Finally, Peisetairos is the one who deals with the visitors to the city, and he also

performs the naming-day sacrifice. In all of these instances, Peisetairos displays

initiative and energy similar to those of Dikaiopolis and Trygaios.

In addition to the combat passage referred to above, Peisetairos throughout the play
employs and excels at military strategy, again undercutting his former position of

helplessness that shapes his initial perception at the commencement of the play. His

584 Cf. Gelzer (1996) 207 on the military aspect of the language of the birds (in 343-53), which
provokes an appropriate response from the old men.

%8 Cf. Sommerstein (1987) ad 357, 359-60, 361; also cf. ad 364.

%8 For the political energy of Peisetairos, cf. Arrowsmith (1973).
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military expertise is praised by Euelpides in 362 (&5 copwtaT’, €U y’ &vnupes
aUTO Kal oTpaTnylkas), and also Peisetairos uses a technical military term émi
okéAos (383) to direct Euelpides in how to retreat from the birds’ attack after they
ease off their anger.”®” This terminology is continued in lines 386-92, where
Peisetairos ends the aggressive action against the birds, and sets up a defensive
military ‘camp’. The protagonist, in fact, seems to have a proclivity towards military
action, as can be observed from the selection of the aggressive cock as the patron of
the city (domrep AéyeTal devdTaTos eival Tavtaxou / Apews veoTTds, 834-5);
and from his reaction when Iris’ entry into the city is reported to him, where he
demands that everyone be armed and go out to catch the intruder, and asks for
weapons himself (1185-7). It is telling that the chorus react to this with an assertion
that war has indeed broken out (TTéAepos aipetat, TéAEUOs oU PaTOs / TPOs ELE

kal Beovs, 1188-9).

However, beyond this, the further development of Peisetairos’ character and position
in the play exceeds the bounds of regeneration, since that process cannot explain some
emerging features of his character, including the threatening aspects which he takes
on as ruler of the bird-city. In this position, a key development of Peisetairos’
character is his growing desire for power, which is presented in such a way as to
create a feeling of unease regarding his transformation.”® The first hint in this

direction is his dismissal of Euelpides to labour at and around the city walls (837-45):

&ye vuv oU pev Badile Tpos TOV aépa
kal Tolol TeixiCouot Tapadiakdvel,
XA&AIKaS TTapa@opel, TNAOY &Todus Spyacov,

%87 Cf. Sommerstein (1987) ad 383.
%88 Cf. Bowie (1993) 166-77 on the Birds as representing a world that in the end cannot be free of
pragmata.
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AEKAVNV AVEVEYKE, KATATIES” ATO TS KAIHAKOS, 840

PUAOKAS KATAOTNOAL, TO TTUP EYKPUTIT Q&El,

KW OwVoPopv TePiTPEXE Kal KABEUD® kel

KNpuka 8¢ TTépyov TOv e els Beous v,

€Tepov &’ &vwbev al Tap’ avBpcatmous kAT,

KAKEeIBev avbis Tap’ Eué. 845
This decision shows his growing control, since Euelpides obeys it despite being
unhappy at the prospect: in his reply he curses Peisetairos (oipcle Tap’ €', 846),
and the nonsensical grammar of wap’ €y’ has been interpreted as an “irritated” and
“exasperated” echo of Peisetairos’ words.”® Euelpides’ life working at these chores is
likely to be hard, and very different from what he set out to find when leaving Athens:
there is a hint in Peisetairos’ subsequent language that Euelpides will have to partake
personally in all the work that he had been assigned. The phrase oudtv yap Gveu
oou Tavd' a Aéyw mempdaeTan (847) can mean both that Euelpides’ contribution

is essential for the completion of the work, but can also be read as implying that he

will be doing it all on his own.*®

Taken in this light, a number of Peisetairos’ acts characterise his further development
as problematic. He kills and cooks the birds which opposed his government (1583-5),
and thus acts in a way that is representative of monsters and tyrants.>®! Peisetairos’
strongly militaristic character can also be taken in a negative sense, most strikingly
through the fact that he becomes a theomakhos, and causes the birds actually to be at
war with the gods (cf. 1188-9, quoted above; muets Te yap ToAepouvTes, 1591,
spoken by Poseidon; and Tuets epl yuvaikos pias moAeurjoouev; (1639), spoken

by Herakles). Even in the world of comedy, this is a disturbing position. His quest for

%8 Sommerstein (1987) ad 846 describes the phrase as “an emphatic and exasperated echo of
Peisetaerus’ words”, and Dunbar (1995) ad 846 calls the phrase “irritated and syntax-bending”.

5% Sommerstein (1987) ad 847.

%1 Bowie (1993) 168.
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power, moreover, causes Peisetairos to revert to the life-style that he was initially
trying to escape: in order to persuade Herakles, he uses arguments from the law-
courts, from which he specifically fled, and the representatives of which (the statute-
seller and the inspector) he chased out of the city.>*? Finally, his political position
shows signs of becoming more totalitarian. First, Peisetairos throws out the
inspector’s voting urns (1032, 1053), which symbolise democratic governance.*®
After this, he is described as an &pxcov (1123), and later as a tyrant (TUpavvov,
1708). The play concludes with him described as the greatest of the gods (o
daiudvewv umépTaTe, 1765). Once he reaches this position, he becomes
unapproachable, more a figure to be worshipped than a regenerated and celebrating
old man. In the context of this troubling behaviour, the omission of overtly sexual
language in his interaction with Basileia suggests that, unlike other regenerated old
men, marriage and sexuality are things which he uses for the concrete purpose of

consolidating his power.>*

Taken together, these developments in Peisetairos’ character distance him
significantly from the paradigm of regeneration, as it was presented in the other
Aristophanic comedies discussed in this chapter. Instead of sexual interest, in the final
scenes he appears more interested in his new status; and of the two old men who enter
at the start of the play, it is perhaps the less ambitious Euelpides who fits more closely
into the paradigm of regeneration. Thus, despite the celebration of Peisetairos’
marriage, the ending of the comedy is painted in dark colours. This conflicts with the

essence of regeneration, which is at its heart a joyful process. In the Birds, the process

592 Gelzer (1996) 212.

5% Cf. Bowie (1993) 170.

%% On marriage to a consort of the former king as the final stage in accession to power by an outsider,
cf. Bowie (1993) 164-5.
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of renewal is overtaken by the ambition of Peisetairos and by his eventual deification.
As a result, a feeling of unease pervades the ending of the play, especially given the
fact that the reign of the now-immortal Peisetairos has the potential to last forever.
Although the celebration of Peisetairos’ success is quite literally ‘timeless’, his

transformation into a god makes this a frightening rather than a happy outcome.

iv) Conclusion

Instead of the uniform process of renewal that old men are often presupposed by
modern scholarship to undergo in comedy, a significant range of artistic possibilities
emerged. While physical rejuvenation occurred only in one play, ‘regenerations’ of
various kinds took place in the rest of the plays discussed. It was argued that within
this framework the specific transformations that old men experience in Aristophanes’
plays are closely entwined with the sorts of characters they become and the goals that
they reach. Renewal of old age in Aristophanes is, therefore, a highly variable,

flexible process.

In the Knights, Demos is rejuvenated, and the ending of the play produces a sense that
his (political) reinvigoration may last forever. Moreover, the extent of change that
Demos had to undergo in that play for there to have been a positive ending of that
kind seems to have necessitated a process as radical as magical rejuvenation. In the
Akharnians and the Peace, the old protagonists move away from a lowly position at
the start of the comedies towards a state of endless celebration. However, no magical

rejuvenation is necessary, as the transformations that take place in those plays involve
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to a lesser extent changes of protagonists’ characters than changes of the comic
universe around them, and of their position in it: regeneration is the paradigm
connected to these transformations. By contrast, in the Wasps regeneration does not
herald the same resolution as it does for the Akharnians and the Peace. Instead,
regeneration is a way for Philokleon to revive and redirect into a new setting the
comic energy that he had lost after being persuaded by his son not to serve as juror.
Finally, for Peisetairos in the Birds regeneration is not sufficient to encompass the
entirety of his transformation, as he moves far beyond the patterns of regeneration
when he is deified. In this, his transformation into a god is presented as an ambivalent
process, as if straying beyond the boundaries of regeneration begins to turn the world

of comedy from utopia towards dystopia.
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CONCLUSION

Following a discussion of the context of old age in modern scholarship and ancient
Athens, this thesis focused on demonstrating the ways in which old age was presented
in Greek drama, and the role it could play in understanding the plays and the
characters in them. The consideration of Aiskhylos’ Agamemnon demonstrated the
subtlety that can be contained within the characterisation of the chorus as old men,
and the authority that this group can draw from old age: it was suggested that their age
was the reason why these men could speak with divine ‘inspiration’, even if that
inspiration did not enable them to act. The relationship between age and inspiration is
presented in a different way in Euripides’ Herakles. In this play the power of poetry
affects old age, and permits the chorus to feel and act as younger men, for a time. The
Oidipous Koloneus, by contrast, presented Oidipous on the basis of the contrast
between his physical weakness as an old man and his developing status as an
embodiment of heroic power, and a person who could therefore transcend the power

of age and time.

The treatment of old age in comedy follows on from the tragic engagement with
transcendence, and it does so in a characteristically comic way. Although regaining
youthfulness was a key theme in the Herakles, and an escape from the limitations
imposed on human existence by time was a feature of the Oidipous Koloneus, in the
comedies that were considered renewal was much more central to the development of

the plot, suggesting that deconstruction of old age was an important dramatic aim of
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the comic poet (with an added option at the end, often taken, of problematising the

deconstruction).

This thesis, therefore, does not agree with such judgements as that of Knox regarding
the presentation of old age in tragedy, that old men are usually “either slightly
ridiculous or sinister”.>*> Mastronarde is closer to the truth: “the old men provide a
version of the ‘other’ through which the playwright can evoke pathos and the
audience can vicariously experience marginality and vulnerability, with occasional
moments of unexpected triumph”.>*® However, while this picks up on a number of
important functions of old age in the tragedies, to describe the aged in that way
employs a reductive definition of the concepts of vulnerability and marginality, and as
a result oversimplifies the dramatic purpose and potential of the old men. On a
broader view of vulnerability and marginality, taking into account the full scope of the
plays rather than just the negative associations of old age that are imported into them,
the elderly characters are not necessarily any more vulnerable or marginalised than
the other characters. For example, Aiskhylos’ Agamemnon is hardly less vulnerable
than the chorus of old men (who, for instance, can even hold their ground at the end
of the play), for all his power and success; and Herakles is much more seriously
marginalised following his madness than the elderly chorus ever are. Moreover,
marginality and wvulnerability are not always causally connected to old age:
Amphitryon is *marginal’ and ‘vulnerable’ only because Lykos now rules the city,
whereas before he was closely connected to the ruling family, and had an entirely

different social standing; and the old chorus of the Oidipous Koloneus are respected

%% Knox (1964) 145, though he considers Oidipous in the Oidipous Koloneus an exception. Cf. Falkner
(1995) 262, who sees representations of old age in Greek tragedy as ranging from “bleak to horrid”,
with the OK again an exception.

5% Mastronarde (2010) 296-7.
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members of their community, ‘vulnerable’ only until the threats by Kreon and the
Thebans are countered by the rest of the Athenian polis. A similar statement can be
made regarding Oidipous, since as well as acquiring the physical protection of
Athens, he is also the drama’s central and eventually most powerful character.®®’
Finally, it should not be specified as extraordinary that old men experience
“occasional moments of unexpected triumph”: triumphs in tragedy are rare for all of
its participants, and old men are not distinct as a group for whom they are

uncommon.>®

The dramatic development of old men in comedy has also emerged in consequence of
this discussion as a more complicated affair than it was often thought to be.*® The
processes that old men undergo at the end of Aristophanic comedies are powerfully
individuated, from physical rejuvenation in the Knights, to mental regeneration in the
Akharnians, the Peace, and the Wasps, to actual deification in the Birds. Furthermore,
the resolutions the old men reach at the end of the Wasps and the Birds are
problematised, in that at the end of the Wasps the old man does not resolve the
conflict with his family that started the play off, and at the end of the Birds the old
Peisetairos is deified, but at the same time turns into a menacing tyrant-figure.
Additionally, there are some plays, not discussed in this thesis, where old age does not
triumph: Strepsiades finds himself in a difficult situation at the end of the Clouds, and

in the Thesmophoriazousai the elderly relative barely manages to escape the women.

597 Cf. Dhuga (2011).

5% Major “triumphs’ of old men in tragedy occur in the OK, the Herakleidai (lolaos), the Elektra of
Sophokles (the Old Tutor), the Suppliants of Aiskhylos (Danaos), and, in a certain sense, also in the
Andromakhe (Peleus). Old men at the end of these plays achieve what they strove for, though in the
case of Peleus his grief is remedied rather by Thetis’ grant of divine status and immortality, and
promise of being reunited with Akhilleus (Eur. Andr. 1253-78).

>% Cf. The introduction to Chapter VI.
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A more accurate approach to describing the relation between old age and Greek
drama would be to argue that elderly characters and old age are closely and
productively integrated into their dramatic environments. The confines of tragedy
often create a sense of tension and foreboding, a sense that reflects upon old age and
is reflected by it in a lively way. Old age in tragedy, therefore, emerges as a powerful
and informative dramatic concept, and this is true regardless of whether the
protagonists or the chorus are the aged in question. In comedy, the old men often
crystallise the essence of the comic spirit. This is partly because the presentation of
old age is easily made humorous, and partly because triumph is the essence of comic
wish-fulfilment, especially for old age that is normally so far removed from physical
pleasures, and is often in a disadvantaged physical state. However, comedy does not
imply invariable success (as tragedy does not imply invariable failure) and, as well as
embodying wish-fulfilment, old age is a powerful image for the potential instability of
comic victory. This complex picture of old age emerges as a result of detailed, subtle,
and sympathetic treatment by the poets; and merits close analysis which does not try

to simplify it.

One issue which does seem common to presentations of old men in both genres,
however, is concern for giving the old characters a trait that would balance out at least
some of the losses associated with old age. Thus, the old men in the Agamemnon
present themselves as authoritative, and this can be explicitly contrasted with their
reduced physical vigour. The chorus of the Herakles for a time replaced the loss of
physical vigour with youthfulness attained through poetic power. In the Oidipous
Koloneus the outcome is a little different, in that the old man dies, but in doing so

attains his wish, and becomes a powerful cult hero. Unsurprisingly, this dynamic is
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presented most obviously in the comedies of Aristophanes, and the renewal of old age
contained therein. Additionally, traces of this process can be seen in plays that were
not treated in detail in this thesis. For instance, Teiresias, although old and blind, is a
figure of unquestionable authority in his portrayals in the Antigone and the Oidipous
Tyrannos. The chorus’ authoritative position is also palpable in the Persai, where the
old men are presented as authoritative because of their social position (Ais. Pers. 1-7).
Rejuvenation also occurs in Hkld. 849-58, where lolaos regains his youth for a day in
order to fight Eurystheus; and in the Bakkhai Teiresias and Kadmos undergo a process
that seems to resemble regeneration, even though this instance of it is rather

ominous.®®

That so many plays follow this trend suggests that the concern with balancing the loss
suffered by old men because of their age is an extremely significant one in Greek
theatre. In turn, this implies an appreciation of the difficult condition of the aged, and
acknowledges the need to maintain their status: Greek drama is astute in its
recognition that everyone, especially the most vulnerable members of society, need to
have a sense of personal worth and purpose to hold on to; and a sense of recognition

and triumph to validate their existence.®®

*kk

Having considered the significance of old age in the literary context of Greek drama,

it is possible to evaluate these findings in the comparative context of modern

8% The regeneration takes place at the start of a tragedy, and moreover Kadmos does not engage with it
completely willingly and gladly. Cf. Eur. Bakkh. 191, 195, and Dodds (1960) ad 170-369.

801 This approach is manifested in drama, but is not limited to it. Cf. the picture of the Trojan elders (Il.
iii. 146-52) or Nestor, who are too weak to fight, but are instead considered to be the best councillors of
the city or the army. On old age in Homer, cf. Falkner (1989b), Falkner (1995) 3-51.
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gerontology. The detailed treatment of the aged in the dramas resonates powerfully
with the academic trend of an increasingly sympathetic and complex view of old age,
as does the sense that old age has something intrinsically valuable about it. However,
there are also a number of differences in the way that old age is presented in Greek

drama, and the way it is understood within the modern context.

An interesting comparative case is provided by Yahnke, who analyses a number of
videos and films that take old age as their subject. He focuses his material through
two themes: intergenerational relations, and the development of the elderly as
characters (of particular interest is what he terms their ‘regeneration’). According to
him, when films present intergenerational relations, both the elderly generation and
the younger generation learn a significant amount from each other: the elderly are
reminded of “unfinished tasks for them to complete”, while the young see the elderly
as mentor figures.®® Similarly in Greek drama, old men are almost invariably given
qualities that make them valuable to and also make them stand out from those around

them, such as authority or wisdom in tragedy, and inventiveness in comedy.®®

However, although old age is thus presented as valuable through both media, the kind
of value it has is different. In modern films, the value is often personal and
individuated. In Athenian drama, however, the emphasis is on wisdom, authority and
inventiveness expressed not just in a private setting, but in ways that influence or refer
to the whole society. Examples of this are the performance of a narrative describing
the fortunes of the entire Greek army by the chorus of the Agamemnon, or the publicly

oriented presentation of epinician praise by the chorus of the Herakles, or even the

892 y ahnke (2000) 293-4.
%93 Demos in the Knights is an exception, but one which proves the rule.
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magical creation of peace that affects the entire Greek world by Trygaios. The more
public nature of the exploits of old age in Greek drama may be connected with its
greater interest and instinctive involvement in city-wide affairs, but perhaps also
speaks of a greater need (or a greater capacity) of Greek drama to reassert the public
standing of old age. According to Aristotle, a significant part of being a citizen was
fighting for the city.°® Since old men can no longer do this, there may perhaps be a
tendency to replace their participation in the common endeavour of the city’s defence

with something that also pertains to the community at large.®®

A contrast is also maintained between the ways that regeneration is presented in the
two media. Yahnke notes: “Intergeneration almost always leads to regeneration
(renewal, rejuvenation, and a restoration to wholeness of identity) for the old person.
Regeneration signals an inward emotional and psychological change in the old person,
manifested by a sense of closure, resolution, healing, acceptance, and clarity of
purpose”.®® Furthermore, regeneration can come about through “fulfilment”
springing from “meaningful connections with [elders’] communities, or intimate
relationships with other elders”.®®” For Yahnke, therefore, regeneration seems to mean
primarily that the elderly come to appreciate and accept (in a positive way) their
capabilities and circumstances; that they remember what is important to them in life;
and that they draw (positive) emotions from their environment. By contrast, in Greek
drama there is little sense that the identity of the old men can be (or needs to be)

somehow ‘restored’ or ‘healed’, at least not within the scope that old age can afford;

or that old age can bring “fulfilment’ in and of itself. Old age is a terrible, though

804 pol. 1275a14-8, and cf. p. 56 above.

895 The chorus of the Wasps, specifically, contrast their defence of the city against the Persians in the
past (1071-90) with their present defence of the city in the courts.

%06 yahnke (2000) 294.

897 yahnke (2000) 294-5; quotations from p. 295.
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natural, burden, and is accepted as such; and if it is to be transformed, this

transformation must entail a transcendence of the very bounds of old age.

This significance that Greek drama places specifically on reinvigoration and regaining
youth can perhaps be explained by considering the contemporary context. To a
modern (Western) audience, the importance of a return to more youthful living might
be obscured by the fact that in many parts of the world today people have access to
improved healthcare and higher standards of living, and as a result live longer,
healthier, and more pain-free lives. However, in the age of only rudimentary medical
capacities, limited access to physical comforts, and almost no access to effective pain-
killers (except, perhaps, wine), a return to the quality of life that people had when they
were younger would be in practical terms a more meaningful achievement. The fact
that transformation of old age in Greek drama often concerns itself with practicalities
rather than self-searching does not make it shallower, but reflects instead what might

have been a powerful contemporary need.

*k*k

From the start of this investigation, it was expected that old age would be portrayed in
a complex way in Greek drama: the study of the contemporary demographic, social,
and performative context suggested as much, and the results have not disappointed the
expectations. However, the present thesis cannot pretend to have exhausted this topic,
and further directions for research broadly break down into two key areas. The first is
expanding the evidence base of this work within Greek drama, something that this

conclusion has already hinted at. For instance, old age is treated in fascinating ways in
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such plays as the Persai, the Andromakhe, the Herakleidai, the Bakkhai, the Alkestis,
the Clouds, the Thesmophoriazousai, and the Dyskolos (to name but a few), and all of
these plays can be fruitfully analysed. The extension of the evidence base would also
allow for a more precise comparison between the different treatments of old age by
the individual dramatists. This could lead into discussion of the dramatists’ late style,
and especially its (self-reflexive?) engagement with old age. One might also consider
the presentation of old women, and such tragic figures as Hekabe are likely to provide

fruitful grounds for analysis.

The second way of extending the research is to consider how it fits into a broader
Greek social context. An interesting option for doing this is to ask how old age
engages with perceptions of and attitudes to death in ancient Greek drama and ancient
Greece more generally. To what extent was death met in old age with acceptance, and

in what contexts?%%

Was old age specifically a time when ancient Greeks thought
about death, and was it therefore a particularly frightening period of life for them?
Was death itself a frightening concept, and in what way? Did attitudes change in the
course of the Classical period, and were they different in the periods preceding and

609

following? While some work has been done on this subject already,”™ this remains a

fertile (though rocky and perilous) field for further research.

898 Cf. Solon 27. 17-8 West, Od. xi. 134-7 on old age as a natural and happy time to die.
809 Sourvinou-Inwood (1981), Sourvinou-Inwood (1983), Morris (1989), Sourvinou-Inwood (1996).
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