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Abstract

The study of ancient emotions has attracted growing attention in classical
scholarship in recent years. This thesis seeks to contribute to that growing
body of research. It examines the representation of anger in the Oresteia.
While dealing with a culture remote in time, its religion, social structure and
language, | attempt to extract the experiential base behind the dramatisation
of the emotion by using cognitive science as a basis for my analysis. |
propose that the representation of anger in Aeschylus indicates a rich
conceptualisation of the emotion with a sophisticated degree of psychological
insight and realism.

Anger is a complex psychological phenomenon involving cognitive
processing, bodily change, and social interaction. Tragedy, a medium that
deals with intense emotion in a social context, in interactive form through
both word and action, lends itself exceptionally well to the presentation, and
conceptualisation, of anger as a multifaceted and complex experience and
phenomenon. The methodology and scope of this thesis enables the enquiry
into this conceptual richness. While | draw on previous research on ancient
emotions, both in method and content, | also develop them further by
highlighting the importance of shaping the enquiry in a way that allows
theoretical breadth and analytical depth.

| start out from the cognitive hypothesis that emotions are a function
of the mind to explore how the characters in the trilogy shape their anger in
terms of evaluations of social interactions. | use other Greek sources as a
comparative framework for this investigation. | then treat cognition in a
broader sense as having the body with all its sensorimotor capacities as its
context. The use of cognitive metaphors will enable an understanding that
accounts for aspects of anger with an important presence in the text such as
overdetermination and desire. The dramatisation of anger is also considered
as a socially embedded phenomenon, developing within and continuously
affected by a social environment. Finally, | will approach anger from the
perspective of the Gods both as immanent forces and as anthropomorphic

entities.



Impact Statement

This research advances our knowledge through interdisciplinary work on
ancient emotions in the field of classics. The methodology proposed applies
cognitive science as a model for the interpretation of ancient texts. It
combines literary, psychological and social concerns that might provide
fruitful crossover within the discipline of classics, in conferences and
research groups, or outside academia between researchers and institutions.
It offers the basis for dissemination in journals, as well as the potential to
structure lecture courses around the issues it raises. This research can also
be insightful for the general understanding of emotions and the implications
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Introduction

Interpreting Anger in Aeschylus

Did the ancients feel what we feel? While evolutionary studies suggest that
we have been biologically ‘modern’ for the past three hundred thousand
years, it is nonetheless a captivating question. When reading the literature of
the Ancient Greeks, we are dealing with cultures remote in time, and with
different forms of religion, social structure and language. One may then be
forgiven for failing to relate to their expressions of commonly lived
experiences, such as human emotions. This thesis attempts to tackle just
that, to extract the experiential base behind the literary abstractions of
antiquity. | take anger as the lens of investigation and Aeschylus’ Oresteia
as its field. My interest lies in the dramatic representation of anger considered
as an emotion, by which | mean a psychological experience involving the
mind, the body, and the society within which it is experienced. While there
are fundamental differences between examining a phenomenon such as an
emotion described in an artistic creation and examining it as it happens in
real life, | start out from the assumption that art can, and often does,
condense down precisely those issues that might appear too complicated to
us. An artistic creation such as tragedy plays an essential social role as a
place for the occurrence as well as the channelling of meaningful and
evocative discourses for a community. The analysis of an artistic
representation has inherent limitations, as any model will have, but it also
has unique advantages. Creative literature, including drama, can be thought
of as too simplified or too subjective a model, but that would be to miss an
important point. It needs to give the necessary information, with some degree
of accuracy, in order to be culturally intelligible. | hope this research can
contribute to a greater understanding of ancient Greek emotions.

While anger has received a great deal of attention in recent
scholarship by classicists, this research is new, both in nature and scope. |

am proposing that the representation of anger in Aeschylus indicates a rich

11



conceptualisation of the emotion with a significant degree of psychological
insight and realism. It provides illuminating insights into how the Greeks
experienced, conceptualised, discussed, and represented emotions.
Research on ancient emotions has somehow overlooked Aeschylus’ work as
a significant source of knowledge about the distinctive aspects of ancient
Greek emotions. | therefore envision this research as a contribution to an
area of investigation that, despite the prolific work in recent years, has paid
only limited attention to tragedy. The interdisciplinary approach to emotions
utilised here has been largely taken from cognitive science. The approach of
cognitive science is enriched, particularly in the last two chapters, by
perspectives taken from social psychology and anthropology. These
complementary views will help us to refine our understanding of what makes
ancient Greek emotions like ours and what distinguishes them, and what
their fundamental characteristics are.

Although the plays do not give us explicitly defined concepts, they do
provide representations of anger created for an audience to understand them
through a range of elements. These elements might not necessarily be
methodically or systematically articulated as in other type of discourses such
as philosophy but, as | hope to show, are highly consistent with those we
meet in other genres. Furthermore, the conceptualisations of anger in
Aeschylus are also coherent with other expressions of the culture, such as
religion, social structure, and language.

This last argument is particularly important to this thesis. The New
Historicism, now influential in literary criticism in Classics, rightly
acknowledges the relation of mutual interdependence between a text and its
historical context (Bennett & Royle, [1995] 2016, pp. 138-48; Schmitz, 2007,
pp. 159-74; Fry, 2012, pp. 246-58), irrespective of any subsequent readings
in later receptions. Hence, to interpret anger in the Oresteia, one has to
locate the text in its historical setting. The text works, at least partly, as a
reflective expression of the society in which emerges, and it is embedded in
a diversity of discourses. This is all the more important considering that we

are talking of a psychological phenomenon that is, to a large extent, socially
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embedded. The discourses and expressions through which anger is
conveyed therefore need to be considered in their context. | try to create a
cultural framework to read social situations and experiential states that reflect
anger in the tragedies. | will explore a multiplicity of cultural forms in which
anger emerges and which condition the intelligibility of its literary
representation. The way in which different types of discourse, such as poetry
and oratory, interact and shape historical reality and language needs to be
part of the analysis of Aeschylean anger. Similarly, other social institutions
like religion, hierarchical categorisation of people, and gender will be
considered as key in the formation of discourse on anger in antiquity.

There is nothing inherently new in discussing ancient anger. Modern
research has already shed light on important aspects of Greek and Roman
emotions and how they connect to their context. As | will discuss below,
research in Classics and related disciplines such as anthropology and history
have helped us to develop methodological approaches to read emotions in
cultures remote in time. While | inevitably rely on these methodologies, | also
seek to refine them. One distinguishing feature is the way | treat Aristotle.
His surviving work contains some of the most meticulous and systematic
analysis of Greek emotions. However, this research suggests that it might
not be sufficient as a paradigm to understand ancient emotions. While other
studies of ancient anger have largely (and understandably) based their
interpretation on Aristotle’s Rhetoric Il, here it is suggested that in some
important respects Aeschylus departs from the conceptualisation of the
emotion present there. Hence, | will use Aristotle as a fundamental source
and as an inevitable starting point, as the fullest and most lucid articulation
of emotion in ancient Greece, but not necessarily as an infallible or
comprehensive guide for the interpretation of all anger in the texts. Therefore,
beyond representing the addition of an ancient source to the study of anger
in antiquity, the analysis of Aeschylus’ work deepens and expands our
understanding of the emotion. As | hope to show, the exploration of
Aeschylus provides us with new awareness of the nuances and complexity

of ancient conceptualisations of anger.
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| should alert the reader that this thesis is not an attempt to offer a
comprehensive interpretation of Aeschylean anger. | have elected to analyse
certain passages of the Oresteia selected for methodological reasons.’ | will
prioritise an approach that allows me to look at the multi-dimensionality of
anger. This means that | will revisit the same passages (those with a very
high salience in regard to the plot movement and with a concentration of
dramatic elements) with a set of questions throughout this research. This will
allow me to study the passages from different angles and evaluate them in
different frameworks, bringing new aspects to light. The dialogue between
Clytemnestra and the chorus of elders in the Agamemnon, for example,
provides insightful results when analysed from the perspective of emotions
as evaluative processes as well as ways to read how the body is present in
their conceptualisation. As | hope will become clear, anger is a multifaceted
emotion that can be experienced in a variety of ways, some of them as
internal processes and some as externally induced phenomena. Hence, the
multi-layered reading of the Oresteia that is proposed here aims to unveil the
sophistication of Aeschylean psychology.

Equally, the limited number of characters that | will analyse offers an
excellent way to explore their development, their broader relationship within
the social environment represented in the play, and how they contribute to
the dynamism of the plot. This is because the conceptual tools that | apply
will enable greater breadth with regard to theory while at the same time allow
for a deeper exploration of the characters. Research on the construction of
different kinds of characters, with a focus on their emotional responses on a
granular level, needs to be strengthened. This multidimensional approach
helps me to establish ways of understanding Aeschylean psychology and its
relation to the construction of character in his work.

There is relatively little interest in the construction of emotion in

tragedy at the moment. This might be due to the very intensity of emotions

' The Oresteia is particularly rich, among Aeschylus’ surviving works, in
angry words and in conflicts within families in which anger can be ascribed.
The rest of the Aeschylean corpus will be also considered but as a basis to
cross-check the evidence of the Oresteia.

14



in tragedy: the subject matter might seem too obvious or simple to the reader
to need exploration. There has been far more interest in the research on the
emotional experience of the audience of ancient drama, especially from the
perspective of the cognitive approaches adopted by classicists. However, |
would argue that the emotions of the characters in the plays, and the extent
to which they conform to psychological, social, and ethical norms have direct
implications for the generation of a dramatic effect, and therefore for the
cognitive experience of the audience. This is not a new idea. Aristotle places
a great deal of importance in tragic emotions and how they matter for the
audience of tragedy. The construction of character is fundamental to
understand the dramaturgy of the plays and how the audience relates to
them. This thesis has the potential to engage with further questions that are
relevant to other research currently being carried out.

Finally, | hope that this research may help both in content and method
to enable both further readings of Greek tragedy and understanding of
ancient emotions. As a consequence, | hope that this thesis may also be of
interest to those studying anger in other texts and in other cultures distant in
time and space. | offer a model, based on the cognitive science and
complemented by other disciplines, to extract information about emotions as
experiential states that can be useful for researchers wanting to apply a
model of emotions to a literary text. In terms of content, | hope that this
research will provide illuminating insights for those with an interest in how
human emotions have changed over time, and yet in many respects have

stayed the same.

1.1 Definition of Anger

Imposing an overly simple model upon the diverse material related to
anger in the trilogy is undesirable. However, it is appropriate at this stage to
articulate a basic, abstract, and broad definition of anger that provides us
with a conceptual ‘tool kit’ to establish the fundamental aspects of the
emotion to be considered in this research. This definition serves the dual

purpose of setting the parameters to identify anger in the text when there is
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no lexical indicator, and of establishing the questions for selecting the
appropriate elements from the vast conceptual material found in ancient and
modern literature on emotions. Since no definition is independent from the
theory that produces it, | will be treating theories as ‘models that constitute
operational representations of our understanding’ (following Wilson (2010,
p.3)). | therefore consider the following definition, based on cognitive science,
as a way of organising information and evidence in a useful scheme to handle
the difficulty and complexity of anger.

| define anger as an emotion, by which | mean an experience that
entails cognitive, desiderative, behavioural, physiological, and social
aspects, which are connected and depend upon each other. It is typically,
but not necessarily, a conscious phenomenon that can be experienced in a
variety of ways. While the behavioural aspect of anger differs from one case
to another, it can be identified as bearing some kind of aggressive or
destructive inclination. The cognitive aspect often refers to an intentional
object,? and involves the evaluation that something is not as it should be. The
intentional object of anger may be an action, a situation, or an idea, and it is
normally associated with the people, things or ideas that the subject of the
emotion values or is attached to. The intentional object of anger may or may
not coincide with the cause of the emotion. Anger involves physiological
changes such as hormonal alteration, raised blood pressure, and other
physiological alterations. The desiderative aspect of anger is often, but not
always, connected to retaliation or punishment. Anger can vary along a
number of dimensions such as the character traits of the subject, type of
object, relation and level of attachment to the object, intensity, duration, etc.3

This definition has been formulated largely following some of the main
hypotheses used in cognitive science to describe emotions. Given that any
definition presupposes a theory, and we do not have a theory of anger by

Aeschylus, we will inevitably impose something on the interpretation of the

2 | explain what | mean by ‘intentional object’ in section 1.2.1 below.
8 | will return to this definition, and each aspect will receive detailed
discussion.
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emotion in his work.# This does not mean that if we want to ask the relevant
questions about anger in the text, we need to start out from zero.®> The use
of cognitive science as a framework to interpret ancient emotions has been
tried with relative success. Two main arguments have been advanced to
support the use of cognitive science to interpret emotion in ancient Greek
literature. The first argument points to the fact that there is mounting
evidence, mainly from research carried out by anthropologists (discussed in
l.2.4 below), that there are important trans-cultural elements in emotions.®
This evidence establishes grounds that allow us to think that it is possible to
interpret ancient emotions from our own understanding of them. This first
argument does not give us any details about what exactly we should take as
idiosyncratic in Greek anger. The second argument is that Aristotle’s
definitions of emotions in the Rhetoric equips them with a strong cognitive
component, indicating a conceptual bridge between the way we understand
emotions today and how they were perceived in antiquity (discussed in 1.3.2

below).

1.2 Methodology

Anger, as well as other emotions, is a phenomenon that is often

amplified in Greek tragedy in terms of scale, expression and effects.

4 As de Man (1983, p. 9) has put it, ‘the contemporary contribution to this
age-old problem [that unmediated expression is a philosophical impossibility]
comes by way of a rephrasing of the problem that develops when a
consciousness gets involved in interpreting another consciousness, the
basic pattern from which there can be no escape in the social sciences’. See
also, de Man (1986).

5 | borrow the idea of Heidegger (Being and Time §31; §32) and Gadamer
(2007, p. 162) idea that the task of the interpreter is to enter the hermeneutic
circle in an appropriate way, not to avoid it. Their stress that the task of
interpreting a text departs from the rigours of a scientific demonstration in the
sense that there will always be certain circularity inherent to the principles of
hermeneutics has key relevance for the discussion on emotions: we cannot
attempt to have neither an inductive approach to anger (that would be going
case by case following the words for anger in the text) nor a deductive one
(imposing a definition from a theory).

6 For similar discussions, see Konstan (2006) and Cairns (20083).
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Nonetheless, despite the significance of its role and its ubiquity, one should
not assume that anger is always explicit or conveyed to the audience through
the same means. While we need to assume that the dramatisation of anger
needs to be somehow signposted to make it intelligible, we cannot take it for
granted that this will happen by means of denotative lexical indicators.
Similarly, in drama, we cannot necessarily expect to find an emotion named
or articulated as in theory. Hence, we need to establish a method that
enables us to pin down the presence of the emotion in the text in ways that
can be thought of as easily recognisable for its original audience, while at the
same time bearing elements that can be linked to our understanding of
anger. Once we can uncover the presence of the emotion, we can enter into
the details of its dramatic construction and the concepts related to it.
Therefore, the main methodological question is the criteria to be used
to discern the relevant from the non-relevant elements in the construction of
a dramatic character or situation that accounts for an ascription of anger. We
are primarily dealing with evidence from a set of texts which formed part of a
larger performative representation. However, despite much of the
dimensionality of tragedy having been lost, we do have the written words.”
Therefore, it is necessary to start with lexical indicators. As will be discussed
further below, Ancient Greek is a language rich in words for anger. Some
nuances and distinctions have been traced in the scholarship on ancient
emotions, shedding light on important aspects of the notions of anger at
stake in the texts. While progress in this respect has proved fundamental to
explorations of anger in ancient literature, it has also shown some of the
limitations of a purely lexical approach to anger. One limitation is the
uncertainty about the extent to which these words label the same concept,
or indeed the same phenomenon (if there is such a thing), that the English
lexical categories for anger do. This is partly why the study of ancient anger

has been importantly led by concept studies such as the ones conducted by,

7 For example, Taplin’s (1972, 1978) work has shown how the richness of
the visual aspects of tragedy can be inferred from the text.
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for example, Konstan (2003, 2006) and Harris (2002, 2003) that seek to
complement lexical approaches.

The study of the dramatisation of anger bears the complexity of being
neither a lexical study nor a conceptual one. On the one hand, there are
aspects of anger other than denotative lexical ones in drama, such as
metaphors, vituperative terminology, and sarcasm. On the other hand,
approaching this research as a conceptual study, in which various related
words are considered, brings up the problem of how we configure our object
of study, and how independent this configuration is from the theory that
describes it. As Cairns (2008, p. 51) points out, the main difficulty of
approaching anger on the basis of a concept (or even a set of concepts) is
the risk of being too prescriptive.8 While we need to work with concepts, and
that implies an inevitable element of prescription, we can adopt palliative
measures for that. At the most basic level, we need to be explicit about the
definitions we are using, and how they relate to any given set of theories.
Likewise, we need to be clear about the purpose that we are attributing to a
definition and the theory that supports it. The suggestion here is that when
we establish a working definition of anger, either taken from Aristotle or from
a modern theory, we can use it to guide us both in setting the parameters to
identify anger in the text, and in establishing the questions that will require
critical analysis from both modern and ancient perspectives. This is why the
definition of anger given above will be taken as a model that constitutes an
operational representation of our understanding of the emotion against which
the evidence in the text can be considered. | give it a guiding role without
denying that it will be constantly tested against the evidence in the texts and
the results from other research in Greek emotions.

While the dimensions present in the definition of anger presented

above are key to the understanding and discussion of the emotion, | will

8 Averill (1983) presents very interesting results on the differences regarding
the understanding of anger between ‘people in the street’ and theorists of
emotions, and often the empirical evidence is more on the side of the former

group.
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restrict the determining elements that allow me to identify anger in the text to
the following three categories:

- Denotative lexical indicators, which signal that the emotion is
being reported by the subjects themselves or is being ascribed
to them by other characters. While connotative lexical
indicators are also important, | will use them as a means to
strengthen cases in which the recognition of anger might
present difficulties.

- Propositional content of statements containing affronts to honour,
to justice, or stating that things are not as they should be. This
parameter has been established considering the cognitive
premise that anger entails an evaluation of reality. | draw on
extensive previous research on both modern and ancient anger
that links the emotion with the perception of being offended.

- The possession by, or presence of, a supernatural agent such as
an Erinys or an Alastor that can be associated with anger. This
parameter is tied to both the cultural background and the
literary tradition in which Aeschylus sits.

These three determining elements will enable the identification of anger in
the passages of the trilogy selected to explore the different dimensions of
anger laid out in the definition proposed above. In this way, | will pin down
anger with a minimum number of elements to recognise anger, and then treat
these instances critically. In what follows, | will discuss these three categories

of indicators for anger in the text.

1.2.1 Lexical Indicators for Anger

Given that this research is language-bound in nature, mapping the
words that will indicate the presence of anger in the texts under analysis is a
fundamental endeavour. The terminology used to denote anger has received
considerable attention in recent research (Harris, 2002, 2003; Konstan,
2003, 2006; Cairns, 2003; Allen, 2003). Despite differences in approach and
method, compelling arguments for relying on a linguistic basis for talking

about ancient emotions have been advanced, providing us with a good
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ground for starting out. The limitations of adopting a purely lexical approach
have also been repeatedly emphasised.® Konstan (2006, p. 4) has argued
that the Greek words for emotions do not in fact coincide entirely with the
way we understand the relevant emotions, and that the way the Greeks
conceived particular emotions differs in important respects from the way we
characteristically conceive them today, both ‘in popular parlance and in
scientific literature’. He adds that even though the Greek terms for emotions
are normally rendered into English ‘by standard equivalents’, the context in
which we find those Greek terms will problematise the way in which these
equivalences are made. Yet this problem can only be tackled by testing those
‘standard equivalents’ in different ancient sources, and from different
analytical frameworks. A different but related limitation is that the words
labelling emotions can obscure certain aspects of the concept they refer to,
particularly when we are trying to find their equivalents in a modern language.
While this is a significant problem, those ‘obscured’ aspects of an ancient
emotion can be brought to light by different mechanisms, such as looking at
metaphors and connotations given by the context in which the words appear.

The words used for anger in Ancient Greek evolved over time. Some
underwent a transformation in terms of the concept they denoted, while
others underwent a change in terms of the connotations they carried with
them, and still others disappeared and were replaced by or subsumed under
other words. As a general trend, the vocabulary for anger underwent a
process of narrowing. Some important words for anger, such as chdlos, had
fallen out of use by the time of Aeschylus, and their absence in the Oresteia
should not surprise us. Some of the words he uses had almost disappeared
by the fifth century. This might be partly due to the nature of the genre, as a
way of elevating the language and reflecting the distant mythical past by

using words with a Homeric resonance like ménis.

° For a good discussion on the value and limitation of a pure lexical approach,
see Sanders (2013, pp. 2-7). Dover (1974, pp. 195-7) stresses that emotional
terms can be used to designate behaviours which are typically associated
with an emotion.
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The purpose of my evaluation here is to present the state of research
today, signalling the aspects that will receive special attention in this thesis.
| will now briefly sketch out some of the main arguments and give an overview
of the words used by Aeschylus to denote anger, ordering them by frequency
in his works. This order will suggest slight changes to the prevalence of some
terms in this categorisation, and to the doxography about them.0

Kotos,'" a term that almost disappeared after Homer and Hesiod, is
the most frequent word for anger in Aeschylus. Cairns (2003, p. 31) argues
that there is no distinction between kétos and ménis in terms of their stimuli:
basically, an issue of timé. Harris (2003, p. 31) and Walsh (2005, p. 79)
suggest that kotos and kotéd show desire for retaliation, connoting an
extraordinary duration of the emotion. Walsh (2005, p. 82) argues that kotos
‘has as its source something outside the immediate context, especially in
reference to foundational experiences’. These two ideas, that the source is
distant in the past and outside the immediate context, is discussed and
confirmed in Chapter 2 (pp. 127-8). Walsh (2005, p. 79) additionally suggests
that kétos supposes a hierarchical structure, in which a superior is entitled to
the emotion towards an inferior but not the other way around.

Orgé'? seems to have replaced the Homeric chdlos. In early literature,
it meant something like ‘temperament’ or ‘disposition’ (Harris, 2002, p. 52;
Allen, 2003, p. 78-9), and by the second half of the fifth century the term was
usually used to mean anger (Harris 2002, p. 53). Orgé is the central term in
Aristotle’s analysis of anger in the Rhetoric, yetin EN and EE he sometimes
uses thumds as an interchangeable term. Harris (2003, pp. 57-8, p. 123),
drawing on Aristotle’s definition in the Rhetoric, argues for an understanding

of orgé as an emotion that necessarily leads to action. While this is a valuable

101 am deferring the discussion on Aristotle, key for both the doxography and
taxonomy of the terminology for anger, to section 1.5.1 below.

! There are twenty-eight instances in Aeschylus (Seven 744; Ag 456, 635,
1211, 1261, 1464; Ch 1025, 33, 592, 952; Eu 220, 426, 800, 840, 873, 889,
900, 500; Frag. 468**, 244, 541, 266; Supp 67, 347, 385, 427, 478, 616).

2 There are twenty-two instances in Aeschylus (Prom 80, 315, 378, 190,
678; Seven 678; Supp 187, 763; Eu 848, 937, 981; Ag 71; Ch 326; Frag 44,
472, 26, 132c, 468, 35, 36).
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insight (and suggested by Ag 71 and Ch 236), | will take issue with the way
in which anger and action are connected in Chapter 4 (pp. 196-7); for
example, for uses of the word in which this premise is not so clear, see Eu
848, 937, 981.

Menis'® and its cognate verb, so important in Homer, was almost
completely replaced by the fifth century by orgé and thumds (Harris, 2002, p.
52). Yet it has an important presence in the Oresteia, particularly in the
parodos of the Agamemnon (discussed in Chapter 2, p. 115), where it has a
central role in explaining and giving unity to the plot. The fact that in Homer
the noun is reserved for the anger of gods and Achilles has raised questions
about its peculiarities (Harris, 2002, p. 50). Konstan (2006, p. 48) suggests
that the term in Homer belongs to a solemn and religious register. Cairns
(2003, p. 31-2) questions that view: the difference between ménis and chdlos
is of connotation rather than of register, and these two terms co-occur,
sharing the same scenarios and expressions.' According to Muellner (1996,
p. 31), the word often (yet not only) designates an anger related to cosmic
irrevocable consequnces.

In Homer and Hesiod, the physical nature of thumos's is imprecise
(Pellica, 2011), the ‘seat of vital energy’ within a person, and has to do with
emotional responses (Sullivan, 1995, p. 54-5). It has been shown (Pellica,
2011) that while the uses of the adjectives related to thumds, usually
translated as ‘spiritedly’, respond largely to metrical needs, showing a high
degree of dispensability. According to Cairns (2003, p. 21), thumos in Homer
never means anger, but a ‘general psychic force’ that sometimes coincides
with anger, as when ceasing chdlos and restraining thumods count as the

same endeavour.'® In post-archaic Greece, according to Harris (2002, p. 53),

13 There are seven instances in Aeschylus (Supp 162, 175; Ag 155, 701; Eu
234, 314; Frag 28).

14 Griffin (1986, 43) stresses that there is no major difference in the use of
the word between narrative and speech in Homer.

5 There are six instances in Aeschylus (Ag 992; Ch 392, 422; Seven 52; Per
11; Frag 159).

16 For a different opinion on the difficulty of rendering one term into another
see Konstan (2006, p. 50); Harris (2002, p. 51).
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thumos had a double sense: anger and the agency of anger within the
individual. Plato and Aristotle used the word mainly referring to a part or a
faculty of the soul (Harris, 2002, p. 54; Koziak, 1999, p. 1069)."7

Ménos'® is yet another term that almost disappears after Homer. As
Cairns (2003, p. 22) notes, the conceptualisation of ménos may accompany
anger and overlaps, but for him (2003, p.22) at least ménos appears to share
some of the attirbutes often attributed to anger rather than a form of anger:
tithus menos may may accompany anger, its conceptualization (sic)
overlaps with that of anger, and the energy that menos represents may
convey both something of the physiological experience of the occurrent
emotion (perhaps patrticularly the stimulation of the autonomic nervous
system) and its goal-directed, desiderative aspect (the determination to
retaliate), but menos is not in itself a candidate for consideration as a form of
anger’. In Homer, it often describes the strength with which a warrior goes
up against an enemy.

Cholos is the standard term for anger in Homer and it is strongly linked
to issues of honour (Harris 2003, p. 24; Konstan, 2006, p. 48). Aeschylus
does not use the word.'® By the fifth century it had effectively disappeared in
prose; this may be (but cannot be shown to be) connected with its absence
from Aeschylus. Whatever the reason, for our present purpose it requires no
further discussion.?°

Pikria usually means ‘bitterness’. Pikrés is used by Aristotle (EE

1221b10) to designate someone who keeps orgé within for a long time. It

7 For a brief discussion on the role of thumos in the trilogy, see Chapter 4,
p. 190, 196.

8 There are ten instances in Aeschylus (Supp 560; Ag 1067; Ch 1076; Eu
128, 832, 840, 873; Prom 720; Frag 29C, 47a).

9 |t appears only in the Prometheus, whose authenticity has been
questioned, see Giriffith (1977).

20 Konstan (2006, p. 52) thinks that sometimes the use of chodlos ‘suggests
something like raw battle fury’, thus indicating an overlap with ménos.
Konstan (2006, pp. 56-65) suggests that cholos shows much similarity with
Aristotle’s orgé, as the experience of the emotion responds to criteria of
status and of actual abilities to retaliate.
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also appears in Demosthenes (21. 204), and it may well also there indicate
rancour or bitterness kept within someone.

| have restricted the discussion to the denotative terminology for
anger. However, the range of terminology that can be used to signal the
presence of anger is large. Insults are another indicator of anger, even
though in the Oresteia, unlike the angry interaction between Agamemnon
and Achilles in lliad |, vituperation does not play a major role. As will be
discussed in Chapter 3 (p. 161), Clytemnestra suggests that Cassandra is
indecent or vulgar. However, this case of vituperation, and the few others in
the trilogy (for example Cassandra calling Clytemnestra a ‘lioness’ (Ag 1259),
which bears negative connotations related to the inappropriate behaviour of
a woman), tend to be covered either with irony or highly ambiguous, and
therefore need to be looked at against precise situations in the plays. A
similar case occurs with the presence of words such as drimus that often
accompany anger, linking it to a network of images and metaphors that
configure patterns in the conceptualisation of the emotion — in this case, the
imagery of dripping poisoned liquids and flying darts. As will be argued in
Chapter 2, these symbolic representations are grounded in the human
cognitive apparatus and are indicative of the experience of anger. These
words will be discussed case by case in their context in the trilogy. The
language of threats may also be indicative of anger, and likewise, intense
statements of blame at perceived wrong. This will also be fundamental in my
analysis of anger. Threats need not always be explicit, as they can be subtly
conveyed by different strategies that will be discussed using speech-act
theories. In both cases, context is fundamental to identify the presence of

anger.

1.2.2 Other Indicators

The two other indicators of anger used here are (1) the propositional
content of appraisals containing offences to one’s honour or sense of justice,

and (2) the presence of an avenging deity such as the Alastor. | will briefly
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outline below the justifications for the use of these indicators. They will
receive further discussion in the relevant chapters.

| start out from the assumption that anger has a cognitive component
which can be formulated in terms of an evaluation or appraisal of reality. In
drama, as well as often in real life, this appraisal is linguistically articulated.
Since this is one of the most basic hypotheses of cognitive approaches to
emotions, we can draw on a good amount of research, both on modern and
ancient anger, that has established the most paradigmatic content of those
appraisals. Based on this, | will be looking at the propositional content in the
tragedies in which affronts to honour, injustices, and a sense of re-
victimisation are expressed. | do not only rely on previous research to
establish issues such as the propositional content of ancient anger: in
Chapter 1 | show how they are present in the discourse of anger in a variety
of ancient Greek sources. These discourses can adopt different shapes, but
they nevertheless recur with a high level of frequency when anger is at stake.

The attribution of anger to a character that is possessed by the Alastor
or an Erinys, or that is said to be an Erinys, is based on two arguments. One
is that the representation of these deities plays a fundamental dramatic role
in the trilogy. As | will argue in Chapter 2, the symbolism linked to these
deities is consistent with other representations of anger in Greek literature.
The symbolism attached to them is that of revenge, and unforgiveness. The
other reason is that the plays appear in a cultural context in which there was
an active belief in these divinities, and this belief, among other things, played
a key role in the maintenance of social rules and boundaries. Thus, the
ascription of anger to a character linked to these creatures finds secure
grounding, not only from a dramatic perspective, but also from a broader

cultural one.

1.3 Greek Tragedy and Psychological Realism

The question of how to read an emotion in ancient drama relates both

to the poetics of the genre and to hermeneutical considerations of the
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understanding of emotions in a certain corpus or text.?! In the previous
section, | established a method for identifying, interpreting, and exploring an
emotion. Here, | give brief account of the main difficulties that previous
research has faced when assuming a certain level of psychological realism
and of individuation in the development of characters in Greek tragedy —
Aeschylus having been particularly problematic. This discussion has been
heavily influenced by the problems posed by Aristotle’s Poetics, both for
those who agree or disagree with his approach to tragedy. However, the
question of psychological insight in tragedy has been an object of interest not
only for classicists but also for psychoanalysts and researchers looking at

the relationship between art and psychology in general.

1.3.1 Reasoning with Universals and Literary Interpretation

In Poetics IV, Aristotle establishes that the reason why people enjoy
looking at representations, even those in which pain is involved, lies in the
understanding obtained from them (1148b10-15).22 The passage is
imprecise about what exactly it is that people understand in tragedy, and the
scholarship on it is rich in controversies. However, it is widely understood in
the context of the discussion with Plato about the degree to which drama can
be credited with ‘truth’. Here, | restrict the scope of the discussion to the
question about the level of psychological realism needed to make an
audience understand a dramatic situation, and how that relates to human
cognition.23 Halliwell (1992, p. 252) has made a compelling argument based
on Topics (164a10-11) that the comprehension involved in tragedy takes

place by reference to ‘the general categories which structure, and emerge

21 For a dissenting view, see des Bouvrie (1990, p. 123).

22 Aristotle stresses the importance of two emotions in tragedy: pity and fear.
For a good discussion in this narrow view on tragic emotions, see Konstan
1999.

23 Halliwell (1992, pp. 242-3) thinks that the pleasure is mimetic, and not real.
Rorty (1992, p. 16) argues that in order to produce this pleasant effect on us,
the very structure of the actions attributed to tragic protagonists should
somehow represent us. This relates to the idea that ‘we take delight in self-
knowledge’ found in Magna Moralia (1213a10-26).
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within, our understanding of the world’. To say that one makes inferences in
poetry (1451b5-6) is explained by Aristotle as relating the action to ‘the kind
of thing that suits a certain kind of person to say or do’ in accordance with
necessity and probability (1451b7-8).24 There is therefore need for a certain
level of accuracy for the poetic ‘model’ to work in the mind of its audience,
an idea that is found in different places in the Aristotelian corpus. For
example, in Posterior Analytics, there is an argument that all intellectual
learning comes about from already existing knowledge (71a1-2), which is a
condition imposed by Aristotelian epistemology: we understand a particular
representation because we recognise something universal in it (100a17).
Aristotle argues that it is possible to infer qualities such as anger and
desire from physical qualities if we have previously established, as a
premise, that the body and the soul change together when affections take
place (Prior Analytics 70b6-10). His point here is not that the body and the
soul change together. Rather, if we believe that (a universal), we are then
able to infer a human characteristic that we cannot see (a particular) from
another characteristic that we can see (another particular). According to
Aristotle, we can infer psychological traits if we are given the appropriate
elements. While this does not provide clear criteria to assess the level of
realism with which tragedy is furnished, it suggests that providing the
appropriate elements is enough. As Halliwell (1992, p. 247) notes, the
understanding of the audience means ‘an active and interpretative process
of cognition — a perspicacious discovery of significances in the world, or in
representations of the world’. The inference from particular elements of
representation to a certain type of character that Poetics IV alludes to
depends on how these elements relate to reality. Even if Aristotle’s concern
was only with ‘character types’, this does not mean that the representation of

these types need not be informed by recognisable psychological realism.

24 As de Ste. Croix (1992, p. 23) points out, according to Aristotle ‘universal
statements in mimetic literary forms are about what a particular kind of man
will say or do according to probability or necessity’.
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Even types need the adequate amount of psychology in order to work in the

context in which they appear.?®

1.3.2 Consistency, Action, and Choice

A different source of doubt about the degree of psychological realism
in tragedy arises from the Aristotelian notion of character in the Poetics
(1449b24 - 1450a15).%6 The idea developed there, that character is conveyed
through action and choice, has been hugely influential in the scholarship on
Greek tragedy.?” Since in tragedy human choice is often permeated with
divine intervention, many scholars have seen a problem in the consistency
of character-construction. This view is strengthened by the plurality of
accounts and views that one character can give about one event — as
Clytemnestra does about the murder of Agamemnon. Belfiore (2014, p. 91),
for example, thinks that there is not a constant dramatic personality existing
independently of the sequence of scenes, and that the attempts made by
some scholars to find psychological realism are out of place given that the
dramatic conventions of tragedy do not leave room for such representations.

An issue of particular importance in this context is the role of the gods in

25 For a discussion on the Rhetoric’s requirements that both the speaker’s
character and the audience’s emotions be manifested and affected,
respectively, by elements of the oration itself, see Nehamas (2015, p. 294).
He (2015, p. 302) argues that there is no need for a large degree of
individuation in the creation of characters: ‘Oedipus is not a person who has
a character but is himself a character, a type, which we may recognize as a
type to which we ourselves belong’.

26 Eudemian Ethics states that ‘it is only because it is not easy to see the
nature of man’s choice that we are forced to judge of his character by his
acts’ (1228a14-16). On Aristotle’s idea that there is a certain mind-state
behind the choice and that this is what determines action, see Rh 1372; EN
1139a22-3; EN 1144b30-2.

27 Blundell (1992, p. 155) argues that dramatic éthos and dianoia are
accordingly derived from the nature of human action as such. However, in
drama this cannot happen, and the choice of the agent must be somehow
shown; arguably, tragedy can only tolerate limited degrees of obscurity for
the audience to be able to infer the characters. Barfield (2011, p. 51) argues
that ‘tragedies require a character that is sufficiently good, appropriate, real,
and consistent’. For a good review of this discussion, see Bednarowski
(2015, p. 180).
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tragedy (an issue on which Aristotle in Poetics is notoriously silent), and
particularly in Aeschylus. Lesky (1966, p. 82) argues that the way in which
Agamemnon’s decision is portrayed shows inconsistency, as it is made out
of free choice and under the yoke of necessity at the same time.28 He takes
this lack of consistency as a sign of Aeschylus’ interest in developing the
theme of the tragedy over the exploration of human psychology.?® However,
there are ways of reading the co-occurrence of divine intervention and
human agency without implying inconsistency in the construction of
characters. The overdetermination model applied to Greek literature by
Dodds (1951) accounts for both aspects to explain behaviour without
postulating any fundamental inconsistency. Furthermore, the incorporation
of divine intervention to explain action in the plays does not necessarily mean
that Aeschylus was unconcerned with the development of human

psychology.

1.3.3 Individuation and Personality

The problem of consistency of choice is not only related to the problem
posed by Aristotle’s notion of character,® but also to the question of the
extent to which we are allowed to expect individuation, freedom, and
responsibility in the characters of the plays. Furthermore, since all these are
moral concepts that have been traditionally regarded as key indicators of

human psychology, and often connected to the notion of ‘personality’, the

28 Similarly, Levinson (1926, p. 94); Peradotto (1969b). Williams (1993, pp.
50-74) argues that Greek tragedy highlights the problematic gap between
intention and responsibility.

29 This last idea has had implications for the understanding of emotions in
tragedy, as Taber Murray (1916, p. 56), who reads tragic emotions as static
ways of giving form to the characters and that there is little room for
psychological realism, exemplifies. Rorty (1992, p. 9) argues that even
though tragedy is about action rather than character, they need to be
coordinated.

30 A notion that is widely maintained in the relevant scholarship. For example,
see Easterling (1973, p.4), Blundell (1992, p. 155); Vernant (1992, p. 37);
Barfield (2011, p. 40).
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level of realism and psychological insight in the plays has been doubted. 3
However, as Easterling (1973) argues, the concern about developing the
individual personality of the characters and the level of psychology with which
they are imbued are two separate questions. The fact that a character can
be presented as intellegible to the audience despite divine intervention,
however, does not mean that that there is a strong interest in developing the
personality of the character. Easterling (1973, p. 4) suggests that ‘the words
they utter matter because they articulate the dramatic situation, rather than
because they convey the character’s inner consciousness’. However, she
does not regard the fact that choices are permeated with divine intervention
as a necessary indication of a lack of psychological realism. Easterling's
claim (1973, p. 6) is that even though Aeschylus may have not been attentive
to ‘the exploration of the personality for its own sake’, he was, nevertheless,
interested in his characters as paradigmatic of the human condition.
However, characters also need to be differentiated, unless all are to
be understood and evaluated in the same monolithic way. There is no real
necessity for Aeschylus to explore the individual traits of his characters more
deeply, according to Easterling (1973, pp. 6-7), because he could rely on the
expectations of an audience that 'is willing to accept a good deal and to

supply a good deal’ to make the characters cohere.3? Easterling (1973, p. 9)

31 For an example, see Jones (1962). For a good summary of this discussion,
see Nussbaum (1985, pp. 235-6). Her own view is that the passages where
there is conflict between human agency and divine intervention convey how
moral conflict is brought to bear on humans. On moral ambiguity and
individuality, see Porter (2005, p. 326). Vellacott (1984, pp. 147-57) suggests
that while the trilogy presents a movement from moral ambiguity towards
clarity, as has been suggested by Lebeck (1971), the characterization of
Orestes leaves us with open questions about his own moral vision as he acts
under the authority and protection of a god. Webster (1957, p. 152) sees the
chorus considering Agamemnon’s choice as free. Podlecki (1987, p. 22)
states that the attribution of decisions to gods does not diminish human
responsibility. Similarly, Wohl (2010, p. 35) considers that tragedy has a large
degree of tolerance of ambiguity regarding intentionality, but that it
nevertheless concerns itself with responsibility.

32 For an argument that tragedy is able to convey aspects of psychological
realism by giving certain clues about the characters from which the members
of audience, due to an inherent human inclination to read minds related to
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rejects the conclusion that Agamemnon cannot be read as a real person, or
that he is just a vehicle for the development of the plot, precisely because
Aeschylus has provided his character with human intelligibility. Furthermore,
she thinks that there is no need to expect total coherence of the self in
presenting the choices and actions to make it intelligible as a human being,
and that the recourse to supernatural phenomena is not an impediment for
psychological explanation. This perspective will be developed further in
Chapter 2 (pp. 101-2), where | discuss overdetermination in the context of
ascribing causes to anger in the plays. The main argument will be that while
the terminology to explain anger might be different from modern English, it
suggests that the experience is the same. For the purpose of the present
discussion, it is important to note that Easterling’s argument presents a way
forward to read and explore the psychology in the construction of characters
in Aeschylus.

Additionally, there are ways of reading consistency in character
without the need to establish personality in drama. This solution been dealt
very well by Gill (1986; 1995; 1996). He proposes (1986, p. 252) a

hermeneutical distinction between analysing character and personality.33

the function of mirror neurons, are able to construct and understand
psychological phenomena, see Budelmann & Easterling (2010, p. 291).
Some refer to this phenomenon as ‘attribution theory’, a term that played an
important role in social psychoclogy explaining how individuals (perceivers)
use information to arrive to causal explanations of reality (e.g., Jones and
Davis 1965; Fiske and Taylor 1991, p. 23) — this view has also been called
‘naive science’ as it postulates that individuals operate as naive
psychologists (Greifeneder, Bless, and Fiedler 2017). This is not to say that
tragedy has a particular place among other genres to generate such reaction
among the audience. The point here that tragedy (as well as other forms of
representation) can produce that effect, given a particular characteristic
attributed to the human mind.

33 The main idea is shared by many other scholars. For example, Nussbaum
(1985, p. 235). She does not speak in terms of a distinction between
character and personality, but she distinguishes the two frameworks of
analysis. Vernant (1992, p. 38-9) presents a similar viewpoint, arguing that
tragedy develops on two different levels, and that it is precisely this tension
that produces its special value, the ‘inquiry into man as a responsible agent’
as a counterpoint to the supernatural. In his view, the purpose of tragedy is
precisely to present these two levels as inseparable.
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This distinction allows two different layers of analysis of the text. The reading
from the ‘character-viewpoint’ is primarily concerned with putting the
individual in an evaluative scheme in which they are understood as the agent
of the action. Under this paradigm one expects coherence in order to attribute
the subject with a ‘character’ and the responsibility for his or her actions. The
reading from the ‘personality-viewpoint’ is concerned with exploring the
characters as they really are; that is to say, with distinctive psychological
traits (1986, p. 253). Representations of impulses and forces that seem to be
external to the conscious and deliberative self, like an Erinys, may be read
as subconscious desires and may therefore be an important aspect of the
construction of the character, for example. Gill (1986, p. 256) regards these
types of scenes as more focused on the mental conflict of the person than
on whether there is consistency in the way deliberative processes take place.
According to Gill’'s argument, we can read characters as consistent, without
entering into the issue of whether they have personality or not, as these
questions pertain to different layers of analysis. What has been regarded as
‘inconsistency of choice’ does not affect the potential interest in the

psychological construction of a dramatic character.

1.3.4 Psychoanalysis

When it comes to ancient literature, a fundamental assumption in
psychoanalysis is that the experience of ancient audiences when confronted
with tragedy is historically unallocated.3* This means that there is something
in tragedy that appeals to humans, independent of the cultural context in
which it is read, performed, or watched (Vernant, 1990, p. 87). This
assumption is based on the idea that the meaning ascribed to this experience

is projected onto the work, regardless of the context, as opposed to the idea

34 On the central figure of Oedipus as an archetype of the human process of
awareness and Freud’s project to reawaken us to the mythological memories
still alive in our unconscious processes, see Downing (1975, p. 12). For the
argument that after Freud’s revolutionary ideas on family and sex, it is not
possible to study the classics in the same way as before, see Brown (1957,
p. 243).
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that the meaning given to that experience can only be grasped (if at all)
through the understanding of the historical, social and mental context in
which the text was produced and consumed.

The main account of the Oresteia in terms of psychoanalysis is found
in work done by Melanie Klein in the sixties. Klein (1963, p. 291) sees in the
portrayal of Clytemnestra evidence that Aeschylus was concerned the
representation of the human mind and also of characters who present
behavioural aspects that can be recognised as human. She constructs an
archetype of the human psyche, in which aggression rather than libido is
placed at the centre of analysis of the trilogy (Alford, 1990, p. 178). The
Oresteia-complex, as coined by her, refers to the archetypal conflict of love
for and hate against the mother that relates to a feeling of persecution
experienced by the child.® In early mental life, the guiltier and more
persecuted a child feels, the more aggressive he or she often becomes later
in life (Klein, 1963, p. 289). Klein (1963, p. 275) understands the trilogy as a
representation of the development of human nature at different levels. The
Erinyes, as well as Athena, represent different aspects of the super-ego
(Klein, 1963, p. 297; Alford, 1990, p. 175). In the same vein, Alford (1990, p.
178) suggests that the role of the Erinyes in Eumenides, where they are
finally integrated into the social community, represents them as being
brought out from the unconscious and integrated into the community of the
mind, stressing that in this movement ‘they remain children of the night, to

be repressed once again but not denied’. 36

35 In Alford’s (1990, p. 178) view, ‘Orestes’ reaction to his liberation from the
Furies reveals that he has indeed integrated love and hate (...) that is, the
play ends not with the repression of hate but with its integration with love.
This is the key theme’.

36 |n this context, the question of the representation of the character’s choices
has been seen as a reflection upon the inner sources of conduct, and found
to be imbued with realism (Alford, 1992). Bennett (1978, p. 93) notes that the
recourse to deities is not necessarily a conscious move done by the poets to
represent humans in literature; it is psychoanalysis’ explanation of how
religious beliefs operate in Greek literature as a rationalisation of different
human drives and psychic phenomena. Simon (1978, p. 92) thinks that it is
precisely in the depiction of madness that the tragic poets show refined
insight, as they manage to represent mental and emotional disturbance,
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In my study, though as indicated above | share Klein’s view that
Aeschylus is dealing with recognizable behaviour patterns, | have given little
space to psychoanalytical approaches. Psychoanalysis works within a fairly
rigid theoretical framework that involves strong assumptions and | find many
of those assumptions unhelpful for the purpose of this investigation.3” In
particular, as noted earlier, | espouse an explicitly historicizing reading of
tragedy. | nevertheless consider the views of psychoanalysis about tragedy,
consistency, and character potentially enlightening. Although | do not
presuppose the hypothesis of the subconscious, | will work on the basis that
there are important aspects of the text that can be fruitfully analysed without
the need to attribute them to a conscious motivation by the writer. This idea
will play an important role, for example, in the understanding of symbolic
representations of anger. | draw some conclusions from the text on the basis
that there are culturally-shared aspects, such as certain uses of language,
that need not be conscious for the members of a community in order to
produce an artistic effect. There are levels of discourses that are not
necessarily consciously articulated but nonetheless are important for
communication.®

There are two respects in particular in which the psychoanalytical
reading converges with my analysis of Aeschylus, even though the
methodological base differs. With specific reference to emotions in Greek
tragedy, Alford (1992, p. 1) considers that the way in which they seem to be
represented, as unconfined and uncontrollable, is in agreement with analysts
such as Lacan and Klein, and that moderns think they control their passions
far more than they do. According to him, the Kleinian view of emotions, which

presents them almost as if ‘they live a virtual life of their own’, seems to be

leaving space for both irrational forces and the necessary individual control
to carry on with the play.

37 Psychoanalysis attempts to apply its framework to things consciously and
overtly included in the text by its author, as well as those that the writer is not
aware of (de Berg, 2003, p. 39; Moran, 2011, p. 108; Castoriadis, 1984, p.
11). For a good account of the limitations of these methods, see Arthur (1977,
p. 56).

38 On the ‘intentional fallacy’, see Selden ([1985] 2005, pp. 20-1).
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appropriate for Greek tragedy (Alfred, 1992, p. 12). This conceptualisation of
emotions is in accordance with one of the ideas | develop in chapters 2 and
4, namely, that the portrayal of anger in the Oresteia indicates the experience
of a tension between being the subject of an internal phenomenon and being
the object of an external one. Furthermore, the psychoanalytic understanding
of emotions as determined by strong drives and desires® is also in line with
one of the dimensions of anger that | pursue in this thesis. Chapter 3
discusses how the representation of desire, often overlooked in cognitive
accounts of emotions, is present in anger.

As a note of caution, this research does not explore the potentially rich
idea that certain behavioural aspects of anger in the Trilogy that might have
been unconscious for Aeschylus can be traced. The analysis of this
possibility is beyond the scope and methodological assumptions of this

research.

1.4 Approach

This thesis approaches anger largely from a cognitive perspective. As
with any hermeneutical consideration, the present discussion of cognition will
focus on how to apply adequate parameters for reading emotions in an
ancient text, and hence how we understand our own parameters to read
emotions today. This discussion seeks to enable an analysis of the text that,
beyond purely aesthetics and formalistic concerns, extracts elements of the
experiential base underlying the representation of anger. As | have
discussed, some cognitive approaches have proven fruitful in the study of
emotions in antiquity. One important reason for this is their suitability for a

cross-cultural analysis of emotions. It is particularly helpful for investigating

39 See, for example, Alford (1992, p. 18): ‘For drive theorists, psychic conflict
stems from the intensity of the drives, from the way drives often seem about
to overpower the ego, the agency charged with their control. Indeed, Freud
often wrote of the puny ego, squeezed between the demands of the drives
on the one hand and the demands of society, as embedded in the superego,
on the other. The press of the drives upon the psyche, the urgent demand
that they make for fulfilment, makes emotional life turbulent and conflict-
ridden’.
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the way Greek texts reflect a conceptualisation of emotions as evaluations of
reality. It allows a contrast with recent empirical research. The range of
approaches available is wide, as cognitive science is a young discipline. | am

being selective: | want the core issues.

1.4.1 Cognition as Evaluation

Throughout this thesis | will consider different accounts within
cognitive science. Nevertheless, | will emphasise the core (though not
uncontroversial) idea that cognition is mental representation. According to
this model, the mind works with these representations of the world.*° The
implication of this hypothesis for the conceptualisation of anger is that it can
be described in terms of a mental representation (‘evaluation’ or ‘appraisal’
is most often the vocabulary used) of the world. The content of that mental
representation is normally a social situation in which an offence takes place.
The details of the propositional content, in the context of anger in ancient
Greek literature, will be discussed in Chapter 1. | will now dive into the context
of this cognitive approach to see which aspects might be relevant to the
discussion of anger in Aeschylus.

The question of what emotions are, and how they fit into theories of
human mind, human action, and social interaction is a breeding ground for
discussion. Some theorists have regarded emotions as pure internal or
neuropsychological processes that may or may not be conscious, and may

or may not be exteriorised (Izard, 1969, p. 265), while others explain them in

40 As a note of caution, | am not following here Computational Theory of Mind.
The analogy between the mind and a computer (i.e., that the mind carries
out operations over symbols that represent reality) has been taken in
different ways by different authors, some more literally some more
metaphorically. None of the authors that | am citing here follow that model —
yet some of them (e.g., Solomon in his early work) have a disembodied
conception of the mind. Furthermore, while the authors that | use for my
account of the cognitivist model do not hold the enactive model that is in line
with embodied cognition (the one | use in from Chapter 2 on), they do hold
the idea that the mind only operates over a pre-given world, and therefore do
not contradict the enactivist programme. | use the term ‘cognitive science’
consistently through out the thesis in the way in which Varela does (1991),
including a variety of disciplines, philosophy among them.
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terms of the perception of a bodily reaction (e.g., James 1884) or in terms of
behaviours associated with certain stimuli, adaptive dispositions, or social
facts (Kassinove, 1995, p. 8; de Sousa, 2013, p. 20). Furthermore, adding
another layer of complexity, the discussion about ontology has been
somehow informed by the discussion about the normative role that emotions
play in social life (Pitcher, 1965, p. 329).4! If emotions are understood as
mere sensations, they cannot be objects of evaluation of
correctness/incorrectness or appropriateness/inappropriateness; and
emotions, in a greater or lesser degree, show a history of evaluating
judgments (Pitcher, 1965, pp. 329-31; Nussbaum, 2001, p. 2; Srinivasan,
2018, p. 7).

Over recent decades, the discussion of emotions has been led by
cognitive science. The word ‘cognition’ is loosely used to indicate either an
operation of the mind or its result. While in early modernity, emotions were
widely understood as feelings or drives, being in a somehow troubled
relationship with reason (Baier, 1980, pp. 404-16), according to cognitive
science they involve information processing, perceptions, and enactment of
reality. These theories have challenged James’ (1884, p. 190) argument that
emotions are just our awareness of bodily changes provoked by certain
stimuli. One major critique of this theory is its inability to distinguish between
one emotion and another, since our bodily perception can be the same for
two different emotions. Empirical research has shown that the interpretation
given to a perceived sensation relies heavily on the context and on how the

subject constructs the situation (de Sousa, 2013, p. 7).42

41 As Stearns (1987, p. 89) points out, the changes regarding emotional
standards influence self-perception and the cognitive apparatus that is part
of outright emotional experience. As he goes on to argue, ‘if people shift from
a sense that anger is neutral or even enjoyable — a transition historians can
demonstrate — to a sense that anger is bad, their experience of anger will
alter accordingly even amid some biological constants. But exactly where the
boundary lines exist, how fully changes in experience parallel changes in
standards, remains to be worked out’.

42 Even though James’ approach was largely dismissed for its inadequacy in
explaining how emotions can be distinguished on mere physiological
grounds, some new research has shown emotion-specific blood pressure
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Cognitive theories, in their various forms, suggest that emotions
involve cognitions or changes in our interpretation of the world, that is, that
the subject’s evaluation of his or her circumstances is essential to emotion.*3
Although these stimuli are often found in appraisals of reality, which can be
formulated in terms of propositional judgments,* they do not necessarily
appear in the form of a language-based judgement or an elaborated thought,
and they do not necessarily include anger-words. Solomon (2002, p. 142)
understands that ‘a good deal of cognition is radically pre-linguistic’.
However, thoughts are usually involved in emotions, and often used as a
means to describe emotions (Solomon, 2002, p. 135), as when we say that |
am angry because | think that you do not respect me. Recurrent thoughts of
a certain type may not be associated with the activity of thinking about the
emotion at play — | may be thinking of vengeance without necessarily thinking
that | am angry. In this respect, Solomon (2002, p. 138) has pointed out that
the presence of certain type of thoughts can be taken as a sign of the
presence of a certain emotion. For example, the recurrent thought of being
the victim of an injustice, or the fantasy of inflicting harm on another, might
be indicators of anger. The recurrence of a type of thought is therefore an
interesting way of looking at the nuances of anger in the text.

The cognitivist approach to emotions, in philosophy at least, has often
had an agenda with respect to the discussion about the rationality of

emotions. Solomon, for example, denies that emotions are independent of

responses to imagined situations. There are experiments showing how
contracting certain musculature can induce a certain mood and showing that
blood pressure may cause changes in emotion-linked neurotransmitters
(Kassinove, 1995, pp. 14-6).

43 Solomon (1977, pp. 46-7) defines his notion of ‘judgment’ as ‘a rule for
interpreting experience’ and differentiates emotional judgments from other
types by ‘their importance to us, by the fact that our self-esteem is at stake
in them’.

44 This is not to say that these appraisals need to be formulated in terms of
a propositional content (see previous footnote). Rather, the point here is that
given that this is possible, and actually happens, it can be used as one (not
the only one as | will suggest in the next chapter) tool for reading an emotion
in a text (which is a mediun that naturally lends itself to propositional
knowledge).
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reason. They are urgent responses, even when they may last for years. In
his view (1973, p. 34), it is the situation in which one becomes emotional that
is disruptive, an obstacle, a threat, and not the emotional response. Solomon
(1973, pp. 35-6) stresses that the reason why we often regard emotions as
counterproductive, embarrassing, or as obstacles in our lives has to do with
the fact that they emerge from disruptive situations and serve a purpose in
those situations. The problem is that often the purpose is short-sighted,
making them appear as non-purposive and irrational in a broader view. This
view of emotions will be discussed in Chapter 2 and Chapter 3, where | argue
that from a phenomenological perspective, Aeschylean anger is conceived

as a disruptive and probably alienating drive.

1.4.2 Intentionality

The main distinguishing feature provided by the cognitivist account of
emotion outlined above is that they are intentionally*® directed — anger is
about something; a headache is not. This has to do with the idea that
cognition is a mental representation of something — like a symbol. The what
my anger is about is its intentional object. The ‘intentional’ epithet
distinguishes between the object of a mental attitude from the object of an
action. An action normally brings about a change in its object whereas a
psychological action brings about a change in the subject. Only the object of
a mental attitude can be a belief (the object of my anger can be what | believe
to be an insult, but the object of burning cannot be what | believe to be
inflammable if it is not actually inflammable). The acknowledgment of an
object provides a better theoretical account of an emotion (Kenny, [1963]
2003; Pitcher, 1965, pp. 329-31; Greenspan, 1980, p. 230; Nussbaum, 2001;
de Sousa, 2013; Srinivasan, 2018, p. 7). On the one hand, the attribution of

4 The term is used in its technical sense as it appears in Scholasticism
(intentio is the object of the intellect, thus having a special ontological status),
as for example, in Aquinas’ De Veritate 21, 3 ad 5. It is from this usage, and
not the everyday one, related to having a purpose in mind when doing
something, that the term was appropriated in the nineteenth century by
Brentano for psychology. The term is not to be confused with the
(contentious) notion of intention in literary criticism.
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an object to emotions allows for differentiation between emotions and mere
sensations — anger and headaches are different types of phenomena. On the
other hand, defining the formal object of an emotion, as Aristotle in the
Rhetoric does, allows for the distinguishing of one emotion from another. The
idea that the object of an action determines the action itself can be traced
back to Scholasticism, for example, in Aquinas’ idea that obiectum specificat
actum (ST1a 77, 3): it is one thing to ride a horse, and a different one to ride
a bicycle, even when the cause (need for movement) and the aim (get to a
certain place quickly) of both actions may be the same.* The same principle
has been applied in cognitive science: the reference to intentional objects
has been considered as a condition of intelligibility for emotions, since when
ascribing an emotion to a behaviour one needs to refer to its intentional object
(de Sousa, 2013).

Furthermore, the attribution of an intentional object to emotion, which
may differ from the cause of the emotion,*” leaves room for a more flexible
understanding of emotions as actions,* since the reference to the object
permits us to leave the causal explanation in which the subject loses
agency.*® The distinction between the object and the cause of anger will play
a fundamental role in my analysis of the trilogy, particularly as a way to
integrate the over-determination model proposed by Dodds into my reading

of anger (particularly, Chapter 2 p. 105-6).

46 This idea is already sketched by Aristotle in De Anima IlI: Aristotle
recognises mental objects (11.5) and how actions are defined by their objects
(11.6-12).

47 For a discussion on this see Greenspan (1980, p. 230); Elster (1996, p.
1387); also, Kenny ([1963]2003, p. 49).

48 Psychoanalysis postulates that when the subject of anger is able to see
the cause of his or her emotion, and how it differs from its particular objects,
the tendency towards that emotion is dissolved. From a different starting
point, cognitive therapies also work on the assumption that understanding
the difference between the cause and the object is an effective way of
dissipating a conflictive emotion.

49 Solomon (1973, p. 33) contrasts the idea of emotions as actions with the
traditional idea of emotion as occurrences. This view of anger is that it can
be explained not only in terms of what it is about, or what its cause is, but
also, and fundamentally, in terms of its purpose.
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Cognitivism has faced various criticisms. Pitcher (1965, p. 335)
considers cognition as ‘some apprehension’, which is the ground for the
evaluation that leads to the emotion. Garro (2007, p. 51), in turn,
differentiates between ‘cognition’ and ‘propositional knowledge’ or ‘beliefs,’
stressing that it is one thing to apprehend something, and another to
categorise or organise what we apprehend, especially in domains like
kinship, friendship, etc. Garro (2007, p. 56) has also pointed out that ‘our
understanding of new information is influenced by what we already know;
interpretations are actively constructed as meaningful in relation to prior
knowledge and experience.®® Colombetti and Thompson (2012) argue that
the understanding of cognitive appriasals as disembodied is implausible. As
Colombetti (2010, p.15) puts it, ‘bodily arousal is not merely a response to
the subject’s evaluation of the situation in which she is embedded. It is rather
the whole situated organism that subsumes the subject’s capacity to make

sense of her world’.

1.4.3 Embodied Cognition and Phenomenology

Following Varela et al (1991, p. 9), | treat cognition in a broader sense
as referring to mental functioning, processing information about the world
which in turn depends on the structures on the subject involved, having the
body with all its sensorimotor capacities as its context. Cognition is, thus,
understood not merely as a representation of the world. When we regard
emotions as cognitive mechanisms, we think of them as involving mental
processing of information that is embedded in a certain biological,
psychological and cultural context.

The embodied cognition approach adds things that were left out of the

cognitivist approach: the role of the body and imagination in the creation of

50 Even though some physiological theories of emotions have pushed against
purely cognitive-evaluative theories, neurological research has shown that
neurochemicals have an effect on mood, and more importantly, that
emotions influence our cognition, or even that emotions are made conscious
independently from cognition, or driven by other emotions (Lindholm, 2007,
p. 35). On intentionality as an interpretation of emotions in Plato and Aristotle,
see Price (2009).

42



meaningful concepts (Lakoff, 1988, p. 119). Our conceptualisations arise
from two main sources: the structured nature of bodily and social experience,
and our innate capacity to imaginatively project from certain well-structured
aspects of bodily and social experience to abstract conceptual structures.
These two aspects will be introduced in this research through the model of
conceptual metaphors developed by Johnson and Lakoff (1980) that will be
discussed in the next section.

The key advantage of this approach is that it allows space for
phenomenology. The experiential base of the conceptualisation(s) of anger

in the trilogy is a fundamental aspect of this research.

1.4.4 Conceptual Metaphors

The methods | will be using have been discussed by Cairns (2008).
While he has discussed ancient emotions extensively, here | am particularly
interested in his application of embodied cognitive theories, which has
expanded the understanding of emotions in Ancient Greece developed in line
with cognitive science by Konstan. Cairns (2008, p. 58) proposes, in the
same direction that many anthropologists have taken, a methodology that
includes not only Greek emotion-words, but also ‘language as expression of
emotion, as well as the ways in which the physical aspects of emotion come
to be reflected in language, whether descriptively or metaphorically (e.g. the
use of physical symptoms and body language as metonyms for the whole
emotional experience, and the pervasive role of metaphor in structuring
emotional concepts)’. As Cairns (2003, p. 18) has argued, the Aristotelian
concept is ‘fleshed out by a range of metaphors and metonymies which
present anger as an ontological entity, a force exerted on the self, a hot fluid
in a container, an opponent against which one can struggle, a fire, a

dangerous and aggressive animal, and suchlike’.! This approach will be

51 Nussbaum (2001, p. 10) proposes what she calls ‘an inductive-Socratic
method’ — meaning by this the acknowledgment of an extended ability to
recognize instances of a given concept in a given group. She proposes to
rely on people’s general ability to classify phenomena under one emotion
when they are competent speakers of a language.
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fundamental to discussion of anger in the Oresteia, particularly when
addressing somatic aspects, such as erotic terminology (Chapter 3), and

daimonic possession in the representation of anger (Chapter 2).

1.4.5 Psychological Anthropology

The work done by anthropologists has been influential for the study of
emotions in general,%? and of ancient Greek ones in particular. This can be
seen in the establishment of theoretical frameworks to discuss emotions by
classicists such as Konstan (2005; 2006, pp. 8-19) and Cairns (2003, pp. 12-
13). One of the important contributions of anthropology to the problem of
dealing with emotions in cultures that are distant from ours is the debate
between considering them as universal or culturally-specific. An important
argument for the validity of applying a cognitive approach to emotions to the
Ancient Greeks comes from the assumption that we share some fundamental
cognitive mechanisms with them.

Even though there has been acknowledgment of the work done by
empirical scientists on emotions in search of some universal elements (Sober
and Wilson, 1999, p. 22), the major trend in anthropology has been that of
understanding emotions as cultural constructs (Lindholm, 2007, p. 37;
Briggs, 2010, p. 63). However, it is not necessary to appeal to a strong notion
of ‘universality’ when considering certain widely shared ways of talking about
emotions. In addition, an evolutionary perspective on emotions does not
necessarily imply any kind of determinism or attempt to make human
behaviour uniform. Empirical research on emotions, such as Ekman (2004),
53has tried to establish certain ‘natural’ or ‘innate’ parameters on which

universal expression and recognition of emotions depend.5

52 See, for example, Rorty (1980).

53 Ekman is not an anthropologist, but | include his view under this section
because since his reaserch dealt with the idea of cross-cultural features of
emotions, it has been enourmously influential in anthropology.

54 1t is worth noting that the evidence to support the argument that there is a
set of basic emotions is normally based on external display of features: there
are certain facial expressions that are common across cultures, and also on
the fact that these expressions are read in their communities’ specific
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Despite the fact that there has been an inclination to adopt culturally
constructivist approaches in anthropology,®® there is no need to adopt an
entirely constructive one. We can acknowledge a uniform, fundamental base
from which culturally distinct expressions of emotions arise, and attempt to
probe both these layers (Lindholm, 2007, p. 43). Moreover, since certain
behaviours can conceal the actual motivations of the individual, the
conformity with what is expected in a given community may hide the
psychological tendencies that the anthropologist is expecting to find (Levine,
2010, p. 57). Human behaviour and emotional expression depend upon
cultural conventions and normative rules particular to a community. This only
implies that reading emotions in a different culture demands some previous
knowledge about its particular conventions for expression, but it does not
deny that there are shared elements.

Psychological anthropology is a sub-disciplinary field in which, rather
than a quest to find a universal definition of emotion (or the answer to the
question of what emotions really are), the interest lies in the differences
between cultural models for understanding emotions, and how these models
can affect the way in which they are received or read in different contexts
(Lindholm, 2007). This is an important perspective for making sense of the
discourses on anger in antiquity and the role they play in the texts under
analysis here. Birth (2007, p. 23), for example, has recognised metaphors as
powerful tools for doing this since they may enable certain uses that other
discourses or theorisations may veil. Similarly, Lindholm (2007, p. 36)
acknowledges the relevance of Lakoff’s theory, as he points out that anger
is ‘invariably characterised in terms of an increase in body heat, internal
pressure, and agitation that builds within the container of the body until there

is an explosion’.

emotions. Griffiths (1997, pp. 77-9), for example, argues that Ekman's six
basic affects program, and only they, form natural kinds: the others, he
claims, are for the moment beyond the reach of useful scientific investigation
(de Sousa, 2013, pp. 20-1).

55 See, for example, Briggs (2010, p. 63).
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1.4.5.1 Reading Scenarios

Rorty (1980) and de Sousa (1987), among others, think that the way
to escape the dichotomy between universal and culturally-specific
understanding of emotions is to read them according to paradigm
scenarios/schemas. This has the advantage of providing a defined object of
study, a described emotional episode, instead of a complex one, such as
emotion.% Taking into account the formal intentional objects of different types
of emotions and a set of responses deemed ‘normal’, which are shaped by
cultural and biological factors, we can interpret different situations through
distinct frameworks, or paradigm scenarios (de Sousa, 2013, p. 19).57 Lakoff
& Kdvecses (1987, p. 210) adapted this idea to explain how the variety of
metaphors used in relation to anger converge in a prototypical cognitive
model of anger.%® The use of prototypical scenarios has been successfully
appropriated as a model by classicists like Cairns (2003) and Sanders (2014)
to interpret emotions in Greek literature. While | agree that emotions are often
shaped, understood, and lived in the context of a certain narrative, in this
research | will choose other models to approach anger.5® On the one hand,
the use of scenarios to pin down the presence of an emotion overlaps
considerably with the reading of the propositional content of anger, which

precisely favours the discussion about the perceptual dimension between

56 According to Lindholm (2007, p. 31), the traditional way of thinking about
emotions in anthropology has been pervaded by anxieties about the
discipline being recognized as a science, and since emotions are considered
as ‘fluid, mixed, not easily defined, and consequently impossible to analyze
(sic)’ they have not really been a suitable object of study. This has led to
some anthropologists to a shift from talking about emotions to talking about
emotional schemas/scenarios.

57 One limitation of this approach, as recognised by de Sousa (2013, p. 20)
despite being one of its major proponents is that it can be over-prescriptive
and not very useful from a normative perspective: emotions are by definition
appropriate to their corresponding scenarios. However, while the emotion is,
by definition, appropriate for its corresponding schema, it is not necessarily
so for the situation, allowing it to be evaluated for its rationality or aptness.
58 See also, Lakoff (1987, p. 397).

59 The use of Lakoff’'s and Kévecses’ theory is not affected by this since they
mainly use these scenarios to demonstrate how the network of metaphors
for an abstract concept like an emotion is systematically linked.
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character and social context. This choice has to do with simplicity, as the use
of the core elements taken from cognitive science suits my present purposes
without the need to introduce the scenario model. On the other hand, even if
the scenario model is explicitly deemed as a prototype, their proponents
openly acknowledge that there are cases in which the emotions do not fit into
them. Furthermore, the use of scenarios does not always work well when the
trying to understand anger in terms of the purpose it can have in a given
situation (White, 2010), since it cannot be easily shaped through a prototype

scheme.

1.4.5.2 Wierzbicka’s Critique®°

A critique of the cognitivist (that is to say, the understanding of
cognition as prepositional knowledge) perspective of emotions has come
from anthropology and linguistics. Wierzbicka (1986, 2003) draws attention
to the fact that many cross-cultural studies of emotions are written in English,
which may affect the way they are understood. She does not, however, deny
the existence of trans-cultural elements or that emotions can be translated
from one language to another.®! While Harris (2002, p. 35; 42) is quick to find
her argument fallacious, he makes a similar claim: modern (English
speaking) psychologists fail to see anger as a long-term emotion. This is
precisely Wierzbicka’s (2003, p. 584) point: that ‘anger’ in English conveys
certain expectations for English-speakers, one of which is seeing that

emotion as a short-term reaction.2

60 Although Wierzbicka is a linguist, her publications span over a variety of
disciplines. Many of her publications appeared in journals of anthropology,
and her work has been deeply influential in this disciplne, as in linguistics,
philosophy, and psychology.

61 Her solution, a ‘natural semantic meta-language’ which includes only the
base elements of human experience found cross-culturally, thereby avoiding
the imposition of our own world-view (Wierzbicka, 1986, p. 588), is, however,
too cumbersome, at least for the purpose of the analysis of ancient emotions.
62 A very similar example can be drawn from Wierzbicka’s response to
Nussbaum: the very way in which grief is thought of by her ‘to weep
uncontrollably’ implies the sense it has for English speaking people because
the term grief is somehow related to the expectation that one may want to
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This discussion is significant for the understanding of emotions as
propositional statements describing social situations. Within this context,
Wierzbicka’s point is a sensitive one: once emotions are identified with
beliefs, which are conveyed by a particular language conditioned by a
particular culture, the very language in which one speaks of emotions in
another culture mediates the comprehension that one is trying to acquire.
Her critique is symptomatic of a problem in the conceptualisation of emotions
that restricts them to appraisals. This, however, will be addressed by allowing
different dimensions of the emotion, such as symbolic representations and
divine intervention, to emerge. By doing this, we do not need to rely entirely
on the descriptors of the emotions. As Cairns (2008, p. 58) has suggested,
there are palliative measures for the language-bias problem, such as looking
at metaphors and to keep continuously contrasting our assumptions about

anger with what the texts give us.

1.4.6 Social Psychology

Social psychology will be one important perspective | will be taking
into account to complement cognitive science. Since this discipline looks at
how humans are affected by the presence of others, it recognises emotions
as depending on systems of interactions rather than on individuals. This way
of approaching human emotions will be key in addressing some of the
concerns raised by Greek tragedy. These systems of interactions can consist
of spouses, family, friends, or any other type of social bond. The shift from
the focus on the individual to the social system enables the exploration of
various aspects of the representation of anger. For example, the idea that
anger can be stimulated and manipulated suggests expectations about our
ability to influence others’ mind-states. This is both indicative of a sense of
agency over others’ emotions and of ideas about human behaviour: the
characters in the trilogy operate with a certain conception of how others’

minds work. Furthermore, some aspects of the representation of anger can

control weeping when losing someone — normal/healthy grieving is subject
to cultural norms.
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be better understood as a function of the environment and of systems of
interactions. Issues such as gender roles and social hierarchies have been
key aspects in recent discussions about anger in Ancient Greek literature,
and yet, as | hope to show, they need to be re-considered.

When one deems emotions to be responding to interactions with
others, and above all to the purposes of those interactions, it becomes
difficult to attribute a fixed, internal, and unitary cause to anger (Kassinove,
1995, p. 8; de Sousa, 2013, p. 20). This perspective has also been
maintained in diverse disciplines. Carol Travis (1982, p. 49), for example,
describes anger as serving a culture’s rules: anger often is the reaction to
someone who breaks those rules, and is determined by the belief that one
can influence the object of our anger and restore the damage caused by the
breaking of those rules. Solomon (2002, pp. 135-6) proposes that anger
should be understood fundamentally in relation to its purpose for human
interactions, since it is a social phenomenon.®® Anger does not normally
involve only one person, and usually develops in a complex situation in which
many different factors are articulated. To take this perspective into account
means considering anger as an interactive progression, a transaction, or a
channel of communication between individuals. In this sense, anger
assumes a particular meaning for Greek tragedy in terms of the social rules
between participants.

Emotions and the way in which they convey information have been
also the object of study. Anthropologists such as White (2010, p. 71) regard
emotions as ‘moral idioms’, bestowing upon them the power of talking
indirectly. Moreover, he claims that this rhetorical quality is especially
important in small societies, where interaction is mainly face-to-face, and in
which overt public statements about the behaviour of others may well be
proscribed. Talking about emotions can often be a way to express what

cannot be said openly. This communicative potential is based on shared

63 Konstan (2006, pp. 65-6) stresses that Theophrastus conceives orgé as
stimulated by injustice; and that Seneca, when arguing against Theophrastus
attributes to him the belief that anger is caused by evils. Chrysippus links
orgé to adikia, and the same link appears in Aristotle (EN 5.8).
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frameworks which speakers can refer to for fully expressing themselves and
being understood by the listener. Moreover, by using emotions as idioms, a
speaker can make indirect moral claims as emotions are liable to multiple
moral readings. Thus, talking about one’s anger may be a covert way to talk
about other people’s bad behaviour, without saying it, while keeping different
readings of the statement(s) conveniently open.

The social dimension of anger is recognised by modern studies of the
emotion in ancient Greece. Cairns (2003, p. 17) argues that the ‘ancient
definitions of anger, in so far as they locate that concept very firmly in
reciprocal or hierarchical structures of honour (that is to say, in structures
which depend upon publicly observable forms of social interaction), have
much in common with the evolutionary approach’.6* According to this, anger
can be regarded as having a regulatory function within Greek society that is
reflected, for example, in its use in oratory. On a similar note, Konstan (2006,
p. 31) argues that ‘Aristotle’s cognitive approach to the pathe’ is connected
to the tendency of the classical period to see emotions as reactions to the
social (competitive) environment rather than to ‘an inner state to be
disclosed’, as it was in the Hellenistic period. Moreover, Konstan (2006, p.
39) suggests that the way in which Aristotle regards emotions, extending this
to the classical period in general, is that they are the consequence of social

interactions and social movements.

1.5 Comparison and Context

Although this thesis is on the Oresteia, it uses complementary sources

both from Aeschylus and other Greek writers. One fundamental working

64 Some evolutionary theories consider the function of emotions more broadly
by asking not only why we should have particular emotions on specific
occasions, but rather why we should have specific emotion-types at all. This
question is often given an evolutionary answer: emotions (or at least many
of them) are adaptations whose purpose is to solve basic ecological
problems that animals (or humans) face (Plutchik 1980; Frank 1988; de
Sousa, 2013, p.13).
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assumption throughout this research will be that we need to create a

contextual framework to extract information about emotions in literature.

1.5.1 Aristotle

Given the importance of Aristotle’s discussion of anger, as a unique
surviving attempt to systematise the understanding of anger within a classical
Greek setting, he will inevitably figure prominently in my discussion. His work
on emotions, particularly in the Rhetoric, is fundamental for this research. He
defines and describes anger in detail, and places it within a theory of
emotions. In the process of doing this, because of his conviction that emotion
has a cognitive aspect, he provides an excellent basis for testing the value
of approaching ancient anger from the perspective of modern cognitive
theories. Furthermore, his treatment of anger in De Anima (403a ff) suggests
the importance of looking at emotions as changes both in the judgments we
make and in the body. Anger can be considered in terms of a judgment that
an insult had taen place and as a boiling of the blood. Furthermore, in
accordance with Aristotle’s epistemology, to understand emotions one has
to consider both the matter and the form of them. The former being their
function and the latter, the physical change. Aristotle thus establishes a
bridge between ancient and modern constructions of anger, and one that
looks at the body and the mind in a holistic way. In the Rhetoric and
Nicomachean Ethics is particularly useful since it takes as its starting point
the characterisation of the object of the emotion in terms of an evaluation of
an interaction with others. In Rhetoric (1378a31-3), Aristotle defines
emotions in terms of their intentional object expressed in a propositional
content — anger’s object is defined as the evaluation of being the victim of a
belittlement (oligéria) by someone from whom such treatment is not

justified.®> The treatment of anger by Aristotle continues by giving a formal

65 According to the Rhetoric, anger is a response to the perception of being
undeservedly denigrated by an inferior; in the Politics (5.2.2) and the
Nicomachean Ethics (5.8.8; 7.6.4) anger is also considered as a response to
an injustice, a sense of inequality or an abuse of power being committed.
The treatment of emotions in his Ethics assumes that the subject has the

51



specification of three ways in which belittlement can be present as the
apprehension of reality by the subject: contempt (kataphronésis), spite
(epéreasmos), and arrogance (hubris).%® Aristotle therefore suggests that
anger is, at least in part, a function of the individual’s mind, that it is directed
towards the (social) world, and that it takes a belittlement as the
representation of what is happening in that world. The vocabulary employed
by Aristotle is detached and prosaic, but even if we should not expect to find
his terminology in Aeschylus, it points to a certain semantic nexus that allows
us to look for verse equivalents (for example, atimia) and statements that
convey the sense of belittlement. Aristotle’s definition indicates that in his
view anger has a judgmental component, when he establishes that it involves
a perceived (phainomenén) belittlement (if there is belittlement, and the
subject fails to perceive it, there will be no anger; and the belief that one is
being slighted is enough to give rise to the emotion, whether the slight took
place or not).6”

In addition to this, David Konstan has tested a reading of Aristotle’s®®
definition of anger that focuses on the role of judgment and evaluation in
emotions in a series of ancient texts from different periods, arriving the

conclusion that ancient anger needs to be understood in the context of a

ability (potentially at least) to decide his or her behaviour when experiencing
an emotion, and this is the reason why emotional education is so important
for Aristotle. On the education of emotions, see Nussbaum (2013, pp. 78-
101). For an example of how music helps to educate anger see Pol 8.5.5.
For a discussion on hubris, as a type of oligéria, see Cairns (1996, p. 2).

66 A full discussion of these three types of belittlement is in Konstan (2003,
pp. 108-9; 2006, p. 4).

67 According to Konstan (2006, pp. 56-65) anger in tragedy shows much
similarity with Aristotle’s orgé: the experience of the emotion responds to
criteria of status and of actual abilities to retaliate, and is activated by a sense
of personal affront, more precisely a slight (suggesting an issue of status),
and not by intentional harm. Konstan also points out that one of there must
be a notion of injustice, or of suffering something undeserved, involved in
anger (2003, p. 109). See also Harris 1997.

68 For a critique of the Aristotelian theory of emotions, see Alford (1993, p.
270), who argues that Aristotle understood tragic passions badly by making
his account of them more individualistic than they appear in tragedy, and
suggests that emotions were understood in terms of the connection between
individuals.
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highly competitive society. Considerations of status and social credit are

according to this reading fundamental to the articulation of the emotion.

1.5.2 Homer and Other Sources

| will create a cultural context to read anger by examining the works of
Homer, Hesiod, some Lyric poets, such as Bacchylides and Pindar, and
Athenian oratory, in particular Demosthenes, Isaeus, and Lysias. On the one
hand, the views of Aristotle on anger have precedents in Greek literature
from different periods and places. On the other hand, all these texts tell us
something about the emotion, and can help to configure the salient aspects
in the literary representation of anger. Among these sources, Homer will be
critically important for this research. His unique importance has to do both
with the generic affinity with tragedy, and the iconic status of his texts as the
implied model and intertext. Homer therefore provides a cultural setting, as
well as offering detailed situations in which anger is present, which serve as
a good background for comparison. | will complement these sources with
Athenian oratory, not only because Aristotle stresses the role of emotion in
this context, but also because characters are presenting themselves and
their experiences as intelligible for the audience. Oratory therefore provides

an important comparative framework for the understanding of anger.

1.6 Structure and Outline

The thesis is divided into five chapters. Each chapter explores a
different dimension of anger, as identified above. The first three chapters are
strongly guided by premises taken from cognitive siciences. The last two,
while still heavily dependent on cognitive science, introduce perspectives
that are more in line with social psychology and anthropology. While each
chapter can be read independently, and is explicit about its theoretical
background and methodology, they form a unity. Nevertheless, some
passages will be revisited and scrutinised from different perspectives
throughout the thesis. When this happens, the new analysis of a passage will

presuppose some aspects of the previous one.
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Chapter 1 starts out from one of the most basic hypotheses in
cognitive approaches to emotions, that they are importantly (but not
exclusively) a function of the mind and involve processing information about
the world. Perceptions and evaluations of reality, normally involving social
situations, are key to comprehending anger. In literature, this is made
possible because these perceptions can be linguistically articulated. The
chapter will analyse the propositional content of the discourses involving
anger in the Oresteia. Drawing on the results from previous research on
ancient anger, | will be paying special attention to statements containing
affronts to honour and justice, and missed social norms in the trilogy. | will
also use other Greek sources, which contain explicit awareness of the
propositional knowledge related to anger, as a comparative framework for
my present investigations. | will suggest that the perception of being re-
victimised is an important feature in the propositional content of anger.

The chapter will also draw on a distinction proposed in recent
scholarship between two models, the ‘independent’ and the ‘interdependent’,
for understanding the conceptualisation of the self. | will suggest that this
distinction is key to understanding the notion of honour in the trilogy. | will
argue that anger in the Oresteia is based on a construal of a social situation
with unreciprocated social norms, often expressed as problems of honour-
diminishment. This connection between anger and social norms suggests a
society that is not only heavily concerned about hierarchies and status, but
also collaboration, reciprocity, and human bonds.

Chapter 2 explores the hermeneutical distinction between the cause
and the intentional object of emotions and argues that it can be fruitfully
applied to understanding over-determination in the explanations of anger
given in the trilogy. As has been discussed above, the presence of
supernatural agents of emotion in Greek literature can imply a psychological
disconnect between ancient and modern minds. However, if we expand the
understanding of ‘cognition’ to include the body as a site of experience, that
breach can be mitigated. | will argue that anger is a physio-biological

phenomenon, and this can be clearly seen in the metaphors we use to
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describe it. | draw on the assumption that metaphors are found to be inherent
to our conceptual system, an assumption taken from research conducted in
the disciplinary framework of cognitive semantics. Similarly, the experience
can find expression in supernatural attributions of anger amongst the Greeks,
which can be analogous to our own, present-day metaphors. This is the line
of thought with which | dive into the accounts of anger of the various actors
in the Oresteia.

Chapter 3 argues that desiderative aspects of anger need to be
brought into consideration to gain a better understanding of Aeschylus’
portrayal of the emotion. This is important because it accounts for the special
motivational power of anger. Desire in this context is not only an expectation
about reality, but also a drive for punishment or revenge. Desire can also tell
us about the position the individual occupies in the socio-cultural landscape,
as that adds another layer of subtext to their yearning.

The chapter will also assess the somatic aspects of anger. Two of the
strongest desires can be said to be those for sex and food. The Oresteia is
ripe with erotic and food-laden imagery in its representation of anger. These
desires arise in, are contained within, and enacted upon, the body. This
allows us to peel yet another layer of the metaphorical imagery putting up a
screen in front of the Ancient Greek mind.

Chapter 4 will go beyond the consideration of emotions as subject to
appraisals of social situations to think of them as social mechanisms. An
individual exists within, is affected by, and, in turn, affects society. This
includes both the structure of society and its inhabitants, individually or
collectively. Thus, emotion is also subject to and an agent of such forces.
Anger manifests itself within an individual greatly informed by his or her
relation to society. Moreover, it is also used by individuals to maintain the
structure of that society, thus serving a social function. The chapter will see
how anger has been utilised by agents in the Oresteia for relating to society
and its parts.

Chapter 5 explores anger from the perspective of the belief in

intervening gods. This chapter complements Chapter 2 by adding
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considerations of the gods that offer the opportunity to explore the emotion
in abstract terms. Things such as the anger of the dead, social justice, the
cycles of revenge appear as key concerns in the Oresteiain relation to anger,
and they are often formulated through divinities. The anger of the dead, that
is represented in rather similar terms to the anger of the living (that is to say,
involving cognition and volition), presupposes that it can impact the world of
the living. This chapter thus attempts to synthesise the idea that anger can
be understood in terms of social interactions and concerns developed in

Chapter 4 with Greek religion.
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Chapter 1

Anger and Propositional Content

This chapter explores the propositional content of anger as
characterised by Aeschylus in the Oresteia. This approach is based on the
cognitive hypothesis that emotions are mainly a function of the mind, and that
they correspond to certain appraisals of reality. Even though the precise type
of thoughts associated with an emotion are highly idiosyncratic, there are
some recognisable patterns across cultures. Reports from empirical studies
on anger suggest that considering oneself the direct or indirect victim of some
sort of abuse, injustice, or any sort of denigration appears to be a recurrent
feature (Tavris, 1989, pp. 313-8; Nussbaum, 2016). These perceptions can
be shaped in different ways, and not necessarily as an ordered deliberative
process (Solomon, 2012, p. 138). Persistent thoughts of being the victim of
abuse can emerge, for example, as inarticulate memories, images and
desires. However, a perceived loss of pride, loss of self-esteem, or an
obstruction of personal wishes is repeatedly among the thoughts associated
with anger (Averill, 1983, p. 1149). The perception of not being taken into
consideration or not having a place in society is also a recurrent one
(Nussbaum, 2014, p. 11). In addition to this, the sense of suffering
undeservedly appears as one of the key features of anger, and it often takes
the form of a ‘why me?’ type of thought. The perception of being the victim
of repeated wrongs, or of being re-victimised is usually connected with the
reluctance to forgive and/or forget that is commonly associated with anger.
A tendency to think that one is not only the victim of personal injustice but of
social and universal injustice is also among the propositional contents of
anger. Hence, statements about the unfairness of life are not unusual among
those who have been the victims of wrongdoing. The perception of being the
victim can, in some cases, be such that it can blind the subjects as to what
they themselves have done to others, putting their own sufferings above

those of the rest, or above the future consequences of acting in anger. Even
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approaching anger from the perspective that it is a function of the mind of the
subject presupposes a physical and social environment.

As discussed in the introduction, the word ‘cognition’ is loosely used
to indicate either an operation of the mind or its result. The term can be
understood as ‘some apprehension’ (Pitcher, 1965, p. 335; Garro, 2007, p.
51); thought’ (Neu, 1980; 1987); ‘judgment’ (Solomon, 1973; 1977; 2002);
‘propositional knowledge’ or ‘belief’ (Nussbaum, 2001, p. 23). In line with
other recent views (Varela, Thompson & Rosch, 1991, pp. 40-2; Cave, 2016,
p. 14), | treat cognition in a broader sense as referring to mental functioning
and dealing with information about the world as constructed by the individual,
having the body with all its sensorimotor capacities as its context. Cognition
is, thus, understood as depending upon the experience of the individual
(Varela, Thompson & Rosch, 1991, p. 9). When we regard emotions as
cognitive mechanisms, we think of them as involving mental processing of
information that is embedded in a certain biological, psychological and
cultural context, that is enaceted by the subject. In this first chapter, however,
| shall operate within a more restrictive notion of cognition, seeing it as a
mental operation of symbols or mental representation of the world — this is
what cognitivists normally refer to as judgments’ or ‘evaluations’.®® | will use
this understanding of cognition here, even though it will be broadened in the
following chapters, for two main reasons. Firstly, it is simple, and provides
clear-cut criteria to delineate anger. It allows us to distinguish it from other
emotions through the judgment involved: my anger relates to the belief that
she offends me, my jealousy relates to the belief that she loves someone

else. Although this approach does not give the entire picture of the emotion,

69 As Varela et al (1991, p. 8, p. 149) have described it, this cognitivist
hypothesis establishes that the mind is generally understood as working with
representations or appraisals of a pre-given world (many congnitivists
assume that these representations are largely influenced by the subject).
Varela et al do not restrict cognition to this (1991, p. 148). They think that one
of the things that the mind does is to operate over appriasals. However, these
appraisals are never done by a pre-given mind in a pre-given world, thus
breaking the realistic assumption of the cognitivist approach. The
understanding of cognition as an appraisal is therefore not contradictory with
their own view that the mind also ‘creates’ and ‘enacts’ that world.
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it gives one that is easily comparable with the textual evidence from the past.
Secondly, an important part of the literature on ancient emotions which
serves as a basis for my research is built upon this notion of cognition. | will
further expand that understanding by incorporating the view that emotions as
cognitive mechanisms can be considered not only as functions of the
subject’s mind, but also as functions of the social environment, the body, and
the gods. However, since rules for interpreting reality are always embedded
in a social context, judgments or representations of the world are intimately
connected to the systems of belief in which the subject partakes. In
consequence, the analysis of judgments related to anger carried out in this
chapter necessarily considers the socio-cultural context in which they
appear. The focus of analysis, however, remains on the subject of the
emotion and how anger depends on mental representations of reality —
idiosyncratic as they are.

The evaluative element of emotions, when syntactically formulable,
normally has a propositional content (preceded by a that-clause) liable to a
true/false evaluation. Although we do not say that somebody’s anger is true
or false, if someone says that she has been the victim of an offence, we can
say whether the propositional content (preceded by something like ‘I
think/believe that’) ‘I have been wronged’ is true or false. If, as Nussbaum
(2001) and Neu (1980) contend, emotions are tantamount to the
propositional content of a judgment (my anger is equivalent to my ‘I have
been wronged’), emotions themselves are somehow liable to a true/false
value, hence the attraction that this type of analysis has exacted on
philosophy and theory of mind. Yet, it is not necessary to hold this account
of the relationship between emotion and judgment to make use of the
hermeneutical advantages that this understanding of cognition presents for
the analysis of emotions in Greek tragedy. The verbalisation of an emotion,
together with the judgmental component attached to it, is an important factor
in rendering the emotion understandable and justifiable to the eyes of others.
Since we are dealing with a particularly verbalised type of drama, the

understanding of anger in terms of the subject’s mental representation is a
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good tool to read its portrayal in the Oresteia. Although my interest here
resides not so much in the possibility of assessing anger with regards to its
truth-value, it is largely because emotions are conceptualised in terms of the
propositional content of an appraisal of the world that they can be rationalised
and discussed. Hence, the analysis of propositional content of anger is an
excellent way to approach the literary representation of the emotion. The
cognitive conception of anger presented here will also shed light on
pragmatic issues relating to the poetics of the genre, such as how character
construction is informed by considerations of anger stemming from Greek
literary sources.

When addressing the propositional content of anger in the Oresteia,
the main benchmark to determine the relevant judgments to be analysed will
be taken from other Greek literary sources where an explicit mention of
propositional knowledge connected with anger is found. As will become clear
from the discussion, the propositional knowledge found in the Greek sources
frequently coincides with the modern accounts above. However, it is not my
intention here to use those modern accounts in a normative way. Rather, |
am using the modern accounts to instantiate the cognitivist theory being
used. The coincidence between modern and ancient accounts of anger, as
for example the emphasis on personal diminishment and the weight given to
social interactions, suggests a good starting point for the reading of anger in
the Oresteia.

Words like habris, timé, and diké appear repeatedly in association with
anger, standing out as possible, though not necessary, hallmarks of the
idiosyncratic representations of the world that were associated with the
emotion. Aristotle’s treatment of anger in the Rhetoric and Nicomachean
Ethics is particularly useful since it takes as its starting point the
characterisation of the object of the emotion in terms of a judgment about an
interaction with others. He illustrates anger, in these two books, primarily as
a mental state. In Rhetoric (1378a31-3), Aristotle provides us with one
example of the potential propositional content of anger — being the victim of

a belittlement (oligéria) by someone from whom such treatment is not
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justified. The treatment of anger by Aristotle continues by giving a formal
specification of three ways in which belittlement can be present as the
apprehension of reality by the subject: contempt (kataphronésis), spite
(epéreasmos), and arrogance (hubris).”® Aristotle therefore suggests that
anger is, at least in part, a function of the individual’s mind, that it is directed
towards the (social) world, and that it takes a belittlement as the
representation of what is happening in that world. The propositional content
of that judgment, according to the Rhetoric, can be interpreted as something
like ‘1 am the victim of undeserved belittlement’. The attribution of
propositional content related to being the victim of an insult to the judgment
of anger is not only present in Aristotle, but also in many other Greek
sources.”! The emphasis on the insult as the core aspect in anger’s
propositional content places the concepts of honour, status, and shame at
the centre of the question of this chapter.”?

These three concepts are strongly connected with the notion of the
self and how it is understood by different cultures. Social psychology has
largely argued that there are different models of the self, and more recently
neurobiologists have shown that those differences can be traced at the
neural level. It is important to bear in mind that the self is not a physical entity;
the awareness of a certain unshared experience at the root of the construal
of selfhood is still a puzzle for neurologists (Varela et al, 1991, pp. 59-81;
Markus & Kitayama, 1991, p. 225). One model of the self is the independent
one that mainly prevails in Anglo-European cultures; the other is the
interdependent that mainly prevails in Asian, African, and Latin American
cultures (Markus & Kitayama, 1991; Heine, 2001; Zhu, Zhang, Fan & Han,
2007). According to the first model, the self is conceived as ‘an entity

containing significant dispositional attributes, and as detached from context’

70 A full discussion of these three types of belittlement is in Konstan (2003,
pp. 108-9; 2006, p. 4).

71 For a good review of these instances, see Konstan (2006, pp. 41-76).

72 The connection between honour and anger has also been addressed
considering modern societies. See for example, Koziak (1999, p. 1069),
Nussbaum (2014, 2016), and Sloterdijk (2012).
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(Markus & Kitayama, 1991, p. 225). According to the interdependent model,
the self is conceived as depending on the context and as being ‘part of an
encompassing social relationship and recognizing that one’s behaviour is
determined, contingent on, and, to a large extent organised by what the actor
perceives to be the thoughts, feelings, and actions of others in the
relationship’ (Markus & Kitayama, 1991, p. 227). The independent model,
often described as the ‘modern’ model, is not an adequate account of
selfhood in Greek literature (Dodds, 1951; Williams, 1993; Gill, 1996; Sorabji,
2006). The interdependent model provides not only insight for understanding
emotions in ancient Greece, but also grounds the previous observations on
the ancient notions of self and honour in modern research within psychology
and neurology.

One of the relevant features present in the interdependent model of
the self is the importance attributed to keeping social harmony, and to the
amount of public worth that subjects perceive as coupled with their roles in a
group (Heine, 2001). The emphasis on the worth attributed to one’s roles is
at the core of the discussion of how to understand the notion of timé in the
trilogy as related to the interdependent representation of the self just
described. The second feature to be highlighted is that there is evidence that
subjects who fall under the interdependent model have the same
neurological reactions when thinking about their mothers and when thinking
about themselves, suggesting an overlap between self-representation and
the representation of an intimate person in terms of neural processes,
whereas subjects who fall under the independent model present a clear
difference at brain level between thinking about themselves and thinking
about their mothers (Zhu et al, 2007, p. 1312). This does not mean that these
subjects do not have the experience of an inner sense or of unshared states
(thoughts, emotions, motivations); it only means that the emphasis is placed
largely on the environment and on the importance of fitting with others to
keep harmonious interdependence. Hence, the interdependent self is a good
model to understand not only the importance attributed to honour in Greek

society, but also that notions like inherited honour and family honour are
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embedded in a construal of selfhood that has influence on cognition,
emotion, and motivation.

The understanding of honour in Greek culture as a family matter has
received attention. For example, Jones (1962, pp. 97-8) has pointed out that
often in Aristotle, as well as in other Greek sources, the concern of the
subjects is not so much their personal honour, but the oikés’ honour,
stressing the importance of the invocation of family ties and sense of
community as an intensifier of emotions. In this regard, Jones has made the
point that in the Oresteia we can see a ‘solidarity in hating’, for example,
between the siblings and the slave women. This emotional ‘solidarity’ is also
contemplated in Aristotle’s definition of anger (Rh 1378a), where an offence
to a close one is included in the propositional content of anger. Similarly, in
the Politics, Aristotle uses Heraclitus’ quote that ‘it is difficult to fight against
anger; for a man will buy revenge with his soul’ when warning that special
precautions should be taken towards those who think that their relatives are
being insulted ‘for when men are led away by passion to assault others they
are regardless of themselves’ (1315a25).72 The distinction between personal
honour and family honour has very little to no significant implications in
Aristotle’s accounts of anger.

The relevance of this understanding of honour for anger is that certain
assumptions about the emotion need to be revisited. Konstan (2006, p. 55),
applying a very similar methodological principle to the one being used in this
chapter (that is to say, an analysis of the propositional content of the
emotion), has argued that anger in Greek literature is mainly conceived as a
function of status and that this reveals a strongly hierarchical society — ‘anger
is just the desire to restore the state of affairs prior to the insult by
depreciating the offender in turn’. However, this perspective needs to be
revised since it presents some problems. Konstan is right to acknowledge
that anger is related to status; he is also right that anger reflects the society

in which it takes place and that Greek society, throughout different periods of

73 Similarly, Pol 1311a34.
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time, was ruled by hierarchies.”® Even though Dodds’ (1951) and Adkins’
(1960, pp. 60-75) arguments that Greek society, at least in the archaic and
early classical periods, was essentially regulated by competitive values”™
have been seriously challenged (Long, 1970, p. 122; Williams, 1993, p. 81;
Cairns, 1993, pp. 14-26),76 the way in which Greek anger is often understood
is often aligned with the ‘agonistic society’ paradigm. This is to a large extent
on account of the strong link between anger and timé. Despite the
differences, both Dodds and Adkins claim that considerations of hierarchies,
status, and the gaze of others operate as the main regulator of action in
Greek literature (in opposition to an inner sense of goodness), and that
individuals are so strongly concerned with their own success that they strive
for it at the expense of other people. However, Greek anger is the reflection
of other important features of Greek culture, and the conceptual breadth of

‘honour’ is key in this respect.

74 Some might argue that one can be concerned for one’s status as the equal
of one’s peers, not only as a superior or inferior. However, the concern exists
because there is also anxiety about this equilibrium being broken, that is to
say, that some of the equals will become a superior. The concern about
equality exists because hierarchies exist.

75 Dodds attributes to the archaic and early classical periods a lack of
inwardness that he associates with the so-called ‘shame cultures’ of which
ancient Greece, in his opinion, partakes. Adkins (1972) uses a slightly
different classification: competitive societies vs. collaborative societies,
Greek society pertaining to the first category. Finkelberg (1998, p. 22) points
out that Aristotle (EN 1095b23-4) makes a distinction that aréte differs from
timé in that one depends on the subject while the other one depends on those
who grant it. Although | agree this is a fundamental distinction, my point here
is that the boundaries of how | value myself and how my peers value me are
not always easily distinguishable.

76 The criticism (Long, 1970, p. 122; Williams, 1993, p. 81) of Adkins’ (1960)
argument is that it is untenable on general grounds and that it does not
receive enough support from Homeric evidence. One of the main problems
posed by holding a strong opposition between ‘competitive’ and ‘cooperative’
cultures is that even in an extremely competitive culture, some cooperation
is needed for it to remain a culture. Cooperation is reflected, Long and
Williams suggest, in a number of values that need to have as their basis a
sense of justice and fairness. With regards to Dodds’ distinction, Cairns
(1993) has raised important questions which undermine a strict distinction
between ‘shame culture’ and ‘guilt culture’, and also between the very
emotions of shame and guilt.
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In what follows, | argue that the propositional content of anger in the
Oresteia shows a notion of honour that is in line with the interdependent
model of the self, that transcends the personal realm and is importantly
embedded in both competitive values and collaborative ones. The fact that
Aristotle replaces the idea of ‘perceived belittlement’ with ‘perceived injustice’
as the object of anger in his definition of the emotion in the Nicomachean
Ethics (ou yap dpxet 6 Bup® motdv, aAA’ 0 opyicag. £TL &€ oudE nepl To0
yeveaobal fj un apdlopnreital, GAAa riepi to0 dikaiou: emi pavopévn yap
adikia n opyn eotiv 1135b25) suggests not only that anger could be viewed
in terms of a violation of justice as well as a violation of honour, but also that
these two concepts are connected.”” As will be discussed in more depth,
ancient Greek literature provides an array of instances in which the subjects
of anger make explicit claims about a loss of timé while describing situations
in which social norms, rules of philia, and issues of justice are involved. This
suggests that the concept of honour — with all its connotations about personal
status, competition, hierarchies — cannot be detached from notions of justice,
cooperation, and social bonds, which are integral parts of the experience of
a living human.”®

This chapter is divided into two main sections. The first section has
the purpose of establishing (a) that anger in the Oresteia is importantly
implicated in a social situation as construed by the subject, (b) that this
construal involves a threat to the subject’s honour, and (c) that the notion of
honour at stake supposes an interdependent model of the self. The second

section, drawing on the notion of honour previously discussed, addresses

77 See also EN 1149b20, where Aristotle discusses the proposition that anger
should be proportional to the injustice suffered by the victim.

78 Honour can be justly or unjustly granted. This might lead to conclude that
justice and honour are not really separated categories. However, this view
cannot account for all perspectives of justice — and of honour for that matter.
Book 5 of the Nicomachean Ethics draws attention to a number of situations
in which the relationship between anger and justice is related to the action
done deliberatedly — a condition for a breach of justice, but not necessarily
to a breach of respect for others’ honours. My argument throughout this
section is that justice and honour are strongly linked, but that their
conceptualisations differ in many respects.
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how the notion of justice is also present in the propositional content of anger,
and how the two notions, honour and justice, appear strongly intertwined in
the portrayal of anger in the Oresteia. The main discussion, in each of the
two sections, will be preceded by a short theoretical contextualisation and by
a number of instantiations, taken from different ancient Greek sources, to
show the extent of applicability and effectiveness of the theoretical approach

being used.

1.1 Honour and Status

1.1.1 Literary Context
The connection between anger and a representation of reality

entailing an offence to honour and status is attested by different sources in
Greek literature. The above definition by Aristotle has precedents in Greek
literature from different periods and places. Hesiod also provides several
instances in which anger is conceived as a mental state of the subject (god
or human) when an issue of honour is at stake. Zeus, inviting the gods to
attack the Titans, gives as an incentive the guarantee that nobody will lose
his honour and privileges, as he would increase the honours and privileges,
as itis right (TiuAg Kal yepawv erupnoéuey, i Bug £otiv Th 396) of those
who were deprived of them by Cronus. Zeus is, thus, counting on desire to
fight being linked to a perceived loss of honour. Zeus himself is said to have
become enraged in his chest when anger came upon his heart (xwoato 8¢
dpévag Audi, xoAog d€ uiv (keto Bupov Th 554; pey’ 6xnoag Th 558)
when he realises that he has been given just the bones of the ox — which is
regarded as a disrespect for his status. Zeus is also deeply stung at the
bottom of his heart when he realises that he has been cheated (¢k ToUToOU
on £netta 60Aou HepVNUEVOG aiel / oUk €didou MeAinot mupog pHEvog
akapatolo Th562-3) when he sees fire among men, as it is a clear sign that
a hierarchical transgression has taken place. Uranus is portrayed as angry
at heart (ndUooato Bup®d Th 617) with his sons, the giants Obriareus,
Cottus and Gyges, and punishes them by making them inhabit Tartarus. The

anger is explained in terms of Uranus’ apprehension of their mighty manhood
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(Avopénv utéporhov Th 619 = Th 516), form and size, which is, again, the
sign of a threat to his status. Similarly, in Works and Days, Zeus is
represented as punishing the golden race of humans, and his anger is
explained by his belief that these humans would not give honour to the
blessed gods who live on Olympus (Zgug Kpovidng €ékpuye xoAoUpEeVOG,
oUveka Tipag WD 138).

The same type of judgments about honour and status are present in
Homer’s portrayals of anger.”® When Achilles recounts the argument that led
to his withdrawal from battle, he claims that it was due to Agamemnon’s great
arrogant spirit (ueyaAntopt Buu®) that he took his booty, and in doing so
dishonoured (\tiunoag) a great man (//9.109-111). Thus, Achilles is not only
understanding his own anger, but also justifying it, in terms of a perceived
loss of honour. Poseidon gets indignant (6x6noag) when he perceives that
his authority is not being respected because Zeus dares to menace him (//
15.183-217). When Athene decides not to stop the suitors from being
arrogant with the precise intention of making Odysseus angrier (Od 20.284),
she shows that she understands how to provoke anger in a human by
inducing a certain mental state. This case of theory of mind links anger to the
perception of arrogance.

The same understanding of anger as a mental state whose content
relates to an affront to one’s honour is persistent over time and across
political-cultural divides. It still appears in fourth-century Athenian oratory,
thus giving us an idea of how deeply rooted it is in the Greek
conceptualisation of emotions. In Against Midias, Demosthenes is clear in

making the distinction between the blow received and the dishonour that the

79 The scholarship on the relationship between anger and honour in Homer
is vast. My only purpose here is to set a context for the discussion on
Aeschylus. The focus here is not so much on trying to establish the
particulatiries of the relationship between honour and anger in Homer, or any
other sourse for that matter, but on establishing that issues of honour are
present in the propositional content of anger. On anger and timé in Homer,
see Most (2003), van Wees (1992, p. 110), and (Chaniotis 2012, p. 16). For
anger and frustration of one’s goals, see Adkins (1969, p. 17). For timé as a
moral concept in Homer, see Gagarin (1987, p. 290).
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blow meant for the victim. It is the dishonour, a mental representation of a
social interaction, not the blow itself that causes the anger (o0 yap 1) TAnyn
napéotnoe TV 0pynv, AAN' 1 atipia 21.72). Likewise, when Demosthenes
claims that Phaenippus should be the object of anger because with his
behaviour he showed contempt not only for him but for the laws of the city
(aA\a katadpovnoag audotepwy, kal NUAV Kai To0 vOUoU, SEUTEPW
pnvi €dwkev 42.2), he places the emphasis of his argument not only in an
interpretation of reality by the subject of the emotion, but also in an
interpretation involving honour and status. In Against Stephanus |, one of
Demosthenes’ strategies to present his opponent as someone who should
be punished consists in outlining his offence as deserving people’s anger.
And what he does to shape the offence in terms of ‘something that deserves
anger’ is precisely to provide possible propositional content for the emotion,
which in this case is wanton arrogance, greed, and false testimony (toUtoug
o agioug ovtag Opyfig, ol T TG Yeudn paptupelv aitiol ToUTWV
€YyevovTo 45.7; aglov opyilwg Exelv (...) aioxpokepdia kai Meovegia kal
UBpel 45.67) — all of them forms of contempt for the other members of
society. Presenting the facts in a way that they can be characterised as
offences to the city is a recurrent strategy of his, consisting in generating the
judgment that an issue of honour and status is at stake (as for example in
Against Androtion: 1ag UBpelg nveéoxeobe tag tolTtou, GG KATA TNV
ayopav UBpilev opold petoikoug (...) d&lov AaBovtag diknv TAUEPOV
22.68).80

Yet another example of anger being given propositional content
related to honour is seen in Isaeus’ On the Estate of Menecles. Here the
speaker explains that although he is contentious about estates and
inheritance issues, what deeply vexes him is that he could be thought as

someone worthless and good-for-nothing (2.43):

80 For a thorough discussion on how appeals to anger based on narratives
presenting the facts as offences to the city or the laws were used in different
Athenian courts, see Rubinstein (2004, pp. 190-5).
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Kal oU pévov taldT €otl ta notodvtd pe aywvileobal Tov dydva todTov,

AN\ el oUTw padiog AvBpwriog SoK® eival Kai pndevog GElog, HoTe

OO pev €0 ppovolvTtog und U’ £vog av romBrval TV eilwy, UTo &

napadppovolvtog, TalT €oTi Ta AurtodvTda pe
The speaker could be about to lose his property but, in his narrative, what
angers him is what he takes to be a case of social diminishment.8"

The pervasiveness of the idea that anger is the function of an
appraisal of reality that involves a diminution of honour across different
genres and political views in Greek literature signals a deeply embedded
belief. This representation presupposes a social environment, and the
presence of others. As many of the examples, particularly the last one, show,
concerns about honour and status are closely related to public image and
how others regard one. This means that even though anger is envisaged as
a mental representation of the subject, that representation is importantly
embedded in a social environment. The next sub-section will briefly discuss
the importance of this awareness for the understanding and analysis of the
propositional content of anger in the Oresteia; the conception of anger as a
function of society, a stronger approach, will be discussed in the fourth

chapter.

1.1.2 Anger and Shame

In Rhetoric 1379a, Aristotle points out that a slight produces greater
anger if it takes place before rivals of the victim, or if it is exacted either by

those whom the victim admires, or by those by whom the victim would like to

8" For other instances in fourth-century oratory, see Lysias: (wg &yw
Uotepov Nkouov: altn o8¢ Opyllonévn Kal adikelobal vouifouoa, OTL
OUKETL Opoiwg €doita map’ avtnv 1.15); (0pyIlohevog d€ Tolig aitiolg
2.27); (mpormAakilouevog o€ fyavaktouv 9.5). Lysias also puts anger in
terms of reputation: what can be more vexatious than to slander a late father
— especially when the slander involves his own children (dp’ &&lov
opyloBfivat T® TowalT eipnkoTt kai Bonbhjoat (...) Tf yap av toutou
aviapotepov yevolto aut® 10.28 = d&lov d¢ opylobfival utep auTod
11.10). The speaker in this last example is deeply concerned about the public
image and the fame of his father after his death, and this thought is used to
explain his anger.
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be admired. While discussing how the intensity of anger can be influenced
by the context, Aristotle shows particular awareness of how the subject’s
representation of his own position with regards to others is a key element to
understand the emotion. His remark on the components of rivalry,
admiration, and respect towards others is relevant to the study of the
propositional content of anger since it places anger in relation to other
emotions such as shame and introduces an explanatory element for the level
of intensity of the emotion.®? This relationship between the two emotions is
important to assess how the portrayal of anger in the Oresteia might be
reflecting a conceptualisation of the emotion as largely dependent on the
subject’s concern about how others perceive them.

In Homer, we find expressions like ‘be men and put a sense of shame
in your hearts’ (@ ¢pilotL avépeg €ote kal aid® 0€06’ evi BUND I 15.661)
repeatedly being used to provoke the desire to rage and fight for the social
values at stake. This shows how anger and shame are clearly understood as
determined by what the subject perceives to be the way in which others are
evaluating his or her actions. Words such as ‘be ashamed (vepeoonénte
kal autofi) of your abuse and fear the wrath of gods (Be@v & Umodeiocate
priviv) exalting your bad deeds’ (Ayacoduevol kaka €pya Od 2.62-7; Il
15.103; Il 16.544) show how anger and shame share some propositional
content, for example an abuse that has been committed. It is not surprising
that anger and shame are liable to sharing some propositional content since
both of them are heavily constructed upon notions of honour and status and,
most importantly, they share an inhibitory role in interpersonal relationships.
These two emotions signpost the disapproval and condemnation of an

action.83

82 Cairns (1993; 2007, p. 249) has discussed at length how honour and
shame intertwine in ancient Greek literature.

83 As a clear example, in Against Conon, Demosthenes makes the speaker
say to the jury that his indignation if they pardon the defendant would be no
less than that he already feels at the wrongs that he has suffered (54.15).
His explanation is that it would be a new sort of indignation since it would
show that the children of the defendant feel no fear or shame (54.23) while
committing in his presence severe crimes.
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We have similar examples in oratory. In Lysias, those Greeks who,
with a high sense of honour, preferred to die for their freedom are said to be
‘ashamed of their circumstances and angered at their enemies’ (oUx ATTOV
Talg ouudopaig aioxuvopevol 1 Tolg exBpoig opyillouevol 2.62). Those
idealised objects of praise feel shame and anger at being enslaved (the
propositional content), and the differentiation of the emotions depends on a
further elaboration of that judgment — they are ashamed about seeing
themselves as dispossessed of their honour, and angry about their enemies’
behaviour.84 In this example, a judgment that public image is under threat
strengthens the anger of the victim of an injury, and this is in line with the
Rhetoric’s definition of anger.

The way in which shame appears to be a measure of the humiliation
and the diminution of honour present in anger suggests a relation of
proportionality between anger and expectations on how the subjects are
supposed to interact within their social environment. These expectations not
only take the form of a need to fit into certain canons, but also of a need to
receive reassurance from the social environment. The connection between
anger and shame also suggests the importance ascribed to fitting into the
social rules that is typically associated with the interpersonal model of
selfhood earlier described. This serves as an indicator of the complexity of
the mental content of anger as represented in Greek literature that will be
developed over the next chapters. The next section sets out to explore how
honour and shame appear as part of the propositional content of anger in the
Oresteia and the extent to which anger can be considered as embedded in
them. Given that context of the action in the trilogy is within a family, and that
the notion of honour is embedded in an interdependent construal of the self,
the next section will also examine Aristotle’s idea that the belittlement present
in the propositional content of anger can refer to a philos of the subject of

anger.

84 In Against Simon, the speaker remarks that although the facts (an assault
against a slave boy) are outrageous, what really angers him is the imposition
of going through the shame of talking about those facts and the public
exposition that this involves (3.3).
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1.1.3 Honour and Anger in the Oresteia

1.1.3.1 Sense of Belittlement
In the Agamemnon, the first interaction between Clytemnestra and the

chorus (Ag 264-614) is marked by her sense of belittlement. As Helen Foley
(2001, p. 207) has appropriately stressed, Clytemnestra perceives a gender-
driven prejudice about her cognitive abilities on the part of the elders, and
she reacts to that situation with bitterness. Her knowledge that Troy has
finally been captured by the Argives is disregarded by the leader of the
chorus when he implies that she may not have better reasons for making
sacrifices than mere hope (eUayyéAololv €Amioly BunmoAeic Ag 262). He
also states that she is easily persuaded with little evidence (ti yap 10 muotov;
£€0TL TOVOE ool TEKPap; Ag 272) and that her opinion is the product of an
illusory dream (motepa & ovelpwv ¢aouat eUtudn o€Pelg Ag 274).85
Clytemnestra rightly interprets these insinuations as referring to her gender,
and protests against the elders stating that they consider her mind as if it was
that of a girl (mawwog véag wg KAPT epwunow ¢pévag Ag 277). This
scornful attitude towards women'’s intelligence has been acknowledged as a
feature in the tragedy (Gagarin, 1976, p. 93; Foley, 2001, p. 212). Aeschylus
makes it clear that the intelligence of women is regarded as inferior to that of
men when we hear the chorus say that Clytemnestra speaks with the
intelligence of a man (yUvali, kat dvdpa cwdpov’ eUPpovVwg Aéyelg Ag
351). As Rosenmeyer (1982, p. 116) has pointed out, when Clytemnestra
describes the route from Troy to Argos, she is in full knowledge and control
of the situation. This is a coherent portrayal of the ‘man-hearted woman’
announced by the watchman at the beginning of the play, and of the
‘intelligent-as-a-man woman’ referred to by the chorus. The prejudice is
therefore open, and Clytemnestra’s reply to the Coryphaeus can be read as
a reaction to perceived disdain. Commentators are, then, right in stressing

her resentment about this prejudice (Fraenkel ad 275; Winnington-Ingram,

85 For visionary abilities as a part of female stereotypes in tragedy, see Zeitlin
(1990, p. 111). For the plasticity and elusiveness of the female roles in
tragedy, see Easterling (1987).
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1948, p. 131).86 Winnington-Ingram (1948, p. 135) makes an interesting point
when arguing that the quarrel between Clytemnestra and the chorus of elders
configures her as a competitor for power. Furthermore, he adds, in doing this,
she is represented not so much as subverting a role, but restoring it.
Clytemnestra’s non-conformity with the chorus’ dismissal of her opinion
might well correspond to an attempt to restore her position as a woman by
protesting rather than to subvert it.

Remarks on gender stereotypes are also recurrent in the subsequent
lines (yuvaikeiw vopw Ag 595; oUk aloxpog wg yuvatki yevvaia Aakelv
Ag 614) imbuing the interaction between Clytemnestra and the chorus with
concerns about gender. Clytemnestra conveys her sense of being despised
for her abilities as a woman, either with a hint of bitterness, as when she
claims that the chorus are treating her as if she were a stupid woman
(mepdobé pou yuvalkog wg dppdouovog Ag 1401), or with a hint of irony
as when she speaks of the ‘words of a woman’, implying that they are not
considered as worthy of instruction (08’ £xet AOyog yuvaikog, i Tic a&lol
paBelv Ag 1661).87 Bitterness and irony are two ways in which verbal
aggression can be realised.® The fact that she is pointing back to the gender
stereotype that she resented more than a thousand lines before shows a
construction of her anger around a judgment expressing something like ‘I
think that | am being scorned as my opinion does not count because | am a

woman’.8% This indicates a consideration of the emotion as dependant, at

86 See O’Daly (1985, p. 2) on considerations based on the metre regarding
the contest between Clytemnestra and the elders, and its emotional weight.
87 Clytemnestra’s use of irony is what Aristotle (Rh 1408b) describes as a
sort of self-deprecating dissimulation. This model follows the Socratic
strategy in which the ironist presents themselves in a pose of innocence or
incapacity while knowing what they are doing. For a discussion of this in
relation to psychoanalysis and how Odysseus uses irony, see Antze (2003,
p. 106).

88 For an example of the use of irony in a context of anger and retaliation,
see the words of Odysseus to leiodes in Od 22.320-1.

89 Heiden (1993, pp. 154-5) has made an interesting point when suggesting
that ‘the deceptiveness of the intriguer is usually intended to restore his or
her loss of dignity, not to effect a true change of roles’. He notes that even
the Erinyes end up being humbled; Clytemnestra never does.

73



least in part, on a construal of a social situation as perceived by the subject,
a mental state that has to do with being the victim of belittlement and with the
way in which one is publicly perceived — in this case as a woman and
therefore someone with lesser ability of discernment than other members of
society. Clytemnestra’s characterisation is therefore very much in line with
expectations about anger derived from other Greek literary sources.

The construction of Orestes’ anger differs from Clytemnestra’s in
interesting respects, such as intensity and conviction about violence and
punishment — whilst Clytemnestra is portrayed as strongly driven by her
desire to punish Agamemnon, Orestes needs reassurance (Ch 899). Yet, the
analysis of the propositional content of Orestes’ anger reveals similar
features between the two of them. It may seem paradoxical that Orestes is
never explicitly said to be angry; however, as explained in the introduction,
anger can be attributed to characters by means that are not only lexical.®® In
Orestes’ case, the act of killing his mother is broadly understood as a part of
the sequence of events prompted by the spirit of anger that dwells the house.
According to the chorus of slave women, the decipherers of Clytemnestra’s
dream have spoken of the wrath of those in the underworld against the killers
(€€ Umvou KOTOV / Ivéwv Ch 34; dvelpdtwy / Be60ev EAakov UTEyyuol /
MEUPeTBal TOUG YAG / vEpBeV MeplBUPWG / TOlg kTavolaoi T €ykotelv Ch
38-41). The dream, in which Clytemnestra breastfeeds a serpent born from
her, is later, in the tragedy, explicitly interpreted as Orestes murdering his
mother (€kdpakovTwBelg &' eyw / KTeivw VIV, WG ToUvelpov EVVETIEL TOOE
Ch 549-50). Orestes is thus represented as one manifestation of the anger
of the underworld. In this context, his anger is a function of forces (spirits,
gods) that are external to himself. The next chapter will address causality
with respect to emotions; for the purpose of the current analysis, it is enough
to establish that anger, in term of external powers, can be soundly attributed

to Orestes. Furthermore, this understanding of anger is key for the

% For a dissenting view on Orestes’ emotional state, see Anderson (1932, p.
305).
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development of the events in the trilogy, as much as Clytemnestra’s anger
is.

However, Orestes’ anger is also importantly portrayed as a function of
his mind and not only as a function of an external deity. That is, his anger is
configured as depending on an assessment of reality and not only on spiritual
forces. His own judgments about his situation, as Clytemnestra’s, involve the
perception that he has been the victim of dishonour. In the Choephoroi, once
the siblings have been reunited, an invocation to the powers of the
underworld takes place. The ritual was first initiated by Clytemnestra who
sent the slave women and Electra with peace offerings ([aAT0g €k dOUWV
EBav / xoag mporounog 0§Uxelpt ouv KTUMw Ch 22-3; méumnel T Emelta
Tdode kndeioug x0dg, / dkog Topalov €Amicaca Tmudtwv Ch 538-9;
Electra is grieving her father &v eixe ouprievOeiv guol / dyaipa TUpBou
1000 Kal TNV nmatpog Ch 199-200), but shifts its purpose towards what
the siblings have in mind as their ultimate goal: an appeal for help in the
vindictive mission against the rulers of the house (Tpomov TOV auTtov
avrtarnoktelval Asywv / aroxpnuartolot {nuiaig TaupoUuevov Ch 273-4).
The portrayal of anger in this passage is rich in complexity and therefore
deserves analysis from different angles. From the perspective of the
propositional content of Orestes’ anger, his claims revolve around the sense
of being dishonoured. The death that Agamemnon could have suffered at
Troy, a honourable one, would have meant for Electra and him such a
position in society that they would have attracted the look of others in the
street (TEKVWV T €v KeAeUBOIG / ETUOTPETITOV al® / KTioag TMOAUXwOoTOV
av eixeg Ch 349-51). By contrast, his shameful death (atipwg, ®omep olv
anwAeto / matnp Ch96-7; aioxp®g te BouleuTololv Ch 494) at the hands
of his wife results in a loss of honour for the siblings. On top of this, Orestes
has lost his property and his right to rule over Argos (Tpog mélel XpnUAaTwyv
axnvia Ch 301), which means an effective drop in his social status. Having
been excluded from his home is explicitly denounced by Orestes as a loss of
honour (dwpatwyv / dtipa Ch 408-9). Orestes’ anger is, thus, importantly

constructed as a function of his mind and, more particularly, as an
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assessment of reality involving a judgment about being a victim of scorn and
disdain.

The sense of being scorned is shared by Electra, whose anger follows
a similar pattern from the point of view of its propositional content. Electra’s
anger is more foregrounded than Orestes’ as she is explicit in stating that
she rightly hates (1) d¢ mavdikwg €xBaipetal Ch 241) her mother, and is
eager to see her father avenged. It is clear that she perceives herself as a
victim of dishonour when she describes herself as a vagrant (AAwueba Ch
132) sold by her mother for the price of a lover, and as being treated as a
slave (dvtidouAog Ch 135). She complains that after her father died, she
was kept in dishonour (¢yw & arneotdtouv / dtigog, oudev A&ia Ch 444-
5). Furthermore, Electra, as Clytemnestra and Orestes, is highly concerned
about how others perceive her, and part of her outrage is that she had to cry
for her father without being seen (xéouoa MOAUdAKPUV YOOV KEKPUUMEVA
Ch 449). Electra’s sense that she has been dishonoured and that her status
in society has been diminished is clearly linked to her anger and desire to
punish her mother.

By considering the way in which these three characters, Clytemnestra,
Orestes, and Electra, construct their own situations, and the way in which
these judgements are linked either to desires of retaliation or to justifications
of anger and hatred, | have extracted a model for the understanding of a
crucial dimension of anger in the Oresteia.®’ These constructs can
sometimes appear implicitly; however, we can see recurrent patterns of
motivation and justification at work. These patterns are in accordance with
the evidence from elsewhere in the Greek literary tradition and although
Aeschylus is a century ahead of Aristotle, we can see that his
conceptualisation of anger anticipates and justifies Aristotle’s. Furthermore,
these patterns of anger are repeated generation after generation like other
patterns in the trilogy. This suggests that while the medium was strongly
stylised, the understanding of anger is realistic. The connection between

anger and a representation of reality entailing an offence to honour and

91 As we shall see in the next chapters, this is not the only model at play.
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status is clearly a model present in Aeschylus. Having established this
connection, it remains to be asked how this model is applied in the trilogy,
and what exactly is the notion of honour involved in these experiences of

anger.

1.1.3.2 Sense of Reiteration

The way in which this parameter, the perception that one’s honour is
under threat, is used in the representation of anger in the Oresteia sheds
light on the model of anger at stake. The analysis of the propositional content
of anger shows that the sense of belittlement and the anxieties about social
status are accompanied by a sense of a reiteration. This sense may appear
as a perceived impediment to regaining the honour lost or as a perpetuation
of that loss. The idea that the subject of anger perceives him or herself as
the victim of repeated wrongs is familiar in modern accounts of anger and it
is usually associated with the resistance of the subject to let the offence ‘just
go’ (Tavris, 1989, pp. 315-8). Re-victimisation has been linked to the inability
to forgive or forget the wrongs suffered, and this experience is reflected in
the characterisation in the Oresteia: it is not only that an offence to honour
has occurred, but also that that offence is somehow iterative. This sense
does not need to be accompanied by an actual reiteration, although it often
is. As we will see, sometimes the characters receive repeated injuries, and
sometimes they keep lingering upon past injuries over and over again. The
latter could be considered as a case of brooding anger. In both situations,
the subject is under the impression of being the victim of constant offences.

In the passage of the Agamemnon discussed above (Ag 264-614), the
Coryphaeus’ insinuation about Clytemnestra’s inferior intelligence and
knowledge clearly reverberates in her mind, and it suggests a
conceptualization of anger in which the subject considers herself to be
victimised and re-victimised. Clytemnestra’s resentfulness is patent since
she does not forget the Coryphaeus’ words. Almost a hundred lines after
them, she picks up precisely on the fact that she is a woman (toladtd To!L

yuvalkog €€ €uo0 kAUeglg Ag 348) when she has shown a clear explanation
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of the source and evidence for the information that she had provided, thus
showing a flaw in the stereotype that women’s intelligence and knowledge
are unfounded. She continues to linger upon those discriminatory remarks
when she reminds the chorus how reluctant they had been to believe her
because of her ‘womanly uplifted heart’ when they finally accepted that the
war is over (Ag 590-2):

Kai Tiq W evirmwv eire, ‘puKTWP®V dia

neloBeioa Tpoiav viv menopBficbal SoKelg;

N kdpTta MPdG yuvalkog aipsoBat kéap’
It is not only that Clytemnestra is not prepared to forget the injuries that she
has suffered, but also that she is repeatedly bringing them back to the
present, signalling that they are constantly alive in her mind. Clytemnestra’s
inability to let offences go is such that even after she has been murdered,
her ghost perseveres in stressing her sufferings until she transfers that sense
of being scorned to the Erinyes, creatures that embody intransigence to
forgiveness. How this resistance is considered to be an aspect of anger in
the trilogy and how it is embedded by the Erinyes will be discussed in more
detail in the final chapter on gods and anger. My interest here is concentrated
on showing that by looking at the propositional content of anger, the sense
of reiteration appears as an important way in which a judgment about honour
is linked to the emotion. When the Erinyes express their anger, they remark
on their loss of honour, and they go over and over the same issue again
(GTinog Eu 780 = Eu 810; dTtipomievOng Eu 792 = Eu 822; dtietog Eu 839
= Eu 872). The strength of the Erinyes’ anger is dramatically conveyed not
only through a repetition of the wrongs received, but by repeating exactly the
same words. Anger is again represented as linked to a sense that the mental
representation at stake (loss of honour in this case) is not easy to let go or
remove.

Orestes’ and Electra’s emotions are also importantly implicated and
embedded in a social situation as constructed by themselves in which they
are the victims of multiple injuries. This construal of the situation, though,

differs from Clytemnestra’s in that it is not so much a succession of injuries,
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as about the different consequences of the murder of Agamemnon and how
they affect the siblings. Orestes makes it clear that the murder of his father
involves a number of issues, such as the inability to continue with his life in
his own house and within his own community. The implications of the crime
committed by his mother go beyond an act which is in itself shameful: it is
violent towards the children as well, a point that Orestes and Electra make
repeatedly. They are orphaned and bereaved children (toug &
anwpgaviopevoug / vijoTig TiéElel Aludg Ch 249-50; idelv ndpeoTi oo,
natpootepn Yovov Ch 253; matpog nevbog péya Ch 300; moAuddakpuTta
névon Ch 333; Bprivog Ch 335), and this is an important element in their
anger. However, the siblings’ anger does not only depend on their construal
of the situation in terms of the painful and shameful act of Agamemnon’s
murder.

When the siblings and the slave-women invoke the powers of the
underworld, they list the wrongs suffered as a way to justify the need for
retaliation against Clytemnestra and Aegisthus. This invocation is done
under high emotional tension. Orestes implores that his mother be slain on
account of his father (tokeUol & Opwg teAeital Ch 385) and the slave-
women speak of the wind of anger driving their hearts (Bupog €ykotov
otuyog Ch 393), suggesting that anger has an important presence in the
ritual; they act as an intra-textual audience stating the presence of the
emotion. The invocation of the Erinyes (Bod yap Aotyog 'Epwvuv Ch 402;
{deTe MoAukpaTteig Apal pOvopévwv Ch 406) is yet another sign of anger.
Electra demands punishment (kapava dat€ag Ch 396) for what they have
suffered and speaks of the anger against their mother (¢ék patpdég €otl
Buuog Ch 421) — after having expressed her hatred against her (€x8aipw
Ch 241). The enumeration of the wrongs suffered is, thus, part of their
strategy to awaken the powers of the underworld and also to express their
emotions. Both Orestes and Electra describe their situation as orphaned
children as involving several wrongs that suppose an idea of re-victimisation.
According to Electra, they are suppliants and similar to fugitives (ikétag

dédekTal puyadag 6’ dpoiwg Ch 336); puyag implying a loss of honour,
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and a situation that is difficult to reverse. Along the same lines, Orestes
explains that he has been dispossessed of his goods (mpog TtuECEL
xpnudatwyv dxnvia Ch301) and that he is under the power of a pair of women
(duolv yuvaikolv ®d Urmkooug nEAev Ch 304). The siblings are therefore
complaining that their honour is repeatedly affected by different injuries.
The Oresteia, like many other Greek literary sources, suggests that
anger is importantly implicated and embedded in the construal of a situation
by the subject of the emotion in which they are affected by an affront to their
honour. The trilogy also illustrates that there is a sense of reiteration in the
construal of the situation, in which the loss of honour is either repeated or it
leaves the subject in a state of social vulnerability that is very difficult to
redress. This sense of reiteration, which finds a parallel in modern research
in the sense of re-victimisation associated to anger, coupled with the loss of
honour, points to an understanding of anger as heavily contingent on

anxieties about one’s role in society.

1.1.3.3 Family Ties

So far, we have established a connection between anger and honour
in the trilogy. The interdependent model of selfhood discussed above is key
to unpacking the notion of honour at stake and discussing how it transcends
the personal realm. For example, Clytemnestra’s overt expressions of
unease about her timé, often permeated with a sense of gender
discrimination, concern not only her own honour, but also Iphigenia’s.
Furthermore, the distinction between the two is not very relevant for her. As
discussed above, anxieties about honour in Greek society transcend the
personal realm to include the family and those perceived as close ones. This
understanding of honour, probably rooted in an interdependent construal of
the self, is reflected in Clytemnestra’s claims about the treatment received
by Iphigenia, and the way in which it affects her.

After the murder of Agamemnon, the chorus are open in their
condemnation of Clytemnestra’s deeds, their horror at the way she speaks,

and their certainty that she will be punished. In return, Clytemnestra reacts
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by accusing them of holding a double standard and of offending Iphigenia’s
honour by not having reacted when Agamemnon treated her as a sacrificial
animal (0¢ oU TPOoTIu®V, worepel Botol popov, / HNAWV PAEOVTWYV
eUTOKoIG vopeUpaotly Ag 1415-16). Clytemnestra’s speech here is without
a doubt complex and rhetorically rich. Clytemnestra’s main complaint has
been seen in different aspects of her speech. For Lloyd-dJones ad loc,
Raeburn & Thomas ad loc, and Sommerstein ad loc, Clytemnestra’s main
point is that Agamemnon dishonoured Iphigenia. For Fraenkel ad loc and
Denniston-Page ad loc, Clytemnestra is mainly concerned with attacking the
chorus for not having appreciated the full gravity of the wrong done, and
therefore, of diminishing Iphigenia’s importance. | agree with the latter, since
even when it is clear that Clytemnestra is injured by Agamemnon’ deed, the
scene is constructed as a dialogue with the chore. She is mainly reacting to
the chorus attitude, even when this means that she is also accusing
Agamenon of misbehaviour to prove that what she did was right. She
denounces the inadequate appreciation of Iphigenia’s worth implied by the
reaction of the chorus. They reacted as if an animal sacrifice had occurred,
when it was an act of infanticide (EBuocev auto0 maida Ag 1417).%2
Clytemnestra’s equivocal statement about the flock leaves it open that
Iphigenia was dishonoured both by her father and by the city’s reaction to his
crime. The sense of humiliation is highlighted as she adds that all this
happened as ‘a song to (a spell against) Thracians’ (Emwdov ©pnkiwv
anudatwv Ag 1418), with ‘Thracian’ probably carrying a pejorative tone in this
passage (Fraenkel ad loc) — and also, conveniently for her, she effectively
denies complexity to the situation, overlooking that Artemis had imposed the

sacrifice as a condition to be able to wage the war.?® Clytemnestra’s

92 There is a good antecedent for this in the Odyssey (2.229-49) where
Mentor declares that he is not so much angry at the insolence of men, but
that it is at those who see that insolence without reacting that he feels
indignant (vOv & dAAw SN pw vepeaoifopat 2.239).

93 One aspect that could be considered as an intensifier of her anger is the
sense that the death of her daughter could have been prevented. For a
correlation between grieving reactions (some of them involving anger) and
the preventability of the loss, see Bugen (1977, pp. 199-200).
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accusation is not a cold argument against double standards; it is a
justification of her own actions. What was done to Iphigenia has deep
consequences for her motivation.

Clytemnestra stresses that she is talking of the affront to the ‘dearest
fruit of her pangs’ (pIATdtnVv €poi / wdiv Ag 1417-18), highlighting the
strength of the tie between the two. Heath (1999, p. 20) has rightly pointed
out that the way in which Clytemnestra uses language to refer to her children
is carefully chosen. Whilst she uses teknon for all her children, she reserves
pais for Iphigenia. The superlative philtatos is also carefully applied by her.
In the trilogy, philtatos not only carries the obvious strong sense of emotional
attachment,®* but often also conveys a tone aimed to create an emotional
response. The only time Clytemnestra uses philtatos referring to Electra and
Orestes is when she wants to communicate the seriousness of the wrong
that she herself has suffered in having been murdered by them (a6ol0oa &’
oUtw delva mpog 1@V PIATatwv Eu 100). Similarly, Orestes applies the
term to Clytemnestra when exalting her hostility towards him and his sister
(ToUg ¢WtdToug yap oida vev 6vtag TukpoUug Ch 234), and to
Agamemnon as a means to justify the murder of his mother (avtiktévolg
rotvaiol ¢pIATaTou natpog Eu 464). Just like Orestes, Electra applies the
term to her brother and herself to highlight how the wrong that her mother
has committed affects her (eival 168’ ayAaiopd pot o0 ¢pIAtatou Ch 193).
There is a clear use of the term as a means of justifying a crime on the
grounds of having suffered from the previous abuse of an important social
code regarding family ties. This use is attested by Apollo when he speaks of

the transgression of the tie of marriage (06ev Bpotolol yiyvetal ta pidTata

94 All the other instances of the term in the trilogy convey the strength of a
bond and often grief or sorrow for a loss. Clytemnestra refers to the pain felt
by the Trojans at the end of the war (Ag 329); when she realises that
Aegisthus is dead (Ch 893); and to address Aegisthus directly (Ag 1654).
The herald uses it to express the relief felt at being buried with his dearest
ones (Ag 507). Electra uses the it when she finds Orestes’ lock (Ch 193), and
later on to address him directly (Ch 496). The chorus of slave women express
their compassion for Orestes when he is harassed by the Erinyes after killing
his mother (Ch 1051), when they had previously referred to him as a pais
(Ch372).
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Eu 216) to justify Clytemnestra’s punishment, and by the Erinyes when they
say that Clytemnestra is the one who nourished Orestes and who has his
blood (amelxn uNTPOg aipa pitatov; Eu 608), to justify his prosecution.

Clytemnestra reads the behaviour of the chorus as not giving due
honour to Iphigenia. When telling them that it was her own philtatos who had
been dishonoured by Agamemnon, Clytemnestra is making a statement
about the significance of the crime and about the way in which it signifies an
affront to herself. Both claims could potentially help her to justify the murder
committed by her. The tie with her daughter has consequences for her
emotions, duties, and behaviour, and she expects the elders to understand
this. Furthermore, a failure to react appropriately towards a very close one
constitutes major misconduct, and the fear about its implications plays an
important motivational role in the trilogy. Clytemnestra therefore confronts
the elders with an issue that they are aware of, namely that Agamemnon
committed a serious crime against philia,® and that this will have disastrous
consequences for him (ti TOvd dveu kKak®v Ag 211; €nel &’ avaykag £€du
Aénadvov Ag 218). What she is bringing up, though, is that the crime that
Agamemnon committed has direct repercussions on herself, and this, as well
as the crime itself, has been overlooked by the city.

Clytemnestra is not expected to avenge her daughter, in contrast to
Orestes, whose duty is to avenge his father and to free his sister.% Orestes
gives one partial explanation for this difference: a woman should not go
against a man as it is he who goes to war (un 'Aeyxe 10V MovolvT €0w
Kadnuévn Ch 919; Tpedel d€ Y avdpog poxbog nuévag Eow Ch 921).
Yet, the Agamemnon’s portrayal of the consequences of Iphigenia’s murder
on Clytemnestra is more complex than this division of social duties according
to gender. Clytemnestra is an avenging mother (Ag 155) who tries to claim
endorsement for that role. Although there is no mention in the trilogy of

Iphigenia’s Erinyes, Cassandra is apparently able to see Erinyes wandering

9 For a good account of the role of violations of philia in Greek tragedy, see
Belfiore 2000.

9% On the duty of redress falling on the male relatives of the deceased, see
Cairns (2015, p. 648).
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around the house, and these can be attributed both to Iphigenia and to
Thyestes’ children (dUormeuntog €Ew, ouyyovwv Epwviwv Ag 1190). This
vision is connected to the crime that Clytemnestra is committing inside the
house, and therefore to her desire to punish her husband. Although the
Agamemnon acknowledges both that Clytemnestra is moved to retaliate
because of the honour of a member of the family and that Iphigenia has an
Erinys, neither of these two facts finds social recognition because of her
gender. However, it is clear that Clytemnestra is portrayed as reacting to
Iphigenia’s dishonour as an ‘Erinys’, and therefore her anger reflects the
importance of the 0ikds’ honour described by Jones (1962) and is also in line
with Aristotle’s definition of anger.

Orestes’ understanding of honour follows the same pattern of
interdependence. In the passage of the Choephoroi discussed above,
Orestes accompanies the invocation of the Erinyes with a claim that the
Atreids have been displaced from their home and dishonoured (i5€06’
Atpelddv 1a Aol aunxavwg / éxovta kai dwudtwy / atiua Ch 407-8),
showing concern about the honour of the family. Likewise, the un-kingly
death of Agamemnon is repeatedly brought up by him (o0 Tupavvikoig
Bavwv Ch 479; nedaig &' dxalkelTolg €0npeldng, natep Ch 494). The
consequences of the shameful death of the father at hands of a woman is
considered a problem for Orestes’ and Electra’s public image, as is made
explicit by Orestes in the passage cited above (Ch 345-51). The honour of
Agamemnon is not detachable from the family’s and, thus, Orestes’ honour,
and this is why his shameful death is a burden for the siblings whereas as
death in battle and a heaped tomb would have been easier for the house
(dwpaoitv eupdpnTov Ch 353). The funeral is a further concern for the
siblings. When Orestes learns that Agamemnon was buried in private,
without lamentation, and mutilated, he reacts with huge outrage, considering

this an affront to Agamemnon’s honour (t6 mav atipwg €Ae&ag, oiuot /
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natpog &’ atipwolv dpa teiost Ch 434-5).97 This dishonour to his father is
also a dishonour to himself as is clear from what he has been saying in the
previous lines.

In order to grasp the full significance of the reaction to the burial
arrangements it is important to stress the link between honour, status and
funeral monumentalisation in classical Athens. Throughout the classical
period, failure to provide adequate burial is a source of social disapproval
(Morris, 1992, p. 125). Death is no bar to competition. Graves and burials
were an important sign of social status, playing an essential part in the
recognition of the role played by the individual and by the family within Greek
society. The arrangement of burials reflected the structures that divided the
community (Morris, 1992, p. 131; Loraux, 1986, p. 23). While a ‘lavish burial
was the sign of the agathos, bringing with it admiration and pride’ (Morris,
1992, p. 44), the lack of burial was considered as a denial of status (Morris,
1989, p. 47). The strong connotation of honour and kleos implied in burial is
also present in Sophocles’ Antigone, where the denial of Polyneices’ burial
is a means of offending and diminishing him (Morris, 1989, p. 49), and in
Ajax, where the military commanders seek to withhold burial from Ajax in
punishment for his attempt on the lives of the Greek leaders. Both of these,
despite differences, bear some resemblance to Athenian civic practice. As a
city, Athens used burial and its refusal as a means of rewarding loyalty
(through state funerals for the war dead) and punishing disloyalty (anyone
executed for treason could not be buried in Attic soil). The glory of war is a
very important sign of status in a community, and there is, therefore, an
expectation about the burial of an important warrior. The context provides
keys to understand the strength of the frustration experienced by the siblings

at being restricted from giving their father an appropriate burial.®®

97 See Garvie ad loc on the poetic use of dra in this passage and the special
moving force it attributes, as a logical connective, to the words that Electra
previously uttered.

98 Concerns about their inheritance, already present in Orestes, can also be
linked to Agamemnon’s burial as in the fourth century the heir could help a
case for their right to inherit by arguing that the rites of burial had been
performed by them (Morris, 1989, p. 54; Giriffith-Williams, 2013, pp. 73-4;
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It is precisely because Agamemnon’s burial affects the family as a
whole that Orestes feels the need to redress it with punishment. Like
Clytemnestra, Orestes assumes that the dishonour of a member of his close
group imposes a duty on him and the failure to fulfil it is a source of social
disapproval and shame. This restoration of honour goes both ways. Orestes
advances the argument that Agamemnon, or his spirit, will recover his lost
honour if he helps the siblings in restoring their own honour by taking back
the power over the house and exacting punishment (ei d¢ pn, map’
gudeinvolg €on / atipog eunipolol kviowTtolg xovog Ch 484-5; eimep
Kpatnbeig v’ avtivikioat 6€Aelg Ch 499). In Orestes’ mind, the deceased
father has a duty towards his children, and restoring their honour will also
contribute to enhancing his own honour. Similarly, Electra takes it for granted
that Agamemnon’s spirit will react with anger to the fact that she is enslaved,
Orestes is in exile, and that the family’s money is being spent (kayw pev
AvTidoUAOG: €k B¢ XpnuaTwy / delywv 'OpEoTtng €0Tiv, ol &’ UTIEPKOTIWG
/ &v Tolol ooig movolol XAlouowv péya Ch 135-7). The honour of
Agamemnon is not separable from the honour of his children, and this notion
of honour is key in the understanding of anger in the Oresteia as means to
maintain social cohesion.

The construction of Orestes’ anger in the Choephoroi is strongly
collective, collaborative, and inseparable from the idea that the subject
belongs, and sees himself as belonging, to a community. The sense of being
the victim of reiterative wrongs, and the need to articulate those feelings
takes an interesting form during the ritual, as it is something shared between
the two siblings. Like Orestes, Electra stresses the shame of Agamemnon’s
death (aloxp®g Te PBouleutololv €v KaAUuupaolv Ch 494) and the
dishonour she suffered because of the way in which he was buried (&tipuo0g,
oudev da&ia Ch 445). The siblings are involved in an effort to raise
Agamemnon’s spirit and get his help, and the repetition of their grievances

can, thus, be explained as a part of their strategy. However, it is also clear

126). On the importance given to receiving burial from the close family
members, see Kurtz & Boardman (1971, p. 143).
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that they do not linger upon the sense of having been dishonoured only for
the purpose of seeking sympathy from others. Both siblings are presented
from the very moment in which they appear in the trilogy as deeply concerned
about their honour and how to redress the situation. The sense of a need to
exact punishment connected to the thought of having been dishonoured is a
constituent part in the construction of the moods and the characters of both
siblings. They have a shared purpose, and they need to strengthen it not only
to secure the bond between them but also to achieve their goal. In this sense,
the way in which anger arousal and anxieties about honour are intertwined
in the text serves the double purpose of the presenting the plot and the
characters in a realistic way.

Honour considered as a collective phenomenon in which an affront to
one group member is taken as an affront to all, appears as a central issue
when looking at the content of the judgements made by the main characters
in the Oresteia in relation to their anger. This suggests a strong concern
about their own space in society as well as about their public image. The way
in which they reiterate their loss of honour is a sign of the strength of that
concern and the difficulty of overcoming an injury relating to a domain of
human experience that entails anxieties about one’s role in a certain group,
and often about hierarchies and status. However, the notion of honour at
stake in the text also suggests that other important issues are involved, such
as how subjects perceive themselves as attached to their families and to
other members of society. In the next section, | will explore how the notion of
honour cannot be detached from notions of justice, cooperation, and social
bonds since all these aspects are integral parts in the experience of a living

human pertaining to a group.

1.2 Honour, Injustice and Missed Social Norms

1.2.1 Competition Versus Cooperation
The previous section has discussed the importance of the notion of

honour in the context of the analysis of the way in which the subjects of anger

construct the situations upon which anger depends. As we have seen, the
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notion of honour at stake involves concerns about personal status, public
image, and strong bonds with other members of the community. It is also
closely tied to another aspect of anger, which is the response to perceived
injustice. The complexity and pervasiveness of the concept of honour in
Greek literature should warn us not to rigidly over-schematise the relation
between honour and anger. Since the notion of timé is so central in Greek
texts, and it works as an important lens to interpret reality, often the very
concept of justice is conceived as a function of timé, and therefore, the
analysis of the propositional content of anger will often involve both concepts,
justice and honour.%°

As mentioned above, justice and honour can be seen as pertaining to
two different categories of analysis — they are, after all two different concepts
and my own view is that this is enough reason to treat them separatedly,
even if the question of wheather they represent two different aspects or
experiences of anger is not at the centre of this discussion. This is not to say
that these two concepts should be taken as opposing each other as Dodds
(1951) suggested. Diké has traditionally been associated with notions of
reciprocity, respect for the other, and cooperation within the set of rules of a
society.’® Timé has been often related to notions of personal honour,
hierarchies, and competition. Dodds (1951, p. 32) regards the relation
between anger and timé as one of the hallmarks of a ‘shame culture’ in which
individuals are ruled by their desire to stand above others. However, as Long
(1970, p. 123) points out, timé, with its hierarchical connotations of personal
status, is at the centre of both cooperative and competitive values. Here |
argue that in the propositional content of anger, timé serves as an organizing

concept that is present in judgments about justice, fairness, and respect for

99 Anger based on a perceived affront to honour and anger based on a
perceived affront to justice are not necessarily two different types of
experiences. In many cases, an injustice can be read as a diminution of
honour, and a honour diminishment, as an injustice. This is not an attempt to
suggest that considerations of honour are universally hierarchical or, for that
matter, that all considerations of justice are cooperative.

100 On the repercussions of violating reciprocity, see Donlan, W. (1998, p.
51).
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social norms.™ | am not attempting to suggest that judgments about honour
are devoid of rivalry and anxieties about status but rather that very often it is
not possible to disentangle judgments about fairness and justice from those
anxieties when looking at Aeschylean anger. Cooperation and competition
are two categories that are part of the same experience of anger.

The connection between anger and injustice or failed cooperation is
not only made by Aristotle, but also by Plato. The fact that Aristotle ascribes
to anger a propositional content connected to notions of honour and
hierarchies in the Rhetoric, and to justice in the Nicomachean Ethics, a book
where the focus on how the notions of eudaimonia and philia relate to each
othe is a fundamental concern, suggests that the type of evaluation present
in anger is regarded as highly contextual. In the Phaedo, one of Plato’s
characters claims that misanthropy is the result of excessive trust in others.
The argument is that hatred arises from the repeated experience of trusting
someone and then finding out that the person was base and false (89d).
Therefore, a disappointment with regards to a human bond is placed at the
base of hatred.'%? This argument is further developed by Plutarch (De Ira
463b) who, quoting Plato, argues that those whose hatred of vice
(misoponéria) makes them have recurrent fits of anger (orgé) should learn to
get rid of their excessive trust of their fellows. The way to avoid anger is to
lower expectations about fairness and trust.

This understanding of anger is still present, and perhaps with even
more preponderance, in modern research on anger. Empirical research
suggests that the propositional content of the emotion is often related to a
sense of some expectations not being fulfilled, and social roles not being
followed ‘as they should’. This sense often translates into the perception of
being the victim of unfairness or injustice (Callard, 2017; Tavris, 1989, p. 49;

Elster, 1996, pp. 1390-1; Nussbaum, 2016). It is precisely because of this

101 On different types of appriasals of respect, see Darwall 1977. See also
Cairns 2011.

102 Aristotle (in the Rhetoric at least) departs from Plato’s view on the
connection between anger and hatred. | will take issue with this distinction in
Chapter 4, p. 196.
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characteristic of anger that the emotion has been understood as serving the
social purpose of a ‘tracker’ of missed, neglected, or abused, social norms
(Sirivasan, 2018) and of an evaluation that cooperation has been broken
(Gintis et al, 2003, pp. 159-62). It is important to bear in mind that the fact
that anger is considered as relating to the perception of abuse of social norms
is not considered by modern researchers as opposed to the acknowledged
link between anger and concerns about self-respect and self-worth. In
presenting honour and justice in a relation of interdependence, Aeschylus is
part of a tradition. It is therefore important to consider the example of anger
in Greek literature where concerns about personal gain and status are not
distinguishable from concerns about social cooperation.’®® The below
examples are not intended to be a systematic analysis of anger throughout
Greek literature; they simply show that in different periods and genres honour

and justice appear strongly linked in the representation of the emotion.

1.2.2 Honour and Justice in Context

In Homer, funerary games are represented as a highly competitive
environment. Menelaus reacts with anger towards Antilochus when he
cheats to win against him in a race (MevéAaog aviotato Bupov axelwv
AvVTIAOXW AupoTtov kexoAwpévog I 23.566-7). The propositional content of
the emotion can be primarily interpreted as an honour-related issue. Games
are an important opportunity for the participants in the different contests to
show their skills and abilities, and to reassert their social position in relation
to their comrades. Antilochus’ cheating to win therefore results in a
diminishment of honour for Menelaus. Yet Menelaus is not exclusively
concerned about himself being the victim of an injury: his anger is also

importantly about following the rules and teaching the young to do the same.

103 Others would suggest that there are little grounds for distinguishing in
practice between anger at issues of cooperation and issues of competition,
even if these categories are different in principle. However, there are cases
in which one value is placed over the other — at some point my anger might
be that | am not being recognised as a superior to others (in beuty, in
strength, in intelligence, etc.) even when | hold belives in equality and
cooperation.
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Therefore, his concern is not only his personal diminishment in the funeral
games, but also the fact that these games should be performed according to
their rules. In the Odyssey, the suitors respond with indignation at Antinous’
abuse of the old stranger (g €¢aB’, ol & Apa MAvTeEG UTIEPPLAAWG
vepeonoav Od 17.481). This anger is largely about fairness and following
social rules. The honour of the group is threatened when a member goes
against the rules, and this affects the honour of the members.

In Works and Days, Hesiod provides a list of the possible objects of
Zeus’ anger. This list comprises a number of offences that can be understood
both as against honour and against social harmony and cooperation such as
wronging a suppliant or a guest, sleeping with one’s brother’s wife, offending
orphans, and abusing the elderly. Zeus will be angry and punish any of these
wrongs (T® &' R Tol ZeUg auTog dyaietal, £€g 8¢ Teheutnyv / £pywv AvT
adikwv xaAermyv enebnkev auolnv WD 333-4).

Pindar offers similar cases in which although anger is related to
judgments about honour. The same judgements involve offences to justice
or a sense of unfairness. In Pythian 3, Apollo is angry (x6Aog 3.12) because
Koronis, while pregnant with his child, had sex with a stranger from Arcadia
and, on top of that, tried to deceive him. The propositional content of anger
is clear: sex with a stranger and unfair deceit (§glviav koitav dBepiv Te
doAov 3.32), and both acts constitute an affront to the god’s honour. It is on
account of this affront that Apollo sends his raging (BUw 3.33) twin sister to
Lacereia. Yet the situation is also one of transgression of social norms, as is
suggested by d6euig, and by the involvement of Artemis, the safeguard of
appropriate conduct towards pregnancy and childbirth, in the story.'%4 In
Nemean 5, Hippolyta deceives her husband, making him believe that Peleus,
his friend and host, has tried to seduce her. The situation clearly endangers

the honour of the household. Peleus is in a difficult situation, not only with

104 Similarly, in Olympian 6, Aepytus goes to the oracle with heavy anger in
his heart (ev Bup® ruéocaig x6Aov 6.37) because his daughter Euadne is
concealing her pregnancy from him. Her deceit and the fact that she did not
wait for the wedding to have sex suppose a loss of timé for the family and an
affront to the father.
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regard to his friend but also to his own father Zeus, the guardian of hospitality
(Eewviou matpog xo6Aov / deioaig 5.33). The narrative of the conflict makes
it explicit that Peleus fears external sanctions and staining his public image.
He is said to be angry at Hippolyta’s sexual invitations (to0 d€ dpyav kviCov
airewvol Adyol 5.32), as they involve an affront to his honour — he is an
excellent man who is ashamed by such a proposal. However, Hippolyta’s
behaviour amounts to an affront to Peleus’ honour precisely because it goes
against certain internalised ideas about social conduct that make him a man
of excellence. The frontier between what is an issue of fighting for status and
what is an issue of fairness and rules of cooperation is blurred.’® The
propositional content of anger reflects the permeability between the two
categories of motivation.

Oratory probably provides the most straightforward instances of anger
being related to a sense of injustice or missed social norms. Demosthenes,
in Against Leochares, declares that those who use unfair legal procedures
deserve people’s anger (wg d¢ Kal TOV aywvwv AdlkwtaTtol Kal TAeiotng
o0pYyRig G&lol Toig aywvifopévolg ai dlapaptuplial eioiv 44.57). In Against
Callicles, he has the speaker say that there is nothing more vexatious than
having a neighbour who is base and wants to take advantage of others (oUk
nv dp’, ® davdpec ABnvalol, XAAEMOTEPOV 0UBEV 1 yeitovog rovnpod
kai TAeoveKTou TUXElv 55.1). The speaker adds that there is a good reason
to be angry (dyavaktéw 55.29) since Callicles was abusive in the way he
conducted the use of water and public roads in his lands. Anger is clearly
considered to be implicated in the perception that someone is taking

advantage of others and disrupting the harmony of the community.'%

105 Some may argue, as Aristotle does, that anger is invariably accompanied
by a sense of being unjustifiably wronged. The examples analysed in the
previous section can also be seen as cases in which the problem of honour
denounced by the subject of anger is the transgression of a social norm, but
the emphasis is placed in the fact that a diminishment of honour has taken
place. The emphasis is thus placed in different aspects of the problem that
generates anger.

106 |n Lysias 4, the speaker denounces being the victim of a false allegation
of premeditation. This contention can have an important impact on the
assessment of the crime at stake. As the trial is being conducted in the public
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The above examples show that the propositional content of anger, as
it appears in literature from different periods, is related to notions that fell into
the broad category of what we could call cooperative values. | will now show
that this is also the case in the Oresteia. As the above examples suggest,
the sense of norms being broken is largely expressed in terms of timé-
violations, and thus, the two categories of analysis, cooperative and
competitive, are often jointly involved in the experience of anger. The
violation of a norm can be experienced as a personal offence and disrespect
particularly when there are strong expectations of social cooperation within

the members of a group.

1.2.3 Honour and Injustice in the Oresteia

The first stasimon of the Agamemnon revolves around justice and the
consequences of transgressing it.'%” A concatenation of passages shows
how the contravention of norms is indelibly connected to anger (personal,
social, and divine), and ultimately to punishment. In the first strophe and anti-
strophe, the chorus remark that the gods do concern themselves with those
humans who transgress the norms of the sacrosanct (oUk £€¢da TIg / Bg0Ug
Bpot@v A&loloBal péAely / 0oolg aBiktwy Xdaplg / matol®’ Ag 369-72).
They suggest that the destruction of Troy and its people is the result of an

act of injustice and disrespect committed not only by Paris, but also by his

space of the Athenian courtroom, his honour is also at stake. The speaker,
however, chooses a narrative for his anger in terms of justice and lack of
reciprocity (4.19). Similarly, in Lysias 9, when defending himself from the
accusation of public debt, Polienos argues that that debt was justly condoned
by the treasurers, and that his prosecutors are mainly driven by enmity. He
adds that while the injury caused by his prosecutors amounted to measured
vexation (ayavaktéw 9.20), the injury that would be caused by the
(allegedly) unfair outcome of the trial would lead to great pain. The difference,
as he puts it, resides in the fact that the first injury is motivated by hatred,
and therefore, understandable, while the second injury would be only
explainable by reference to an evil intention of his fellow citizens (d1a kakiav
de TAg mMOAewqg 9.20). Hence, according to Polienos, his anger-pain is
related to judgments about the unsoundness of justice, unfairness, and
breaking of social bonds.

107 Gagarin (1976, pp. 66-72) argues for a strong sense of retributive
punishment conveyed by diké in the Oresteia.
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ancestors who in their excess of pride and wealth overlooked the importance
of justice (oU yap €oTiv EMAAELG / TAOUTOU TIPOG KOpoV avdpl / AakTioavTl
péyav Aikag / Bwpov eig apavelav Ag 381-4). In this respect, Jones (1962,
p. 88) has stressed the centrality of the issue of material prosperity in the
choral songs of the tragedy. In his view, habris in the tragedy is largely put in
relation with excess of wealth. Jones is right about the importance of the
excess of wealth to understand the conflict in the tragedy, but it is important
to remember that this excess of greed also led to the destruction of a city
with its people and its temples, which constitutes an important offence
against the gods, the consequences of which are to be feared.

The second and third strophes continue revolving around the same
topic, now placing the emphasis on the narration of how Helen’s act was
injurious (atipoug Ag 412) both for her husband and his people, and for the
people of Troy. Here the notion that a transgression of norms leads to a bitter
end for the transgressors and their community, and that the transgression is
related to anger, is made explicit. The transgressor of justice brings harm to
his community (moAeL mpooTplup’ AdepTov €vBeig Ag 395) for the gods do
not forgive (AltGv & dakouUel pev oUTig Beddv Ag 396) — this is what
happened to Paris and, as the elders will begin to suggest, this is what will
happen to Agamemnon.'%® Paris took Helen, bringing destruction to Ilium;
Agamemnon took pride and money, bringing death and turmoil to Argos (0
XpuoauolBog & "Apng cwudtwyv Ag 438). Furthermore, the representation
of Helen plays a role in furnishing the chorus’ discourse with a social content.
They are aware that the problem is not only divine anger and how it
determines individuals in future generations, but also the collective anger of
the people in the present. It is the people’s anger that, they fear, might have
an impact on the development of the events upon Agamemnon’s arrival. The
chorus speak of the perceived imbalance among the people between their

loss of lives and the gains of the Atreids who brought them to war (pBovepov

108 The anger related to Paris is different in important respects to the anger
against the Atreidai at the losses in war. My point here is just that in both
cases there is an important transgression of norms of cooperation.
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O’ UTt dAyog €p- / el ipodikolg Atpeidalg Ag 450-1). They fear the anger
of the people (Bapeia &’ aotd®v ¢atiq EUv KOTW: / dnuokpavTou & apag
Tivel xpéog Ag 458-9) as the possible source for Agamemnon’s punishment.

The stasimon, thus, contextualises the action in the middle of a conflict
between, on the one hand, excessive pride, unfairness, and several abuses
of social conventions, and on the other hand, anger, punishment, and
retribution. Hence, there is a clear link between anger and a perceived
injustice, and the way in which this is described involves considerations of
honour. The relationship between excessive pride, injustice, and anger is
also expressed by Clytemnestra when she receives her husband. In the
carpet scene, she invites Agamemnon to enter the house walking on the
cloth she made for him. While knowing this is an act of excessive pride for a
man, she does this by talking of the diké of his homecoming. The irony in her
words consists in the double sense of diké in the context: the vengeance
upon Troy, which resulted in total destruction, and the chorus’ previous claim
that the gods take note of those who kill many (Ag 911-13):

eUBUG yevEOBW MOPPUPOOTPWTOG TIOPOG

€q dMW deArrov wg av nynTat dikn.

Ta 8’ AAAa ppovTIG oUX UMvw VIKWHEVN

Bnoel dikaiwg ouv Beolg eipapuéva
Agamemnon cannot possibly take the chorus’ words as a reference to
Clytemnestra’s since he was not present in that scene, and she plays with
that. In either of the two interpretations of diké, as Agamemnon being back
home after the going through the pains of war for Paris’ violation of xenia or
as Agamemnon receiving his punishment after committing excesses during
war, the notion is linked to an abuse of social rules and not just to an affront
to honour.

Later on, Clytemnestra makes explicit the role of justice in the
motivation for her anger when she asserts that the murder of Agamemnon

was more than just (T@®d’ dv dikaiwg fv, Urepdikwg pev olv Ag 1396).109

109 Perhaps a reference to the oUyx ooin (Od 22.412). If Odysseus’ words
had become proverbial, as Lloyd-Jones (1979, p. 104) suggests,
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The tone in this passage is sarcastic as Clytemnestra has just given a
sardonic reply to the group of elders (mpéoBog Apyeiwv 160 Ag 1393), and
is now mocking the ritual for a dead body. Since she is arguing her case in a
quasi-legal context (at least at the level of metaphor), there is inevitably an
element of rhetorical manipulation, since anyone arguing a case in a public
context must seek social approval for their conduct or condition.
Nevertheless, both her sarcasm and her rhetoric respond to a long-standing
judgment about justice. She thinks that such are the crimes that Agamemnon
has committed that he has received what he deserved: the outcome of her
anger. The language of justice is also present when she claims that
Agamemnon damaged the house and is now being paid back by the house
(Too®vde KpaTAp’ €v OOMOIG KAK®V 03¢ / TANoag dpailwv auTog EKivel
MoAwv Ag 1397-8). Clytemnestra continues to call herself the architect of
justice (00T6G €0TIV Ayauéuvwy, MOG / TIOOLG, VEKPOG 8¢, THHode deEIAG
XEPOG / £pyov, dkaiag TEKTOVOG. TAd @d Exel Ag 1404-6)11° making it
clear that she persists in her view of the situation in terms of fairness while,
as discussed in the previous section, this is seen by her as a matter of
honour.

The same concomitance of concenrs about honour and concenrs
about justice justice is present in Clytemnestra’s argument with the elders.
As | previously discussed, her anger at them is largely concerned with a loss
of honour and being the victim of belittlement. However, she also perceives
that an injustice has taken place. After having referred to them as if they were
in the position of judges (dikalelg (...) €uol),’! she complains that they are

not being fair (émMkoog & £udv / Epywv dIKAoTNC Tpaxug ei. Ag 1420-

Clytemnestra’s statement must have sounded especially distasteful for the
Greek audience.

10 For the use of téchné in tragedy as a suggestion that there is a woman
plotting, see Zeitlin (1985, p. 75).

11 Fletcher (2014, p. 67) points out that Clytemnestra refers to the elders as
if they were a dikastes, thus appointing them as judges and recognizing their
authority over her. It is also important to acknowledge the prevalence of legal
terminology in the trilogy.
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1).112 As with honour, the unfairness on the part of the elders that she is
adducing does not only concern her and what she has done, but also
concerns Iphigenia, which again reflects the interdependent conception of
the relationship between self and group. Clytemnestra thinks that the elders
hold a double standard regarding murder and that she is doing justice to her
daughter (v TéAelov TAG €Ng Madog Aiknv Ag 1432).113 Clytemnestra,
thus, includes two complaints regarding justice in her speech, one being
missed retribution (Iphigenia deserved to be avenged), and the other one a
double standard in judging a crime. These two claims appear in the text along
with her perception that there is an offence to her honour and to Iphigenia’s,
charging the propositional content of her anger with honour and justice at the
same time.

In the Eumenides, the ghost of Clytemnestra also employs the
language of justice (matoupeva (...) diknv Eu 110-11).114 Still expecting to
get her due, she reproaches the Erinyes for neglecting her,''5 and dismisses
the libations she has poured for them in the past.''® Her first complaint before
the Erinyes is that she is being kept in dishonour among the other dead (€yw
5’ U’ UUDV ®O ArMTIHACHEVT AAoLoLY &V vekpololy, Eu 95-6), which is
a source of dishonour and shame for her. She is also in shame on account
of the blame for those she killed (Ov pév Ektavov / dveldog v ¢poiToloty
OUK €kAeineTal, / aloxp®g & aAdual Eu 96-8), repeating that she is being
harshly blamed (€xw peyiotnv aitiav keivwv Umno Eu 99).'7 Clytemnestra
is, thus, complaining about two things: that the Erinyes are not behaving with

her as they normally do with others (that is, avenging), and the shame of

112 See Fletcher (2014, p. 67).

113 See Denniston-Page ad loc.

14 For an argument about the use of matéw to convey an injustice in the
trilogy, see Sommerstein ad loc.

115 As has been noted by Sommerstein ad loc, her complaint bears
resemblance to Patroclus’ I/ 23.69-74.

116 | ebeck (1971, p. 78) suggests that this passage points to the idea that
the Erinyes themselves, and the institution they represent, are being
dismissed or trampled to the ground.

117 The syntax of the whole passage seems to be purposely awkward in order
to convey her emotional state effectively (Sommerstein ad loc).
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being blamed for what she did. Clytemnestra continues to say that despite
having sorely suffered at the hands of her close kin, there has been no angry
reaction on the part of the gods (Eu 100-2):118

naboloa & oUTw delvd MPOG TOV PIATATWY,

oudelg UTEEP HoU dalovwy unvietalt,

Kataopayeiong mpog xepOdv UNTPOKTOVWV

Honour and shame intertwine in Clytemnestra’s verbal expressions.
She claims that despite having been the victim of a crime that falls under the
Erinyes’ domain (dwudtwv yap eildpav / dvatporag, 6tav "Apng /
TI8acog ®v ¢ilov EAn Eu 354-6; PBpotoktovolvtag €K OJOHWV
¢Aalvopev Eu 421), no deity is angry about it (oUdeig UTEP poU dalOVWV
pnvietalr Eu 101). There is a sense of a lack of reciprocity from the Erinyes.
Clytemnestra still expects a reaction as she presents the facts in a self-
flattering light: she overlooks that she also murdered kin.'® Even though
rewards from gods for libations or any other offerings are not guaranteed, it
remains the case that the relationship between divine and mortal is one of
reciprocity and it is in this respect that she can complain about its absence.
She is, thus, denouncing negligence on the part of the Erinyes in their
‘institutionalised capacity,” and a degree of abuse in the situation on the part

of Orestes.'? Both things constitute a case of dishonour and injustice.

1.3 Conclusions

The three examples | have analysed indicate that the representation
of anger in the Oresteia is largely based on the construal of a social situation
in which unreciprocated social norms take place. The most basic implication
of this conclusion is that there is a cognitive understanding of anger, at least

to a certain extent, at the base of Aeschylus’ representation of anger. Anger

118 While she emphasises the proximity of those who killed her, she does not
acknowledge that of whom she killed (¢iAtatog versus ¢O1T0G;
Kataopayeiong nMpog Xep®dv UNTPOKTOVWY Eu 102).

119 Clytemnestra may be going back to Ag 1499-1501 where she claims that
she is not only Agamemnon’s wife, but also the Spirit of Vengeance
(Denniston-Page ad loc).

120 For a similar reading of this passage, see Bacon (2001, p. 50).
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in the Oresteia can be fruitfully analysed by looking at the propositional
content of the mental states of the characters, which indicates a
conceptualisation of the emotion that is in line with Aristotle’s understanding
of the emotion.

The social situation on which anger is construed is often expressed
as problems of honour-diminishment, justice, and re-victimisation. This
conclusion is in line with what has been often suggested in previous
research: the notion of honour is at the core of the understanding of Ancient
Greek anger. This has normally been taken as a sign of the hierarchic and
competitive nature of Greek society. However, as | hope | have shown, the
strength of connection between anger and social norms suggests a society
that is not only heavily concerned about hierarchies and status, but also
about collaboration, and keeping human bonds. The analysis of the
propositional content of anger suggests that the situations represented
involve many nuances with regard to the concept of honour, some of them in
very close relation to concerns about justice and fairness. But to be
concerned about honour is to be concerned when rights to honour (one’s
own or others) are infringed. It is not only about the self-assertive pursuit of

esteem.
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Chapter 2

Objects and Causes of Anger

The previous chapter begins with the hypothesis that emotions are a
function of the mind, discussing the way in which the agents in the Oresteia
ground their anger in an interpretation of the situation and the behaviour of
others. However, this principle proves to be inadequate when giving account
of some important aspects of anger in the trilogy, such as divine intervention
in human experiential states, the influence of a curse over a family’s
behaviour, or the perception of being possessed by an external agent. Here,
| will primarily be arguing that by broadening our understanding of what
cognitive science say about emotions, it is possible to account for aspects of
Aeschylean anger that, at first, might seem irredeemably unrelatable to us,
in particular the notion of being possessed by an Erinys. The line of argument
that | will develop follows Easterling’s (1973, pp. 5-6) insightful observation
that (with emphasis from the original):

[...] of course a divine explanation of human behaviour came as naturally to

Aeschylus as to Homer or Herodotus. But what we must remember is that

such an explanation is a diagnosis of something actually observed in human

behaviour, and not a piece of mumbo-jumbo independent of observed

phenomena.
In this context, Easterling is not talking of emotions; yet she makes a point
that is crucial for interpreting anger or anything else in Greek literature:
whatever the beliefs and conventions involved in a dramatic representation

may be, we are in front of a portrayal of humans and human experiences. "

121 Similarly, Gill (1983, p. 266) is aware that it may be objected that
Aeschylus’ explanation is not psychological but supernatural and therefore
external to the human realm. However, he, as Easterling did, finds here the
possibility of reading a way of representing the fact that people often seem
to go ‘outside’ their minds, while still acting as the persons they are. Gill
(1983, p. 265) regards the ‘the abnormal situations, the pervasive role of
‘forces’ and gods, the ambivalent or elusive ethical framework’ as possibly
having a function in terms not only of presenting ‘the self as it is’ but also of
diverting the possibility of making the moral judgment that one would
normally make in the face of certain acts, and to put us in contact with a
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The fact that we recognise the role of literary convention in shaping the
representation of a human experience, and that we know from modern
research that we are dealing with a culture which accepted as a matter of
belief the idea of external agents intervening in human behaviour, does not
mean that we should be ‘content to believe that there are aspects of
behaviour in Greek plays that we should expect to be quite inexplicable by
our own human criteria’ (Easterling, 1973, p. 6). As she points out, their
beliefs must have had a correlation to their own experience of a
psychological event and of observed behaviour. Even in a highly stylised
medium such as Greek tragedy, a certain level of realism is needed to make
the scenes relatable to its audience. Furthermore, any ‘realistic’
representation of anger needs to be mediated by shared beliefs and
conventions to be rendered intelligible.

This last premise is not only applicable to ancient literature. In fact,
the way in which we give account of our emotions depends both on our
shared cultural understanding of them and on our experience, two factors
that are strongly interrelated (Lakoff, 1987, pp. 405-6).'2 The
conceptualisation of anger as an objective entity that takes hold of us is
present not only in ancient notions but also, and pervasively, in modern ones.
Modern Western theories of emotion may not frame anger in terms of a
personified agent; however, as has been observed in cognitive linguistics,
the way in which we speak in our everyday life of the cause of anger and of
how anger causes events indicates that our language has incorporated an
experience of anger as an independent entity (Lakoff, 1987, p. 400; Johnson
& Lakoff, 1980, pp. 69-76). The belief that emotions can possess us, or our
rational capabilities, making us perceive, say, and do things in a way that
differs from what we perceive to be normal is also implicated in the way we
speak of behaviour being caused by anger. Similarly, Novaco (2007, p. 14)

highlights that reports of anger most typically are expressed in terms of

psychological sense of what is incomprehensible. For a discussion on Greek
religion and cognition, see Atran (2002).

122 Novaco (2007, p. 4) describes the psychological symbolism of anger as
‘energising, empowering, signalling, justifying, rectifying, and relieving’.
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something that ‘happens’ to the subject. He (2007, pp. 17-18) also notes that
anger is often experienced as an ‘automatic’ response that is troublesome
and that ‘takes control’ of the personality. Anger reactions can be
experienced as being uncontrollable and inevitable. The notion of being
‘possessed’ by an emotion is therefore, in a more or less conscious way,
familiar today.123

Following the same principle, that ancient conceptualisations of
human experience can be relatable to us, Holmes (2008, pp. 232-5; 2010, p.
15, p. 124) has recently linked the belief in daemonic possessions and the
experience of an ill body as an unconscious mechanism: ‘the reason
symptoms feel daemonic even when they erupt from within us is that we are
largely unaware of what goes on inside the cavity, allowing trouble to develop
without our knowledge’.'>* Holmes brings a very relevant element to the
discussion on the ascription of divine causation to human behaviour:
unconscious mechanisms, such as those involved in an ill body or, for that
matter, in a strong emotion, are experienced as somehow detached or
independent from us. When we try to give account of what we perceive to be
an ‘automatic’ bodily and mental reaction, we might easily have recourse to
an objective explanation such as divine intervention or a personification of
anger. This type of explanation, which focuses less on considerations that
have the subject’s perceptions at their centre (as the ones analysed in the
previous chapter) than on explanations based on the object as a separate
entity from the subject of the emotion, deserves attention not only because it
has an important presence in the trilogy, and it carries information about the
way in which anger was perceived, lived, and described, but also because

this type of explanation is something experienced today.

123 This is not only applicable to anger. The very conceptualisation of
emotions as passions, in which the individual is the object of them, indicates
the same phenomenological experience. For a comprehensive analysis of
the history of emotions and how they have been conceptualised in different
ways, see Boddice (2018). For good examples of how erds was perceived
as an invasive source of irrationality, see Sanders, Thumiger, Carey & Lowe
(Eds.) (2013).

124 On organic causes of anger, see Aristotle’s DA 403a15-25.
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To make this suggestion clearer, we shall consider another integral
idea from cognitive science — intentionality, to the discussion of ancient
anger. This helps to account for a divine explanation of human behaviour in
a way that can be ‘explicable by our own human criteria’, as Easterling
suggests above. In the context of cognitive science, intentionality captures
the idea that the human mind is directed towards the world or that our mental
states are about something as shaped by us. For example, my anger is about
you arriving late. The experience of having an emotion, according to the
principle of intentionality, has a conscious element — my anger is how it is for
me to be in a certain state and it relates to the way in which | configure the
world (for example, my understanding that you are late). One consequence
of this hypothesis, as recent literature on emotions shows (Kenny, [1963]
2003; Donnellan, 1970; Ellis, 1970; Toérestad, 1990; Wellman, Harris,
Banerjee & Sinclair, 1995), is the distinction between intentional objects (the
what my anger is about) and causes of our mental states. The relevance of
this distinction for the purpose of reading an ancient emotion is in helping to
underpin the difference between our objective accounts of the emotion (those
that depend either on the emotion considered as a separate entity from the
subject or on the emotion as being caused by something) and the more
subjective ones (those that depend on the subject’s appraisals).’2®

While the object of an emotion is more or less conscious (we normally
know at some level what our anger is about), the cause of it can be less

straightforward for the subject.'?6 From a psycho-biological point of view, the

125 For a good argument on the relationship between intentionality and
consciousness, that to account for an intentional object requires
consciousness of it, see Gallagher & Zahavi ([2008] 2012, pp. 123-5, pp.
136-8).

126 This distinction between the conscious elements of an emotion and those
that remain ‘hidden’ for the subject is also present in psychoanalysis. Antze
(2003, p. 116) points out that the psychological patterns that emerge in Greek
tragedy are ‘typically shaped by forces beyond human control — fate,
prophecy, or the will of the gods’. As he (2003, p. 116) stresses, ‘Freud’s own
quest for the origins of neurosis led in a similar direction. While his case
histories dwell at length on the minutiae of patient’s lives, their real point
always lies elsewhere, in what they reveal about a set of larger controlling
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cause of anger can be an unconscious event, such as a traumatic experience
in childhood, lack of sleep, the level of testosterone and serotonin in the blood
(Reuter, 2010, p. 30), or a certain type of dementia or brain damage (Potegal
& Stemmler, 2010, p. 39). Similarly, if we think of fear, a noise in the night
can be the cause of my fear because | interpreted it as an intruder in the
room (I am scared that there is an intruder, not that there is a noise in the
room). Hence, the cause of the emotion, even if it is not necessarily
conscious for the subject, can be objectively evaluated, whereas the
intentional object remains a subjective consideration.'?” Even if we may know
what we are angry at (someone arriving late) we might not be clear about
why we are angry at that, or why we are so angry at that.’>® We can, thus,
be left with the feeling that the object of our anger is not explanation enough
and that we need to look for additional reasons, such as being under stress
or having a trauma — stress and trauma being, of course, our modern way of
explaining the experiential state of a person.?®

The intentional object of anger, what my anger is about, is often given
by the propositional content of the emotion. As discussed in the previous
chapter, in the Oresteia, it refers mainly to issues of honour and justice,
involving notions of social hierarchies, social reciprocity, and family ties. The
discussion on the propositional content of anger was, therefore, conducted

by looking at the subjective aspects of the emotion, since it is considered as

influences — the Oedipus complex, the psychosexual stages, the life and
death instincts, the primal crime, primal scenes, primal repression’.

127 Between the ages of two and three, infants are able to distinguish the
more objective explanations for emotions from the more subjective ones
(Térestad, 1990; Wellman et al, 1995, pp. 139-40).

128 Anger has been understood by modern theories in relation to fear (de
Sousa, 2013, p. 7; Tavris, 1982, pp. 89-91); in relation to depression and
panic disorders (Kassinove, 1995, p. 37); and in relation to grief (Freud,
1917; Klein, 1940; Burgen, 1977; Somary et al, 1991). Anger is considered
as a stage in a normal grieving process, and grief can be a fuel for anger that
can last a long time, even an entire life (Somary et al, 1991, p. 192).

129 Coleman (2011, p. 7), based on modern psychological research, has
combined an object perspective (what is the object of the emotion) with a
relation perspective (what is the role of anger in a relationship) to read anger
in French literature.
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a function of the subject’s appraisals. The distinction being drawn in this
chapter sets a framework for a reassessment of the emotion, which
complements the approach in the preceding chapter by incorporating the
description of aspects of the emotion that, although experienced by the
subject, are not attributed to the mind — for example, an external agent such
as the Alastor. Dodds (1951, p. 7, pp. 30-3) famously borrowed the term
‘overdetermination’,’® often used by psychoanalysts, to describe the way in
which we attribute two or more distinct, sufficient causes to an event — as, for
example, when human action is not only explained in terms of human
motivation and agency but also through divine intervention.'®! This topic has
been extensively discussed, and it is clear that we are talking of a culture in
which the attribution of more than one (to us) sufficient cause to explain

human action is not considered at odds.'®? It is not my purpose to discuss

130 The concept of overdetermination is in a way applicable to the distinction
between the cause and the object of the emotion in that the two perspectives
coexist without being always integrated into a single discussion.
Phenomenology and brain sciences often struggle to account for each other.
For an interesting discussion on this ‘competition’ between disciplines, see
Varela et al (1993, pp. 3-14).

131 An example of how conflicting views can (and need to) be held by
individuals who try to explain the world through different lenses or sets of
beliefs is reflected in the pains taken by Scholastic philosophers to make
sense of ascertaining divine prescientia and human freedom at the same
time — for example, Boethius’ Consolatio Philosophiae V; Aquinas’ Summa
Theologiae 1.14 and Summa Contra Gentiles 1.66-7. Hammond (1965)
applies one of the arguments from Scholasticism, the notion of human
freedom as a ‘coincidence’ between human and divine will, to the Oresteia
in a very interesting way. A notion of causality as a coincidence of different
un-related causes is already expressed by Aristotle, although in secular
terms, in Physics II.

132 A large portion of the discussion on over-determination in the Oresteia
has been led by the question of the level of agency and responsibility given
to the characters of the play. Wohl (2010, p. 49), for example, suggests that
Clytemnestra ‘acting in concert with forces beyond her individual will and
agency — not only the ‘daimon heavy with wrath’ but ultimately Zeus himself
(1481-88) — she nonetheless comes to bear the full responsibility for
Agamemnon’s over-determined death and must pay the price for her act’.
The question about anger and responsibility, or about the ethical implications
of anger, is beyond the scope of my research on anger, whose focus is on
the conceptualisation and experience of the emaotion.
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over-determination beyond the scope of what is said in the trilogy concerning
the sources and explanations for anger. The perspective that | will be
proposing does not attempt to challenge the literature on the topic. Rather,
since anger in the trilogy is explained in multiple distinct ways, involving the
human mind and involving divine agency, it is necessary to adopt a model
that can help us to make this understanding of human experience
recognisable ‘by our human criteria’, to put it in Easterling’s words.133
Although not articulated in the same way, the distinction between the
cause and the intentional object of Clytemnestra’s anger is already implicit in
Winnington-Ingram’s (1948, p. 132) account of the Oresteia when he argues
that the reason behind her anger is Agamemnon’s status as a man. In his
view, we should understand her behaviour in terms of the broader literary
theme of sexual antithesis that he deems to be central to Aeschylus’ works.
Furthermore, he also sees Clytemnestra’s reaction to Iphigenia’s murder and
Agamemnon’s sexual behaviour is ultimately explained by her desire to
compete with Agamemnon for power and redress her inferior status. While
Winnington-Ingram is not denying that Clytemnestra evaluates
Agamemnon’s deeds as a source of belittlement, and that she is angry at
them, he thinks, nonetheless, that the cause of her reaction should not be
seen in these assessments. He attributes the cause of her emotion to
another psychological characteristic of hers that is objectified as a desire to
overthrow male supremacy. The claim that Clytemnestra’s anger is better
explained in reference to a differentiation between her subjective appraisal
of reality (such as Agamemnon having dishonoured her by killing Iphigenia,
or the elders having diminished her opinion) and a more literarily
encompassing source of explanation is important when trying to understand

the psychology of the play, as Winnington-Ingram (1948, p. 133) argues.

133 Simon (1978, p. 108), from a psychoanalytic perspective, takes the fact
that the Erinyes are visible and not a hallucination in the Eumenides as a
sign that the main concern of Aeschylus is not the internal conflict. The
conflict is put in the cosmos and in society. Orestes’ relief does not come
from any kind of inner harmony, but from the juridical settlement of a cycle of
violence.
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Although he is most certainly right in detecting a profound anxiety about
power and status in the representation of Clytemnestra, and in connecting
this anxiety to her anger, he reduces Clytemnestra’s anger to these factors
at the cost of overlooking others. There is a complex network of events, such
as Thyestes’ crime, Paris’ abduction of Helen, Iphigenia’s murder, the
Erinyes’ dwelling in the house, and a curse affecting the family, that must be
taken into consideration, in addition to the general theme of gender status in
the Oresteia, to understand the representation of Clytemnestra’s anger. The
implicit distinction between the intentional object and the cause of
experiential states is important because it allows us to read different but
complementary information about emotions. In other words, this distinction
can help us to achieve an integrated approach to the representation of anger
in Greek drama if we acknowledge that different types of explanation of the
emotion are at play.

Subsequently, | will analyse three passages from the Agamemnon
and one from the Choephoroi in which a causal explanation of anger,
independent from the propositional content of the emotion and involving an
objective entity, is offered. The framework will therefore be the importance of
the distinction between the intentional object and the cause of an emotion.
As an important tool for the analysis of these passages, | will be using some
developments from cognitive linguistics and theories of embodied cognition
on the connections between language and bodily experience evidenced by
metaphors.'3* The main claim that | will be taking from these theories is that
our language is embedded in our bodily experiences and beliefs. The way in

which an emotion is articulated (through language), even when it may involve

134 Simon (1978, p. 95) stresses that in tragedy terms such as thumds,
psuche, kardia, phren are more metaphorical than they were in Homer. In
Homer, they may refer to the body and to breath, while also denoting
psychological functions. He thinks that ‘such terms as thumés and psuche in
tragedy are way stations, as it were, toward more technical philosophical
usages. They come to resemble our own use of somatic terms for feelings
(‘he has no guts’) and seem less literal in their relation to the body than in
Homer. In a sense, they are more abstract, which is another way of saying
that their use reflects a greater degree of mind-body differentiation than is
expressed in Homer’.

107



great creativity and individual imagination, carries information about the way
in which the members of a speaking community experience a certain
psychological event (Johnson & Lakoff, 1980, pp. 3-6). The words and the
expressions we choose to relate to anger, which is often done in an abstract
way, are largely mediated by the way in which we have been taught about
them and, therefore, the way we have experienced them. The metaphors we
use to express and talk of emotions are so embedded in culture that they
provide a rich hermeneutical tool for literature. Using these theories to read
causal accounts of anger, including beliefs such as daemonic possession,
provide a way of extracting information from the text with particular focus on
how language is used to express abstract concepts. As discussed above,
causal accounts of emotions are attempts to find objective explanations (this
is, explanations that do not have the subject’s experience at the centre) and
thus require a great deal of abstraction as well as incorporation of relevant
beliefs. Embodied cognitive theories establish a link between abstract
language, belief, and human experience, thus allowing the integration of
Easterling’s observations about understanding behaviour in Greek drama ‘by
human criteria’ even when it might include beliefs that we regard as far
removed from us, since we can still find elements of a shared experience

behind those beliefs.

2.1 Anger and Metaphors

The understanding of metaphors as operations embedded in a
speaking community has been one of the central ideas in cognitive
linguistics. The exponents of this view place the emphasis on the way in
which metaphors are found to be inherent to our conceptual system (Johnson
& Lakoff, 1980, p. 3), and therefore are fundamental for communication

between individuals.'®> A metaphor is generally defined by them (1980, p. 5)

135 Performative theories of language had previously argued something
similar with regard to metaphor. Searle (1979, p. 78) maintained that for a
metaphor to work in a speaking community, the relationship between the
sentence’s literal meaning and the metaphorical meaning (the meaning that
the speaker conveyed and that the receiver, if the metaphor is successful,
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as a mechanism which enables ‘understanding and experiencing one kind of
thing in terms of another. When it comes to emotions, Lakoff’s and
Kévecses’ (1987, pp. 405-6) main thesis is that abstract and ontological
conceptions are never independent from metaphors — we need, for example,
to appeal to concepts such as ‘force’, ‘intensity’, ‘limit’, ‘causal power’,
‘boiling’, ‘insanity’, ‘burden’, ‘struggle’, etc. to talk of our anger.® In other
words, we understand abstract ideas, such as anger, in terms of other, more
concrete ones, such as boiling liquids. These symbolic models provide non-
arbitrary patterns that are informed by shared experiences and folk
knowledge of the subjects in a speaking community (Lakoff and Kévecses,
1987, pp. 377-9, p. 399). The way in which metaphors and symbolic
representations are integrated into language is not necessarily conscious
and it is often inherited with the language in which they are found. This thesis
does not deny the possibility that metaphors can be, and often are, conscious
acts of creativity. Rather, their study places the emphasis of the discussion
on those symbolic representations that are inherited with the language
showing that far from being arbitrary, they respond to patterns and can be
associated with both the experiences and the beliefs of the members of a

community. Furthermore, beliefs and symbolic representations are never

attributes to it) is ‘systematic rather than ad hoc’. Metaphors not only depend
on the meaning of the words and on the meaning that the speaker intends,
but also, and fundamentally, on the audience. It is in this sense that
performative theories of language see metaphors as acts of collaboration
between the speaker and the audience. | am not discussing this theory in
more detail only because their main focus is based on the study of metaphors
considered as a characteristic of a language rather than as a characteristic
of thinking, the latter being the focus of this research. However, performative
theories do provide an interesting basis for the conditions of intelligibility of a
metaphor. It is worth bearing in mind that performative theories tend to
elaborate on metaphors considered as creative and purposeful literary or
rhetorical devices (that can of course be present in everyday life), and
although this purposeful use of metaphors is not denied by cognitive
linguistics, the emphasis is rather placed on how we use metaphors to
articulate our thinking in ways that are not necessarily conscious (Johnson,
1987, pp. 65-72).

136 These metaphoric models can be seen with more clarity in the use in
English of expressions like ‘inflammatory remarks’, ‘she let out her anger’,
‘he exploded’, ‘she is consumed by anger’ and ‘you are driving me mad’.
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completely disconnected from each other. The extent to which we can
attribute a symbolic quality to an expression can also be problematic.%”
However, given that the purpose of analysing the objective explanations of
anger in the trilogy is to extract information about the emotion that is not
necessarily explicit there, | do not need to presume that the language is
neither purely nor purposely symbolic. Furthermore, as | do not have
empirical information about the metaphorical patterns used by everyday
speakers of ancient Greek to refer to anger in the same way we can have it
with English, | will only be looking at the patterns recognised among users of
modern languages — mainly English. For example, vocabulary involving heat,
struggles, explosions or beasts is present in common English expressions
for anger and they act as an indication of some important features that are
part of experience of the emotion (Lakoff and Kévecses, 1987, pp. 380-415).
However, | will contrast these metaphors with the metaphorical patterns that
we do have from extant Greek literature.

For our present purposes one metaphor of particular significance is
the conceptualisation of anger as an eruption,3® a symbolic representation
that is probably grounded at a physiological level in the increase of blood
pressure that is part of the experience of the emotion. This conceptualisation
also captures the experience of saying things that otherwise one would not
dare to say, a phenomenon linked to the release of adrenaline into the body
leading to the perception of a surge of power that takes place with anger

(Lakoff, 1987, p. 385). The ‘eruption’ metaphorical model involves words

137 It is important to bear in mind that the theory never assumes that the
members of the speaking community themselves are aware that the way in
which they talk is permeated with metaphors and symbols. The premise is
that their knowledge of any abstract entity is (inconspicuously) symbolic in
nature since this is the way in which language allow us to communicate and
think.

138 The ‘eruption’ metaphor pertains to the broader symbolic model that has
been termed as ‘hot liquid in a container’ and it huge range of applications in
modern English, especially when it comes to talk of perceived internal states
(Lakoff, 1987; Johnson & Lakoff, 1980). See also Novaco (2007, p. 18): ‘a
principal psychological metaphor associated with anger is that is ‘eruptive’,
exemplified by Mt Vesuvius imagery’.
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relating to explosions and images of an ‘interior’ or ‘hidden’ part of oneself
coming out violently after being contained for a period of time. Novaco (2007,
p. 18) associates this metaphor with a threshold effect present in anger: a
point in which something in a system changes in a qualitative way, and a new
property emerges (for example, water boiling). As he puts it, ‘when “heat”
(social friction) reaches a critical point, an explosion of anger emerges as a
new property’.’3 The imagery of something being contained and then
violently exposed is present in the portrayal of Clytemnestra’s anger. In fact,
her first words after having killed her husband are that she is now, after years
of lies, not ashamed of contradicting her (previous) words (TIOAAQV
napolBev Kalplwg eipnuévwy / Tavavti eimelv ouK €natoxuvenoouat Ag
1372-3). The idea that her anger has resulted in an exposure of what was
hidden inside her, her true opinion, is an important aspect in the
representation of her behaviour. The ‘eruption’ symbolic representation is
also present when she recalls Agamemnon’s murder a few lines after. She
reiterates that the display of violence, materialised in an eruption of
Agamemnon’s blood (kak¢uoldv 6&elav aipatog odaynv / BaAAel Ag
1389-90), is part of a long-standing quarrel that has been kept in her thoughts
(Epol & Aywv 68’ oUK APpOVTIOTOC MAAal / veilkne malatdc AABe, ouv
Xpovw ye pfv Ag 1377-8). Although Aeschylus is not using the ‘eruption’ to
stand directly for anger, the image of it is at the centre of Clytemnestra’s own
description of one of the most unsettling scenes of aggression in the trilogy.
Furthermore, the ‘eruption’ is closely linked to a long-standing quarrel and to
an aspect that she considers as ‘interior’ and had kept hidden. This
representation of the denouement of an old anger follows some important
elements of a conceptualisation of anger that is strongly embedded in the
human body and that has a correlate in many conceptualisations of the

emotion today.

139 This conceptualisation of anger is also present in expressions like ‘the last
straw’ or the ‘last drop’.
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Drimus,'® the adjective that Clytemnestra uses to describe the
Alastor (0 maAalog dpluug ahdotwp Ag 1501), is characteristically applied
to qualify nouns falling under the semantic categories of battle and anger (for
example, dpipela paxn /1 15.696; paia yap dpiuug xoAog alpet //18.322;
OpLUU nEvog Od 24.319) conferring them with an aspect of being terrible that
is taken from its literal meaning as ‘sharp’, ‘pungent’ or ‘bitter’ when applied
to a dart or a drug. Aeschylus also uses it in the trilogy as an epithet of anger
and hatred (dpipUg dntal Kpadiag / Bupog EykoTov otuyog Ch 392-3).141
The metaphorical relationship between anger (x6Aog) and both drugs or
dripping fluids (BeBpwkwg Kaka ¢apuak’, £du d¢ 1€ pIv XOAog aivog
22.94; pappakov (...) vnrieveeg T axoAov te Od 4.221;'42 x6Aw dpa o
€tpede unnpe /1 16.203) and darts, or some sort of missile shots or thrown
things (M0p €umeoce vnuolv Axawwv Il 16.113; Il 4.217; Il 15.451; also,
Odysseus’ final reaction to the suitors; x0Aog Euneoe Bupd 1/9.436, 14.207,
14.306, 16.206)'*® is suggested by Homer and by Aeschylus’ Suppliants
(dAyelva Bupol kdpta KivntApla Supp 448). The connection between
anger and fluids suggested by the word drimus is also present in Aeschylus
as when the Erinyes threaten with dripping poisoned drops in the soil
(Bapukotog (...) iov (ov avturmevOniy Eu 780-2; similar images: Ag 834; Ch
1058; Eu 54; Eu 730)." This strengthens the force of the idea that anger is

present in Clytemnestra’s actions through the Alastér, and puts it in relation

140 See Clements (2013) on the use of drimis and the importance of the
senses, like taste, in Aristophenes.

141 According to Konstan (2006, p. 51), the adjective drimus, when applied to
cholos, suggests a violent fury that can be provoked either ‘by harm or scorn’,
a use he finds attested by Hippocrates.

142 Anger as a disease: x0Aov €Eakéoalo //4.36; Od 3.145.

143 The metaphorical use of ‘falling weapons’ and especially ‘falling fires’ for
anger has been suggested by Walsh (2005, pp. 212-8). For the metaphor of
words as flying arms, see Martin (1989, p. 35).

144 Padel (1992, p. 84) points out that the image of the Etna overflown by the
boiling chdlos of the Titan buried is connected to the idea that anger, desire
and grief flow outward their object. Padel (1992, pp. 126-8) also suggests
that Greek emotions were often perceived as diseases, or as invading or
assaulting an enemy.
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to metaphors of bitterness, hot, boiling liquids and eruptions that are usually
linked to anger (Padel, 1992, pp. 22-3, p. 136).145

The second important symbolic model for anger traced among
modern English speakers applicable here is the one that Lakoff has called
the ‘opponent metaphor’ (Lakoff, 1987, p. 392). This model groups linguistic
expressions and images involving anger being a struggle, being an entity that
one has to control because it is dangerous, or that can make you yield or
surrender to its power. Under this model, we also find images representing
anger as bestial and fierce, as insatiable and having demands to be
appeased. The symbolic pattern often appears showing anger as an act of
negotiation in which the subject’s own value is at risk. As with the ‘eruption’
metaphor, the ‘opponent’ is grounded in the bodily and psychological
experience of anger, as well as in the beliefs about the emotion. The main
idea revealed by this model is that anger is experienced as an external entity
with power over us, which can make us do things without being in full control
and awareness or ourselves. The experience of being in a situation in which
an external threat needs to be fight against, is partly grounded in neural
mechanisms that are triggered in the subjects of anger as a way to respond
to a perceived threat. These mechanisms are impulsive, unplanned and
unconscious and may involve involuntary behaviour (Potegal & Stemmler,
2010, p. 46).1%6 The anxiety produced by this involuntary behaviour is
reflected in the belief that anger has to be fought against, and often appears
through metaphors of wild animals: animalistic behaviour is angry behaviour,
the dangerous animal is anger, the animal inhabits the person as anger
inhabits the person. The attested presence of these symbolic representations

in the way we speak of anger shows a way in which the ascription of

145 Examples of ‘dripping’ ménos: Il 5.470; 23.468; 22.312; Ag 1164-6,743;
Wasps 424.

146 Similar mechanisms are involved in other emotions as well, and the
experience of being ‘out of control’ or ‘out of one’s own mind’ is present in a
variety of ways. The opponent metaphor (which is not the only metaphor
present in the vocabulary of anger) is related to the experience that one is
under a threat and out of control — anger it self is perceived as a threat in this
state.
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daemonic presences in the representation of anger in the Oresteia can be
relatable to us, as we can also perceive that our actions can be ‘automatic’
or ‘out of our control’. The idea that Clytemnestra and the rest of the members
of the family are under the power of an external agency — an Alastor, an
Erinys, or a curse over the house — reflects the belief that one can be
possessed by anger, and this belief can be understood in connection to a
recognisable phenomenon.4”

The extraction of symbolic elements from the representation of divine
agency as explanation for human behaviour is not an attempt to deny that
figures such as the Erinyes or the Alastor constituted an important religious
belief in Aeschylus’ society.'#® In addition to this, the Erinyes play an
important role as characters, as tangible as Clytemnestra and Agamemnon,
in the Oresteia. Their intervention in the Eumenides has a crucial literary role
in the development of the action of the play. | shall discuss the Erinyes as
characters in the play, and particularly their anger, in the final chapter. For
the present analysis, it is sufficient to show that the beliefs about anger can
be deeply embedded in the physiological experience of the emotion and that
the way in which these beliefs are included in the trilogy deserve close

attention.

2.2 Causal Explanations of Anger

2.2.1 The Parodos of the Agamemnon
In the parodos of the Agamemnon, the elders narrate how Calchas

predicted that Agamemnon would have to face a child-avenging anger
(uipvel yap ¢oBepd maAivoptog / oikovopog OoAia pvARwV UAVIC

Tekvomolvog Ag 154-5). Aeschylus is undoubtedly personifying anger in the

147 Furthermore, we may find that these two ways of articulating, through a
metaphor and through divine intervention, are often indistinguishable
(Oudemans and Lardinois, 1987, p. 91).

148 1 will deal with the religious aspects of anger in the fifth chapter of this
dissertation. My focus here resides in unravelling the different elements
present in the causal explanations for anger to extract information about the
emotion that is not present in the account of the emotion that we already
have from the analysis of its propositional content.

114



play — ménis is the subject of an active verb (pipvet) and of humanlike
descriptors. Yet, the chorus’ words present various grammatical and literary
difficulties and have given room to an array of interpretations. Fraenkel (ad
loc) has pointed out a number of problems involved in making a direct
identification between this ménis, with all its attributes, and Clytemnestra. In
the same line, Lloyd-Jones (1979 ad loc) stresses that the ‘housekeeper’ is
Wrath, and that this is not a direct reference to Clytemnestra. Denniston-
Page (ad loc), on the other hand, reads that Clytemnestra nurses her anger
at home, and that the target of her anger is Agamemnon. Raeburn & Thomas
(ad loc) propose that the ‘resurgent’ anger will return in the form of
Clytemnestra, the housekeeper, suggesting that anger here is treated as an
independent entity. Anderson (1929, p. 146) suggests that Clytemnestra’s
identification with the daimoén of the house is a metaphor. According to
Whallon (1961, p. 83) and Peradotto (1969a, pp. 13-14), the housekeeper is
Clytemnestra, but the wrath that avenges a child is to be understood as a
clan destiny. Rosenmeyer (1982, p. 88) thinks that these words apply both
to Clytemnestra and to the Erinys prompted by Iphigenia’s murder. Lebeck
(1971, p. 34) suggests that this is a reference to a child-avenging Erinys
prompted not only by Iphigenia’s murder but also of Thyestes’ children.
Furley (1986, p. 112) argues that this child-avenging ménis points to the past
(Thyestes) rather than to the future (Clytemnestra), and that it is a marker
that Agamemnon’s culpability is hereditary. Smyth (1924, p. 167) interprets
Clytemnestra’s emotional state as hatred against Agamemnon and a result
of his infidelity, adding that the ‘supreme passion’ drives her to avenge her
daughter without specifying what this passion is.'#°

While the nature of the relationship between oikonémos and ménis is
a matter of controversy, it is clear that they are in apposition and that both

substantives come with a number of attributes such as ‘child-avenging’

149 As Thomson (1966a, pp. 246-7) has noticed, the fact that Aeschylus,
departing from Homer, makes Clytemnestra kill Agamemnon on her own
gives priority to the conflict around Iphigenia over the feud between
Aegisthus and Agamemnon.
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(tekvoTolvog’) and ‘remembering’ (Lvauwv).'%0 This old anger that awaits
Agamemnon also has a long memory (uvAapwv), is recurrent (maAivopTtog)
and, in some imprecise way, is akin to a fearful (poBepd) housekeeper
(oikovopog). The fact that the personification of anger in the passage is
done using the term ménis is significant — the term is only used three other
times in the trilogy (Ag 701; Eu 234, 314).%" As has been repeatedly noted,
the term usually has a solemn register (Konstan, 2006, p. 48), mainly, but
not exclusively applied to gods and high rank warriors in Homer (Harris,
2002, p. 50). Yet, Cairns (2003, pp. 31-9) has convincingly argued that the
term probably carries a connotation of intensity, rather than of status.
However, the term is seldom used in tragedy and most of the discussion is
based on Homer, which imposes limitations to our understanding of its
connotations (Cairns, 2003, p. 32). In the Oresteia, the term is twice used by
the chorus of elders (Ag 155, 701), once by Apollo (Eu 234), and once by the
chorus of Erinyes (Eu 314). It always bears the sense of an anger that will
have severe consequences, and the nature of the offence that propels it
varies from a violation of the bond of marriage, a violation of xenia, a violation
of the duty of respect towards suppliants, and the murder of a kin. Although
we cannot establish the connotations of ménis with precision, considering
this background, the personification of anger in the parodos is constructed
on an anger that is strong and that has disastrous consequences. Yet, the
fact that it is given humanlike features signals an attempt to transmit or
emphasise characteristics of the emotion that probably do not come

immediately with the term.

150 The Erinyes often bear the epithet of mnemones ‘remembering’ (Allen,
2000, p. 81). For example, Prom 515.

151 The only other place in Aeschylus is Supp 162 (175 depending on the
edition), predicated of Hera referring to her jealousy of lo. The context is of
solemnity, the word is pronounced in despair by the initial chorus of suppliant
women, and it refers to an anger of disastrous consequences. The offence
that is the object of the emotion is a serious one, but does not carry a religious
or extremely severe undertone.

116



There are varieties of anthropomorphic experiences across many
cultures.’® Personification of animals, things, and concepts respond to
different needs. It helps effective communication and common
understanding as it provides intuitive and readily accessible knowledge in
circumstances in which there are no non-anthropomorphic models of agency,
such as those provided by science, for example (Epley, Waytz & Cacioppo,
2007, pp. 867-71; Johnson & Lakoff, 1980, p. 34). Furthermore, how
anthropomorphism is conceived within a culture can vary from a sense of it
as a metaphorical way of thinking to the belief in the personified entity as
real. This variation occurs along a spectrum of attitudes towards
personification rather than as a stationary point. Greek culture is a
particularly good example of the many ways in which personification can be
included as a belief. The anthropomorphising of themis leads to rituals and
to the belief of a goddess with certain characteristics, motivations, and
desires. The case of ménis is different. It does not correspond to the actual
belief in a deity, and even though the Erinyes embody anger in many different
respects, it would be inaccurate to say that they are ménis personified.
Whichever the level of belief granted to the personification of ménis in this
passage, even if we assume a weak form of belief, ‘metaphors can still have
a powerful impact on behaviour towards agents in ways that are consistent

with these metaphors’ (Epley et al, 2007, p. 867).% The characteristics of

152 There is a vast amount of literature showing how people personify pets,
gods, geometric shapes, plants, and computers; for a list of research on this
topic, see Epley et al (2007, p. 864). They (2007, p. 868) stress that ‘a
person’s own knowledge and phenomenological experience are so
automatically accessible and richly organized that they continue to serve as
an automatic base for induction’. One interesting suggestion is that a
tendency among collectivist cultures to lean towards stronger ways of
anthropomorphising (2007, p. 877). On the importance of anthropomorphism
in Greek religion, see Grube (1970, p. 44). As a note of caution, this is not to
suggest that belief opposes or contradicts metaphors.

153 This is actually coherent with the general argument advanced by Johnson
& Lakoff (1980) that | am following in this chapter. As has been noted,
expressions like ‘inflation has attacked the foundation of our economy’ have
an impact on how we understand, behave and react towards some events,
as for example accepting certain measures imposed by the government
(Epley et al, 2007, p. 867).
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this ménis are communicated through a mechanism that enables
‘understanding and experiencing one kind of thing in terms of another’ and
therefore is metaphorical. This is a culture in which the personification of
abstract concepts often leads to such materialisation.’® The characteristics
of the anger being personified in the parodos reflect an understanding of the
emotion as a powerful external entity, with agency and huge influence over
human affairs. These characteristics are most likely based on
phenomenological experience of the emotion, as indicated by the metaphors
used.

Although this anger is reified as an external entity, it is evidently
neither conceived nor depicted as entirely independent from the subjects it
affects. Calchas’ statement about the anger that awaits Agamemnon is highly
ambiguous, as is appropriate for to the speech of the seer in general (Vernant
& Vidal-Naquet, 1990, p. 116-7; Bowden, 2005, p. 51; Fontenrose, 1978, pp.
6-7, pp. 79-81; Parke & Wormell, 1956, pp. 33-4; Bonnechere, 2007, pp. 174-
50), and of the seer in the warfare context in particular (Flower, 2008, pp.
154-6). However, there are clear indications that this ménis, as a
‘housekeeper’, concerns Clytemnestra. She, the wife who tends the house
in her husband’s absence, describes herself as the “faithful dog of the house’
(dwpdaTtwyv KUva / €06ANV ekeivw Ag 607) and Cassandra refers to her as
a ‘hateful dog’ (uonTig Kuvog Ag 1228) describing the way in which
Clytemnestra seemed tame to her master but nonetheless had brought
Aegisthus to the house and planned his murder. The connotations of the two
analogies between Clytemnestra and a dog are different in each context.
While Clytemnestra, with irony, insinuates the fidelity of the dog as a flattering
attribute for herself, Cassandra alludes to Clytemnestra’s sexual behaviour,
‘dog’ carrying the connotation of a ‘bitch’. Yet both analogies play with the
idea that dogs are, or should be, fierce housekeepers (Lebeck, 1971, p. 8).

Furthermore, the dog imagery of the Oresteia has also been connected to

154 Other attitudes towards personification in Greek culture, such as those
that lead to rituals, will be further discussed in the last chapter, which is
dedicated to religion.
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the imagery of a treacherous person (Stanford, 1942, p. 2), which is
particularly fitting for Clytemnestra in the Agamemnon (Zeitlin, 1985, p. 76).
Clytemnestra’s treacherousness is precisely what Cassandra highlights
when saying that she is a fawning dog (Denniston-Page ad loc). Despite the
elusiveness of Calchas’ words, the anger waiting for Agamemnon points to
Clytemnestra. The characteristics present in the personification of this ménis
can be made extensive to Clytemnestra while at the same time they
communicate the nature of the anger that affects not only the members of
the family, but also Artemis as the ‘child-avenging’ goddess. The
personification of anger thus provides knowledge about the emotion while at
the same time establishes a connection between the characters who are
affected by it.

The precise nature of the identification between Clytemnestra and this
anger is, however, disputable: she can be the embodiment of anger, the
subject of anger or, if she is possessed by the emotion, the object of anger.
The text and the context allow either option. In any case, it is clear that
Calchas gives a causal explanation of Clytemnestra’s behaviour, and that
that explanation is largely independent from the appraisals of her mind. Yet,
the ménis in the parodos concerns not only Clytemnestra but also the rest of
the characters of the trilogy. It has been repeatedly noted that the Oresteia
presents patterns suggesting that desire for violence and revenge is
transmitted from one generation to another — pvauwv pRvig plays with the
idea that anger has memory. Knox’s (1952) famous analysis of the ‘lion
metaphor’, that in the trilogy stands, among other things, for the cyclic rebirth
of violence, serves as an example of the idea that those in the house are
possessed by a force that affects their behaviour. Heath (1999, p. 31)
extends the reach of the ‘lion metaphor’, arguing that the metaphorical use
of animals across the trilogy represent the ‘entanglement and ceaseless coils
of the cursed house, of the old system of vengeful justice’. As he notes, the
‘snake’ imagery, as well as the ‘bird’ trope, is applied to the Erinyes, who are
intransigent in their demands for blood. Heath suggests possible ways in

which the ‘lion metaphor’ relating to the reproduction of violence that are
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closer to the imagine of anger, such as the Erinyes and vendetta.'®® This
connexion is further strengthened by Peradotto (1969a, p. 19) and Fowler
(1991), who have also seen the imagery of the Erinyes in Clytemnestra,
Aegisthus and Orestes. Peradotto and Fowler have suggested that, in a way,
these three characters are ‘Erinyes’ in their demands for blood and their un-
forgetfulness. They have thus recognised that ‘being an Erinys’ can be
granted with a certain symbolic quality despite their concrete existence and
expression in the trilogy, and despite the fact that the word is not used in this
metaphorical way in the text. Similarly, Loraux (2002, p. 34) has suggested
a parallel between Athena’s ‘wineless intoxication of wrath’ (doivolg
E€upavels Bupwpaotly Eu 860) that describes the Erinyes, and Clytemnestra
speaking of the madness of the killings affecting the house (paviag
MEAGBpwY / aAAnAodovoug Ag 1575-6). This parallel indicates the clear
presence of the idea that anger, as well as violence, is grounded in the house
and has devastating implications for the dwellers in it.

A network of metaphors and analogies has therefore been identified
throughout the trilogy that loads anger with characteristics that are highly
abstract and symbolic. The metaphors comprising this network show
similarities with the symbolic patterns of anger discussed above. The
emotion is perceived as an entity that demands, will not be easily appeased,
and is associated with loss of control that affects and takes possession not
only of individuals but of an entire family. All these concepts associated with
anger fall under the model of the ‘opponent metaphor’, and they provide a
key to understand the anger generally affecting the characters in the trilogy.

The parodos plays yet another important function in the drama,
showing how the narrative of a distant past informs the present — something

similar happens when Cassandra impacts the way in which her audience

155 The relation between anger and aggression is highly controversial: some
theories tend to equate them, some others do not. However, when
aggression or violence is perceived, it is also often presumed that underlying
anger is present and, conversely, when anger is present, some type of
aggression is often expected (Cavell & Malcolm, 2007, pp. xvii-xix). This
does not mean that one can ascribe anger to any aggression, but the two are
normally connected in people’s minds when reading others’ behaviour.
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ought to understand Clytemnestra’s anger by relating it to the old events of
the house (Lloyd-Jones, 1962, p. 198; Lebeck, 1971, pp. 22-3; Goward,
1999, pp. 60-1) and this also has relevance for the understanding of
Clytemnestra’s anger. Calchas’ speech loads the present with ills from the
past, creating tensions and expectations around Agamemnon’s homecoming
by means of framing the incidents in a context that surpasses the most
immediate issues, such as Clytemnestra having a lover, wanting to keep the
power, and disliking Cassandra’s presence, without nullifying them.
Furthermore, Calchas’ narrative captures the retributive logic of Artemis, the
banquet of Thyestes, Paris’ abduction of Helen, and Iphigenia’s sacrifice by
Agamemnon, unifying all these events around the ménis that now is awaiting
Agamemnon. Clytemnestra’s anger is therefore rendered understandable
not only by means of establishing dramatic links with the mythological
background of the trilogy, but also by making it a presence or a force that is
beyond Clytemnestra’s own understanding and power. Anger is, in some
sense, something that can affect the subject without this being a necessarily
CONSCIiOUS process.

The chorus’ words allude to a previous sacrifice (orieudouéva Buaiav
etépav Avouov Tv’ Ag 150) that connects with this ménis as well. €tépa
points to Agamemnon’s murder referring to those of Iphigenia, Thyestes’
children, and Troy’s children (Fraenkel, ad loc; Lebeck, 1971, pp. 32-6). The
anger waiting for Agamemnon is, therefore, singnificantly related to Artemis’
grudge (¢nipBovog "Apteuig Ag 135). The reason for Artemis’ anger, why it
is directed towards Agamemnon through Clytemnestra, and what exactly is

the nature of Agamemnon’s guilt is a much-debated topic.'*¢ Beyond the

156 Whallon (1961, p. 87) interprets that Artemis is angry because she holds
sacred to herself the young of every kind; Peradotto (1969, p. 249) thinks
that Artemis is angry because of Iphigenia’s murder, and that she requires
the sacrifice of the murderer of the innocent, including the children of Troy;
Lebeck (1971, p. 35) contends that the hare is a symbol for all the innocents
dead related to the story; Lawrence (1976, p. 106) suggests that Artemis’
anger serves Zeus in punishing Agamemnon for his future sin of pride; Lloyd-
Jones (1983, pp. 101-2) also thinks that Artemis is angry about the dead at
Troy; Furley (1986, p. 115) argues that Artemis is angry about Thyestes’
crime; Helm (2004, p. 41) shares Lebeck’s opinion.
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question of what exactly Artemis is angry about, and why it resulted in the
sacrifice of Iphigenia, something she will also want to punish, it provides a
causal explanation for Clytemnestra’s anger.%’

The prophetic words of Calchas, that anger is unappeasable, are not
only fulfilled, but also reinforced throughout the trilogy. The adjectives applied
to that ménis, and the very personification of the emotion, not only play a
literary role in connecting the trilogy to a mythological and archaic past, but
also represent the emotion in a cognitively rich way. The trilogy is set in a
past in which the kind of justice in operation is in many respects more
primitive than the Homeric world, which has established procedures or trials
to settle disputes (as in lliad I1X). The Oresteia is rich in judicial language, but
frequently it does not have a real counterpart in the social institutions of the
trilogy, and it remains either metaphorical or aspirational.’® It is only in the
last play that civic justice comes into being through a legal procedure.
Consequently, before the legal procedure is established, the only way to
achieve satisfaction or justice for an offence is through retaliation by oneself

or one’s kin. The vendetta requires unforgettingness to be effective.® In this

157 In terms of narrative, Iphigenia is also used as a linking element for the
different aspects of the story. Kitto ([1939]1990, p. 69) has pointed out that
her sacrifice is the strongest connection between the story of Troy and the
curse of the house of Atreus. Zeitlin (1965, p. 466) has drawn attention to the
way in which the memory of Iphigenia’s sacrifice pervades the Agamemnon,
and how it acts as the main motive for Clytemnestra’s justification for
Agamemnon’s murder ("Atnv 'Epwuv 0 Ag 1433), suggesting that
Aeschylus ‘unifies the murders by revealing their relationship to the sacrifice
of Iphigenia as effects of the same cause — the curse on the house — and he
further unifies them as all partaking of the peculiar horror and lawlessness of
her death’ (1965, p. 96). In the same line, Gagarin (1976, p. 64) thinks that
the killing of Agamemnon is the result of several factors, Iphigenia’s death
being the most important among them.

158 Electra (Ch 120) understands the distinction between dikastés and
dikephdros, thus showing awareness of a possible different way of dealing
with crimes. However, her distinction does not have any echo in the world of
the Choephoroi, the chorus’ reply is ‘the one who will kill in return’
(dvtarnokteivw Ch 121), and her distinction thus remains closer to an
aspirational state of affairs than to what is the actual reality of her
environment. For this discussion, see, Gewirtz (1988) and Euben (1982).
159 It might be argued that the vendetta and the need for retaliatory actions
from family members can coexist, and actually did coextist, with a procedural
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sense, the very nature of the world that these characters inhabit is presented
as predisposed and apt for this important feature of anger. Calchas’
description of anger shows an understanding of the emotion as recurrent
(maAivopTog), an idea that is firmly rooted in the belief in the Erinyes and the
Alastor, and that is coherent with both the experience that anger reproduces
itself (from one generation to another) and that anger, once an offence has
been committed, will not leave a community easily.'® These two aspects of
anger were also present in the analysis of the propositional content of the
emotion carried out in the previous chapter. The idea that anger is heritable
can be seen as a natural consequence of the understanding of timé as a
family issue that binds its members in a way that might differ from the
experience of anger in more individualistic cultures in which the notion of the
self is less interdependent on others. Similarly, the idea that anger stays and
never leaves, or is an unappeasable entity, is another way of expressing the
experience that for the victim it is very difficult to let the offence go. These
characteristics of anger appear in both the analysis of the intentional object
of the emotion and in the analysis of the cause of the emotion. Clytemnestra’s
anger, as Aegisthus’, Orestes’ and Electra’s, is not easily appeased. All the

characters, until the trial, understand that the only way to appease it is

system of justice. Yet, my point is neither that after the establishment of
procedural justice the vendetta actually desapeared nor that Aeschylus is
suggesting that. Rather, the trilogy repeatedly represents characters who
either contemplate a different system to deal with crime and do not have that
option or do not concider that option at all. In both cases the world being
represented does not provide an alternative solution for crime. Furthermore,
the absence of a non-violent option in the world of the Agamemnon and
Cheophoroi is stressed by the recurrent legal metaphors, which are
invariably used of non-legal intervention.

160 Giill (1986, p. 266) suggests that when Clytemnestra, echoing the chorus,
presents herself as possessed by the spirit of anger (Ag 1475-80), it is in part
a self-justificatory strategy in a dialogue of accusation and defence with the
chorus, yet ‘her words also highlight the fanaticism that can make a person
identify herself with a spirit of vengeance, even while she recognizes that this
spirit causes hideous deaths in successive generations (...) Aeschylus does
not explain this phenomenon, psychologically; his representation seems
designed to preserve what is private and inexplicable in such cases’.
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through shedding blood. The expression ‘lust for blood’ (Epwg aipatoAotxog
Ag 1478) reveals a conception of the emotion as a demanding force.
However, Calchas’ ménis might also convey the understanding of the
emotion not simply as an ‘opponent’, as the noun is placed in apposition with
‘housekeeper’ (oikovopog). This image is particularly telling in the context
of the parodos of the Agamemnon, where the sense of transgression of
social and divine norms is crucial. Oikonomos could also be a play on words,
‘law/rule of the house’. The narrative of the parodos suggests that the
decision to sacrifice Iphigenia involves a fundamental breach of family rules.
Furthermore, the idea that the housekeeper is the perpetuator of bloodshed
within the family makes anger particularly fearful (poBepd), but it also carries
connotations about securing social, and familial bonding. Again, this
understanding of anger is coherent with those considerations of honour and
social cohesion discussed in the previous chapter. The conflict between
attributing ‘anger’ and ‘housekeeper’ to the same subject will be particularly
present in Orestes and at the centre of the dispute between Apollo and the
Erinyes in the last play. The personification of ménis is extremely important

for the understanding of anger in the play.

2.2.2 Cassandra’s Account

Cassandra’s brief intervention in the play has a key role in the
dramatization of Agamemnon’s murder. She is not only the prophetess within
the tragedy, but also the one who narrates the series of events that have
beset the house, revealing the connections between them. Her prophetic
words, riddled for the chorus, have a different effect on the external audience
in knowledge of the myth. For the latter, Cassandra makes more explicit what
was already implicit in Calchas’ ambiguous words expressed by the chorus
in the parodos (Lebeck, 1971, p. 35). Cassandra frames her visions of
Agamemnon’s murder trapped in the bath tub (¢v mém\otol / peAayképw
AaBo0oa pnxavinpartt/ tormret: itvel & ev evidpw telxel Ag 1126-8) into
the narrative of Atreus’ crime against Thyestes (kAaloueva 1ade BpeEdPn

odaydg, / oTrdg 1€ 0dpKaAg MPOG MATPOG BeRpwuevag Ag 1096-7; elvag
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adeAdol Ag 1193) and Paris’ wedding (iw yduot yauolt Mapidog 6AEBpLoL
¢iAwv Ag 156) in the past. She also connects the murder with her prophesies
about her own death at Clytemnestra’s hands (¢yw 6€ Bepudvoug tay ev
nedw BaA® Ag 1172; Ag 1136-9) in the near future, and with Orestes’
revenge (AEst yap HUAV dANoG al TiuAopog, / UNTPOoKTOVoV dituua,
mowvatwp matpog: / puyag & AANTNG THode YAG arnd&evog / KATeloly,
dtag 1dode Bplykwowv ¢ilolg: Ag 1280-3) in a more distant future. In her
account, all these events appear as causally connected to Clytemnestra’s
behaviour towards her husband. This causal network thus operates as an
explanation, at least for the external audience of the play, of what is going on
inside the house.

Cassandra is not explicitly attempting to talk of anger in a generalised
way as Calchas did. However, the main reason for narrating the events going
on inside the house is Clytemnestra’s extraordinary behaviour. Most
importantly, there are some elements in her speech that clearly point to her
understanding of Clytemnestra as being angry. Thus, when Cassandra
explains Clytemnestra’s actions, she is explaining her anger. One reason to
attribute the presence of anger to the events is that, upon her arrival, she
sees a group of singing Erinyes (cuyyovwv Epiviwv Ag 1190) and, as she
indicates, they bring até to the house. Cassandra therefore envisions the
house as a place inhabited by anger and deep conflict. Furthermore, when
she speaks of Clytemnestra as ‘insatiable strife’ (otdolg & akopetTog Ag
1117),'8" the chorus of elders understand that she is talking of an Erinys, and
she leaves that interpretation untouched. The idea of Clytemnestra as an
Erinys is therefore suggested in the exchange between Cassandra and the
elders. As mentioned above, she refers to Clytemnestra as a hateful dog that
greets its owner licking his hand, bending its ears cheerfully (ola yA@ooa
HIoNTAG Kuvog / Asifaoa kakTeivaoa ¢adpov olg, diknv Ag 1228-9),

while being treacherous as Até ("Atng AaBpaiou Ag 1230), thus connecting

161 Akoretos is used twice before by the chorus (Ag 756; Ag 1002) to express
the inevitability of the evils coming — insatiate wealth brings destruction;
insatiate health, sickness.
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Clytemnestra to the até brought by the Erinyes.'®? Clytemnestra is also
described as a raging hellish mother (BUoucav "Adou puntép’ Ag 1235) —
with 80w connoting a stormy rage. Cassandra asserts that Clytemnestra is
someone who breathes war/destruction/vengeance against her kin ("Apn
¢ilolg mvéouoav Ag 1235-6), a woman who confuses war with home (wg &’
ETMWAOAUEATO / 1] MAVTOTOAUNOG, WOTEP €V PAXNG TpOoTH] / JOKEl o€
Xaipewv vootipw owtnpia Ag 1236-8), and a sort of monstrous figure like
an amphisbaena or Scylla (au¢ioBalvav, | ZKUAAav Tiva Ag 1233). All
these expressions clearly configure Clytemnestra as an angry person in the
eyes of Cassandra.

Like Calchas in the parodos, Cassandra speaks in a way which leaves
it unclear whether Clytemnestra herself is a sort of monstrous embodiment
of anger, if she is possessed by an angry entity like an Erinys, or if she, as
an angry woman, has become or resembles a horrific creature.®® The way
in which Cassandra uses language is permeated with images and symbols
that most probably are not supposed to be strictly distinguishable from
concrete description of contrastable reality — this is in part why the elders
struggle to understand what she says. In any case, it is clear that there is a
certain conceptualisation of an angry person as dehumanised and unnatural
in her behaviour. The description of Clytemnestra as ‘breathing war’ will re-
appear in the Choephoroi when the chorus say that Clytemnestra is
breathing out anger through her dream (€& Uttvou kotov / Tvéwv Ch 33-4),
referring to the windy anger of hurricanes (kavepoévt’ av / alyidwv ¢ppdoalt
kKOTov Ch 592-3), and to describe Poina as breathing anger (0A€B6plov
véouo’ €v €xBpoig kKO6Tov Ch 952). In the Eumenides, the metaphor
appears describing the anger of the Erinyes (mvéw Tol pévog dmavta Te

KOTOV Eu 840). It has particular symbolic interest as it fits with the ‘eruption’

162 See Cairns (2013, p. xxvii-xxviii) on até and psychological winds.

163 The role of curses in myth is mainly aetiological: they provide an
explanation for the affliction of a person, a family, or a city (West, 1999, p.
36). As West (1999, pp. 38-9) notes, the inherited curse was not a fixed
element in the myth, but ‘an accessory motif that could be fitted in at various
points, according to the changing horizons of individual authors’.
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metaphor described above, suggesting a pattern that is likely to be
connected with the psychological experience of anger.

Cassandra finally says that she will be killed on account of anger (wg
d¢ ¢pappakov / telyxouoa Kapol ploBov evlrnoelv KOTw / emeuxeTal,
Bnyouca wTi pacyavov / EURG aywyng avtiteicacbal Ag 1260-3).764 In
presenting Clytemnestra to her audience as an agent of revenge, she has
chosen a degree of ambiguity with regard to Clytemnestra’s anger, which is
coherent with the representation of Calchas as the other seer in the play.
She refers to the emotion vaguely, and one intentional object that she
attributes to it is her own presence in the house (dywyn (...) ¢povov Ag
1263).16% Tragic concubines are generally presented as a threat to the peace
of the family and the community (Foley, 2001, pp. 87-105). Clytemnestra’s
anger is therefore reflecting a social anxiety of being displaced, that responds
to a contextual reality in which legislation on the status of concubines and
their children had been changing. With regard to the terminology employed,
Harris (2003, p. 31), Cairns (2003, p. 31), and Walsh (2005, p. 79) argue that
koétos carries the sense of a long-term anger, and a sense of necessity for
accomplishing vengeance. Walsh (2005, p. 82) also adds that the source of
kotos is to be found outside the immediate context of interaction in which
anger appears. This last remark is probably a corollary of the idea that this is
a long-term anger, and that the punishment comes after some time. The
anger that Cassandra is talking about points to Clytemnestra’s clear
determination to carry out her vengeance. If the use of kdtos in this passage
coheres with the idea of a long-term anger, and Cassandra is therefore
suggesting that she will be killed on account of a long-term anger, the object
of the emotion she is referring to is not (or at least not entirely) herself being
brought as a concubine. If Cassandra is suggesting that she is being killed

on account of an old anger, an anger at the murder of Iphigenia, she is

164 ] follow Denniston-Page’s edition. Fraenkel is inclined for potdi, but does
not deny kotos as possible. Lloyd-Jones chooses to translate pétos without
commenting on this choice.

165 Sexual jealousy has been plausibly ascribed to Clytemnestra’s feelings
against Cassandra (Anderson, 1929, p. 143; Sanders, 2013, p. 158).
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describing an interesting feature of anger. The word koétos appears
seventeen times in the Oresteia (out of twenty-four, considering the
remaining Aeschylean tragedies). Instances range from the citizens’ anger
at their losses at war (Ag 456), to explain the storm that assailed the warriors
(Ag 635), Apollo’s anger at Cassandra (Ag 1211), the anger of the elders at
the events in the house (Ag 1464), the underworld’s anger affecting
Clytemnestra’s dream (Ch 33), to describe the wrath of a hurricane (Ch 592),
to describe Poina’s anger in general (Ch 952), to describe Clytemnestra’s
anger against her son (Ch 1025); to describe the anger that should be felt at
those who Kill their spouses (Eu 220), to describe the possible motivation for
killing (Eu 426), to describe the anger of the Erinyes at human misconduct
(Eu 501),'%6 to describe the Erinyes’ grievance at Orestes’ acquittal (Eu 800,
889), to describe the Erinyes’s state after the trial (Eu 840 = 873; 900). These
passages suggest that kétos is often used for long-term anger, with the
exception of Poina or the anger experienced by the Erinyes, which is
unforgetting by nature, even when the anger is explained by the immediate
context, as it is the case with Orestes’ acquittal.

The case for a reading of Cassandra’s explanation of her own murder
as the result of an anger whose object is not primarily herself (Cassandra
with her presence undoubtedly exacerbates Clytemnestra’s anger at her
husband) is supported by Clytemnestra’s own expression. After killing
Cassandra, she tells the chorus of elders that this murder came as a ‘side-
dish’ (mapoywvnua Ag 1447) for her pleasure. She is therefore aware that
the main target of Clytemnestra’s anger is Agamemnon. Clytemnestra’s
vengeance on Cassandra is presented as part of triangulation of the anger
at her husband. Cassandra thus adds interesting complexity to the emotion
in a way that no other character in the play does.

Cassandra’s hostility towards Clytemnestra (Beol yYAukUv T’ ai®va
kKAaupdatwyv adtep Ag 1148) makes her account of the anger of Clytemnestra

highly detached from her experience or what has led to that anger — the

166 This is an interesting example as anger is put in explicit relation with
madness (Ag 1575).
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chorus of elders see (at least in part) the complexity of the situation of what
Clytemnestra has suffered. Cassandra does not understand (or is not
interested in) how Clytemnestra’s appraisals of reality have a role in her
anger. The account of anger that she gives is fundamentally based on her
understanding of the causal network of events that has affected the house
since the conflict between Thyestes and Atreus. In this explanation, in which
the subject of the emotion plays little to no role, the house becomes almost
a living entity with power over its dwellers. The first thing she expresses after
arriving at Argos is her distress at being brought to the house of the Atreidae
(& Tol MoT’ yayég We; mpog noiav otéynv Ag 1087), a place where crimes
against kin that have been committed and that is stained with blood
(uodBeov pev olv, TOANG ocuvioTtopa / alTdédPova Kakd Kapatoua, /
avdpoadayelov kai medoppavinplov Ag 1090-1092). She is not so much
stating her horror of the past crimes, but of being brought to such a place.
She thus implies that the past crimes will have an effect on the future. When
she starts seeing what Clytemnestra plans to do with her husband, she first
expresses it in terms of a great evil being conceived in the house (L€YY’ €v
dopuolol Tolode pndetal kakov Ag 1102) and the consequences for the
family (dpeptov ¢ihowolv Ag 1103). Her discourse presupposes the
understanding that the house, as a material structure, and the household are
intimately connected. What happens in the house has an impact on those
who inhabit it. This idea is represented very concretely when Cassandra sees
an out-of-tune singing chorus of Erinyes in the house (Ag 1186-90):

™V Yap otéynv TNVY oUmoT €kAelmnel Xopog

E0pPBoyyoCg oUK elpwvog: ou yap 0 AEyeL.

Kal uNv MenwkK®g Yy, wg 8paclvecbal MAEov,

BPOTEIOV Al KDPOG €V BOUOIG HEVEL,

duomeurrog £Ew, ouyyovwy Eptviwv.
The manifestation of Erinyes in the house is the evidence not only of old
crimes, but also of anger lingering. The connection between the past events
and the house is so strong that the Erinyes remain (¢v d6uoLg péEvel Ag
1189), and Cassandra highlights that that they are linked to the house by

repeating that twice in four lines (otéyn; d6u0Q).
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The presence of the house, as an important physical and a social
structure also has a role in Clytemnestra’s discourse. One of the ways in
which she tries to justify her crime is by saying that she is exacting justice for
the house (¢v d6uoLg kKak@v Ag 1395) and that it was Agamemnon the first
to bring catastrophe to it (oUd¢ yap oUTog doAiav atnv / oikolow £6nK’;
Ag 1523-6). She suggests that Agamemnon having broken the family bonds
and damaged the house, got what he deserved, as if it was a natural
consequence of his own actions. This idea is present again some lines later
when she wishes that the madness of mutual killings will be expelled from
the house (paviag peAaBpwv / dGAAnAodovouqg aperolon Ag 1575-6).
Clytemnestra’s expressions reflect the idea present in Cassandra’s views
that the house, with what has been committed in it, has a certain power over
those who inhabit it.

Both in Cassandra’s and Clytemnestra’s words, the references to the
house fluctuate between the concrete and the symbolic (the house can
metonymically stand for the household). In either case, there is a notion of
causality involved according to which once crimes have been committed,
they will call for more crimes. This view is central to Cassandra’s explanation
of Clytemnestra’s anger against Agamemnon. In this sense, Clytemnestra is
very concretely acting as an Erinys in the house. The understanding of anger
in Cassandra’s account is largely related to the imagery of monstrous figures,
who police the house bringing discord (as an out-of-tune chorus), and that
will not stop. This image corresponds to the personification of anger done by

Calchas in the parodos.

2.2.3 The Elders’ Account

In a more problematic passage, the attribution of a supernatural
source of explanation for Clytemnestra’s behaviour is also presented by the

chorus of elders when they confront her after Agamemnon’s murder.'6” After

167 Gagarin (1976, p. 59) notes how there is reference to an overall pattern
of action, in which the subject is subjected to the necessity of external forces
and tensions between opposites (such as day and night, lightness and
darkness), already in the beacon speech.
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a long and quarrelsome exchange with Clytemnestra, and in their attempt to,
somehow, render intelligible the crime they have just witnessed, the chorus
appeal to the narrative of the old spirit assailing the house (Ag 1468-70). As
Calchas and Cassandra did before, they understand Clytemnestra’s
extraordinary behaviour in relation to the crimes of the sons of Tantalus, and
they link them to the house. The idea conveyed by the elders in this passage
is coherent with the previous ones in that anger is old and is related to the
house. Both ideas point to an understanding of anger that is not entirely
dependent on the subject — it is, of course, an anger related to Clytemnestra,
but the explanation they give for that refers to events that are older than her,
and that affects the whole family. The elders are even more explicit about the
power and agency of this spirit when, a few lines later, they suggest that it
rules (they use kpdtog and kpatuvw one line after the other) the house of
the Tantalids through two women alike in spirit, referring to Helen and
Clytemnestra (Ag 1468-71):

daiuov, 0g gumnitvelg dwpaat kal dipui-

otol TavtaAidaioty,

KPATOG T’ (0OYUXOV €K YUVALKDV

KapdLOdNKTOV €pol KpaTUveLg
The connection between this spirit and anger is also made explicit by them
when they say that it is a great spirit of wrath (i péyav oikovépov / daigova
kal BapUunviv aivelg Ag 1481-2). The notion of insatiability that had been
discussed in relation to anger is also present in their conception of the angry
spirit (Atnpag TUXag dkopéatou Ag 1484).

Clytemnestra conveniently picks up on that line of explanation,
acknowledging that the spirit of the house (that later she specifies as the
Alastor), explains her desire for blood (viv & WpBwoag oTOUATOG YVWUNY,
/ TOV TpIMaxuvTov / daipova yévvng 1ode KIKAoKwV / €K To0 yap Epwg
alpatoAolyxog Ag 1475-8; 0 maAalog dptpug aAdotwp / ATpEwg XaAemod
Bowvatripog Ag 1501-2).168 She attributes to the Alastor a causal connection

with this desire, when she says that it is its source (¢k T100). Even if

168 Similarly, /) Molpa toUTwv, O TéKvov, mapattia (Ch 910).

131



Clytemnestra’s sincerity in attributing the cause of her anger to the spirit of
the house is questionable (especially after the threats received from the
chorus) and the mention of the Alastor by them might appear as a good way
to expel any guilt from her, she tries that because it seems like a possible
solution. Both she and the chorus find it possible to ascribe a cause for her
anger to an extraordinary force that took command of her, and every time
they speak of it they add an adjective that qualifies it as pertaining to or
assailing the house.'® If Clytemnestra is trying to be deceitful, she is doing
it by means of a plausible narration of the events. In fact, the elders do not
react to her first appropriation of the idea of a spirit (Ag 1477). They only
react by saying that she should not attempt to take the blame off herself after
she explicitly makes that attempt by questioning whether the crime was hers
(aUxeic ival T6de Tolpyov eudv; Ag 1497), and the idea that she relates
it to the Alastor (Ag 1501). Even after they are clear that they do not accept
her excuse that she was not responsible for the deed, they keep saying that
an Alastor might well have been involved (Ag 1505-8):

WG eV avaitiog el

T00d€ PpOVOU TIG O HapTUPNHOWV;

NOG TOG; MATPOOeV &€ GUANY-

TTwP YEVOLT v AAAoTwp

Beyond the question of what exactly each character understands and
believes, it is, for all of them, possible to explain Clytemnestra’s actual anger
in terms of past deeds. They all think of spirits taking hold of the agent of
these crimes.'”0 Clytemnestra, the elders, Cassandra, and Calchas share an
understanding of anger as a phenomenon that is partly explained by means
of an independent entity, and in all these cases the spirit brings about the

idea of an anger that is old and insatiable.

169 Foley (2001, pp. 204-205) argues that even though Clytemnestra was
able to make a powerful defence of herself, she undermines it, ‘especially
her claim to be acting as a fully autonomous agent,’ to the point of thinking
that the fact that Clytemnestra is not represented as making her choice, but
only justifying it, is indicative of the view that women were not subjects of
fully autonomous choice.

170 This discussion will be further developed in Chapter 5 (pp. 224-6).

132



2.2.4 The anger of Orestes

As discussed in the previous chapter, the anger of Orestes is broadly
understood as another instance of the sequence of events prompted by the
spirit of anger dwelling in the house. Cassandra (€&t yap fu®v GAlog au
TINAOPOG, / UNTPOKTOVOV diTUMA, TIOVATWP TATPOG: / duydg &’ AANTNG
TAode YNNG and&evog Ag 1280-3) foresees him coming home to avenge his
father. In the Choephoroi, Clytemnestra’s dream with the serpent is
interpreted both as the wrath of those in the underworld against her (kpttai
Te TOVY Ovelpdtwy / BedBev EAakov UTEyyuol / péudeabal Toug Yag /
vépBev MeplBUUWG / TOTg kTavoUoi T’ eykoteiv Ch 37-41) and as Orestes’
killing his mother (Bavelv Blaiwg: ékdpakovtwbelg & eyw / KTelvw VIV, 0Q
Tolvelpov évvémel 10de Ch 549-50). Like Clytemnestra, Orestes is
ambiguously referred to as the embodiment of an anger that assails the
house or as someone who is affected or possessed by that anger. In either
case, anger is treated as an object that is independent from the subject and
their appraisals.’”! Orestes’ acts are explained by being considered as a part
of a causal network of events in the house. These characteristics of Orestes’
anger cohere with those of Clytemnestra. Yet, the case of Orestes’ anger
has an interesting peculiarity as it is somehow mediated by the anger of his
own father. Orestes, Electra and the slave women ask the spirit of
Agamemnon for help in their vengeful enterprise. It is their understanding
that they need this help to ensure their success. They also believe that to
make the spirit of Agamemnon actually help them, they need to present their
case in a way that will magnify his anger. The anger of the spirit of
Agamemnon is considered as an important allied force for them.

This anger is also understood as a force that emerges and takes
shape in Orestes’ anger — the spirit of Agamemnon will seek revenge through

Orestes, who will kill his mother. As the chorus of slave women explain to

171 Catenaccio (2011, p. 211) makes an interesting link between the dream,
the beast and the breast as a way of putting together ‘human and bestial
realms’. Goheen (1955, p. 134) sees an evolution in Clytemnestra in which
she is rendered an ‘unnatural mother’, in which the imagery of blood and
womb represents the mixture of fertility and death, fecundity and hatefulness.
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Orestes, legitimate lamentation for a father brings about vengeance
(Matépwv Te Kal TEKOVTWV / YOOG EvDLKOG patelel / TO AV AUPIAAPNG
TapaxBeig Ch 329-31). The spirit of the dead will make his anger manifest
(ppovnua tol Bavovtog ou daudlel (...) paivel & Uotepov 6pydg Ch
324-6) and this will happen in the form of Orestes’ vengeance. Electra and
the chorus also perceive Orestes’ behaviour as being part of the phenomena
regulated by divine and natural laws. When Electra invokes Zeus’, Earth’s,
and the gods of the underworld’s sense of justice (Zeug €mi xelpa Baiol (...)
dikav &’ €€ Adikwv amnatt® Ch 395-9), she places Orestes’ revenge as a
matter that goes beyond his own concerns. While she is not directly talking
of Orestes’ emotions, the whole passage is charged with anger since that is
their understanding of the driving force of revenge.

The imagery of anger is clearer in the following lines, when the slave
women continue Electra’s words by reminding her of the laws of blood
retribution (AAAG vopog pev doviag otayovag / xupévag €g nedov dAAo
npooattelv / alpa Ch 400-2) and of the Erinys (Bod yap Aotyog ‘Epviv /
napa T@®v npotepov ¢OuEvwyY Atnv / eTépav enayouaoav T dtn Ch402-
4) that will come to avenge the dead. As Peradotto (1969a, p. 19) and Fowler
(1991) have suggested, the imagery around Orestes configures him as an
Erinys. He is the Erinys of his father, as much as Clytemnestra is of her
daughter. This is another instance in which anger is represented as in
connection to a certain supernatural power. This connection can be very
concrete as Orestes needs the support from the underworld, as well as the
threat from it (GANag T €pwvel MPooBoAdg 'Epiviwy / €K TOV MATPOWV
alpdtwv teAoupévag Ch 283-4), to manifest his feelings and kill his mother.
The connection resides somewhere between the symbolic and the concrete:
Orestes might be an ‘Erinys’, being as bloodthirsty and vengeful as an Erinys,
his anger might be as that of an Erinys, he might have a role and duty similar
to the ones of an Erinys. All these aspects are related to his anger, charging
its representation with symbolism that conveys the idea of anger as an

external entity. Yet, these representations do not make the presence of the
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Erinyes in the play any less real, whether pertaining to Orestes’ mind, as in
the Choephoroi, or as a character in the play, as in the Eumenides.

The fact that Orestes is also the object of a threat, both from the
underworld and from Apollo, links his anger in an interesting way with the
Erinyes. Orestes is strongly bonded to the house and to the reputation of his
father, as discussed in the previous chapter. His behaviour, as that of
Clytemnestra, is explained by the events in the house, and in this sense his
agency is understood as strongly interconnected with his family. In addition
to that, Orestes has an important social role to fulfil, and that role is to exact
punishment or revenge. He has a duty that appears not only in his own
words, but also in Electra’s expectations about him (GAkfj memolbwg ddW’
avaktnon natpog Ch 237). This expectation is interestingly expressed by
the chorus of slave women, in analogy to the treatment of a wound by
medicine, that the pain suffered in the house can only be healed by someone
inside through cruel and bloody Eris (Ch 471-5):

dwuaolv EUUoTov

TOVY' AKog, oUd’ AT AAAWV

E€KTOOEV, AAN’ AT AUTAV,

Ol wuav €ptv aipatnpdv.

Be@®v TOV Katd YAg 63 Uuvog.

Orestes’ anger, thus, has a strong component of the way in which the Erinyes
themselves understand their role in society as a way of settling conflict

through the laws of vendetta.

2.3 Conclusions

The theoretical distinction between the object and the cause of an
emotion is a useful way of disentangling aspects of ancient anger such as
divine possession and intervention. The analysis of anger with a focus on the
cause of the emotion can be puzzling given the multiplicity of accounts.
However, by introducing a broader understanding of cognition that allows to
account for phenomenological aspects of the emotions, that multiplicity

becomes a breeding ground for the analysis of symbolic representations of
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anger. This shift in the way we approach the plays enables a view according
to which some symbolic patterns emerge in the material that at first sight
might have seemed inconsistent. These patterns suggest that certain
experiential aspects of anger, such as the feeling that the emotion is an
invasive entity, or that it can take hold of the subject posing a threat to their
environment, are important in the conceptualisation of anger in Aeschylus.

This chapter has shown that a reading which focuses on the agent’s
perception of the perceived wrong does not fully encompass the nature of
anger as presented in the trilogy. Agents and observers do not see anger
just as a conscious response to perceived wrong but also as a force which
can overcome the individual. This finds expression in the complex of ideas
connected with the notion of divine agents of anger. The divine element is
not, however, just a means of conceptualizing the impact of anger on the
individual. It also takes its place within a system in which the anger of the
individual agent coexists with and interacts with a number of other facts. It is
in this respect that Aeschylean anger diverges most from most modern, and
indeed Aristotelian constructions. Anger can persist across time and anger
which finds no reparation or satisfaction can outlast the lifespan of the
individual victim. The dead too are capable of anger and this anger can
impact on the living. The notion of inherited guilt means that the anger of any
individual (or indeed any individual act or emotion) can respond (in ways
which are never clearly perceived but are nonetheless real) to events in
preceding generations. Though this is remote from our way of perceiving the
world, it has to be taken into consideration in any attempt to explore the
totality of Aeschylean anger.

Chapter 5 will reconsider the role of deities from the broader
perspective of the social role that the belief in them plays in Greek society

and the implications for anger.
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Chapter 3
Anger, Desire, and the Body

In Rhetoric Il, Aristotle defines anger as a desire for revenge at a
perceived belittlement (6pyn 6pe&lq (...) TIHwpiag palvopévng 1378a). As
will be discussed, Aristotle explicitly places the desiderative aspect of the
emotion at the centre of its definition. In the previous two chapters, | have
considered anger from the perspective of the appraisals and the beliefs of
the subjects of the emotion.'”? | have also discussed how these two elements
intertwine when looking at the emotion from a phenomenological
perspective. The present chapter addresses the emotion from the
perspective of desire’”® and considers the presence of the body in the
representation of anger in the trilogy. Anger is not only a manifestation of a
way of perceiving and understanding the world, it is also a manifestation of
desires and motivations. Anger can be understood in terms of a desire for
things to have been different, for exacting punishment, for changing a state
of affairs that is perceived as wrong, unfair, or abusive (Tavris,
1989; Srinivasan, 2018; Cherry, n.d.; Callard 2017).74 These desires are

often, but not necessarily, related to aggression or a destructiveness of some

172 | have already discussed Aristotle’s definition of anger in the Introduction.
Here my focus is on the role that desire plays on it. Aristotle gives a rather
holistic account of anger, integrating appriasals, desire, and the body,
throughtout his corpus, but stresses different aspects in different places. The
role of pleasure and pain in the definition of anger, and of emotions in
general, is a good example of the way in which he envisions emotions as
embodied (e.g., Rh 1378a).

173 Conation is the term used in modern scholarship on emotions. However,
the term already has an intellectual connotation that | do not want to impose
on the reading of ancient emotions, as | argue in this chapter. As Alford
(1990, p. 184) points out, in Freudian terminology, we are talking of ‘drives’;
however, Lacan calls it desire.

74 In this sense, anger is a point of convergence between retrospective and
prospective desires. A desire is by definition unfulfilled, which explains the
strength of the frustration involved in those retrospective desires connected
to anger.
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sort. Anger is not only the appraisal that something is wrong, it is a desire to
make a change to that situation.”®

Although the desiderative aspect of anger is usually recognised in
modern theories of emotions (Averill, 1974, p. 153; Solomon, 1977, p. 48; de
Sousa, 1987; Srinivasan, 2018, pp. 7-8; Price, 2007), its role in defining
emotions receives considerably less attention than the one granted to

cognitive appraisals.’”® These theories have mainly focused on the way in

175 See Litvak et al (2010, p. 291). The typical example given for anger
without desire of retaliation is the character of Nelson Mandela (who is not
only a unique personality, but also a very strategic one). It is not simple to
determine when someone is primarily driven by a desire to retaliate or by a
desire to change things. Odysseus needed to be careful in changing the
situation in his house, but after he felt secure again, he followed his retaliatory
desires and punished those who had been taking advantage of his family’s
precarious situation. Nevertheless, Odysseus established his priorities
carefully.

176 Often, theories of emotions tend towards a reduction of the conative
element to the cognitive one. The propositional content of them can be
formulated in the same way: ‘| do not want you to lie to me’ can be expressed
in terms of ‘l do not think it is good that you lie to me’; similarly ‘| want to exact
vengeance upon you’ can be translated into ‘I think it appropriate to take
vengeance on you’. The main argument against appealing to desires for
explaining emotions is that they make the theory more complex without a
need for it (that is, proponents claim they can explain the same phenomenon
by appealing only to appraisals) (Neu, 1987; Nussbaum, 2001). If an account
in terms of evaluations and beliefs is enough to explain motivation, desires
can be subsumed within that (Stocker, 1980, p. 329). Yet an early and very
interesting critique of the reduction of desires to judgments on the grounds
of the propositional content can already be found in Russell (1921). He based
his evaluation on both psychoanalysis and behavioural theory. The main
criticism has to do with the failure of cognitivist approaches to explain why
desires move to action in a different way than judgments. While they do not
deny that emotions have an important motivational factor, they do not link it
to a desiderative aspect. Desire and motivation are two different things, and
the point here is not that motivation has been neglected in theories of
emotions — in fact it is almost invariably present in them (e.g., Damasio 2006
and Frijda 1986). The appeal to an underlying disposition towards judgments
as a criterion does not explain the difference between desires and appraisals.
In response to this criticism cognitivists have coined the term ‘hot cognition’
to refer to the kind of cognition that moves to action; Solomon (1973, p. 34)
speaks of ‘urgent judgments’, but then the need for this new terminology just
displaces the problem of how to account for desire. Furthermore, from a
phenomenological perspective, the analogy between judgments and desires
is highly problematic: we do not experience judgments and desires in the
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which the subjects of anger perceive and evaluate the situation in which the
emotion emerges, with a focus on the cultural assumptions involved in those
perceptions and evaluations. For example, Solomon (1977, p. 48)
acknowledges that ‘every emotion is also [as well as judgment] a system of
desires and intentions’ and this is what he calls the ‘ideology’ of emotions. In
his view, in anger it is essential that there is a desire. Yet, he subsumes
desire under the judgmental aspect of the emotion all the same (1977, p. 48)
and does not really address the thrust for fulfiliment that desires involve.!””
This focus of interest on judgments is reflected in recent discussions
of Aristotle’s theory of emotions, which in turn has informed the discussion of
ancient emotions more broadly.’® His definition of anger in the Rhetoric
starts by identifying it with a conative aspect of the mind (6pyn 0pe&lg) and
continues with the judgmental one (dta ¢alvouévnyv OAlywpiav €ig autov
N T TV avtold, 100 OAlywpelv un mpoonkovtog 2.2.1). Aristotle
establishes the object of the emotion (some kind of oligoria) as a way to
specify the type of desire that anger is. While Aristotle himself pays special
attention to the judgmental aspect of anger in the Rhetoric, where he
concerns himself mainly with the question of how emotions involve and
generate changes in our judgments (€ott d¢ TG TAOBN OU O0a

pHeTaBAaAAovVTEG dladEépouat TPOG TAG kpioelg 2.1.8), he also establishes

same way, despite the propositional similarities they might have.
Phenomenology is not a necessary concern for a cognitivist, but it is a central
question in this research, as | have been indicating in previous chapters.

177 Similarly, de Sousa (1987). For a discussion on the problems involved in
equating emotions to cognitive appraisals of reality, see Price (2007, p. 5-7).
178 Fortenbaugh (1975; 1979) argues that this definition of anger is based in
the causal connection between oOpyn and ¢awvouévnyv OAywpiav
established by d14. According to him, Aristotle is applying the principle set
up in the Posterior Analytics that definitions are given by the identification of
effective causes, which amounts to the essence of the definiendum. Konstan
(2003; 2006; 2013) and Nussbaum (2001; 2013) follow Fortenbaugh in his
argument that Aristotle defines emotions in terms of the judgements involved.
Cairns (2003, p. 26) acknowledges the presence of a desiderative aspect in
ancient perspectives of anger, but he does not develop this idea in all its
potential depth.
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that the genus of anger is desire.’”® Although he does not show interest in
developing the desiderative aspect of the emotion in the Rhetoric, at least
not in the way he does with the judgmental aspect, he does so when
discussing emotions in his ethical works and in De Anima (for example,
403a29-65)."8 The fact that Aristotle recognises the importance of desire in
accounting for anger does not necessarily have implications for Aeschylus’
conception of the emotion, but it opens up a line of investigation that has,
surprisingly, been overlooked in recent accounts of ancient anger. This
chapter proposes to shift the emphasis from appraisals and judgments to
desires when looking at ancient anger.

The neglect of the desiderative aspect in modern readings of ancient
representations of anger is partially explained by the vast attention received
by the role of cognitive appraisals of reality in explaining emotions in modern
cognitive discussions. Yet, desire plays an equally important role in outlining

emotions and differentiating one from another (de Sousa, 2013, pp. 7-8), and

179 As Price (2007, p. 14) has put it, ‘Aristotle actually defines anger as a kind
of desire (certainly one that presupposes a background of belief, factual and
evaluative) (...) there is no emotion that he defines purely as a belief with a
distinctive content (...) if one must be monistic (but to what purpose?), why
not identify emotions with wishes — or else states of feeling glad about
something — directed at past, present, or future?’ Stocker (1980) argues that
desires have a role in intellectual reasoning, but clearly distinguishes, based
on his reading of Aristotle, between intellect and desire.

180 Aristotle in De Anima 403a15-25 is not entirely consistent with his view
on emotions as presented in Rhetoric, for he acknowledges the possibility of
emotional arousal without judgmental stimulus: ‘when the body is already in
a state of tension resembling its condition when we are angry. Here is a still
clearer case: in the absence of any external cause of terror we find ourselves
experiencing the feelings of a man in terror’ (J. A. Smith’s translation). For a
similar account of emotional arousal that avoids appraisals such as bodily
feedback, unconscious priming, see Litvak et al (2010, p. 290). In a different
vein, but also acknowledging the complexity of Aristotle’s understanding of
anger, Clark (1975, pp. 198-9) points out that when defining anger both as a
desire and as a physiological change that affects the blood and the heart (De
An 403a29). Aristotle conceives desire as an embodied phenomenon that is
inseparable from the individual-in-society. Similarly, Stocker (1980) argues
that desires have a role in intellectual reasoning, but clearly distinguishes,
based on his reading of Aristotle, between intellect and desire. See also
Sokolon (2006, p. 18-9).
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for this reason, it has also been considered as a defining principle for
emotions (Kenny, [1963]2003, p. 70). Fear, for example, is defined by the
desire to avoid, shame by a desire to conceal, and anger by the desire to
punish. It is often stressed (Solomon, 1973, p. 29; Konstan, 2003, p. 106;
Lazarus, 1991, pp. 133-51) that a change in an appreciation of reality can
dispel an emotion (if | understand that there was no ill-intention behind what
| perceived as an offence, my anger may disappear). However, as Lazarus
himself acknowledges, this ‘appeasement’ is often easier said than done. 8"
On the other hand, a change in the desire associated with an offence might
imply an emotional change (I may understand that there was actually an
intention of being offensive in the words | heard, and | may want to laugh or
be compassionate; in this case we would probably say that my anger was
dispelled). Different attitudes towards those desires result in different
behaviours (you might react quickly, express openly, repress, or try to hide a
desire) and often explain how emotions vary across cultures (Ekman, 2004,
pp. 114-15). Furthermore, desire is a useful basis for predicting behaviour.
The link between behaviour and desire has in some cases been strong
enough to suggest that desire is defined by reference to a fairly stereotypical
behaviour (Kenny, [1963]2003, pp. 70-1) — we know that someone has a
desire for retaliation because he is shouting out recriminatory statements to

others.’® Even though the nature of the connection between desire and

181 There can be also a mismatch between the justifying the conditions of the
thought and the explicit thought: ‘I might after all, be angry that John was late
to meet me, while explicitly believing that he was not wrong to do so; | might
believe, for instance, that his reasons for meeting me in time were trumped
by his obligation to help his unwell mother’ (Srinivasan, 2018, p. 7).

182 For an argument against Kenny, see Solomon (1973; Appendix in the
1980 version). His main critique refers to the inability to give account of the
connection between the object of an emotion and the desire involved in it
(1973, p. 273). However, Solomon’s point is not really relevant to the
discussion on the importance of acknowledging that desires are part of
emotions, but on how to make a theory of emotions including them consistent
— Solomon (1973, p. 277) actually does grant desires an explanatory role.
Greenspan (1980) and Connolly (2011) present different arguments for a
more comprehensive account of emotions in which the dichotomy between
cognition and affection is blurred.
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behaviour is controversial, the special motivational force of emotions has
received acknowledgment (Greenspan, 1980, p. 224),'83 for ‘we can often
perceive the difference between detached and emotional behaviour’ (p. 240).
Emotions not only inform choices, but also move to action (sometimes
irrational, destructive, or exceptional ones), hence their role in tragedy as
driving forces of conflict.

Looking at emotions from the perspective of desire is a way of
understanding the connection between assessments of reality and
behavioural attitudes in a particular individual, in a particular context (Kenny,
[1963]2003, p. 70). Desires, as well as appraisals, are subject to the norms
and constraints of society, and therefore are an enriching source of
information about a culture. Desires depend importantly on personality traits,
so they can also be a source of information about the characters in the play.
Both Clytemnestra and Orestes perceive themselves as victims of several
serious offences, and both are prepared to avenge an abuse by killing a
family member, yet with respect to their desires they differ enormously. While
Clytemnestra desires to kill Agamemnon and takes pleasure in doing so,
Orestes is driven not only by the desire of seeing his mother being punished
but also, and more importantly, by fear of not meeting Apollo’s command. As
will be discussed in the next chapter, Orestes needs the push and drive
provided by his sister and the chorus of slave women and has to be reminded
by his friend that there is a threat by a god involved in the killing of his mother.
While Clytemnestra’s desire to punish blinds her to the horror and the
implications of her act, Orestes is never affected in such a way.'® The
difference in the way the desire to punish is constructed informs the way in
which characters are constructed, as well as the social circumstances in
which they find themselves in the play. Arguably, the accomplishment of an

action necessarily has to do with the desire for it when there is no

183 Yet Greenspan does not speak of conation, rather she uses ‘motivating
attitudes’ or ‘attitudes with a special motivational force’ (1980, p. 239).

184 Zeitlin (1965) argues that all the characters in the trilogy fall prey to the
same self-deceptive belief about being justified in their crimes and they
therefore overlook the consequences.
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compulsion, but elements of duty and fulfilment of social expectations need
to be considered with relation to the context in which the plays take place.

Gagarin has convincingly pointed out (1976, pp. 59-65) that a
continuous expectancy of reciprocal retribution can be read across the
Oresteia.'® It can appear in the form of a spirit of revenge (6 maAalog dpipug
ahaotwp Ag 1501) or under the form of a maxim (d&la dpdoag d&la nadoxwv
Ag 1527).% This general expectancy gives us a framework for
understanding patterns of behaviour in social interactions. However, the way
in which this particular pattern informs a desire to retaliate is not something
that may be straightforwardly established. As previously discussed,
retaliation cannot necessarily be taken as a sign of anger, nor anger as a
necessary sign of a desire for retaliation.'®” Similarly, the fact that they
retaliate needs to be considered with caution if one wants to see the
behaviour as a sign of the fulfilment of a strong desire to retaliate. It therefore
becomes necessary to establish an alternative means for ascribing desire
that is not only based on the fact of their actual retaliation.

One important way of accounting for desire is through pleasure.
Normally, the fulfilment of a desire produces pleasure; likewise, the object of

desire is usually pleasurable. Furthermore, the notion that anger involves

185 For example, Ag 1397-8; Ag 1527-8; Ag 349; Ag 1397-8, Ag 1658, Ch
888, Ch 930; Ch 556-7. For instantiations of this expectation in Hesiod and
Solon, see Gagarin (1976, pp. 66-7).

186 Kitto ([1939]1990, pp. 77-9) discusses how dikndopog, ‘retribution-
bringing’, is used three times in the trilogy: it describes the crowbar with which
Zeus treated Troy; it is used by Aegisthus to describe what happened to
Agamemnon; and it is used by Electra to ask about the kind of help she is to
expect to change the order of things regarding Clytemnestra and Aegisthus.
He points out ([1939]1990, p. 79) that the desire for retributive pain is normal
in Greek popular morality, but Electra’s distinction between dikn$dpog and
dlkaoTtng advances the cultural shift proposed in Eu 120.

187 According to Averill (1983, p. 1153), it is not possible to establish a
correlation between anger and aggression, for sometimes there is violence
without anger, and sometimes there is anger without violence. Still, this does
not affect the presence of desire for retaliation. The problem found in
evaluating anger from behaviour is the difficulty of establishing patterns —
they range from silence and passivity to verbal abuse, physical aggression,
and killing.
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pleasure is present in Homer (kal x6Aog, 0¢ T €pénke MOAUPpovVA TEP
XaAermval, / 6¢ te MOAU YAUKiwv pEALITOC KaTaAelBouévolo // 18.108-9).
Aristotle quotes this passage in Rh 1370b12 (and 1378b6), replacing x6Aog
by Bunog, and connects the element of pleasure (1d€a) with the thought of
the accomplishment of the desire for punishment in which anger consists.
Aristotle makes the point that no one desires to do (€¢pinuil) what is not
attainable (adUvatog). The reason he gives for this assertion is that while it
is pleasant to think that one will obtain what one wants, thinking the same of
something unattainable does not bring pleasure with it. 188 This explanatory
cause of the way in which anger works is followed by a discussion of social
hierarchies according to which a feeling of disdain, to provoke anger, must
be produced by an inferior party, otherwise the injured one will either be
scared or will not really be able to experience the pleasure of mentally

advancing retaliation.'8®

188 Konstan suggests that the emotion at stake here would be hatred.
However, Aristotle is not explicit about this, as he is when stating the
difference between anger and hatred in terms of the object of desire. For a
discussion on the issue of the pleasure felt by the subject of anger, see Latvik
et al (2010, p. 302). They suggest that Aristotle might be pointing to the
pleasure felt at the anticipation of vengeance on account of the optimism in
attaining one’s goals that has been related to anger by modern researchers.
They report (2010, p. 303) that some brain-image studies reveal that a sub-
cortical structure activated when anticipating the punishment of the
transgressor is associated with the reward centres of the brain, making it
pleasurable. The same report establishes that this sub-cortical structure
remains activated even if administering the punishment comes at personal
cost. Interestingly, these imaging studies have found that anger may not
activate the same cortical activity if the individual who experiences the
emotion does not conceive the possibility of approaching the object of his or
her anger. In this case the brain-image does not show the same pattern of
joy, and the situation only facilitates backward imaging and thought.
Aristotle’s point that being able to conceive of punishment as possible makes
a difference to the emotion (although not to the point of denying it) might be
sound.

189 See Cope (1877, ad loc) and Konstan (2003). Against, Grimaldi (1988, ad
a33). Grimaldi argues that the sense should not be restricted to disdain felt
by an inferior, but simply to disdain felt by someone who should not ‘by all
that is right’ feel it.
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In the context of Aristotle’s idea of anger, it is worth also noting De
Anima 432b ff, where Aristotle states that appetite (0pe&Lqg) is the only source
of movement — in opposition to the idea that thought (vo0g) is also a source
of movement. Appetite can be contrary to calculation, and the object of desire
is a product of imagination (moAAol yap mapad v €motnunv dkoAouBolol
Talg ¢avracialg 433a10), but it must be something attainable (T6 mpaktov
ayabov).’® There will be no feeling of pleasure if it is evident that our desire
will be frustrated to the point that not even by means of imagination can one
configure this good as attainable. This discussion of pleasure in De Anima
provides a clue to understanding the definition in the Rhetoric, and may help
us to supplement the information provided by his view on how social
hierarchies affect the emotion. In his account, anger is an emotion that is felt
only towards individuals, not groups of people, and where the punishment
needs to be conceived of as feasible. Aristotle makes the point that if
realisation of punishment is not conceivable, there will be no pleasure
involved, and the experience will not count as anger. The Aristotelian link
between desire and pleasure is not only an attractive one, but also a useful
tool to ascribe the presence of desire in a play. This link provides a framework
to read important aspects of anger in the Oresteia that are absent in other
accounts, such as how the body, considered as a lived experiential structure
informs the conceptualisation of anger at play in its dramatisation.

The behavioural manifestation of a desire comes as bringing about
something related to its fulfilment or as doing things that without the desire
one would not do — similarly, a hallmark of pleasure is to prolong or repeat
doing something which would otherwise be difficult to explain — as, for
example, when Clytemnestra re-enacts Agamemnon’s murder. Human
desires need not be realisable (we can desire to fly like a bird), but need to
be somehow conceptualised: we cannot desire to breathe like an amoeba if

we do not know what that means, or if we do not have any experience of that

190 In her discussion of Aristotle’s De Motu Animalium, Nussbaum (1978, p.
261) points out that given that desire implies the absence of the object, it is
the phantasia of it what is present. See note 175 above.

145



(a baby can of course desire its mother’s breast without conceptualising it)
(Kenny, [1963]2003, pp. 85-6). The way in which the fulfilment of a desire is
achieved can be appropriate for its own purposes or not — one can question
whether Achilles’ way of fulfilling his desire to punish Agamemnon was the
best one. Considerations about the costs and timings of the pursuit are
relevant to one’s own life and play a role in the way an emotion is carried out
and perceived. It is debatible what happened to Achiles’ perception of being
diminished by Agamemnon, but we know that he wanted Agamemnon’s
behaviour to have been different, and that, at Patroclus’ death, he considered
it more important to fight the Trojans than to keep punishing Agamemnon.

The discussion of how the desiderative aspect of anger is present in
the trilogy will, therefore, be informed by pleasure. Furthermore, when
addressing the way these two elements form part of the conceptualisation of
anger, the body will also enter as a category of analysis. The current chapter
explores how the body, considered both as a lived, experiential structure and
as the context for cognitive mechanisms is present in the literary
representation of desire for retaliation. This connection between desire and
the conceptualisation of an experience such as anger that involves the body
will be importantly mediated by pleasure. The erotic imagery linked to anger
in the play, in addition to the presence of other symbolic representations, will
be used as a hermeneutic tool to underpin the presence of desire in the
conceptualisation of the emotion.

The desire to kill or inflict harm upon someone, and more concretely
the pleasure of seeing the person suffer or die, is a clear element in
Clytemnestra’s character. Aeschylus is not only confirming for us that desire
in this context is credited, but also that this element contributes to the
representation of her anger as a symbiosis of reason, moral assessments
and irrational drives.'®' These elements do not necessarily appear

simultaneously in the representation of anger. They often unfold one after

91 The idea of blurring the passive-active distinction has been largely
developed by Averill (1974) and Solomon (1973), who argue that emotions
are closer to actions than to occurrences that happen to people.
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the other, pointing to an understanding of anger as a progression rather than
as a static state (an idea that will be further developed in the next chapter),
representing a fundamental tension within the representation of the emotion.
The desiderative aspect of Clytemnestra’s anger appears with an explicit
first-person report of her feelings (merged with those of the supernatural
force in the associative way we saw in Calchas’ speech) rendered as ‘a
desire for licking blood’ (Epwg aipatoloixdg Ag 1478), a metaphorical
expression that incorporates a bodily experience of a need for satisfaction.?
The strength of her murderous desire is not only indicated by the unusual
character of her vengeance (abnormal behaviour is connected to and
explained by desire), but also by the meticulous planning. The very way in
which she kills her husband, with an expensive and finely embroidered net
in the bathtub, 93 does not primarily reflect a desire to ensure that the murder
is accomplished successfully. Rather, it points to the manufacture of a
particular setting that suits an ideal of the murder. The crafting of this setting
indicates long-term planning that is not related to securing the conditions for
the crime to succeed or to go unpunished. This suggests a steady and
unremitting desire, rather than the instantaneous response common in many
depictions and conception of anger. This persistence in turn suggests
intensity. The nature of the murder reveals that the precise way in which she
wants to see Agamemnon die has been held for a long time. She has
imagined and pursued the crime, because it will be a source of pleasure for
her. As | will go on to discuss, the exultation that follows the crime, together
with the erotic vocabulary employed when referring to the corpses, supports

this idea.194

192 Expressions such as ‘eager to slay’ (for example, kataktauevat
peveaivwyv /15.436) are not rare in Greek literature. For a discussion from a
psychoanalytic perspective of a number of examples in Greek tragedy and
epic, see Sagan (1979).

193 The clothing materials displayed on the ground to receive Agamemnon
are not only tremendously expensive (Flintoff, 1987, p. 126) but also of an
elaboration that could have taken years to achieve (Flintoff, 1987, p. 121).
194 Aristotle, in Rh 2.4.30, establishes the desire to cause pain as a parameter
of differentiation between anger and hatred. According to him, the desire to
kill or to cause evil counts for hatred. This demarcation seems too rigid for
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The yearning for revenge is a fundamental and powerful aspect in
Clytemnestra’s characterisation, which she continues to pursue even after
her death. However, there is a second indication that desires are present in
the representation of her anger. As outlined above, anger is considered as a
clear sign of wanting things to be different even when there is no strong
retaliatory element present. This is of course not an element as prominent as
the desire to punish in the Oresteia. However, it is a parameter that also
deserves attention since it adds context to the literary representation of how
characters act or control their impulses and desires in anger. Clytemnestra’s
anger at the elders because they do not consider her opinion as equal to the
opinion of a man means not only that she is able to judge the situation as
such, but, more importantly, that she wants her context in Argos to be
different — or at least she does not want to play by its rules anymore. This
desire is, thus, telling us something about Aeschylus’ Clytemnestra and
about Aeschylus’ Argos. However, her anger at this situation moves her in a
very different way compared to her anger at what Iphigenia suffered. While
her desire to avenge her daughter leads her to ignore consequences (as the
chorus are continuously reminding her), her anger at the elders has little
driving force and is of a much more controlled nature — she knows that in
order to stay in power she needs to avoid further violence. The analysis of
desire in anger entails questions of moral character, cost-benefit calculation,
impulse regulation and seeking the best opportunity to act. The characters
are all, to a greater or lesser degree, able to weigh their immediate desires
for retaliation against longer term desires, such as achieving power.
Clytemnestra’s desire to avenge Iphigenia might be very strong, but one may
wonder whether she would have risked her position of power to fulfil it. The
tension between desire and rationality mentioned earlier re-emerges as a

central one when talking of the representation of anger in the trilogy.

the picture of Clytemnestra — it is always possible to say that hatred is also
present in her.
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3.1 Clytemnestra’s Desire for Revenge

| have established in the previous chapters that Clytemnestra’s
character is configured as angry at the chorus in the passages that | will be
analysing here.'% | take that analysis as a starting point for the present
discussion. My interest here is to explore how desire for punishment is
represented. The present discussion aims to shed light on (1) whether desire
is incorporated in the representation of anger and (2) how this happens. The
latter issue relates to questions such as the degree of explicitness of desire,
the metaphors used to convey it, the shape it takes, and how it might relate
to other emotions.

As mentioned above, the desire to harm Agamemnon as a way of
revenge appears in various forms in Clytemnestra’s portrayal. The way in
which desire appears as a relevant element in the characterisation of anger
in the Agamemnon follows a dramatic structure that goes from subtle
insinuations to explicit expressions. After having claimed that Troy had fallen
to the Greeks, Clytemnestra makes a series of ambiguous remarks about the
conditions for the army to get back safely (that is to say, not offending gods).
She skilfully uses conditionals that could be read either as hopes about the
events or as counter-factual statements about those same events. For
example, she states that if the winning army behaves properly without
offending any god, there should not be further dangers to be faced (Ag 338-
40):196

el & €U 0éBouot ToUg MoAloooUxoug Beolg

ToUG TAG ahouong yig Bedv B’ idpluara,

ol Ttav £AOVTEG auBig AvBaloiev Gv.

If she does not know that, on the contrary, the winning army has behaved

hubristically, she must at least be aware that that is the most likely situation.

195 See Chapter 1, pp. 73-8. Even though there is no strict causal relationship
between anger and overt violence, a desire for aggression, harm, or
destruction is usually involved in the emotion (Térestad, 1990).

196 And probably from wg & eUdaipoveg (Ag 336), as this may be an allusion
to the commonplace notion that nobody can be said to be happy until dead
(Rose, 1958, p. 29; Raeburn & Thomas, 2011, p. 107).
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While we do not know what exactly Clytemnestra knows, as discussed in
Chapter 1 (p. 70), she is portrayed as a well-informed queen who is not naive
about war. The same happens when she expresses the hope that the army
will not be greedy and take goods in excess, so they will not enrage the gods
and will have a safe return (Epwg d¢ pr TIg MPOTEPOV EUMITTIN OTPATR /
mopBelv A un xpn, KEpdeolv vikwuéEvoug Ag 341-2). Here she is, again,
playing with a hidden counter-factual; she either knows this is not the case
or hopes that it is not — the latter being Lloyd-Jones’ (1962, p. 193) and
Peradotto’s (1969a, p. 11) suggested interpretations. There is a further
ambiguity, for even if she is being honest in expressing hopes that the army
will be back safely, and Agamemnon with them, she has a ‘welcome’
prepared for him. After all, if Agamemnon dies on his way back, she will be
deprived of the opportunity to kill him in the specific way in which she wants
him to die. This is suggested by the last sequence of equivocal messages
when she points out that if the army returned without performing any
sacrilegious act, the pain of the dead would not be appeased (€ypnyopog
TO A TV OAWAOTWYV / YévolT dv Ag 346-7).197 Up to this point, she is
expressing the same type of veiled message as the previous lines — she is
giving conditions that most likely are not going to be met by the army and
that she probably does not want to be met. She links these conditions to the
appeasement of the dead, an ambiguous reference which could point either
to Iphigenia or to the Argives and Trojans deceased in war — the latter being
the interpretation that the chorus give (Denniston-Page ad loc). She is, thus,
giving a veiled warning that the dead will not be appeased. This warning is
strengthened by a further ambiguity as she adds ‘if no unexpected obstacle
emerges’ (el mpdomala un tuxot kakd Ag 347), which she knows to be what
in fact is going to happen. Furthermore, since the anger of the gods and that
of the dead require human agency as a rule, she is also hinting at her own

role as the agent of that anger.

197 In the same fashion, she will later say when persuading him to walk on
the tapestry, ‘may diké bring him [Agamemnon] into his home’ (Ag 911).
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The sequence of ambiguities just described presents Clytemnestra as
being almost friskily playful with the chorus as she waits for her husband’s
arrival. She speaks of the idea of him being punished with a level of
detachment and enjoyment that places her, from the very beginning of the
trilogy, as a treacherous woman waiting to kill her husband. Her
treacherousness is, therefore, constructed upon an understanding of her
ultimate desire to murder her husband, which is at the centre of the
conceptualisation of her anger. While from the perspective of the chorus the
ambiguity of her words increases a few lines later when she says that she
prefers Agamemnon’s homecoming to other blessings (MOAA@V yap
€00A@V TMVO oOvnolv eihounv Ag 350), from the perspective of the
audience the ambiguity decreases, showing clearly that she is taking
pleasure in thinking of the possibility of taking revenge.

Clytemnestra’s covert warnings regarding punishment will be echoed
by the herald who repeatedly speaks of retributive justice. He reports that
Agamemnon destroyed Troy with the mattock of Zeus the Avenger
(dkndpopog Ag 525)'% just before confirming Clytemnestra’s hidden hopes
that the Greek did actually not behave properly regarding the gods at Troy
(Bwpol &’ dlotol kal Bedv idpupata Ag 527).'%° The herald, in a seemingly
naive way, alternates this report about how the Greeks devastated Troy,
temples included, with remarks on the fact that gods do not forgive
sacrilegious acts. He even exemplifies this by showing that, as a matter of
retributive justice for a theft (0pAwv yap apraynig 1€ Kai KAotmg diknv Ag
534), Paris and his family had to pay double the price for the damage caused
and the affront to Zeus (dimA\G & €teloav Mplapidal 6apdptia Ag 537). This
example anticipates that Clytemnestra will strike Agamemnon in a parody of

a libation to Zeus. The herald, in his enthusiasm for being back home after

9% The connection between the herald’s words and Clytemnestra’s is
suggested by Goldhill (1984, p. 50).

199 Although the line has been doubted as spurious (Fraenkel ad loc; Rose,
1958, p. 41; Raeburn & Thomas (2011, p. 125), there are strong arguments
in favour of keeping it as authentic (LIoyd-Jones ad loc; Denniston-Page ad
loc; Raeburn & Thomas ad loc). As Peradotto (1969a, p. 11) has noted, the
line matches Clytemnestra’s words in Ag 399.
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war, shows his ignorance of the actual atmosphere that reigns in Argos. In
fact, as we know, in the palace an avenging wrath awaits (pipvel yap
doBepa TaAivopTtog / olkovouog doAia pvapwyv UARVIG TEKvVOTolVOg Ag
154-5), and in the city the angry talk of the people asks for retribution (Bapeia
O’ AoT@V $Aatig UV KOTW: / dnuokpavTtou & apdg Tivel Xpeog Ag 456-7;
ndoa yap noAg Bod Ag 1106). While the herald gives the information in a
way that conveys a reticence to talk about certain things, he still seems to
believe that he can present the war in a somewhat positive fashion to the
demos. His discourse proposes letting the harm suffered due to war go, on
account of the honour of winning it (Ag 567-73):200

T{ Ta0ta nevoelv del; mapoixetal Movog:

napoixetal 8¢, Tolol uev TEOVNKOCIV

TO MATOT aldBIg PNd’ AvaoTthivatl HEAELY.

NUiv 3¢ T01g Aotrololv Apyeiwv otpatol
The herald’s words might be an expression of his naiveté, but they might also
form part of a more strategic discourse about the need for being prepared to
forgive what has happened in the past and to look forward for the sake of the
city.?0! These words contrast with the more general idea, prevailing in
Clytemnestra’s perspective, that there is a residue from the past that cannot
simply be expelled, and whose consequences are still to come. The herald
is, thus, inadvertently providing the supplementary information that makes
Clytemnestra’s ambiguities clearer to the audience of the play. Furthermore,
she is open about her joy at the news brought by the herald, and says she
will receive her honourable husband in the best possible way (0rwg &’
dploTta TOV €UOV aidolov mooly / oreUow TAALY poAovTta dEEaabal Ag
600-1). She expresses herself with an irony that anticipates the erotic
element with which her crime will be configured later in the speech, making

the desiderative element of her anger clear. Her ‘welcome’ is explained by:

200 | follow Fraenkel’s and Denniston-Page’s editions in placing lines 570-2
after 573.

201 For an extensive discussion on the role of prohibitions against recalling
certain issues of the past in order to preserve the order of the polis, see
Loraux (2002).
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'what can be more pleasant for a woman than her husband’s arrival?’ (ti yap
/ yuvailki toUTtou ¢€yyog 1Ndlov Opakelv, / Ao otpateiagc avdpl
owoavtog Beol / mUAag avoi&ai; Ag 601-4). The erotic suggestion
becomes clearer as she tells the herald to pass on the message to her
husband that his wife is waiting at home as faithful as ever (yuvaika muotnv
Ag 606), not only a blatant lie, but also one that she seems to particularly
enjoy, as she repeats it when Agamemnon is back by saying that Orestes
represents the unbroken marital seal (kUplog Tuotwudtwyv Ag 878) — which
is untrue on more than one level as she has had Aegisthus as a lover. The
element of pleasure, which is strongly linked to desire, is at the centre of her
portrayal as the crime is about to happen, suggesting an element of mental
anticipation of it.

Similarly, there are several elements in Clytemnestra’s later speech
that indicate her enjoyment at recalling and describing to the chorus how she
killed Agamemnon and Cassandra. When she appears to the eyes of the
elders with the two corpses, she boasts success (oUtw & €mpa&a Ag 1380).
She does not feel any necessity to hide herself after what she has done, and
there is no element of shame or remorse. On the contrary, there is an
element of exhibitionism in her behaviour. She is happy to be seen with the
two corpses, and to speak out about how and why she killed without remorse.
It is this attitude that especially unsettles the chorus, as the first thing that
they express on seeing her with the two corpses is their repulsion at her
language and insolence (Baupdalopév cou YA@ooav, wg BpacloTtouog Ag
1399).

Despite the chorus’ expressions of shock and horror, Clytemnestra
continues to relate how she accomplished the murder giving details that
present her as a woman who has subjugated her husband in a denigrating
manner. She narrates how she trapped Agamemnon in such a way that he
could neither escape nor defend himself from his fate (wg unte pelyelv uNT’
aulveoBal poépov Ag 1381), ‘like a fish’ (bomep ixBUwv Ag 1382), in an
enormous garment (Gretpov (...) MAo0Tov eipatog kakov Ag 1382-3), like

a fishing net (augiBAnotpov Ag 1382). The imagery of the net has been
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connected with hunting, ritual and war (Lebeck, 1971, p. 63)2°2 suggesting a
parodic resemblance between Clytemnestra and a boastful hunter or
warrior.203 This imagery adds an element of pride to the portrayal of her
gratification at her success, that does not go unnoticed by the chorus who
are quick to condemn it (kounaZelg Adyov Ag 1400). The emphasis (three
adjectives and a substantive in apposition) placed by Clytemnestra on the
description of the artefact used for the murder suggest the importance of it,
as well as her contentment at how it worked — it was all around him
(meproTixiCw Ag 1383).204 Although she begins her narration providing those
elements that help the chorus and the audience of the play to understand
what went on inside the house, she is quickly (by line 1387) giving information
that is not needed for a simple statement of facts. Rather, the level of detail
and the specific imagery serve the additional purpose of recalling and
expressing her enjoyment at what she did. The description of Agamemnon
as a ‘trapped fish’ shows her satisfaction in having him under her power. This
is also clear from her remark that after making sure that Agamemnon had no
way to escape from her, she stabbed him twice, he cried twice, his legs gave
way, and she stabbed him again (Ag 1384-87):

naiw &€ viv dig: kav duolv olpwyuaoty

202 The image of the net has attracted a good deal of critical discussion due
to its centrality in the play. Lebeck (1971, p. 63) points out that the image of
the net and the hunt works by linking Agamemnon’s murder to the capture of
Troy. For other accounts of the net metaphor in the trilogy, see Stanford
(1942); Vernant & Vidal-Naquet (1990, pp. 141-59).

203 Stanford (1942, p. 26) notes that Aeschylus is drawing on Homer’s
description of Menelaus’ delight at being granted a prize at Patroclus’ funeral
games (/I XXIIl, 597-9). He also suggests (pp. 32-3) that Clytemnestra’s
words at 1382 may have been taken from Ibycus (fr. 7, 3-4), perverting the
original sense of the phrase.

204 Zeitlin (1965, p. 488) has argued that the emphasis on the net is an
example of how Aeschylus goes from a metaphorical expression (of
entanglement, in this case) to the concrete (the robe as a device for trapping
and killing). Zeitlin’s point is interesting since the net also acts as a concretion
of a metaphor for temporality and iteration in Clytemnestra’s anger. The net
marks for how long these ‘perforations’ have been prepared and refers back
to Clytemnestra’s previous words (Ag 867-8). For a dissenting opinion about
the role of the net in the lines 866-8, see Rosenmeyer (1982, p. 120).
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pEBNKeV aUuTo0 KOAQ: KAl METTTWKOTL

TpltnV €Mevdidwl, To0 Kata X6ovog

ALOG VEKPOV OWTHPOG eUKTAlav xaptv
It has been convincingly argued (Zeitlin, 1965, p. 464) that the third stab,
which is a metaphor for a perverted ritual, follows a pattern throughout the
trilogy.2°> However, there are other elements involved.2% The third stab, that
comes after Agamemnon has fallen, is unnecessary for the purpose of killing
him. lts gratuitous nature indicates the strength of her desire to destroy and
is the sign of the fulfilment of a long-lasting desire. Clytemnestra finally, in
her own way, makes Agamemnon receive as many perforations as needed
to be like the net, as she had earlier suggested with irony (Ag 867-8).

There is a somewhat adjacent but relevant feature that has been
consistently noted by commentators. The way in which Clytemnestra’s
narration is constructed has some rhetorical elements that make room for a
performance of the scene in which she can re-enact the murder. Two aspects
have been signalled in this regard. There are changes in the metre whose
best explanation is to alleviate the recitation of the passage (Fraenkel ad
1383, Denniston-Page ad loc agree) and help to convey a strong emotion
(Stanford, 1942, p. 121). The second aspect is the alternation of tenses
(while she is narrating something in the past, she sometimes uses the
present tense: as with meplotixiCw Ag 1383). The intercalation of tenses is
a known rhetorical device that places emphasis being placed on a certain
part of a narration (Denniston-Page ad loc).?°” As Fraenkel (ad 13883;
Denniston-Page agree) has insightfully suggested, ‘Clytemnestra lives and

acts the whole story again while she tells it’. The whole sequence of acts is

205 Here | follow Denniston-Page’s edition.

206 Zeitlin (1965, p. 496) has noted the characters in the Oresteia perform
their crimes with an attitude ‘which is appropriate to the spirit of joy which
attends a sacrifice to the gods’. However, this interpretation has certain
limitations since not all characters show the same level of joy at what they
have done. The case of Clytemnestra is also particular in that her joy includes
elements that are not present in a sacrifice, as | will discuss in the next
section.

207 Another example is op@uev (Ag 659), highlighting the most exciting part
in the recount of the storm.
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presented in a way in which an actor can perform them (Raeburn & Thomas,
2011, ad loc), and thus, re-enact the crime. Besides these rhetorical
elements being a good example of Aeschylus’ dramatic skills and
involvement with the performative aspects of tragedy, they indicate a
Clytemnestra who is engrossed in her story. Just after killing her husband
she recounts the facts in a way that suggests a re-enactment of the emotional
state in which she killed. After doing so, she adds ‘I glory in the deed’ (¢yw
O emeuyopal Ag 1394), making manifest what was already implicit in her

speech.208

3.2 Anger and the Erotic Imaginary

As delineated in the previous chapter (pp. 109-15), embodied
cognitive theory has helped pinpoint experiential aspects of anger through
the analysis of symbolic representations in the language of the trilogy. Lakoff
(1987, p. 395) has noted that the metaphorical use of appetite and
voraciousness is linked to the ‘opponent’ metaphor used for anger, where
the desire for f0ood?%°® metonymically stands for the demands of the subject
of anger.21% In Homer, Achilles’ anger at Patroclus’ death finds expression in
a desire to eat the one who caused it (Hector) raw (// 22.345-7); a similar
expression is found conveyed by Hecuba after the death of her son (//
24.200-16). In the Oresteia, the imagery of food is also connected to
vengeance and murder: Clytemnestra refers to Agamemnon as a ‘fish’ (Ag

1382), and to Cassandra as a ‘side-dish’ (mapoypwvnua Ag 1447); Orestes

208 For a quick discussion on the pleasure of reminiscence, see Davis (1982,
p. 250).

209 More precisely, it is cannibalism.

210 For a full discussion of the ‘opponent’ metaphor see Chapter 2, p. 114.
The premise at stake is that cognition depends upon the experience of
having a body with all its sensorimotor capacities. This is why our conceptual
apparatus reflects our sensorial experience (as well as psychological and
cultural experiences). The secretion of epinephrine that is part of anger
produces a feeling of excitement. A famous early experiment on emotions
showed how patients, when given a dose of dopamine, could not tell whether
they were experiencing anger or excitement (Schachter, S., Singer, J., &
Solomon, R. L., 1962).

156



‘sucks blood’ from her mother’s breasts (00T’ €v ydAakTL 6pouBov alpatog
ondoal Ch 533). Lakoff’s analysis also details how expressions of desire in
general, and sexual desire in particular, are metaphorically connected to both
anger and food.?" In ancient Greek literature, desire is often said to be ‘a
fire’.212 Taillardat (1962, pp. 159-61) argues that the metaphor ‘to be
consumed/burnt up’ (érutudopal) by desire is commonly used, and that in
Lysistrata (839 ff.) this ‘burning desire’ is related to cooking. Burning and
inflaming are used as metaphors applied to anger (1962, p. 187); the verb
guriuronut is often involved — for example Aristophanes’ Frogs’
gumpnobeiqg (859), pointing to orgé.2!3

The language used by Clytemnestra to describe the murder has a

number of elements that have an erotic tenor. It has been noted (O'Daly,

211 Examples of common imagery of sexual desire and anger present in
English: ‘battle of sex’, sex as war, ‘she’s devastating’, ‘dressed to kill’, ‘what
a bombshell’, ‘conquest’, ‘surrender’, ‘to be mad about/at’. Examples of
sexual desire and food: ‘meat’ (= sexually the desired object), ‘sexual
appetite’, ‘honey’, ‘sugar’, ‘she’s a dish’. In Spanish, ‘I ate someone’ can
stand for ‘| had sex with someone’; ‘tasty’ stands for ‘good-looking’ (the same
applies to Portuguese). ‘Fire’ and ‘hot’ metaphorically stand for both anger
and sex in English, as with ‘inflame’. Lloyd-Jones (1962, p. 193) reads that
‘in Clytemnestra’s mind the fire from Ida’ in the beacon speech is an allusion
to ‘the avenging fire of Zeus’. Gantz (1977, p. 33) suggests that the imagery
of fire in the trilogy is connected to Clytemnestra’s desire and revenge.

212 For double-meanings of food-vocabulary with erotic connotations, see
Henderson (1975, pp. 47-8) and Pulleyn (1997, p. 566). Although these uses
are attested in comedy, my point is that the conceptual connection between
the two is at least plausible in Aeschylus’ time.

213 For a discussion of Aristotle’s theory that anger, physiologically
considered, is a boiling in the area of the heart, see Renehan (1963, p. 62).
For uses of the ‘boil’ epitaph for anger and desire see Padel (1992, p. 116).
Allen (2000, p. 52) suggests that orgé refers not only to anger but also to
sexual passions. Allen (2003, p. 82) argues for a connection between the
cognate orgad and sexual desire and with ripe fruit or land. She draws
attention to the connection between orgé and fertility in Hippocrates. Harris
(2003, p. 122) denies the etymological connection suggested by Allen, but
acknowledges that ‘occasionally’ orgé and erds are linked, due to the fact
that both of them were considered as strong driving forces (or motivations)
behind human action, as things to be resisted by women, and because erés
frequently leads to angry emotions. Thumiger (2013, pp. 35-6) argues that
erds is used as a metaphor for an undetermined destructive passion in
tragedy.
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1985, pp. 6-10) that her use of words is not only persuasive and treacherous,
but that it also has a disturbing element of the perverted and blasphemous.
The disquieting aspect of her language has to do with erotic undertones
placed in contexts of murder. Clytemnestra herself is presented throughout
the Oresteia as an overtly eroticised character, which is in turn helped by the
knowledge of her sexual involvement with Aegisthus already insinuated in
the beacon speech.?'* The chorus of slave-women speak of Clytemnestra’s
all-daring passion (mavtoApoug €pwtag Ch 597) and of desire that should
not be desired?'® that overpowers women (BNAUKPATNG ATEPWTOG EPWCS
rnapavik@ Ch 600). This characterisation of Clytemnestra is strongly
connected to her dominant character and her enjoyment of power (Zeitlin,
1965; Foley, 2001). The language of the Oresteia plays around that triad —
sexual desire, revenge, will to power — particularly in reference to
Clytemnestra. Although this triad is not necessarily connected to anger, it
acquires particular preponderance in the scene that follows Agamemnon’s
death, which is a scene, as previously shown, charged with anger. In what
follows, | argue that the representation of Clytemnestra’s anger is importantly
informed by erotic imagery, as when she talks of her desire to lick blood
(Epwg aipatoloixog Ag 1478).216 This responds to a conceptualisation of
the emotion that incorporates pleasure and desire, and that it is part of a non-
arbitrary pattern coherent with the experience of the emotion.

As | argued with regard to Clytemnestra’s expressions of desire for
revenge, her hedonistic and erotic undertones begin as insinuations, but
become more explicit expressions. The language she uses to state that she

is not ashamed of recognising her past lies (oUk €naioxuvlnooual Ag

214 Harry (1930, pp. 53-6) noted a sensual tone already present in
Clytemnestra’s account of the tour of the light announcing Agamemnon’s
homecoming. He argues for keeping the xapi¢eabal (Ag 304) in the text, as
in conveying this sense of sensuality it is coherent with the preceding mpog
ndovnyv (Ag 287). The text, however, is highly corrupted.

215 For text and interpretation, see Garvie ad loc, who argues that
aneépwToq £pwg, here with a pejorative sense, is an oxymoron equivalent
to others found in Greek tragedy.

216 For a similar argument, see Thumiger (2013, p. 38).
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1373), carries a certain sexual connotation, as it commonly refers to a
transgression of the norms of behaviour and specifically sexual behaviour
when applied to a woman (Goldhill, 1984, p. 89, 2004).2'7 Furthermore, it
echoes her previous exchange with the herald, when she asserts that her
words are truthful and virtuous as they correspond to an honourable wife
(THq aAnBeiag YEpwV / OUK aioxpog wg yuvalki yevvaia Aakelv Ag 613-
4),21® which comes just after she has spoken of not knowing of the enjoyment
of any other man during Agamemnon’s absence (o0& oida Tépyiv oUd’
eniyoyov ¢pativ / dAAou mpog avdpog Ag 610-11). The ironical touch of
that ‘truth’ is, thus, made explicit by ‘saying the opposite’ (tdvavt( einelv Ag
1373), or openly contradicting what she had previously said, in front of the
elders. This last gesture of defiance and dismissal of the chorus advances
the sense of empowerment that she will rejoice in while talking of
Agamemnon’s death.

The account of the events that follows conveys her satisfaction at
having Agamemnon under her power by contrasting his passivity and inability
to react with her own actions: he was trapped before she attacked him (Ag
1381); he sank down before she gave the third stab (Ag 1385);2'° he fell
before she received a spurt of his blood (Ag 1388).22° The way in which she

presents the facts indicates a feeling of triumph that is suggested by the

217 For a discussion on Clytemnestra’s as well as other characters’lies in the
Oresteia, see Pontani (2007).

218 These lines appear in the manuscript as pertaining to the chorus, but it
has been widely agreed (Fraenkel ad loc, Lloyd-Jones ad loc, Denniston-
Page ad loc) that they must pertain to Clytemnestra.

219 As Fraenkel ad loc notes, autod is not an expendable addition. It indicates
that Agamemnon ‘sank down there after the two blows without being able to
move from the spot’.

220 The denigrating aspect of Agamemnon lying in the bathtub has been
highlighted by O’Daly (1985, p. 4). We learn from Orestes (Ch 479) how
humiliating this is. Clytemnestra’s enjoyment of this death is still present in
the Choephoroi. Her offering the strangers a bath and a bed in accordance
with the house (Ch 670) carries an irony. Most notoriously, she insists on
playing with double meaning in speaking of guests who ought to receive their
due (Ch 710-4). Roth (1993, p. 9) notes that this may be an unconscious
reference to what she has done, while at the same time a dramatic irony with
respect to what she is going to receive.
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image of ‘hunting’ brought in with the net. The vocabulary that she uses to
portray this last scene (oUtw TOV auTtol BUNOV Oppaivel Ag 1388) takes
similar idioms from the lliad, carrying military imagery (Fraenkel ad loc).2?
As considered above, her narration of Agamemnon’s murder ends
with a transfiguration of the third stab as if it were a votive offering to Zeus
(Alog vekpVv owTfipog eukTaiav xdpwv Ag 1387), analogising the third
libation to a fulfilment of revenge (Zeitlin, 1965). The pleasure of this
fulfilment in relation to Zeus is complemented with a sexual tenor when
illustrating how she received Agamemnon’s blood (Foley, 2001, p. 204;
O’Daly, 1985, p. 10).222 In her account, after expelling his soul, Agamemnon
gave a sharp spurt of blood that she received like a dark shower (mecwv /
Kakpuoldv o&elav aipatog opaynyv / BAAAeL W EpepvE Pakadt polviag
dpboou Ag 1388-90).223 Clytemnestra makes it explicit that the shower
caused her pleasure and that the enjoyment of receiving a rain of
Agamemnon’s blood is connected with images of life, fecundity, birth,
nurture, growth, as well as with death and revenge.?®* She renders the
shower as such a pleasurable experience that she compares it to the joy of

the crops receiving Zeus’ moisture and to giving birth (xaipoucav oUdev

221 Moles (1979, p. 184) agrees and stresses the metaphorical use of ‘battle’
for sex.

222 Zeitlin (1965, p. 496) connects the exultation felt by Clytemnestra at the
crime to the ‘spirit of joy which attends a sacrifice to the gods’ — a spirit of joy
which is absent from Orestes’ doom. Zeitlin contrasts Clytemnestra’s self-
deceit (which consists in not realising that the pleasure of vengeance will be
short, and it will bring more pain, something that the chorus know well) with
Orestes’ awareness that the price of vengeance is pollution. Moles (1979, p.
180) stresses that the unnaturalness of Clytemnestra is also shown by the
contrast between the implicit association of joy with the image of a
conjunction between Earth and Sky.

223 Moles (1979, pp. 184-5) has argued for an interpretation of the passage
as an ejaculation of dark blood. Pulleyn (1997, p. 565) agrees. However,
O’Daly (1985) has given compelling arguments to doubt this interpretation,
or to ascribe to Clytemnestra the intention of giving her words that meaning.
O’Daly does not deny the erotic tenor in Clytemnestra’s words altogether, but
thinks they are sexualised in a different way.

224 For association between reaping a good harvest (BepiCw), blood
(BpoTtoug) and destruction in Aeschylus, see Supp 636. Moles (1979, p. 182)
considers some mythical fertilising properties of blood.
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Nooov f) 510086Tw / Yavel oTiopNnTog KAAUKOG €v AoxeUpaaoiv® Ag 1391-
2).2%6 With the strong sexual hints here it is not surprising that some scholars
have sought a more graphic and physiologically literal interpretation of the
image of her enjoyment.??” However, the relevant question here is not so
much about the precise allusion to sex at stake, but about the relationship
between this joy, with its erotic tonalities, and the satisfaction of her longheld
anger.

Clytemnestra’s reference to pleasure and murder also applies to
Cassandra, who is said to be a side-dish to her luxurious bed (¢uol &
grmyayev / e0vig mapoywvnua NG €URQ XANRG Ag 1446-7).228 This
passage has also received attention for its ambiguity and for the problematic
nature of vocabulary employed.?® Fraenkel (ad loc) has doubts about the
authenticity of eunés because Clytemnestra must be saying that Cassandra
enhanced Clytemnestra’s own pleasure, which he thinks makes little

sense.?®0 O’Daly (1985, p. 14) agrees that the statement has ‘inarticulate

225 For a discussion on the metaphorical allusion of AoxeUpaoiv with
KaAukog, see Morgan (1992), interpreting the pleasure as connected to
giving birth rather than to ejaculation.

226 This expression of pleasure (Ag 1391-2) alludes to lliad 23.597 (Fraenkel
ad loc; Denniston-Page ad loc), transfiguring an image of joy and life into one
of fierce killing.

227 Moles (1979, p. 181) notes that sowing imagery (omopnTog) is also used
to refer to sexual intercourse. His point that there is a certain irony in the
passage with regards to the idealisation of the joy of the sexual encounter
between spouses separated for a long time — the ‘sexual’ encounter is rather
different between these spouses.

228 For uses of ‘bed’ connoting sex, see Sander (2013, p. 136). ltis a standard
metonymy in Greek tragedy.

229 One source of discussion is whether Agamemnon brought this luxury or
Cassandra either of them can be the subject of érmyayev. Fraenkel ad loc
thinks it is Cassandra, Denniston-Page ad loc and Pulleyn (1997) remain
indecisive, Lloyd-Jones ad loc translates Agamemnon as the subject, and
Willi (2002, p. 157) agrees with the latter. Lloyd-Jones translates
‘Agamemnon’s bed’ but does not provide a justification for this. Fraenkel’s
interpretation seems the one that makes more sense since Cassandra has
been the subject in the previous lines and there is no indication of a change
of subject.

230 Fraenkel gives, as a second argument for doubting the word, that ‘it is
difficult to imagine Clytemnestra speaking of the joys of her bed’ as ‘she
remains the queen’. Yet this, as Lloyd-Jones ad loc points out, seems to be
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meaning’, however his suggestion seems even more convoluted.?®' The
passage makes perfect sense, rendering it as Fraenkel suggests, but without
taking eunés out: Cassandra brought pleasure to Clytemnestra’s bed —
meaning she enjoyed Cassandra in the same way in which she enjoyed
Agamemnon: denigrating and murdering her.232 Revenge, in Clytemnestra’s
mind, is conceptually associated with erotic pleasure.

The denigrating way in which she refers to Cassandra as the captive
prophetess and yet the one who suits both Agamemnon and the sailors
(6eodpatnAdyog / Tuotn EUveuvog, vauTidwyv de oeApdtwy / (0oTPIRNG
Ag 1441-3) is part of her enjoyment. Despite arguments over the precise

connotation of isotribés here,?3 it is in many contexts a phallic word related

an insufficient reason to reject the term. Fraenkel's very conclusion, that her
lust is not sexual but for revenge, is a good example of how in modern
English we (unconsciously) employ a sexual metaphor for anger. Raeburn
&Thomas (2011, ad loc) think that the sense of the passage is that
Clytemnestra will be able to enjoy sex with Aegisthus better once she has
killed Agamemnon (however it is not clear how this would apply to
Cassandra).

231 Eunés taken objectively, translating ‘delight in me’ (that is to say,
Cassandra brought a side-dish to our bed, an addition to my charms). Willi’s
(2002, p. 157) solution, that TAg €urig xAdNq refers to Clytemnestra as the
one who provides pleasure rather than the one who gets it (with hints of a
ménage a trois) is not compelling.

232 Pulleyn (1997, pp. 565-6) has suggested that Clytemnestra is actually
saying that she obtained sexual pleasure — the sexual pleasure that
Agamemnon expected to obtain from Cassandra — in killing her. Similarly,
Debnar (2010, p. 137) proposes that Clytemnestra, ‘whose blood-lust is
equated with sexual appetite’, metaphorically rapes Cassandra. While |
agree about the metaphorical use of ‘sex’ to express the experience of
revenge, my suggestion is that this is due to the way in which our conceptual
system is grounded in our bodies. This is rather different from saying that
Clytemnestra is expressing that she obtained sexual pleasure or that she
‘metaphorically raped’ Cassandra.

233 Young (1964, p. 2), Koniaris (1980) and Tyrrell (1980) have argued for
the plausibility of the word having acquired some obscene connotation like
‘rubbing Agamemnon’s erection’ in this scene. They both believe that
isotribés originally pertained to male harbour jargon, which would be
coherent with Clytemnestra’s knowledge of the route from Troy to Argos, and
with her stereotyped manliness. This view is followed by Willi (2002, p. 155),
who provides compelling evidence about the use of vocabulary associated
with comedy in the trilogy. Contrary to this interpretation, Neitzel (1984) and
O’Daly (1985, p. 13) argue that Clytemnestra is attempting to denigrate
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to agricultural and nautical uses of sexual imagery.?3* Clytemnestra is clearly
referring to Cassandra in a denigrating way, comparing her with Agamemnon
both with regards to their sexual behaviour and to their death. In both cases,
the pleasure in punishing is related to having power over the one they want
to punish.

The iteration of the vocabulary of lust in relation to punishment,
denigration, and death continues, for example, in the comparison between
Helen and Clytemnestra in their destructiveness and lustfulness.?® It is
interesting to note that when Clytemnestra says that her lust for blood comes
from the spirit that assails the family (¢ék To0 yap €pwg aipatoAolxog /
velpa Tpepetal Ag 1478-9), evoking the image of an open wound that does
not heal (mpiv kataAf&at / 10 maAatov axog, véog ixwp Ag 1479-80), she
is not only connecting bloodshed with pleasure but also with pain. The fact
that the chorus reply to her words, acknowledging that it is indeed a spirit of
wrath (daipova kai Bapuunviv aiveig Ag 1482), makes explicit that anger
is connected to these pleasures and pains. The notion that anger and
retribution about something that has not been resolved in the past are
connected to a strong desire to retaliate will also be expressed in the form of

the Alastor and the Erinyes.

3.3 The Erinyes’ Desire for Retaliation

The Erinyes’ anger represents, in important respects, a continuation
of Clytemnestra’s, and is consistent with the idea that desire is a fundamental
element. In the trilogy, their anger is characterised by a desire to exact
indiscriminate revenge and to destroy to an unparalleled degree. They
threaten Apollo with their being grievous company for the land when

dishonoured (kai unv Bapeiav TAVO OUIAiav xBovog / EUNBOUAOG eiplL

Cassandra, but that isotribés does not carry the connotation proposed by
Koniaris and Tyrrell.

234 See Borthwick (1981, p. 2). Contra, Fraenkel ad loc; Lloyd-Jones (1978).
2% For a general discussion of an understated presence of erds, in
connection to até and huabris in Aeschylus, see Serra (2002). The image can
be seen in Aeschylus’ Suppliants under the shape of lascivious Ares
(ubxAov "Apn 635).
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pMNdau®dg atipdoal Eu 711-2; similarly, Eu 719-20), implying that its people
will pay for the dishonour that they might receive from the young gods. The
threat is further strengthened after they know the result of the vote. They say
they will release poison (i0v Eu 782), causing retributive grief (avtineven Eu
782), infertility (Adopov Eu 784; dtekvog Eu 785), and a fatal-to-human
stain (BpotodpBOpoug KNAdag Eu 787). The image of the effects of the
Erinyes’ anger is a counterpart to Clytemnestra’s enjoyment of
Agamemnon’s death. While the evocation of fecundity is part of the avenger’s
pleasure in the satisfaction of desire, the evocation of infertility accompanies
the effect of anger on others. In the words of Apollo, the Erinyes themselves
embody infertility as they are old maidens and no god or human wants to
have intercourse with them (Urnvw mecoloal &' ai katarruotol kopal, /
ypatat TaAatai maideg, aic o peiyvutat/ Be®v TIC 0Ud AvBpwTIOG 0UdE
Bnp mnote Eu 68-70); the opposite of Clytemnestra. The theme of infertility is
strengthened by the repetition of words related to soil or land (ya Eu 781;
xBovi Eu 783; mhoutoxBwv Eu 947) in relation to their vengeance and by
their later promise of not affecting its fertility (Eu 938-48).

This portrayal of the Erinyes as creatures threatening to bring infertility
is complementary to that of them as desiring vengeance (6pyav mowvag Eu
981) and relishing human blood (6oun Bpoteiwv aipdtwyv pe pooyeAd Eu
253). Cassandra presents them not only as drinkers of blood (menwkwg (...)
BpoTtelov aipa Ag 1189), but as luxuriating in blood (k@uog Ag 1189) and
being filled with boldness by it (BpacUveoBal TAéov Ag 1188). The Erinyes
refer to Orestes as food (Booknua daipdévwv Eu 302), and as a feast
(daivuptl Eu 305), implying that they find it pleasurable to hunt him (like
Clytemnestra, they are also hounds), and eat him. The pleasure involved in
punishing is visceral in kind, almost as if it were the alleviation of a need, as
they ‘sup greedily up’ (pod€éw Eu 264). The oxymoron they use, that his
undrinkable or unpalatable blood nourishes them (aro 8¢ co0 / pepoipav
Bookav nwuatog duotdTou Eu 266), reflects the notion of anger involving

a desire for ‘undrinkable’ things that has been at play during the trilogy.

164



3.4 Conclusions

As we have seen, anger is not merely a matter of perception and
evaluation. It also has an appetitive element; it is a drive. And the satisfaction
of this appetititve element involves pleasure, whether this is expressed or
experienced in anticipation or in consummation. Aristotle recognises the
importance of the appetitive element as a motivator of action in De Anima
and pleasure as the object of the desire in his account of anger in
Nicomachean Ethics. This aspect of anger plays a prominent role in
Aeschylus’ representation of anger in the Oresteia. Sometimes the desire for
punishment or revenge are made explicit in their connection to anger.
However, Aeschylus’ use of metaphor, narrative and dramatic irony proves
a very effective way of mirroring the inner life of the individual and
representing obliquely the operation (as distinct from the causation) of the
emotion. It is in the latter case that the body becomes manifest, as a lived

experiential structure, in the representation of emotions.
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Chapter 4

Anger as a Social Phenomenon

The previous chapters have looked at the dramatic representation of
anger in the Oresteia, treating the emotion mainly as a mental and primarily
internal experience which is predominantly understood as a function of the
subjects of the emotion, their perceptions of reality, their beliefs, and their
desires. As noted in the introduction (p. 47), anger is also a social experience.
It is not only a function of individuals but, importantly, also a function of the
social environment in which it takes place. 236 This chapter investigates the
dramatisation of anger approached as a socially embedded phenomenon,
not only in the sense that it responds to social norms and systems of belief,
but also in the stronger sense that it is continuously affected by and
generated in a social environment.?3” The chapter will address two main
questions: (1) the apparent dichotomy between considering anger as a social
phenomenon and as an f‘inner’ phenomenon of individuals; (2) the
representation of anger as an entity that possesses its subjects and, in some

way, isolates them from society. Continuing with the methodology used in

236 For certain authors in psychoanalysis, the social context has also been
granted as a fundamental aspect for the human psyche. As Alford (1990, p.
180) has acknowledged: ‘[Melanie] Klein makes relationships, rather than
drives, primary. In so doing, Klein provides support to those who would
challenge social theories based on the Freudian assumption — itself evidently
an expression of the liberal individualism of the Enlightenment — that
individuals are driven monads, using others merely as objects to meet their
needs’.

237 | am therefore not only acknowledging Konstan’s (2003) idea that anger
in Greek literature implies a social arena, but also taking it further in line with
perspectives from social psychology — see for example Smith, Fischer,
Vignoles & Bond (2013). Gill (1996, 8, 43-4, 68, 71-2) has extensively argued
that Aristotle’s ethics presuppose an individual within a community; a point
that Nussbaum (2013) has also made. The adoption of the right disposition
by means of education is shaped by the community in which the individual
partakes. This external regulation does not invalidate the claim that emotions
were perceived as internal phenomena for it points to the level of foundation
of the Aristotelian ethics in which the telos of human life is understood within
a community.
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the previous chapters, | will be paying special attention to the metaphors and
symbolic representations present in literary depictions of anger. Two
arguments will be at the centre of this discussion. One will contend that the
representation of anger in the Oresteia gives account of both aspects of the
emotion: the interactive one ruled by social codes and the interior one related
to how the emotion is physically and mentally experienced. It is also
suggested by the text that these two aspects are internalised as a holistic
experience. The other argument will see the trilogy conveying a paradoxical
aspect of anger. While the emotion serves a social purpose, it has an
isolating effect on the individual.

Framing anger as a social phenomenon presumes that it can be
experienced and conceptualised as involving multiple agents and developing
in a complex situation involving various environmental factors. The idea that
anger serves a social purpose that needs not be conscious has received
attention from different disciplines, ranging from cognitive and evolutionary
theories to empirical and anthropological findings (Sober & Wilson, 1999, p.
22; Lindholm, 2007, p. 37; Briggs, 2010, p. 63). Anger has been largely
understood as a social tool for setting boundaries and denouncing what is
considered abusive or wrong (Travis 1989).238 In addition, Solomon (1973,
pp. 32-4) proposes the idea of emotions as actions, conceptualised as
reactions to events, in contrast to the traditional idea of emotions as
occurrences, conceptualised as caused by events. This view provides a
framework in which anger is typically, if not necessarily, a reaction to
something (the intentional object of the emotions as discussed in Chapter 2,
pp. 104-5). This view therefore presupposes a sense of pertaining to a social
environment whose rules of behaviour become subverted in some respect.

Solomon (1973, p. 33; 2002, pp. 135-6) argues that anger should be

238 On the strategic role of emotions and how anger can be useful in conflict
resolution from the perspective of Game Theory and Evolution, see Frank
(1988).
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understood fundamentally in relation to its purpose for human interactions
since it presupposes a social environment with a set of rules.3°

Anger, conceived as an interactive progression, plays the social role
of a transaction, or a channel of communication between subjects. These
considerations provide a tool to explore the representation of anger in Greek
tragedy in greater depth. It also allows us to explore how this notion of anger
might be compatible with an understanding of the emotion as a personal
experience which is fundamentally dependent on the individual’s mind and
body. The relevance of exploring anger in the Oresteia through this lens lies
in that we are talking of a genre that is largely concerned with intersubjective
situations. Social psychology recognises emotions as depending on systems
of interactions rather than on individuals, which is also a key concern in
tragedy. There are various angles from which one can look at anger as a
social phenomenon. the idea that anger can be stimulated and manipulated
suggests expectations about our ability to influence others’ mind-states. This
is an indication not only of a sense of agency, but also of ideas about
behaviour and emotional processes — the characters in the play operate with
a certain conception of how others’ minds work. This chapter focuses on
anger understood as a function of the environment and of systems of
interactions. Gender will be a key aspect in this discussion. It will also
consider anger as subjected to notions of social hierarchies, posing a
challenge to the view held in recent scholarship that anger is strongly

associated with a certain social status.

239 Similarly, Travis (1982, p. 49) describes anger as serving the culture’s
rules. She conceives anger as the reaction to someone who breaks those
rules, and as determined by the belief that the damage caused can be
restored by some retaliatory act. For the idea of anger as a social
phenomenon and serving an evolutionary purpose, see also Sober & Wilson
(1999).
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4.1 Two methodological remarks

4.1.1 Speech-acts
The view that language can be understood as a system that operates

deductively, in which meaning is uniquely given by semantics and a set of
rules (grammar), has received repeated criticism in pragmatic and socially-
oriented approaches to language. For example, Austin’s (1975) and Searle’s
(1979) speech-act theories consider language as having three different
functions: locutionary (to mean something); illocutionary (to create what is
meant, as resigning with a ‘l resign’); and perlocutionary (to create something
different but related to what is meant, as making people run with a ‘Fire!’).240
It is important to bear in mind that while semantics is concerned with the
content of an act of speech, performativity is concerned with its illocutionary
force, which is a function of the specific context in which a sentence is
uttered. For ‘you’re standing on my foot’ uttered in the London tube to be
understood as ‘get off my foot’ and not as a mere report, the hearer must
infer the intention of the speaker, and this is not only a matter of the semantic
content of the statement, but of certain conventions and assumptions related
to communication. In this case, ‘performative’ means that the statement is
active and affects the environment in which it is uttered, even when it has the
form of a proposition. For this generative and consequential dimension of
language there needs to be a speaker who relies upon certain conventions
that give advocacy to the act —for ‘| do’ to be the act of marriage, it has to be
uttered in a certain occasion in front of the necessary people. According to
this view, language acquires specific functions depending on the
circumstances — utterance being a fundamental one — whereas the weight of
semantic definitions lessens when establishing the meaning of a sentence.

Speech-act theories presume interactions between speaker and his

240 | am explicitly restricting the understanding of performativity to Austin’s
and Searle’s view. Later developments of the theory tend to regard all acts
of speech as speech acts — | do not agree with (or find helpful) that view for
my purpose here.
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addressees and thus has a strong social implication, such as awareness and
anticipation of receivers and reactions to utterance.

As Martin (1989, p. 146) has pointed out, Homeric poetry anticipates
performative theories of languages ‘in treating speech as act, part of an
economy in which talk about one's action is as important as deeds
themselves’. When referring to the type of words that a character utters as
‘winged’ or ‘provocative’, Homer is showing awareness of how speech can
have a variety of functions that go beyond isolated semantic considerations.
In Homeric epics, words openly convey the intention and the effect that they
produce in their environment. We do not normally find the same meta-
language of speech indicating the intention with which words are uttered in
Aeschylus.?*' The genre does not have the same need of them, given the
absence of a narrator and performance being achieved mainly by means of
acting, singing and dancing. As | will discuss, in Aeschylus, nevertheless, we
also find some acknowledgment of a performative aspect of language. It is
essential to his plays that the words uttered by his characters act upon, and
affect, both the internal audience and the external one. Acknowledging a
performative function in language is especially relevant to Greek tragedy,
which is a genre in which linguistic interaction is central: words are the
primary, and sometimes sole, medium of interaction between characters and
the main way in which they affect situational change.

Furthermore, the effect of words on both the internal and external
audience is fundamental in Aeschylus. He belongs to a culture in which
orality is central to many cultural institutions. As a consequence of this, they
show an awareness of the relationship between the audience and the spoken
word that is an important part of a tradition involving different genres, poetry
among them. One way in which this performative power of words upon the

audience is evidenced in the text is through irony.?*? Searle (1979, p. 77)

241 An exception in the trilogy: ‘bearers of charming words’ (BeAktnpioug /
MUBoug €xovteg Eu 81-2), and very similar Supp 1004.

242 On Aristotle’s account (EN 4.7), irony is a sort of self-deprecative
dissimulation. The words are deceptive to the interlocutors but not to those
in the know, and can, thus, lead to opposite interpretations. From a
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points out that many speech acts are instances of a break between the
speaker-meaning?* and the literal meaning. This is the case with irony,
where what the speaker means is not the same as what the sentence means
literally but is, in various ways, dependent on that. According to Searle’s
analysis (1979, p. 113), irony works because the utterance is such that, taken
literally, it is obviously inappropriate to the situation, leading to a
reinterpretation of it — the most typical reinterpretation being the one that
takes the speaker-meaning as opposite of the literal one.

What has been traditionally called ‘tragic irony’ works in a slightly
different way. The writer makes the speaker mean something for the internal
audience and another thing for the external audience. Hence the external
audience needs to understand both meanings for the irony to be effective.
Language in this situation, beyond carrying a certain meaning, will depend
on the illocutionary force which the statement wields, and thus with the ability
to act upon the audience. It is therefore clear that tragic irony has a
performative dimension. Even though in tragedy the spectators are not
directly addressed or acknowledged, as in comedy, they are nonetheless
moved to cohere as an audience with some basic shared knowledge and
expectations. This is possible, among other reasons, because the spectator
is reminded of the simultaneity of the real and fictional experiences involved
in theatre through this break between the speaker-meaning and the literal
meaning. This awareness is activated, for example, by a reminder that they
all know what is about to happen in the play. Thus, when Clytemnestra,
receiving her husband, comments that if he had been stabbed as many times

as it had been reported to her, he would now have as many holes as a net

psychoanalytical perspective, this type of irony allows the sufferers to
express their feelings without having to face the repercussions of that
expression (Antze, 2003, p. 114), for example giving signs of anger that can
be interpreted in a different way. Zeitlin (1985, p. 75) argues that tragic irony
is a typical characterization of women, and that irony is ‘tragedy’s
characteristic trope’ in which different levels of knowledge and ignorance
operate at the same time.

243 That is to say, the meaning of the word intended by the speaker.
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(TéTpnTal dikTUoU TAEOV Aéyelv Ag 868),244 her speech has one function
with respect to the internal audience, and a different one with respect to the
external audience.?*® For the latter, her language is not only descriptive, but
also gives continuity and congruence to the play, foreshadowing the plan for
the murder. Furthermore, it is conveying a non-explicit intention — even in the
case that the audience still have doubts about what is going to come next, it
generates suspense and anticipation. In this sense, Clytemnestra’s words
have an active role that goes beyond the illocutionary one.

Akin to the understanding of tragic irony, the performative theories of
language mentioned above serve as a way to unmask the force of a
statement when uttered by considering its context. Threats, for example,
depend to a large extent on the illocutionary force of the speech: ‘You don’t
want to go’, depending on the context and on the force with which it is uttered,
might be a report, a suggestion or a threat. If ‘take it as a threat’ is added on,
the speech act is evidenced as such by the illocutionary verb — a necessary
feature of effective threats is that the listener understands that she is being
threatened. For the speech act to be successful some felicity conditions are
required, as for example the belief that the one who threatens has the means
to affect the threatened one. Normally, a threat is expected to have a
perlocutionary effect — to stop someone from doing something, for example.
This approach will help us to read the dynamics of anger in the interaction
between Clytemnestra and the chorus, where a number of veiled threats play

an important role.

244 Stanford (1942, p. 120) sees this as ‘a touch of sadistic humour'.
Rosenmeyer (1982, pp. 122-39) has drawn attention to Clytemnestra’s words
as a simile that turns into metaphor, when playing with the ‘as’ ‘like’ ‘so’ and
‘and’ that syntactically work as a simile turning obscure what she says. For
other examples of Clytemnestra’s ironies, see Roth (1993, p. 9).

245 | ebeck (1971, p. 63) points out that the image of the net and the hunt
works by linking Agamemnon’s murder to the capture of Troy. Zeitlin (1965,
p. 488) takes this passage as an example of how Aeschylus goes from a
metaphorical expression (of entanglement in this case) to the concrete: the
robe as a device for killing. For a dissenting opinion about the role of the net,
see Rosenmeyer (1982, p. 120).
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4.1.2 Anger as a ‘Transaction’

As discussed in Chapter 2 (p. 104), the human cognitive apparatus is
grounded in bodily experience. For this reason, the way in which emotions
are conceptualized is permeated by metaphors and symbolic
representations that articulate, consciously or not, our bodily experience.
Within this framework, | have been following Lakoff’s ‘opponent’ metaphor
(1987, pp. 392-4) to designate a variety of symbolic representations used to
conceptualise anger. This notion conveys notions such as anger taking hold
of us, being difficult to appease, and imposing demands over others. This
last idea can take the form of a transaction — an apology is in some cases
the ‘price to pay’ as a way of calming the other’s anger. This relates to a
widely shared perception that one cannot or should not forgive without
receiving an apology, which helps to keep social cohesion (Travis, 1989). As
| will discuss, in Homer, we find explicit conceptualisations of the emotion as
moments of transactions, in which certain demands and conditions are
placed. The subjects are then faced with the dichotomy of controlling their
anger or experiencing something like falling under its power. These Homeric
representations, | will argue in the next section, bear symbolic
understandings of anger as an ‘opponent’ in Lakoff’s sense. Moreover, they

provide a literary precedent for similar representations found in the Oresteia.

4.2 Anger and Society in Homer

This section argues that the representation of anger in Homer can be
read both as an internally and an externally generated phenomenon. | also
argue that in either case there is a perceived reduction in the subject’s
agency. | will start by contextualising the emotion in relation to certain
Homeric values, and then discuss two different but similar apparent
dichotomies related to anger. The first presents anger as conceived either as
a social experience or as an inner experience. the second sees anger either
as a function of an interaction or as a function of the subject.

Given the importance attributed to timé in Greek culture, as attested

by Homer and many other sources, the sense of losing one’s prize is a highly
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disruptive situation for the subject.?*¢ The ample semantic spectrum of the
term, which encompasses a certain position in society (it is connected to
notions of honour, status, prestige, privilege, dignity, worth, belonging,
deference, and also price) indicates the enormous range of social institutions
and practices associated with it (Cairns, 2015, p. 645). The connection
between anger and anxieties about losing timé, repeatedly attested by Greek
literature, already places the emotion in a social environment.?4” The
reference to honour when analysing anger brings together a number of
features that have been discussed in other chapters of this thesis, such as
the judgment that one’s timé has suffered an offence and the desire to
respond in a retributive way to that offence. In addition, when looking at anger
in Homer, considering the emotion as a system of interactions, we see that
it is richly permeated with symbolic features that enlarge their understanding
as individual events.

When Achilles says that anger increases like smoke in the breast of
men (kai x6Aog, 0¢ T €pénke MOAUPpovd mep xaAermval, / 0G Te TIOAU
YAUKiwV HEALTOG KaTaAEIBopEVOLo / AvdpdV v oTABeoOLY asEeTat ite
karvog /1 18.108-10), he points to an understanding of anger as an interior
state.?*® A similar image of anger as an entity that spreads through the breast
is found in Sappho: okidvapévag €v otnBeolv dpyag mepUAaxbal
vYA®@ooav payuldkav (Fr. 126 Diehl = 158 Voigt). Stéthos denotes a

physiological place connected to life; it is where warriors receive mortal stabs

246 Chapter 1 (p. 66) discussed the relationship between honour and anger
in Greek culture. As Dodds (1951, p. 17) points out, the enjoyment of timé is
one of man’s highest goods in Homeric society. This is still present in
Aristotle’s discussion of what the most valuable thing for men is, in NE, where
he argues against considering honour and wealth as the highest values as
most people think (ol pev yap TQV Evapy®v TL Kal pavep@v, olov AOOVTV
n modTov 1 Tunv, dAot & dAAo 1595a23-4). For a slightly different view
on values in Homeric society, see Adkins (1970, p. 74).

247 Timé is not just something that can be lost but also something that can be
acknowledged and awarded mutually, and failure in this respect is also a
source for anger, as discussed in Chapter 1.

248 As it will be clear, this is not to say that he only regards anger as an interior
state. Walsh (2005, pp. 127-39), following Holoka (1983), discusses the
patterns in which Homeric chdélos emerges, is magnified, and diminishes.
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in battle (//5.19; 115.41; 1/ 8.326), and is also referred to as the container for
emotions (€xw is usually present in many different formulations,?4? such as
AANG Te Kal peTOTIOBEY EXEL KOTOV, OPpa TEAEDON, / €V OTNBeOOLY £01OL:
ou d¢ Pppaocal i ye cawoelg // 1.83). Furthermore, it is the place where
noos and thumos are contained (// 4.309), where ménos is placed by a
goddess (Il 5.125), and where Buuo6g and mnévBog converge (/1 18.112; Il
22.242). Stéthos is used in expressions like ‘being overflowed (oUk £€xade)
by chodlos’, as when Hera speaks of her anger at Zeus (Il 4.24), or that the
‘heart is stirred up in the chest (Bupov €vi otnBeoolv Opive) of the
Achaeans’ by the words of Agamemnon when he aims to stimulate their
desire to be at home (Il 2.142).25° The idea that anger is an entity at work
within the body which makes the mind and the heart swell appears
repeatedly in Homer, often in the form of a digestive metaphor (€du x6Aog,
0g Te Kal AA\wv / oiddvel €v otnBeoal voov TUKaA Tep ppovedviwy I
9.553; pot oidavetal kpadin xOAw //9.646).251

The use of metaphors taken from the body to speak about emotions
has been noted by Padel (1992, pp. 12-48). She has discussed in detail the
conceptualisation of emotions as ‘innards’ — for example, frap, the liver, is
a place where one can feel anger, lust and fear. One of the things that she
highlights is that the metaphors used in relation to the liver are not ‘seat’ or

‘container’ as with other parts of the body, but that the liver is instead said to

249 For the ‘body as a container’ metaphor, see Lakoff (1987); for the use of
this metaphor in Greek literature, see Cairns (2003, p. 251); Walsh (2005, p.
210).

250 See also 1/9.638. Adkins (1970, pp. 16-7) has noted that although thumos
has been linked to the Latin fumus and the Sanskrit dhumas, which means
‘smoke’, it does not necessarily imply that ‘smoke’ was strictly conveyed by
thumés, and it is worth exploring the connection between the two. Thumds
might record elements of human experience that are associated to ‘smoke’,
relating to the hot, the swirling, and the surging aspects associated with the
term. In Plato’s Cratylus 419e, where thumds is derived, correctly or not, from
thusis (raging) and connected with boiling of the soul, the ideas of ‘hot’ and
‘boil’ are also present. Similarly, Stefanelli (2010, p. 33).

251 For an analysis of the Homeric ‘your mother nursed you with bile’ (//
16.203) and its relation to the education of emotions in antiquity, see Hanson
(2003).
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be ‘slashed’ or ‘eaten’ by emotions. Padel (1992, p. 82) also points out that
diseased swelling organs are attributed to an excess of liquid, the idea
behind being the need for something to be purged. As she argues, these
medical principles for treatment underlie Homer’s language of feeling.
Padel’s suggestion establishes a conceptual system surrounding anger that
is grounded both in bodily experience and in the ancient knowledge of the
body in Homer. Furthermore, in her example shows a conceptualisation of
the emotion that personifies it (anger ‘eats’), and describes an inner process
in which the individual has little power or agency.

In Homer we see an example of coexistence between the idea that
anger is a highly social experience, governed by social norms and often
related to one’s timé, and the idea that it is an interior, hidden, and personal
process. This argument can be strengthened further. Anger in Homer
appears as a function of the subjects (their characters, desires, beliefs, etc.)
and as a function of the interaction between them. In Achilles’ case, the
conceptualisation of anger as an interior process, that is as involuntary as an
autonomic bodily function like breathing, coexists with another perception of
it as an interactive process ruled by social norms, in which the subjects
involved can have agency and control over these processes. In the first
instance, Achilles reports that his anger was provoked (€x0Awoev //18.111)
by Agamemnon’s failure to behave according to the social rule (what is
expected of him as a king), giving this account of his emotion in terms of his
beliefs. His anger escalates and develops gradually. It is ruled by a dynamic
of reciprocity — a scorn for a scorn, a threat for a threat. This episode of anger
is presented in such a way that it cannot be understood outside the scene in
which it takes place. it is impossible (and senseless) to tell when the subjects
are expressing personal beliefs about each other (supposing, for example,
that they already have a history of disagreement), and when they are reacting
to the demands which the interlocutor, and the group dynamic, are imposing
upon them. Achilles begins insulting Agamemnon by calling him ‘greedy’/
‘acquisitive’ (pA\okTéavog /Il 1.122) due to an offence (Agamemnon’s

disrespect for his subordinate’s physical measure of honour: female booty).
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As Agamemnon continues to fail to show the respect that Achilles expects,
the latter escalates the tone of his offences: ‘shameless’ and ‘dog-eyed’
(avaideg 111.149; kuvara //1.159). When Achilles perceives Agamemnon’s
demand for a compensation as a personal threat (aneiAéw // 1.161), he
responds with a threat to abandon the combat. When Agamemnon directly
attacks Achilles by calling him ‘the most hateful’ (€x8iotog /I 1.176),
asserting that he does not need him to fight, and demanding Briseis as his
compensation (// 1.184), Achilles utters an oath against Agamemnon for not
having honoured the best of the Achaeans (// 1.244), and withdraws from
battle. This sequence shows anger as a function of a social interaction, in the
sense that the emotion can be better described as the resulting behaviour of
a system (that is to say, it is more than the aggreagate of its parts) than a
function of the appraisals (about a social situation) by the individuals
involved. To understand the rules that govern that interaction, it is not enough
to understand the two characters involved. One needs to apprehend the
interaction itself as a system whose behavior cannot be explained looking at
its isolated elements.?®? In other words, anger, in this passage, not only
depends on two individuals and two character-traits, but also responds to a
dynamic within a social system. This dynamic is a function of an interaction
which often occurs before the eyes of other members of society.
Furthermore, parallel to the intensification of the tone of both
adversaries’ insults, their demands from one another also increase. This
pattern is coherent with the symbolic representation of anger as an
‘opponent’, which is difficult to appease and imposes demands on others, as
described by Lakoff. Achilles starts by demanding to be treated, along with

the other warriors, according to the rules (// 1.123), and ends up demanding

252 In Chapter 1, | delineated the way in which appriasals appear in the
dramatisation of anger. Since anger normaly happens in a social context,
those appriasals are mainly about social situations; hence honour and justice
were at the centre of the discussion. Here | discuss anger not only considered
as a function of the apprisals about social situations by the individuals
involved, but also as a process in which the behaviour of its parts depend on
many different elements.
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to be recognised as the best among all. Agamemnon starts by demanding
some compensation and ends up demanding the opponent’s prize, Briseis.

This escalation is also accompanied by a sense of losing control,
since both Agamemnon and Achilles render the episode almost as though it
was an involuntary event: smoke expanding in the lungs, até sent by a
goddess (/I 19.86; Il 9.554).%53 In this sense, anger is represented as an
‘opponent’ that can take hold of us. What begins as a decision, takes shape
as the urgent need for keeping one’s position. Agamemnon is clear about the
reason for taking Achilles’ prize: to establish who is the best, and dissuade
others from competing with him (aUTtog (wv KAloinv O€ 10 ooV Yépag 0dp’
U eidrig / booov pépTepdG eijl 0€BeV, aTUYED B¢ Kal AANOG / ioov €pol
daocbal kai opolwdNuevat dvinv //1.185-7). Yet he, afterwards, recognises
that he went too far in offending Achilles. The escalation of anger, which is
ruled by the situation, is experienced by the characters as a diminution in
their own sense of agency, that is to say in the perceived self-control. This is
an interesting correspondence as it suggests a sense in which the individual
in a social situation perceives his or her anger as a somehow external, or at
least externally produced, phenomenon.?®* The conceptualisation of anger
as an external entity?® appears in yet another form in the lliad where Achilles’
anger is treated as carrying demands to be appeased, and therefore
following the pattern described above.2%6

Furthermore, the emotion appears as an act of negotiation in which
the subject’s own value is at risk. The portrayal of anger as subject to
negotiation is suggested by the way in which the embassy was carried on

(mave’, €a d€ xO6Aov Bupalyéa: ool & Ayauépvwyv / d€la ddpa didwoal

253 On understanding até as a state of mind, a ‘temporarily clouding’ of
consciousness, attributed to a daemonic agency, see Dodds (1951, p. 5);
contra, see Cairns (2012).

254 See the second chapter for a discussion on this aspect of the portrayal of
anger.

255 The portrayal of anger as produced externally does not make it an external
entity. However, the expression ‘put anger on someone’s chest’ objectifies
the emotion and makes is external.

2% For a similar discussion, see Muellner (1996, pp. 94-132).
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peTaAn&avtl xoAowo /I 9.260-1). In this scene, Achilles’ anger at
Agamemnon is treated as a delicate ‘good’ — the ambassadors are careful
not to play down or trivialise Achilles’ anger, and we see them assigning it a
price as if it was a concrete object (€Ea d¢ xOAov Bupaiyéa: col &
Ayapépvayv / GEla ddpa didwol petaAn&avtl xoAoto. I/ 9.260-1; i pev
yap ur d@dpa ¢épol ta & O6ruod’ ovopdlot / ATpeidng, AAN aisv
erlapeA®c XaAemaivol, / oUK Av EywyE oe PRviv aroppiyavta //9.515-
7). As a part of their strategy to convince Achilles, the ambassadors give
examples of occasions in which it is correct to give up one’s own anger.
These occasions can be classified into two groups: when you are offered
enough goods, so anger serves as a process of retribution, and when your
anger is making your philoi suffer. This second criterion is not enough on its
own, at least as Phoenix presents it, for he says that he would not cease his
anger if a gift were not be given in return, even if the Achaeans were in great
need (// 9.518).2%7 In either case anger is understood as having its own
demands in return for the damage suffered by the subject. Anger appears as
much as a function of the individual (this is why Achilles is presented with
some expectations from his fellow men) as a function of an interaction in
which certain rules ought to be followed (there is a certain measurement of
what amounts to a reasonable demand to appease Achilles’ anger),?%® and

in which an escalation in the tone and the demands is portrayed.?*®

257 Similarly, Eurymachus tries to establish a deal of forgiveness for
Odysseus’ anger: XaAKOV 1€ XpUooOV T ATIOdWOOEYV, €I O KE OOV KIip /
iavef: mpiv &' o0 1L vepeoontov kexoA®oBal Od 22.58-9.

2% Some may argue that to say that anger here is serving a social purpose
is not different from saying that the proositional content of anger is often
about honour. Although there needs to be an overlap since reading an
emotion as a social phenomenon implies reading how the individuals
involved perceive that situation, the focus here is in the relational aspect of
the emotion, on the fact that the literary representation of the emotion gives
details that a philosophical account such Aristotle’s one does not, namely
that there is a process of interactions involved.

259 For another example of an escalation in anger, see Sophocles’ Oedipus
Rex 800-12. For a discussion on escalation in oratory and its link to the sense
of honour being diminished, see McHardy (2008, p. 100).
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Homer thus provides an early instance in which the representation of
anger as a function of a social interaction is finely integrated into an
understanding of the emotion as an event that is primarily experienced by its
subject. Achilles’ anger serves an important social purpose, that of
denouncing the abuse of the king, even though this very fact will bring
negative consequences for him and for his community.2° In what follows, |
will be using aspects of this instance, partly as a model of analysis and partly
as a stepping stone, for exploring further elements present in the Aeschylean

model of anger.

4.3 Escalation

The dialogue between Clytemnestra and the chorus of elders that
takes place just after the murder of Agamemnon and Cassandra®’ presents
similar patterns to those seen in lliad |I. As with Homer, there is a complex
interplay between the structure of the value system and the difficulties of its
application in specific situations where status issues, in this case interrelated
with gender, come into play. Clytemnestra’s anger at the elders is a function
of a social dynamic in which escalation, competition, and threats play a key
role in shaping the emotion. The failure of the chorus to recognise the
demands that Clytemnestra’s anger imposes on them indicates two

complicating factors. Although her anger has a clear social role as the

260 The discussion on the interaction of the concepts of honour and justice as
found in the propositional content of anger (section 1.2 above) shows the
relevance of social norms for the subjects of anger and in this sense signals
the role of anger in a social situation. Any social situation is performed by
subjects whose appraisals and emotions conform that very situation. Hence,
those appraisals (as for example that a breach of established norms has
taken place) can be considered as an indication of the role that the emotion
might play. However, this is not necessarily the case: social situations do not
depend uniquely upon the apprisals of their individuals.

261 This passage is discussed at length in relation to the propositional content
of anger in Chapter 1 (pp. 73-8), where | established that Clytemnestra is
angry at the elders. This is based on her perception of being treated as
inferior for being a woman, and for resenting the double standard when
judging Iphigenia’s and Agamemnon’s death. Foley (2001, p. 212)
extensively discusses the case for Clytemnestra as being treated as inferior
for being a woman.
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indicator of a serious transgression (Iphigenia’s murder), it is not fulfilled
when coming from a woman. The social context itself poses a restriction to
the intelligibility of her anger based on gender. While the ‘demands’ of
Clytemnestra’s anger have been fulfilled, she sought vengeance for the
crime suffered by Iphigenia, the emotion remains powerless with regards to
gaining social acknowledgment about the wrong suffered. Considered from
the perspective of the social purpose of the emotion, the representation of
Clytemnestra’s anger indicates a limited scope of influence.

When Clytemnestra confronts the chorus, she has already achived
the main ‘demand’ of her anger against Agamemnon. After the murder, the
object of her anger experiences a shift. The main focus of her anger now is
the utter lack of recognition of her as a victim that is linked Agamemnon’s
impunity, and to her status as a woman. Her anger in the interaction with the
chorus is related to not having a space and a voice in society. Her attempts
to negotiate with the chorus in what is to be considered as ‘punishment’ and
what as ‘wrongdoing’ fail emphatically.

The depiction of anger through an escalation between two parts is key
to understanding the passage. Clytemnestra tries to position herself as a
defender of justice by casting Agamemnon as the offender (T®d’ Gv dikaiwg
nv, Unepdikwg pev olv Ag 1396), suggesting that her act was a
proportionate reaction to the offence (too@vde (...) kKak@v Ag 1397).262 At
the evident dismissal of her view by the chorus, who highlight her arrogance
and boastfulness over her husband (Baupdlopév ocou YA®OoAvV, WG
BpacloTouog, / NTIG TOLOVD' 1T Avdpl Koundalelg Adyov Ag 1399-1400),

signalling the gender issue at stake, she insists by saying that her deed was

262 This is an interesting case of what today is called ‘moral hypocrisy’, a
phenomenon often associated with anger, consisting of a discrepancy
between the acceptability of one’s own moral transgressions and those
committed by others as an unconscious mechanism to preserve one’s own
image (Valdesolo & de Steno, 2007). Statements such as ‘life is not fair’ are
often invoked to mollify concerns about moral hypocrisy (Polman & Ruttan,
2012, p. 130). In a similar fashion Clytemnestra refers to Destiny (1] Moipa
ToUTWV, ® TéKvov, mapattia Ch 910), when Orestes questions her moral
conduct.

181



the result of her hand, ‘an artificer of justice’ (dikaiag TékTovog. Tad ®d’
g€xel Ag 1406), failing again to influence their view. When the chorus imply
that her intellectual capacities are diminished (ti kakov (...) macapéva Ag
1407-9) and signal to her the public consequences of her deeds
(dnpoBpoboug T Apdag (...) anomoAlg &' €on / ploog OBpiuov aotoig Ag
1409-11), the escalation becomes patent. Clytemnestra persists in casting
herself as the victim (pIATatnv €upoi / wdiv’ Ag 1417)263 and Agamemnon
the wrongdoer who has been granted impunity. While doing this, she is also
advancing a counter-accusation at them: ‘should you not have exiled him,
punishing him for his impure deed?’ (oU to0TOV €K YAg THOdE XpPAV O
avdpnAately, / plaoupatwv dmowv’; Ag 1419-20), and slips in a threat
(aneNéw Ag 1422).

There is yet another escalation of anger in this interaction: after
Clytemnestra’s threat, the chorus question her behaviour (ueyaAounTig;
nepippova Ag 1426)264 and keeps commenting on her intellectual abilities
and her physical appearance (Gvtitov2s €11 o¢ ¢pnv Emupaivetal /
Alrmog/AiBog66 e OUpATWVE” alpatog eumpémnel:?68 Ag 1427-8),%5° and
persist in stating that she will only get what she deserves (TUppa TOppatt

teloal Ag 1430). Interestingly they pick up on the irrational aspect of her

263 Compare with //15.110-12.

264 The language of the chorus is not offensive per se, but being questioned
about one’s behaviour was taken as an offence as it may lead to public
discredit, for example when Aias questions Idomeneus’ behaviour (// 23.474
ff.), inflaming his anger (xoAwoauevog I/ 23.484).

265 Denniston-Page’s edition; otherwise atietov.

266 Verrall’s, Fraenkel’s, and Denniston-Page’s comments on this line agree
on the necessity of making this change. It is difficult otherwise to make sense
of the sentence.

267 The same expression is used for bloodshot eyes in Hippocrates, see
Fraenkel ad loc.

268 Denniston-Page’s edition; in disagreement with Fraenkel’s and Verrall’s.
269 Qpinions are divided with respect to whether the @worep ouUv (...)
erupaivetal (Ag 1427-8) should be taken backwards (Fraenkel ad loc: ‘your
words and your thoughts are overbold in tune with your mind’s raving’; and
similar Verrall ad loc) or forward (Denniston-Page ad loc: ‘just as your mind
is mad by reason of this deed of blood, so your eyes are bloodshot’). In both
cases the sense is that Clytemnestra’s mental state is affected by the
bloodshed and that this is reflected in her eyes.
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anger and ignore the cognitive-evaluative aspect, showing an emphasis on
other considerations, such as physical appearance, when understanding
emotions. This time, their reaction is not only to invoke public opinion and
consensual law, but also the defining principle of the lex talionis.
Clytemnestra mirrors this escalation and swears that she is prepared for a
confrontation as she counts on Aegisthus to defeat them: ‘for me, no
foreboding penetrates the hall of fear (...) for in him [Aegisthus] | have not a
small shield of courage’ (o0 potL pO6Bou pEAaBpov eAmlg epmatel, (...)
o0TOG Yap AUV Aoric ol ouikpd Bpdooug Ag 1434-7). Clytemnestra’s
anger at the dismissal of her view of the situation proves to be ineffective.
After Clytemnestra’s threat, the elders actually stop addressing her for
almost fifty lines (Ag 1448 - 1496), expressing their despair at the situation.?”0
The disengagement from Clytemnestra’s denunciations indicates the chorus’
frustration at the situation, showing that the discussion has reached an
impasse. Although they do not refute her, and are aware of the problem
posed by Iphigenia’s murder (Ag 225), they do not respond to her claims
about double standards regarding impunity. Her anger, as the marker of a
transgression, fails in its purpose. They only start addressing her again after
she claims that she was not the full agent of the murders, attributing the
source of the crimes to an external power, the fierce avenging spirit of the
house (6 maAalog dpiuug aldotwp Ag 1501) that possessed her.?2”! The
chorus do not deny her point, but are clear that this does not release her from

the responsibility for the murders (wg pev avaitiog i Ag 1505).272 Foley

270 See Lloyd-Jones’ (ad loc) note on these passages; also, Raeburn &
Thomas ad loc: the chorus sing three lyric strophes, each followed by an
ephymnium (1455, 1488, 1537); iw marking the lamentation. Foley (2001, p.
215) is probably right in that the chorus stop blaming her because they realise
the seriousness of the political situation.

271 Dodds (1960, p. 30) considers this as a moment of insight rather than cold
irony.

272 Zeitlin argues that Clytemnestra is trying to make the point that the lex
talionis is not applicable to her since what she did was an act of justice, not
a crime (1965, p. 476) — yet as she argues (p. 482), the trilogy questions the
very concept of justice at stake, which involves retribution and punishment.
According to her own argument, even a justified vengeance for a wrong
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(2001, pp. 204-205) argues that even though Clytemnestra was able to make
a powerful defense of herself, she undermines it. In her view, Clytemnestra’s
reference to the Alastor weakens her own ‘claim to be acting as a fully
autonomous agent’. This is, according to her, an indication of the view that
women were not considered as subjects of fully autonomous choice, as even
Clytemnestra is not able to see herself as a fully autonomous agent.

Foley’s argument about women’s agency is right to a certain extent.
However, even if it is the case that Clytemnestra is not able to see herself as
a fully autonomous agent, this is not fundamentally different from the way in
which male behaviour is seen in the trilogy. The reference to the Alastor is
also related to the family as a whole and the angry spirit has affected male
members in the past. As | have argued in Chapter 2 (p. 110), anger, as well
as other emotions, is often perceived as a state in which the subjects
somehow lose their power of agency. The interaction between Clytemnestra
and the elders does effectuate a shift, and this shift is most likely related to a
gender issue. Clytemnestra’s anger at the chorus fail in its social purpose as
an indicator of a serious transgression partly because of her gender. There
are indications of this gender conflict at various points in the play. For
example, the chorus dismiss her knowledge of the events from the beginning,
and their first reaction to her misdeeds is that they cannot accept that a
woman can act and speak this way about her husband. Gender is such an
important factor at work in the conflict upon which anger is constructed in this
scene that it makes Clytemnestra shift from her focus on Agamemnon’s
crime towards what she perceives as the chorus’ offence against her.

When mentioning Alastor, both Clytemnestra and the chorus stop
blaming each other. they seem to reach a certain level of common
understanding that such a situation of entanglement and violence can only
be explained with reference to an external power that has taken hold of
Clytemnestra and the house. When Clytemnestra assents to the idea that

Alastor is behind the murders, she might see it as a way to avoid holding all

previously committed will lead to the corruption of the avenger. See also
Podlecki (1966, p. 70) and Spatz (1982, p. 102).
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the blame for the murders. This suggestion however is quickly denied by the
elders, who, despite having suggested the presence of a vindictive spirit in
the first place, hold her fully responsible for her acts.

If the mention of the Alastor has to do with Clytemnestra trying to
escape punishment, it is also an indication of a culturally embedded idea that
anger is an alienating and invasive experience, as discussed in Chapter 2 (p.
109). Just like in Homer, the allusion to the Alastor marks the coexistence
between the idea that anger is a highly social experience, and the idea that
it is an interior, hidden, and personal process.

However, the incorporation of the Alastor also marks a moment in their
interaction in which, despite their disagreement, the chorus’ anger acquires
a different tone — at least until Aegisthus enters with new threats. Although
they never make a personal threat of the kind ‘we will punish you’, they invoke
the social institutions of Argos, and the cultural beliefs in the inevitability of
retribution, when talking of the punishment that is to come. The chorus
convey their outrage at her deed. Even when acknowledging the difficulty of
the context in which she committed a crime, they never condone it.

Although Clytemnestra changes her emotional attitude, she maintains
that what Agamemnon suffered was just (d§la dpdoag d&la naoxwv Ag
1527), soon after signalling once again that he killed her own daughter (AN
EMOV €K T00d’ €pvog AepBev / TNV MOAUKAAUTNV ‘Iptyeveiav Ag 1525-
6).273 Despite the change in emotion, her interpretation of the situation does
not change significantly. The chorus express their worries about the future of
the house, and the inevitability of what is to come: ‘reproach is met with
reproach’ (Oveldog kel 100’ avt oveidoug / duopaxa & €oTl Kpival Ag
1560-1). Even though they stop trading blame, no real agreement is reached.
The sequence of Clytemnestra’s anger at the elders shows a progression in
which the emotion grows and takes shape as a function of the interaction

between the agents involved, reaching a point in which a threat is uttered.

273 Bernard Knox (1966) has argued extensively that a change of mind was
perceived as sign of weakness, or as a sign of being the victim of an
imposition in Greek tragedy before Euripides.
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The same sequence also shows how anger is softened as a function
of a social interaction. This happens in an interesting dynamic. On the one
hand, the two parties reach a certain minimum common understanding in
looking at the complexity of the context of the crime. On the other hand, the
two parties understand their fundamental disagreement with regards to a
possible justification of Clytemnestra’s crime. This tension is accompanied
by a pragmatic calculation of the risks of escalating and perpetuating anger,
at least on part of Clytemnestra (Ag 1574-6). After both parties have
advanced threats, there is a common movement towards stopping the cycle
of murders.

| have been arguing for two interconnected things in relation to the
representation of anger in the interaction between Clytemnestra and the
elders. The first one is that a conceptualisation of anger as subjected to
others’ reactions, and as a means of communication in which the agents
show awareness of their environment, and are responsive to it is clearly
present. Anger appears as a function of the subjects (their characters,
desires, beliefs, etc.) and as a function of the interaction between them. The
second one is that there is also an understanding of anger as a phenomenon
that not only depends on social interaction, but also serves a social purpose
as, for example, to establish limits and restrictions in relationships and setting
up roles (the punisher and the wrongdoer). However, the passage that | just
discussed also shows that the purpose can fail. | attribute this failure not only
to the nature of the crime that Clytemnestra committed, but also, and
importantly, to her position as a woman in the society she lives in.

In the analysis just presented, threats have played an important role,
and they deserve more attention. In the next section | will briefly discuss their
power in influencing anger, considered from the perspective of performative

theories of language.

4.3.1 Escalation and Threats

| suggested above Aeschylus’ awareness of the performative aspect

of language. This was based on the fact that words uttered by his characters

186



openly act upon and affect their context. When Aeschylus portrays one of his
characters as getting angry at a perceived threat, he relies partly on Homer
as a model for the portrayal of anger, and partly on other cultural sources
and shared cultural heritage, thus drawing on the same set of cultural
assumptions. The chorus’ utterances that Clytemnestra will receive her
punishment in due course (aticTov £T1L O€ Xp1 otepouEVaV PiAwv / TUPPA
TUppaTt Teloat Ag 1429-30) are incendiary words to her, even though in
appearance they are expressing an opinion on what is going to come. The
way in which Clytemnestra reacts to an utterance, although it has the shape
of a simple propositional statement reporting that punishment is to come,
indicates that she is aware of the performative aspect of the language loaded
with the intentions of the speaker.?’# The elders have been warning that
death and exile are the punishment with which the demos will react to what
she has done (Ag 1407), but, as Clytemnestra makes clear in her response,
they are not just voicing the demos’ opinion as detached from themselves.
As discussed above, speech-act theories have drawn attention to the
fact that a statement needs a context to be read with the necessary intention
to make it work. When Clytemnestra replies to the elders that they are also
hearing the righteous power of her oath (kal Tvd’ dkoUelg OpKiwv EU@V
Béuy Ag 1431), she insinuates that their enunciation of the lex talionis
sounded like a statement of intention.?’”®> Peradotto (1969a, p. 2) has
convincingly argued for considering cledomancy as a cultural institution, at
least in literature, that takes various forms of speech. The feeling that certain
type of utterances had a performative power on future events had to do, in
part, with the intention attributed to the speaker, and with the power attributed

to the spoken word.2”6 The invocation of a universal law of retribution can, in

274 Furthermore, €11 at the beginning is plausibly the sign of a threat (Fraenkel
ad loc).

275 The discussion (Fraenkel and Denniston-Page ad loc) about the
imperative needed here might find some clarification by reference to
performative theory for it permits to give account of a command made in the
form of a proposition.

276 | am referring particularly to utterances; random noises could also be read
as carrying a message. In terms of criticism, as Peradotto (1969a, p. 10) has
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this context, convey a threat. Clytemnestra’s reaction is consistent with this.
Clytemnestra is not only reacting to a threatening statement with regards to
the rightful application of the laws of the city, but also reacting to what she
perceives as words that carry an even stronger performative power.
Aeschylus thus provides a portrayal of anger as a process that depends on
an elaborate network of statements and interpretations of these statements
made by the individuals involved. The escalation of anger in the passage just
discussed is not only an example of how an emotion is the result of a
sequence of an intersubjective interaction, but also of how this sequence
involves a number of subtle elements, some explicit, some requiring context
and interpretation. Threats play an essential role in the construction of anger
as an emotion that depends on an interaction. Threats in this passage reflect
an understanding of the power they have as anger-arousers/exploiters in a
social interaction. The link between anger-arouser and exploiter shows a
theory of mind and the understanding that subjects are strongly influenced

by others.

4.4 Provoking Anger: the Kommos in the Choephoroi

One potential implication of conceiving anger as a social phenomenon
is that it can be purposefully manipulated by taking advantage of the
environment. Just as people can provoke each other in a competitive way
they can also stimulate and escalate anger through collaborative interaction.
Anger-arousal is often portrayed as a result of deliberate stimulation in
Homer. Zeus, for example, is described as speaking provocatively when
using mocking words (keptopiolg énéeoal Il 4.6) to arouse Hera’s and
Athena’s anger (¢peBilw I/ 4.5). The words used by Agamemnon to move
warriors to fight (maplotauevog enéeoowv Il 4.233) are said to instigate
anger, literally ‘bilious words’, (xoAwTololv énéeoowv Il 4.241). the same

formula is used to describe how Athena speaks to Odysseus as a way to

suggested, this way of looking at literary cledomancy can be very close to
what has been called tragic irony since it allows one to create a gap between
what the internal audience and the external audience understand.

188



induce him to fight (Od 22.224-6). These cases have in common the high
degree of public exposure of their agents to other members of society.

The use of provocative words to inflame others’ anger plays a
significant role in the Oresteia, particularly in the construction of Orestes’
behaviour. The context of the provocation is the confluence of Electra and
the chorus, who have been sent by Clytemnestra to the grave of her father
to offer a libation, and Orestes’ arrival. According to Electra, the slave-women
are there to assist a ritual (¢mel TdpeoTte TRODE MPOOTPOTIG EUOL / TIOMTION
Ch 85-6) whose aim is to placate the chthonic powers after Clytemnestra’s
dream about the serpent. Electra is presented in a state of constant insecurity
about what to do. Despite the role that the chorus have been assigned, when
Electra asks what to say, they advise her to call on some deity or human to
come for the masters of the house. Even after this clear sign of their
aggressive spirit, Electra shows confusion, responding with a question
whether they refer to a judge (dikaotng Ag 120) or an avenger (3IknpOpog
Ag 120). ‘Simply ask for the one who will take life for life’, the chorus say
(Grm\@g TL ppdloua’, doTig avtanoktevel Ag 121). Once again, Electra
appears as unconfident, asking whether it is right to ask such a thing of the
gods. Instead of answering her question, the chorus reply with a rhetorical
guestion ‘how is it not [right] to requite an enemy with evils?’ (M®g & oU TOV
e€x0Opov avtaueiBeobal kakolg; Ch 123), thus evoking the widely accepted
notion that it is good to harm one's enemies. This effectively moves Electra
to action as she begins her speech calling the gods of the underworld. The
chorus thus succeed in making Electra take retaliatory action by means of
words that encourage and exacerbate her desire to punish. When doing so,
they appeal to a widely accepted notion to make the crime in which she is
about to take part seem acceptable.

The slave-women themselves hate Aegisthus, as they insinuate to
Electra. They advise her to include in her invocation ‘whoever hates
Aegisthus’ (x@oTig AlyltoBov otuyet Ch 111), and when Electra asks if this
applies to them, they respond that she already knows the answer to that

question (autr ou Taldta pavbdvouo’ Non ¢pdoat Ch 113), making it
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almost explicit that the words apply to them. Later they say that they want to
see their masters die in the pitchy ooze of a flame (¢yw mote / Bavovtag ev
KNKidL Tuoonpel pAoyog Ch 267-8). They are thus pursuing a personal
desire for retaliation, as has been indicated by their desire to be included
among those who abhor Aegisthus, while inciting first Electra and then both
siblings to enact it, appealing to notions of retaliatory justice (avti pev
ex0pag YA\ woong €x0pa / yA\@ooa teAeiobw: ToudpelAduevov Ch309-10).
A few lines later, as the slave-women help Electra and Orestes to raise the
ghost of Agamemnon, they continue to provoke the siblings. In the process
of doing so, they make clear their personal investment in the cause — they
are after all Agamemnon’s loyal servants. In this role, they reassure the
siblings about expecting a reaction from the underworld: the anger (6pydg
Ch 326) of the dead will be at some point manifest, and lamentation stirs up
vengeance (Yy6og €vOlkog patevel / 10 v audlhaong tapaxbeig Ch
330-1).277 The chorus show another example of a highly performative use of
language. By giving an anchor, the slave-women move the siblings to a
group conjuration in which they sing their laments in turns and express their
wish for things to have been different. The language that all of them use is
clearly provocative, showing that the siblings follow the strategy of the chorus
with their father’s ghost. In this case, it is collaborative interaction, rather than
competitive defiance that intensifies the emotion.

Following the strategy of the chorus, the siblings’ attempt to secure
the support of Agamemnon’s ghost and to mourn him properly on behalf of
the family lingers upon notions of shame and loss of honour (Atnwv av
eUKAelav €v dOPOLOL/ TEKVWV T €V KEAEUBOIG ETUOTPETITOV al® Ch 349-
50; mawol d¢ pAAAov yeyévntal Ch 379; (decb’ Atpelddv Ta Aoirt

aunxavwg / €xovrta kai dwudatwv Ch 407-8).278 Once more, the chorus

277 As McHardy (2008, p. 27) has put it, it is often difficult to tell whether
desire for revenge is driven by grief at the loss of a close one or by the
perception of a slight or dishonour done to themselves.

278 On the vendetta and mourning, see Macleod (1982, p. 137), and Alexiou
(1974, pp. 4-23). Foley highlights (1993, p. 115) how Aeschylus links
Orestes’ revenge with the performance of funerary rituals, and with the
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cleverly exploit the situation when Electra, in her lamentation, expresses her
wish for the killers to have died instead of Agamemnon. They reassure her
that their death is precisely what is to be wished. Yet, as the other strategy,
they remind the siblings that those who could have helped are already dead
(Tv pev apwyol / kata yAg ndn Ch 376-7), putting more weight on the
sense of duty that Orestes already has, as the responsibility of reversing their
situation relies entirely on them. The text here is highly corrupt, but there is
agreement (Garvie ad loc) that the sense is that it is now a concern for the
children. This interpretation is supported by Orestes’ reaction. He replies that
these are ‘piercing words’ (dlapmiepég Ch 380), and utters the promise that
each of his parents will end up paying the same (tokelolL &’ Opwg TeAeTTaL
Ch 385).

The response to Orestes’ speech is that a wind of anger is blowing
(nMapoiBev d¢ Mpmpag / dpilpug dntat kpadiag / Bupog EyKotov oTUyog
Ch 390-2), indicating that the chorus perceive that anger is being effectively
aroused. The reaction of the chorus to Orestes’ expression is not an attempt
to calm him down as one might expect, given their stereotyped role as the
voice of moderation. On the contrary, they come up with (or at least speak
out about) the idea of seeing the masters of the house dead — ‘why would |
hide what revolves in my mind?’ (ti yap keUBw ¢ppevog olov Eumag /
notdtay; mapolbev 8¢ mpwpag Ch 389-90). It is after this that they all
express openly their desire for this to happen: ‘when will you Zeus cleave
their heads?’ (kapava dat&ag Ch 396), says Electra, who a moment before
was asking whether it was correct or not to ask a god to punish her mother.
The chorus assure the siblings that it is the law that crimes call for an Erinys
to punish them (Bod yap Aotyog ‘Epivuv / mapa TV POTEPOV GPBLUEVWOV
atnv/etepav enayouoav et atn Ch 402-5). This moves Orestes to invoke
the vindictive gods of the underworld (riéTol o1 veptépwy TUpaAvvideg, /
de1e MoAukpatelc Apal pOivouévwyv Ch 405-6) and to lament the state in

which they have been left (Atpelddv 1a Aol aunxavwg / €xovta Kal

memories of how the funeral was, suggesting that women play a supporting
role in vengeance instead of a leading role.
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dwuatwyv / dtipa Ch 407-9). Electra even goes further to express that her
mother can fawn or be charming but the thumds aroused by her, like a
savage wolf, cannot be soothed (AUkog yap GOT wpodPpwVv / A0AVTOG €K
MaTpOg €0TL BUOG Ch421-2). Her language has changed dramatically over
the course of the interaction with the chorus. While at the beginning she is
presented as almost incapable of expressing her feelings, in fear of being
inappropriate, she is now voicing what she thinks of her mother.

Up to this point, the chorus have served two purposes. On the one
hand, they support the invocation and give guidelines for the performance of
the ritual. On the other, they raise the siblings’ anger and move them to action
by intensifying the emotion. As the previous chapter also suggested, this
shows that a mere sense of duty, or even the threat of a god, is not enough
for the completion of a task such as murdering a family member. The chorus
of slave-women play a role in prompting the protagonists’ desire to take
retributive action that is often connected to being in the pitch of anger. This
is achieved partially by making that desire shared and open, and by showing
that it is supported by the gods of the underworld. The clearest moment of
provocation is when the slave-women give Orestes a piece of information
that is not only painful for him but also considered outrageous: ‘know this, he
[your father] was mutilated’ (¢paoxaAiodn o€ y', wg 168’ €idfig Ch 439).
They show Orestes that the issue goes beyond the lack of an appropriate
funeral for a king; Agamemnon’s corpse had been mutilated before burial.
That this is not a simple description of the fact is evident from its conclusion
with a rhetorical question: ‘Do you hear these shameful miseries done to your
father? (kAUelq matpwouq duag atipoug; Ch 443). The chorus are
instigating anger through knowledge and memory, showing that while the
emotion is socially constructed, they possess an idea of anger as connected
to cognitive appraisal and processing of information.

The double purpose of the chorus is also clear from the two-folded
modes of their speech. The lamentation often follows a pattern according to
which the slave-women sometimes address Agamemnon’s ghost directly, as

they use the second person imperative singular form, dkoucov (Ch 459), or
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more generally, as the forces of the underworld using imperative plural,
néumneT (Ch 477). They are giving cues to the siblings about how to perform
the lamentation. However, they sometimes also address the siblings and
encourage them in this invocation of Agamemnon’s and his Erinyes’ anger.
In such cases they use the third person form to refer to Agamemnon (0pyda
Ch 454), and the second person form refers to Orestes (eidfig Ch 439).
These shifts indicate that their speech is having two functions. When they
address Orestes and report about Agamemnon, they are providing reasons
for the siblings to take revenge rather than simply showing them how to
perform a ritual of appeasement. When they address Agamemnon, they are
taking part in the ritual.

At one level, the interaction is constructed in a way that the chorus
and the siblings aim to raise the anger of Agamemnon and of other gods of
the underworld (mpémet & akaumw pEvel kabrkelv Ch 455). At another
level, it is also the dramatisation of a complex interplay between explicit and
implicit social functions and personal goals. There are a number of
contributing factors that make up this interplay. The siblings re-create the
pattern shown by the chorus, according to whom anger is meant to spring up
from the knowledge or memory of a certain event that is perceived as the
object of anger. this is made explicit by the repetition of peuvnoo: pépvnoo
AoUTPQV 0i¢ Evoodiodng, matep (Ch491); ué€uvnoo &’ AUPIBANCTPOV BG
ékaivioav (Ch 492).27° As shown above, the chorus’ description of how
Agamemnon was buried in a degrading way (atiuog Ch 443), with his
extremities mutilated, is intentionally directed towards the siblings. This
description, in agreement with the Aristotelian emphasis on how both
personal dishonour and the dishonour done to philoi stimulate anger, is
inflammatory for Orestes (10 mav atipwg €AeEag, oipol Ch 434). The
remark on his father’s burial immediately elicits retaliatory desires in him: ‘she

will pay the price of degrading my father’ (natpog & atipwolv Gpa teiost

279 For the relation between memory and phren, see Sullivan (1995, p. 29).
See also the idea of accountability for deeds in life in relation to Hades’
phrenes (deAtoypadw d¢ navt enwnd ¢pevi Eu 275). See also te Riele
(1968, p. 343).
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Ch 435). Electra follows the chorus in provoking Orestes: ‘| was dishonoured
(...) engrave this in your mind’ (¢yw &' aneotatouv ATipog (...) €v ppeaoiv
ypddou Ch 445-50). This time, it is the chorus who take Electra’s words and
repeat them: ‘engrave it, and let our words go through your mind’ (ypadou
Ol wtwv d¢ ouvtéTpalve piBov noluxw ppevdv Bacel Ch 451-2). The
very same pattern, according to which the way to provoke anger is to provide
the subjects with a possible object for their anger, is followed by the siblings
when trying to raise Agamemnon’s ghost. For example, they warn
Agamemnon that if they fail in their task of avenging him, he ‘will be
dishonoured while others dine well’ (el 8¢ ur, map’ eudeinvolg €om ATIHog
Ch 484-5). There are two interesting aspects in the way in which the siblings
and the slave-women create a unity in calling Agamenon’s ghost to action.
Firstly, there is a strong connection between knowing or remembering
something and anger-arousal signals an understanding of the emotion
signaling a cognitive phenomenon. This is very much in line with the
discussion of anger in the first chapter. The scene that | just analysed
indicates a conceptualisation according to which the emotion can be
stimulated by providing an object for it — the what the anger is about.
However, the scene is also stressing the impact of the environment on the
subjects, and this is the second aspect. The conception of anger at play is,
therefore, in an important respect a social phenomenon. The subjects need
the views of others, and their support to inflame anger in them or to let it grow
inside themselves. All the characters have very good reasons to be angry
right from the beginning. Nevertheless, the emotion is socially constructed
and exploited by bringing cohesion to a group that is initially fragmented.
Although Electra and Orestes love each other they struggle to recognise
each other, and the slave-women are not really known to Orestes. This
means that at the beginning of the play, they shared the same type of feelings
towards Clytemnestra and Aegisthus, but they were not really a team that
could express or act on their anger. The chorus create a faction in a

conspiratorial way by creating a sense of a shared desire and purpose. This
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sense is key in the construction of the siblings’ anger and in the dramatization

of the conception of a crime.

4.5 Anger and Social Hierarchy: Cilissa’s Case

As pointed out earlier, considering anger as a socially embedded
phenomenon implies that it responds to social norms and systems of belief.
Bearing in mind the importance of hierarchies in Greek society, it is
necessary to explore how they are present in the representation of anger.
Konstan (2003; 2006), Harris (2002) and Allen (2000) agree that the
conceptualisation of anger (orgé) in the Classical period is restricted to a type
of emotion that leads to direct violence or punishment. This notion of anger
is consistent with Aristotle’s definition in Rhetoric I, and with his observation
on the nature of pleasure and the anticipation of the desired object in Rh |
discussed in the introduction. According to this view, anger is so strongly
related to a position of power that the possibility of it being experienced by
an inferior towards a superior is almost denied. Harris (2002, p. 57), for
example, derives from Aristotle’s definition a general assumption that ‘while
orgéis an emotion, itis only orgéif it leads to action or comes close to coming
to action; the feeling by itself, restrained by, for example the prudential
inadvisability of showing anger against someone ‘far more powerful’,
scarcely counts’. This interpretation relies heavily on two ideas: that anger
necessarily encompasses the end of punishing, and that an inferior or
someone who has no power to exact punishment on their superior cannot
experience anger. In the following discussion | want to examine a couple of
passages in the trilogy where this understanding of anger is challenged.

In the sequence from the Agamemnon that | discussed above, after
Clytemnestra threatens the chorus and they start their lamentation, they
invoke Helen as the source of the sufferings of the house (iw iw Mapavoug
‘EAéva / pia Tag MoAAAg, Tag navu MoAAAg / Yuxag 0AEcac’ uto Tpoia
Ag 1455-7). Even though the chorus do not say explicitly that they are angry
at Helen, Clytemnestra reads this emotion in them from the fact that they

blame Helen (und’ eig ‘EAevnv kO6TOV eKTPEYNG Ag 1464), and nothing is
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said by either party to negate this evaluation. Clytemnestra assumes that
blame and anger are connected.®0 In Clytemnestra’s assumption, anger is
not necessarily connected to the belief that one is actually able to exact
punishment; punishing Helen does not play any relevant role here. The
chorus interestingly also provide us with an instance in which anger is not
punitively oriented. While they have been showing signs of their anger by
contesting and speaking their minds about what they think is correct, they
are not seeking personal revenge. They express their warnings and threats
about the social consequences of her acts, but their anger is not constructed
around a strong desire to punish. This calls for a re-consideration of the idea
that anger was necessarily subjected to the ability to enact punishment. It
may be a more complicated phenomenon than Aristotle’s neat formulation
may suggest. The same may apply to the idea that, for us to identify an
emotional response such as anger, a specific hierarchical relationship is
necessary.

A passage in Choephoroi suggests strongly that the dynamics of
power in relation to anger may not always be clear-cut. When Orestes, hiding
his identity, is introduced to the palace in Argos, he tells Clytemnestra that
Orestes is dead. Clytemnestra sends Cilissa, the nurse of Orestes to bring
Aegisthus and to give him the news about Orestes. When Cilissa is on the
threshold of the palace mourning Orestes, the chorus of slave-women ask
her where she is going with that grief. Cilissa conveys what she has been
asked to do, and takes the opportunity to speak about Clytemnestra’s
hypocrisy — how she pretended to be sad in front of others, while in private
showed signs of happiness at Orestes’ death. Cilissa expects Aegisthus to
be happy with the news as this is a new cause of sorrow for her (@ TaAav’
€yw Ch743). Among all the terrible woes she had to suffer in this house, she
explains, Orestes’ death is the worst (AAN’ 0UTI Tw TOLOVDE T AvEOoXOUNV

Ch 747). on top of this, she has to be the one who gives the news that will

280 The ascription of blame to someone is considered the most typical
instigation to anger in modern western societies according to empirical
studies, see Averill (1983, p. 1150).
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make the man who destroyed the house happy (Aupavtiplov / oikwv Ch
765-6). She thus conveys the feeling that she is doing something that she
really does not want to.

It is clear, then, that Cilissa does not regard herself as having the
power to oppose Clytemnestra’s orders — whatever she would like to happen,
she is not in a position to bring it to realisation, and is not conceiving any
revenge. Still, Aegisthus is an object of hatred and abhorrence (otuyéw Ch
770), an emotion that the chorus attribute to her, and which she does not
reject. In the trilogy, stugos is used to denote a sort of hatred close to disgust,
the object of such hatred (ot0yn Be®v Eu 644, Ch393; Ch532) or bitterness
(Bup® otlyog Ag 547).281 Konstan (2003, pp. 110-1; 2006, pp. 43-7), based
on Aristotle’s taxonomy of emotions in Rhetoric Il, argues that anger and
hatred encompassed very distinct phenomena. Aristotle’s most common
term for hatred is misein, and Konstan’s account of hatred mainly refers to
this term, although he seems to recognize stugos as sharing some of
hatred’s features in this discussion (2006, p. 187). In Politics V, Aristotle says
that attacks on tyrants are the result of orgé as ‘when men are angry, they
mostly attack for the sake of revenge’ (1311a33); and a few lines later, he
restates this by establishing that two main reasons lead men to attack a
tyrant, hatred and contempt. Thus, the boundary between these two
emotions is not so clear as it seemed to be in the Rhetoric. Furthermore, in
Politics 1311b23, he acknowledges that men who are angered (6pyilw) due
to maltreatment and torture have committed murder, while others have tried
to do it because of being treated insolently (1311b23). Again, the idea that
orgé only arises from an insult or slight and not from mere harm is absent
here. Aristotle has a special taste for taxonomies, but he does not always
subscribe to them, since even his taxonomies depend on the purpose of the
writing in which they appear — hence the blurred distinction between anger
and hatred in the Politics. In English, we normally distinguish ‘hatred’ from
‘anger’ as denoting different emotions, and we know that Aristotle made the

same distinction at the lexical and conceptual levels. Although we often

281 Corrupted line; | follow Fraenkel’s edition.
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group stugos with misein under a category different from the words in Greek
that fall under ‘anger’, where exactly the difference resides in Aeschylus’s
use of the terms is a more complex issue.?®? In Choephoroi, when the chorus
in an emotionally charged passage (mapotBev d¢ mpwpag / dplpug antat
Kpadiag / Ounog EykoTtov otlyog Ch390-2) speak of a bitter (dp1uUg) wind
of anger (Bunoég), Aeschylus places sttgos in apposition to thumés and
equates it with kétos. This is, therefore, an instance that exposes the limits
of the strict differentiation between anger and hatred made by Aristotle in the
Rhetoric, since his formulation does not apply straightforwardly to what the
Aeschylean chorus say.?®® This is not to say that Aeschylus did not
distinguish between anger and hatred, but that his distinction might have
been less sharp than the one adhered to by the dialectician.

In Cilissa’s case, based on what they interpret to be her emotion
towards her masters, the chorus handles the situation by advising her to
withhold the message and to pretend to be happy (yneoton ¢pevi Ch772),
as a way to make Aegisthus come unarmed and without fear to meet the
visitors. The chorus never explain what they have in mind, but Cilissa is
clearly willing to help in manipulating the circumstances. This is clear as she
does not manifest any objection to interfering with Clytemnestra’s message
to her husband. The chorus ascribe stugos to Cilissa, an emotion that is
semantically and idiomatically close to thumos and to kétos in the play, even
though, if we followed Aristotle, there is no apparent means of action due to

her position in the hierarchy. Nevertheless, it is precisely based on the

282 In Aeschylus’ Seven, stugos is used as the object of némesis, with the
sense of something hateful or against the social norm (tig 1dde vépeolg
otuyel; Seven 235), and to describe a hateful journey (dwpdtwv otuyepav
000v Seven 335). In Suppliants it is used as the mark of a hateful and
disgusting deed such as forced marriage between members of the family
(Supp 528).

283 See also: Tig TAde vépeolg otuyel; (Seven 235). In Euripides’ Helen,
Teucer responds fjpaptov- O0pyf & €i€a pdAhov 1 pe xprv to Helen’s
question: kal T1alg €kelvng oupdopaiq eue otuyelg; (He 79). Similarly,
ZeUg MelNioowv otuyioug / Matpog opyag evémel (He 1339). In
Xenophon’s Memorabilia: ury A\auBavwy d€ TOV un d1d6vTa PLoel, oU doKel
ool Kal oUTtoc xaAenoc ¢pilog eivat; (2.6.2).
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assumption that she desires retribution that the chorus can count on her in
conspiring against the masters of the house. Here, the possibility of revenge
presupposes the emotion, and not the other way round. In other words, the
chorus could think of Cillisa as enraged (or being close to it) with her master
despite knowing that she had no power. It is difficult to argue conclusively in
this regard, but we can see that there is some reason to doubt that Aristotle’s
definition of anger provides an adequate description of Aeschylean anger.
The two cases studied here suggest that anger cannot be tied inexorably to

a position of power or to the idea that one has the ability to exact punishment.

4.6 Proportionality as a ‘Transaction’

Assigning a ‘price’ to pay in response to anger is related to managing
notions of proportionality. Notions of proportionality appear as central and
regulatory to keep relationships and to deal with problems within society.
They provide a perspective in which the subject has to consider himself and
his interests as dependent on a larger group. One very common way of
looking at proportionality today is in terms of the relation between the offence
and the punishment or, more precisely, in terms of the relation between the
good received by means of punishment and the bad effects of it.284 Lakoff
(1987, pp. 209-10) has pointed out that in models where anger is built from
strong notions of retributive justice, the emotion is related to a duty to seek
vengeance. As he notes, under this model two responsibilities imposed by
life in society are in conflict: the responsibility to control anger for the sake of
others, and the responsibility of retribution, often also for the sake of others.
The tension between these two factors is present in models of anger-
representation in which a notion of proportionality is assumed, according to
which it is (ideally) possible to respond to both duties in a ‘proportionate’ way.
In this sense, the notion of proportionality is not only a function of social

norms but is also required by them.

284 See, for example, McMahan (2015).
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The same tension between the good and the bad effects of
punishment is present in the lliad. for example, Athena commands Ares to
stop his anger (x6Aog) at his son because otherwise it will carry destruction
for the rest of the Olympian gods (// 15.132-8). Athena’s argument is that the
bad consequences of Ares’ anger are more important than the good ones
(which are not in question), exhibiting an implicit notion of proportionality at
play. When trying to placate Achilles’ anger, Odysseus also appeals to a
notion of regard for others (¢1Aoppocuvn yap aueivwv //9.256) that should
be valued more than personal anger.28 Patroclus criticizes Achilles on very
similar grounds. He highlights the fact that the best Achaeans are enduring
sufferings and adds ‘but you are impossible’ (aunxavog €meu Il 16.29),
implying that Achilles’ behaviour is not meeting the social expectation
attached to being an important warrior at war. Furthermore, when he
continues to express his hope that he will never hold such an anger (un €ué
Yy’ o0v o0T6¢ ye AaBot xdAhog I/ 16.30), he clearly suggests that Achilles’
anger is going beyond what he considers to be appropriate. Patroclus’
complaint echoes an important aspect of the portrayal of Achilles’ anger:
there is something out of (human) proportion with it. This is the sense
conveyed by metaphors applied to him: as the son of a storming sea and a
cliff, his mind is rough (01t TOl vb0og €otiv armvng I/l 16.35). The
disproportion of this anger is assessed by Patroclus largely in terms of
Achilles’ asking too much and with this forgetting about others.

Clytemnestra presents a similar case in terms of her
disproportionality. As noted above, she introduces a notion of proportionality
as a part of her attempt to place herself as a defender of justice while
identifying Agamemnon as the offender (T@d’ av dikaiwg Av, UMEPSiKWG
uev oUv Ag 1396). She establishes a measure of proportion between offence
and punishment (too®voe (...) Kak@v Ag 1397) that is largely transaction —
and of course convenient to her own narrative of the situation. The

relationship between the good and bad effects of Agamemnon’s punishment

285 On the role of the relations of affection and the relations of blood in the
construction of anger in Homer, see Muellner (1996).
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shows that, from the perspective of Clytemnestra, there is an expression of
quantification and a notion of proportion (toc6cde Ag 1397) that is related
to her notion of justice (Unépdikog Ag 1396). This notion picks up on the
appropriateness (nmpenovtwg Ag 1395) of the ‘libation’ that she is carrying
out. According to her first formulation, Agamemnon has committed enough
crimes against the house to fill the bowl’ that she is now pouring out (Ag
1397).286 The sense of proportion is suggested by the image that she is
pouring out what Agamemnon himself put in, the ‘content of the bowl’ being
related to the damage done to the house (€v douoig kak®v Ag 1397). This
image is largely transactional — she is giving him back what he gave to the
house.

The idea that Agamemnon damaged family ties with his actions was
already suggested by Clytemnestra when making ironic reference to the
(broken) pledge between spouses represented by their children (raideg Ag
878). Heath (1999, p. 20) notes that throughout the Oresteia, Clytemnestra
reserves pais for her Iphigenia, and leaves téknon to refer to Orestes.
Clytemnestra seems therefore to be making an exception. However, while
she makes reference to the pledge between spouses when talking of
Orestes, pais might well be covertly alluding to Iphigenia. The harm done by
Agamemnon thus enters Clytemnestra’s equation of the harm that the
punishment will bring is compared to the benefits. As seen in the previous
chapter (p. 156), her pleasure at the death of Agamemnon is great. In the
lines following the killing of Agamemnon, there is no sign of any worry about
what the murder can mean to Electra or Orestes. Furthermore, when the
chorus warn her about the consequences of the punishment on her own
future, she only shows concern about maintaining her power in Argos with
Aegisthus. Clytemnestra thus operates with a certain notion of
proportionality, but a corrupted one, in which she distances herself from her

family and the broader community. Her notion of proportionality leaves

286 See Denniston-Page ad loc, who explains the sentence as ‘what is so
fitting about the libation is that it may be poured from a bowl which the dead
man himself has filled’.
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Electra and Orestes aside, and this is something that they later resent and
punish.

The perspective of the chorus on this proportionality is rather different
from Clytemnestra’s. They find her rendering of the situation as well as her
words about her husband receiving his dues over-bold (BpactoTtopog Ag
1399) and ill-adjusted to reality and a reflection of her dubious mind-state (ti
Kakov (...) macapéva Ag 1407-9; ¢pnv erupaivetal Ag 1427). They are
quick to point out the problem of proportionality, as she conceives it, when
they mark the bad consequences of her act of revenge as a consequence of
of what she did to the city (163" ¢néBou BUo0g, dnuobpodoug T Apdg; /
anedlkeq AMETAUEG: AMOTIOALG &’ €01 / pioog OBpLuov aotolg; Ag 1409-
11; atietov €11 og Xpn otepopévav ¢iAwv / TUPpa TUPPaTL Teloal Ag
1429-30).28” They highlight that there is something that she is not able to see
now (£tL Ag 1429) that she will nevertheless have to face in due course.
Thus, they make it plain that her crime is not regarded as proportionate to
what Agamemnon did. The very fact that they remind her that what she did
is a crime that will be punished evidences that Clytemnestra’s perception that
Agamemnon received what he deserved is considered a loss of proportion.
In this sense, the chorus here represent an attempt to bring her back to the
norms of society by reminding her that she is part of a wider community with
a shared notion of what it means to punish. As suggested above, this is
related to her being a woman. Considering Clytemnestra’s anger from the
perspective of a notion of proportionality, anger appears to be an isolating
factor — her anger makes her lose, or pervert, the basic notions of the social
norms. Even when considering anger as a social phenomenon, we find that,

in some respects, it is portrayed as an isolating experience.

4.7 Conclusions

Looking at the representation of anger in the Oresteia as a social

phenomenon involves asking the question of how people's emotions are

287 Here | follow Denniston-Page’s edition; Fraenkel also supports this
instead of dtieToq.
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influenced by the presence of others, and their social environment. From this
perspective, Aeschylean anger can be considered as a dynamic experience
in which the subjects react and become attuned to their environment. The
characters show a sense of awareness of their environment, as they
articulate and re-articulate their positions in their interaction with others. This
indicates a high level of realism in the construction of these interactions.
Furthermore, the Oresteia, as well as Homeric epics, presents a case in
which a representation of anger that preponderantly relies on aspects of the
particular social environment is compatible with, and inextricable from, a
representation of it as an interior process involving the body. This somatic
aspect in the imagery related to anger suggests a sense of personal agency
being reduced when interacting with others that is in line with the imagery of
anger discussed in Chapter 2.

The idea that anger can be stimulated by and manipulated in others
indicates expectations about the ability to influence others’ states of mind
and therefore awareness of emotional processes. The knowledge of how the
presence of others influences the subject’s behaviour is also clear in the
construction of the characters and is a sign of realism. Additionally, the social
perspective of Aeschylean anger shows how interactions with others not only
suppose a structural condition of implicit hierarchies, but also of implicit
reciprocity and expectations. All these aspects give us cues about a rich
psychological understanding of the intersection between the subjects and

their social environment.
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Chapter 5
Angry Deities

This chapter expands the discussion on the divine in the representation of
anger developed in Chapter 2, where | approached it largely from a
perspective of the cognitive symbolism they carry. Agents such as the
Erinyes, the Alastor, and other avenging spirits are involved in human anger.
This chapter attempts to provide a further step by synthesising the
perspective of divine intervention outlined in Chapter 2 with the ideas
discussed in Chapter 4 about the fundamental importance of the social
context for an integral understanding of anger. The association of anger with
divine beings, and the persistence of that association until the end of the
trilogy, indicates an understanding of the emotion as an inevitable and even
necessary part of the natural order. The presence of daimonic creatures
associated with anger and their implication in actions and events on the
human plane shows that just as the social realm cannot be disentangled from
the personal one, so too the human and divine realms cannot be separated
from each other. They cohere as complementary parts of the natural order.

Chapter 2 explored the way the Erinyes represent aspects of the
human experience, such as the powerful desire to punish. In this sense, their
appearance in literature could be seen as personifications: we can say that
an ‘erinys’ stands for some human experience, and that a certain human
experience is like an ‘erinys’. However, we can also say that an Erinys exists
to provide a certain control over those offences that are especially unsettling
for society. Thus, the Erinyes, and similarly the Alastor and other Greek
divinities (Buxton, 1994, pp. 145-51), are complex creatures representing
and giving account of various aspects of human internal or external reality at
the same time.

The question of the extent to which we can say that the Erinyes stand
for an inner experience such as guilt or anger, and therefore have a
metaphorical or figurative role in the Oresteia, is key to understanding their

relation to emotions. As Lebeck (1971) has convincingly shown, the
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construction of the Oresteia is governed by a pattern in which images that
appear on a verbal level in the first two plays, are fully dramatised in the last
one. Although it is true that the Erinyes only appear as having a concrete
visible existence to the audience in the last play,®® they cannot be
considered only symbols for inward feelings or social functions in any of the
plays. The Erinyes are part of a system of beliefs, and the audience of the
play understood, and therefore experienced, certain phenomena by
reference to them. The actual belief in avenging spirits has implications for
the way in which they are incorporated into the narrative of the play. The
Erinyes are part of a pattern of representation, but how this pattern interacts
with their status as objects of belief needs more attention.28°

The attitudes towards beliefs and how they are incorporated into
human experience are highly dependent on the theory through which one
looks at them in another culture. Although functionalism,2% with its focus on
the role that different phenomena play within a social structure, and
symbolism, with its focus on what the story unravels about the human
psyche, provide accounts of religion and myth that are useful in many
respects, the understanding of Greek divinities and their dramatic role in
tragedy cannot be reduced either to the function they might have played in
Greek society, or to a symbol associated with the intimate experience of the
psyche or the collective unconscious. As Gould (1995, p. 5) pointed out,
Greek religion is ‘a mode of experience, a response to life as lived by ancient
Greeks’. Religion is, in many respects, a system of communication shared
by the members of a culture that enables them to interpret, respond to, and
give account of their experiences. From a cognitive perspective, the world

experienced through religion, is already impregnated with those beliefs;

288 Brown (1983) has persuasively argued against the interpretation held by
some scholars that the Erinyes are visible to the audience in the Choephoroi.
289 For a discussion on gods as legislators and onlookers, see Boyer (2007,
pp. 170-74).

290 Functionalism as a theory in cultural anthropology, not to be confused with
a perspective in philosophy of mind.
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experience normally serves as a confirmation of them.2%! The way in which
the members of a religious culture explain their own behaviour, emotions,
and thoughts is dominated by the beliefs linked to those experiences; this, in
turn has an effect on those very experiences. One particularity of those
beliefs pertaining to Greek religion is that the gods, and the cosmic order,
are causally involved in the explanation not only of the external physical
world but also of the interior working of the individual human mind, including
experiences, such as anger and sexual desire. The cognitive mechanism
involved here is theory of mind. This is relevant to our consideration of the
significance of the inclusion of divinities in Aeschylus’ representation of
anger.

Given that Greek gods are not transcendent in the way in which the
Old Testament God is, and are materially embedded in the natural world,
playing a role in both natural and social processes (Bremmer, 2006, p. 5),
the way in which they are incorporated in the understanding of social life and
human behaviour makes it difficult to disentangle the religious from the other
aspects of life. Moreover, as Vernant (1992, pp. 324-5) has pointed out, the
relationship between the individual and the gods is always somehow
mediated by society, and many aspects of religious life have an important
social function playing a very practical role in the organisation of society. This
relation between religious and social experiences goes both ways: religious
life is mediated by social and civic norms, and social and civic life is mediated
by religion. Plato (Prot 328b), not without a certain irony, portrays Protagoras,
who famously doubted the existence of gods, as sending his students to the
temple to state under oath how much money they thought his lectures were
worth. The temple and the oath serve as such powerful and useful institutions
(in this case to establish the price of a lecture), that in Plato’s dialogue even

Protagoras needs them for his business. This relationship between the social

291 Perception is not necessarily constrained by the surrounding world, it also
contributes to the enactment of that world (Varela et al, 1993; Chamero,
2009).
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and the religious aspects of a culture has implications both for the
categorisation of an experience, and the conceptualisation of an emotion.

Given this amalgamation of (our) categories, neither a purely
functionalist reading nor a purely symbolic reading of Greek myth and religion
can provide a picture complete enough for the purpose of understanding how
the Alastor, the Erinyes, or the curse of the house of Atreus, present in the
representation of anger in the Oresteia, join together with the thoughts and
desires of the experience of an emotion. As Paul Veyne (1988) suggests,
different attitudes towards myth and modalities of belief can coexist: cultures
and individuals have the ability to hold conflicting views about myth and
religion. If we consider this close interconnexion between social structures
and religious belief along with the fact that talking of anger through the gods
may allow certain type of discourses that otherwise would not have room in
the tragedies. For example, it is through the gods that certain abstract ideas
about anger such as its social role, the necessity of a system beliefs that
includes punishment and, perhaps more importantly, fear of punishment are
addressed. The dangers of anger can only be fully comprehended within a
system that accounts for cycles of revenge and where they lead families, and
societies in general.

In what follows | will (1) briefly delineate the elusive divinities called
Erinyesin the literature that precedes Aeschylus; (2) discuss the role of these
divinities in the Oresteia; (3) outline the other deities associated with anger
in the Oresteia; (4) discuss how the divine in the representation of anger
plays a role in connecting anger to an important social function that is
nonetheless problematic for the restauration of peace and the settlement of

pass conflicts.

5.1 The Erinys
The epithet €pivulg, probably meaning ‘angry’ (Harrison, 1908, p.
213; Treston, 1923) or ‘strife-producing’ (‘die Zwietracht-bewirkende’

Neumann 1986), was applied either to any god or spirit (Treston, 1923, p.
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113), or to the kéres (Harrison, 1908, p. 213).2°2 The adjective is not normally
used to refer to a living human.?® The Erinyes have been associated with a
cluster of emotions, involving anger, fear, guilt (Levinson, 1926, p. 92; Bacon,
2001, pp. 50-1), and revulsion (Parker, [1976]1983, p. 312).2%4

They appear in a wide range of literature assuming the form of female
avenging spirits or goddesses, who exact terrible but just retribution (they are
not wicked as the harpies or sirens) (Fowler, 1991, p. 86; Hard, 2004, p. 38;
Sewell-Rutter, 2007, p. 85; Aguirre, 2010, p. 133). Heraclitus presents them
as allies of Justice, and assuming the role of those who make sure that
natural behaviour is in accordance with the rule of justice ("HAlog oUx
urepBnostal pETpa- el O un, ‘Eplvleg uiv AIlKng Ermikoupol
e€Eeupnoouoty 22B94 DK).2% Even though their role is to preserve both civic
and natural order, giving support to the establishment of authority by
enforcing unwritten law, they are also associated with conflict and its

perpetuation (Lloyd-Jones, 1971, p. 83). The retributive notion of justice

292 Harrison also suggests that an Erinys was primarily the angry ghost of a
human who had been murdered. The hypothesis is incapable of proof; but
the connection with the angry spirits of the dead is real enough.

293 According to Der Neue Pauly (1998 ad loc), the etymology of Erinys is
uncertain, but the Erinyes are generally identified with both courses and the
deceased. For an argument against an early link between the Erinyes and
the spirit of a dead person, see Padel (1992, pp. 172-9). Although she
provides good reasons to doubt that the Erinyes are only angry kéres, this
does not suggest that the link did not exist at all.

294 Visual descriptions of the Erinyes are very scarce before Aeschylus. Yet,
the association of the Erinyes with snakes is not an invention of Aeschylus,
and might be related to the representation of fertility, and by extension the
power of Earth, who when angered becomes an Erinys (Harrison et al, 1927,
p. 432). In visual arts, they usually appear as formidable beings, stern in
character, carrying torches and scourges, and generally wreathed with
serpents, or having serpents on their hair, or carrying serpents (Hard, 2004,
p. 39). They can appear with or without wings, dressed in black or not, and
not always as hideous creatures (Sewell-Rutter, 2007, p. 85). All these visual
representations come after Aeschylus, and it is generally assumed that they
were somehow influenced by him. For a discussion on understanding both
the positive and the negative aspects of anger in relation to the image of the
Gorgons in Aeschylus, see Belfiore (1992, pp. 19-30).

295 Similarly, in Homer (/l 19.418), they restrain the voice of a horse, who
against its nature speaks and informs Achilles about his death.
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attached to the Erinyes is one in which they restore the imbalance produced
by the wrongdoing, while at the same time creating a new one (Fletcher,
2011, p. 36; Gagarin, 1976, pp. 66-7). Hence the anxiety they produce does
not only concern the one who is to be punished but the whole community
surrounding him or her.2%

The characterisation of the Erinyes as avengers, and their relation to
rituals of purification, places them in connection with the other spirits of
retribution that | will discuss in the next section.?®” Normally, they are involved
with polluted hands as they prosecute those who have blood in their hands
(Parker, [1976]1983, p. 107). The Erinyes are also connected with oaths and
curses (Parker, [1976]1983, p. 190; West, 1999, p. 32; Fletcher, 2007, p.
102). In archaic poetry, the Erinyes appear as the guarantors of oaths, they
punish perjury, and they are often prompted into action by an oath from the
injured one.2% Their role is therefore strongly related to the purpose of loyalty
oaths as a way of upholding social order, operating where there are few

human means of control.?® In the lliad, for example, Agamemnon invokes

2% By the time of Homer, the Erinyes had been personified as avengers of
the moral law in general, acquired the characteristic of implacability (Treston,
1923, p. 113), and gained frightening epithets such as otuyepa (// 9. 571),
nepododoltig (/9. 454), and dacrAfTIg (Od 15. 234). In the trilogy, otiyn
Bedv Eu 644, Ch 393, Ch 532.

297 In some contexts, it is not clear whether a sharp differentiation between
some of these spirits and the Erinyes can be established (Clinton, 1996, p.
166). What they all have in common that they can be regarded either as
agents of pollution and vengeance or as embodiments of pollution and
vengeance; they are angry, and they embody anger. They can appear as a
singularity or as an indefinite plurality in the same text or even in the same
passage, something that also happens often in Greek texts when divine
power is described (Vernant, 1992, p. 329).

2% Thus, Alcaeus invokes the Erinyes as guarantors of an oath ('E[pivvu]g
wg ToT’ anwuvupueyv fr. 129.14) when he accuses Pittacus of breaking the
oath they had made together. For a discussion on the role of oaths, curses,
and raw-flesh eating present in this poem, see Bachvarova (2007, p. 184).
29 Gagarin (1975, p. 65) has noted that even though we can attribute
pollution to all characters who commit crimes in the Oresteia, it is a more
significant factor for Orestes as there are not more relatives to seek revenge
for Clytemnestra.

209



them as guarantors of his oaths // 3.27-80; 19.258-60.3 With regard to
curses, the Erinyes can be the agent that brings the curse to fulfilment, or
identify themselves with curses.30!

The Erinyes can be summoned in aid of the victim, or automatically
appear when an act against law is committed (West 1999, p. 32).3%2 Their
jurisdiction varies according to the literary context in which they appear.
However, they are especially concerned with those threatening the traditional
structure of the family, as for example when a younger member offends an
older one, being thus associated with transgressions which are especially
difficult to control by normal social mechanisms of punishment. Their birth
mythically links them to the crime of a son against a father resulting in the
castration of the father (Th 185).303 This feature will be important to
understand their changes throughout the trilogy, and their role in the
Eumenides, since they construct their discourse against Orestes on the basis
of their ‘old’ jurisdiction as guarantors of the crimes against family members.
As | will discuss further, one aspect of the Erinyes’ development within the

Oresteia is their relationship with different gods, and how this is important to

300 |n Against Demosthenes, when Dinarchus makes the accusation that the
oaths taken on the Areopagus have been broken, he invokes the Semnai
Theai and the other gods by whom it is customary to swear (€ETuwpPKNKWG
MEV TAG Oogpvag Beag ev Apeiw mayw kail Toug AAAoug Beoug oug Ekel
dlopvuobal vouLuoy €otl 1.47).

301 In Works and Days, the Erinyes personify the curse that will be activated
when someone breaks an oath or swears falsely (WD 802-4). Hesiod does
not go into detail regarding their activities, or specify the type of crimes they
punish, but since they assist the birth of Horkos (WD 803-4), and Horkos is
related to perjuries (Th 230-1), they are related to the enforcement of a curse.
In the lliad, Phoenix is cursed to the Erinyes for having taken Amyntor’s
concubine; Athaia cursed her son for having killed her brothers (//9.447-57;
119.571); Telemachos suggests that Penelope might curse him if he should
send her away (Od 2.132; Od 11.277-80). For Aeschylus, see Seven 720-5.
302 For a list of cults of the Erinyes, see Brown 1984, p. 260.

303 Caldwell (1989, p. 151) suggests an association between the Erinyes and
anxieties about sexual desire leading to castration. On his view, the Erinyes
are ‘psychological symbols of guilt, especially that guilt that is attached to
enacted or repressed hostile impulses against parents’. Their hideous
connection to castration is signalled by Apollo (Eu 187).

210



understand the relationship between anger and the vendetta delineated in

the plays.

5.1.1 The Erinyes in the Oresteia

From the beginning of the Oresteia, the Erinyes appear as the avengers
of transgressions in the household. They are associated with the adultery of
Merope and Thyestes (Fletcher, 2007, p. 111; 2011, p. 61), as suggested by
Cassandra (Ag 1219; Ag 1242), who connects them with a curse over the
house — an idea that the Erinyes themselves will later on confirm (Eu 417).
The context of Thyestes’ curse frames Clytemnestra’s anger into a mythical
past in which inherited guilt and the vendetta are the way to deal with
crime.3%4 This is key to understand why the portrayal of Erinyes is integral to
a progression in the trilogy that is linked to the experience and enactment of
anger. The notion that anger can be fixed at the heart of a family, that it is as
intransigent and unappeasable as an Erinys, will end up with Athena
embodying not only wisdom and understanding, but also authority and
procedural legality. On the one hand, there is a need for divine anger and
divine punishment to give account of the world, and more precisely of
wrongdoing and harm among peers — a kind of theodicy.3%> On the other
hand, the drama treats these issues through a particular family and its
members. While many aspects of Clytemnestra’s anger are treated in
relation to general ideas about justice and revenge, the trilogy engages with
the particularity of her character.

Through the Erinyes, the trilogy addresses important issues concerning
anger, and for this reason many of the features of the Erinyes’s anger are
concerned with broader aspects of the connection between anger and
retributive justice. Yet, their portrayal is also deeply human. For example,
they are strongly concerned with the affront to their timai and with unjust
treatments of an old divinity, which are important and recurrent features of

human anger as discussed in the first chapter. The characterisation of the

304 See also Di Benedetto (1984).
305 On the problematic aspects of Zeus’ theodicy in the Oresteia, see Cohen
(1986).
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Erinyes appeals to a conceptualisation of anger that is relatable to the
audience, and therefore gives immediacy to an issue which treated in the
abstract would be both less vivid and less forceful. The Erinyes, as portrayed
in the Eumenides, are in many respects human-like in their experience of

anger.

5.1.1.1 The Erinyes in the Agamemnon

In the Agamemnon, the Erinyes mainly appear in the chorus’
speeches. Most of the time, they are presented in very abstract terms, and
broadly concerned with justice — mainly xenia and philia. In the opening
anapaests (Ag 59), the chorus claim that Zeus Xenios sent the Atreids as a
punishment against Priam, as a god (Apollo, Zeus or Pan) sends an
avenging (UotepoTolvog) Erinys against the transgressors when hearing
the cry of a vulture whose nest has been violated. In this case, the Erinyes
operate in direct connection with the system of justice as implied by the
description of the Atreidae as both Erinyes and prosecutors (uéyag
avtidlkog Ag 41), with a clear legal tone. The elders employ the Erinyes in
a second analogy, this time referring to Helen: she, like an Erinys sent by
Zeus Xenios, comes as an evil settler to the house of Priam (mound Atog
Eeviou / vuppokAauTog 'Eplvig Ag 748-9).

The chorus also relate the Erinyes broadly to justice when they
expose their reasons for being fearful about Agamemnon’s homecoming: the
black Erinyes, with time (keAawvai & 'Epivieg xpovw Ag 463), will punish
those who are fortunate without justice (tuxnpov 6vt’ dveu dikag Ag 464)
— implying that this was the case with Agamemnon at Troy. Their intervention
there is closely linked the anger (k6tog Ag 456) of the people, a connection
reinforced by the description of the latter as resulting in a ‘curse (apa Ag 457)
decreed by the demos’. Both things are grounds for anxiety and fear. The
herald makes a similar connection when he refers to the storm that the Argive
fleet suffered as a sign of divine anger (Axaloig oUk aunvitov Be®v; Ag
649), just after suggesting the need for a song for the Erinyes (Ag 645). The
Erinyes appear again in relation to the chorus’ fears for Agamemnon after he

enters the house on his return, as their heart sings a terrifying song of the
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Erinyes (Bprivov 'Epwvuog Ag 991) portending disasters.3%¢ When they
express their fear, they reuse the expression of ‘the song of the Erinyes’
which has been repeatedly associated with emotions (Padel, 1992, pp. 59-
64), especially guilt (Levinson, 1926, pp. 91-2) and fear (Goheen, 1955, p.
131).307

Similarly, when Cassandra envisions Agamemnon’s murder, in her
horror, she speaks of the cry (katoAoAUlw Ag 1118) of ‘the insatiable strife’
(otdolg & akopetog Ag 1117). The chorus present it as the cry of the
Erinyes (roiav 'EptvUv tfivoe dwpacty KeAT / emopBiadetv; Ag 1119-20).
Here, the chorus relate these cries to the role of the Erinyes as creatures
concerned with a crime against a family member (yévog Ag 1117). The
narrative shifts in the type of crime they prosecute makes them a useful
means to highlight and talk about characters, actions and the emotions
around them in different contexts — like the web of images explored by
scholars such as Lebeck (1971) this shifting application allows the text to
draw together behaviour and reactions which are different in specifics but are
at base the same. At the same time the emphatic association here creates a
fundamental connexion with Clytemnestra and in the process prepares for
the bond between them in the last play of the trilogy.

After Agamemnon has been killed, Cassandra goes back to the image
of the group of kindred Erinyes attached to the roof of the house (Ag 1186-
90):

™V Yap otéynv TNVY oUmoT €kAelmnel Xopog

E0uPBoYYog oUK elipwvog: oU yap 0 Aéyel.

Kal uNv MenwkKog Yy, wg 8paclveaBal TAEov,

BPOTEIOV Al KDPOG €V BOUOIG HEVEL,

duomeurrog £Ew, ouyyovwy Eptviwy.

306 The relation between the Erinyes, guilt and music also appears when the
Herald (mpémet Aéyelv maldva t1ovd’ Epiviwv Ag 645) mentions that when
someone is accountable for a glory that entails the death of many men,
singing serves as a way to placate the Erinyes.

307 Thalmann (1985a) makes an interesting case for the use of moirai in
relation to human internal organs. There is a transgression of this allotment
when the heart controls the tongue.
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Cassandra’s account of the Erinyes revolves around certain features that are
also the characteristics of Clytemnestra’s anger, discussed in previous
chapters, such as their concern with those connected by blood (Ag 1190),
that they never leave the house (Ag 1186; Ag 1189; Ag 1190; Ag 1191)
(discussed in Chapter 2, pp. 111-2), and that they luxuriate (k®pog Ag 1189)
in their retributive activity (discussed in Chapter 3, pp. 150-2).

The last two mentions of the Erinyes in the Agamemnon again stress
their conceptual plasticity, and their dual presence as real creatures and a
means of (what we would call) symbolic representation for specific kinds of
human behaviour. In one of Clytemnestra’s attempts at justifying the murder
of Agamemnon, she claims, in an oath (6pk10g), that she killed her husband
in the name of Justice for her daughter, and of the Erinyes and Até (ua tyv
TEAELOV TG EUARGQ Matdog Aikny, / "Atnv Eptvuv 6’ Ag 1432-3). The Erinyes
here are presented in their traditional aspect of guarantors of oaths,
concerned with family crimes, and in close relation with Justice and Até.
Clytemnestra also suggests that Agamemnon’s murder was a sacrifice for
them (aiol T6vd’ Eopal’ eyw Ag 1433), implying that the three divinities,
Justice, Erinyes, and Até demand blood for blood. The last mention of the
Erinyes in the Agamemnon is made by Aegisthus. When expressing his
satisfaction at the death of Agamemnon, he refers to the robe that was used
as the murderous weapon as pertaining to the Erinyes (Upavtoig €v
nemolg ‘Epwviwv Ag 1580) — Erinyes being a clear symbol for Clytemnestra
and her destructive behaviour.

Thus, in the Agamemnon the Erinyes appear in a variety of ways and
in various contexts, sometimes as an analogy for Clytemnestra. Most of the
time, the text represents them as a real presence, and one which fulfils an
important function in the development of the events of the play. The Erinyes
as presented reflect the social role of anger: it is dangerous and a threat for
society, while at the same time, it is a response to, and an indicator of,
inappropriate and unacceptable behaviour. They also underscore the idea
that divine anger discerns and responds to injustice in the world, and that

punishment for the wrong committed will come.
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5.1.1.2 The Erinyes in the Choephoroi

The Choephoroi adds some interesting elements to the progression
of the depiction of the Erinyes in the trilogy. It coheres with the Agamemnon
in that they are associated to a young god — Apollo, in this case. They also
operate with strong intimidating power over those who fear them and are
believed to bring calamities to those who offend. However, while their role in
the first play is to a large degree aetiological, and their presence is either
inferred from the complexity and horror of the crimes or from the visions of
Cassandra, in the Choephoroithe Erinyes have an almost constant presence
in Orestes’ thoughts. At first, they are a potential and imminent threat for him,
and later he sees them in his post-murder frenzy. The Erinys here still play
their role as infallible prosecutors, but they are also more concrete than in
the Agamemnon, since we will see how Orestes will have to take them into
consideration when making a vital decision.

When plotting against the kings, Orestes assures the slave-women
that he is acting in accordance to Apollo’s command, who has threatened
him with a process of wasting and physical degeneration if he fails.3%8 This
degeneration, associated to the wrath of the underworld gods is also
associated to the Erinyes (AANag T’ €dwvel pooBoldg Epivuwv Ch 283),
who are activated by the blood of a father (€k T@®v maTpwwv aipdtwyv
Tehoupévag Ch 284). This is explicated when Orestes says that he is also
threatened with madness and rash midnight fears (kai AUcoa kal patalog
€K VUKTOV ¢OBog Ch 287).3%° Among Orestes’ adjectives for the Erinyes
there is one that reflects precisely the aspect that relates them to the

vendetta, and to the other angry spirits of the play: they are ‘anger-provoking’

308 Apollo revealed to him the underworld’s anger are plagues (vocog Ch
279), flesh-eating ulcers with savage jaws (Ch 280); lichen-like skin diseases
(Ch 281; Ch 282). On pollution and skin diseases, see Parker ([1976]1983,
p. 218).

309 The social and religious implications of this threat (Ch 291-4) will be
discussed later in relation to the Selinuntine Lex Sacra: Orestes is scared
about being denied the possibility of going through the purificatory measures
that coincide with those needed to expel the Alesteros.
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(unvipata Ch 278).31° They represent the self-reproductive nature of anger,
in whose cycle all the characters of the play are involved. It has been noted
that a characteristic of anger in the Oresteia is that it generates more anger
from one generation to another, reinforcing the idea it is insatiable or
unappeasable.3!

In fact, as the slave-women explain, the ‘law’ of operation for the
Erinyes is actually a cycle of revenge, in which they are ‘automatically’
summoned by crimes — when blood touches the ground, it cries for more
blood. This cycle is importantly about the dynamics of anger, and its
destructiveness, as the chorus and Orestes suggest (Bod yap Aotyog
‘Epwvuv Ch 402; Apal ¢Bwvopévwv Ch 406). Far from this being an
impediment, Orestes recognises their social value when he summons the
curses of the dead (that is to say, the Erinyes)3'? claiming that he is helpless
in his dishonoured state (ide06’ Atpelddv Ta Aolir aunxavwg / €xovta Kai
dwuatwyv dtipa Ch 407-8). A few lines later, Orestes, when envisioning the
murder of Aegisthus, relates how the Erinys who is scant of murder/sacrifice
will have the third beverage of pure blood (povou & ’Epivug ouyx

Uneomaviopévn / dkpatov aipa mietal Tpitnv noowv Ch 577-8), referring

310 The text here has been much contested, see Garvie ad loc. On ménimata
as both the causes of gods’ anger and the manifestation of that anger as
great sufferings for humans related to the diseased, see Burkert (1992, p.
66).

311 This notion is, for example, present in Knox’s (1952) analysis of the ‘lion’
metaphor that stands for the cyclic rebirth of violence from one generation of
the house to the next. Heath (1999, p. 31) argues for a similar view in relation
to the metaphorical use of animals across the trilogy: ‘like the lion imagery,
the snakes represent the entanglement and ceaseless coils of the cursed
house, of the old system of vengeful justice’. The snake imaginary, as the
bird one, is applied to the Erinyes who are represented by their demands of
blood. In a sense, then, all the characters of the trilogy are Erinyes in their
implacable demands for blood (Fowler, 1991). On the physical
characteristics of the Erinyes, see Higgins (1978). On the Erinyes as snakes,
and how the imagery is applied to Clytemnestra, Aegisthus and Orestes, see
Peradotto (1969a, p. 19).

312 For the association of the Erinyes and the curses of the house, see for
example Apai &’ v oikolg YAg Utal kekAueda (Eu 417). The connection
was made earlier by Cassandra (Ag 1219; Ag 1242).
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to the Erinys of his father. The anger of Orestes,?'3 is then understood in as
part of a complex system of interactions (between people, gods, and
emotions), in which he will be either ‘with’ or ‘against’ his father’s Erinyes and
Apollo. The idea of the cycle of retribution is continued by the slave-women
as they announce that the much-renowned, calculative Erinys (xpovw KAuta
Buooodpwv 'Eptvig Ch 651), referring to Clytemnestra, will be finally met
by Orestes.

The seeming interminability of this retributive cycle is made even
clearer with the last mention of the Erinyes. This time, it is Clytemnestra who,
in her attempt to dissuade Orestes from killing her, reminds him about the
‘parent’s curse’ (yeveBAioug apdg Ch 912), and warns he should ‘avoid a
mother's grudge-bearing hounds’ (pUAa&al untpog €ykdéTOoUg KUVag Ch
924). The latter is an expression that Orestes himself uses at the end of the
play when he sees the Erinyes as a vivid presence (cap®dg yap aide
MNTPOG €ykoTtol KUveg Ch 1054). The cycle of contagious and corrosive
anger, linked to the imagery of pollution and disease, has been passed from
one member of the family to another. Since Orestes is the last one in that
chain, anger will necessarily overwhelm the family, otherwise the retributive
cycle would be broken in detriment of the notion of justice as ‘receiving what

you deserve’ that has been at play in the trilogy up to this point.

5.1.1.3 The Erinyes in the Eumenides

The Erinyes in the Eumenides become full characters in the action.
They are no longer a distant threat or beings visible only to certain characters
by reason of their physical or mental state,3'# but very physical creatures,
whose anger is at the centre of the play. The Erinyes, and the anger they
represent and experience, become ‘tangible’ in the last play. As | have
argued, all the choruses in the trilogy display some degree of anger. The first
chorus is able to manifest their outrage at what they see, and to utter a threat

against the queen. The second chorus partake in a murderous plot, and fuel

313 | discussed Orestes’ anger in Chapter 2, p. 129.
314 As for example, pollution for Orestes and the resultant derangement, or
the vatic powers of Cassandra.
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other characters’ anger to fulfil their desire for punishment. The third chorus
is not only explicitly angry, but they are the embodiment of anger. This
pattern, in which the anger of the chorus increases, goes hand in hand with
the accumulation of crimes and with the ‘natural’ cycle of the vendetta. Since
Clytemnestra has no avenger in the human world, the anger that has been
passed from generation to generation in the Atreids’ house now appears
represented and embodied by the Erinyes. Hence, the characterisation of the
Erinyes in this play is key to explore the correlation between anger, the
vendetta, and justice.

One important aspect of the portrayal of the Erinyes in the Eumenides
is the persistence of Clytemnestra’s anger even after her death. This idea is
already present in the Choephoroi. For example, when Orestes fears the
anger of his father’s ghost, and when Clytemnestra threatens Orestes. In the
Eumenides, the anger of the dead is not only a fear, but the reality that
Orestes has to face. As has been discussed, the belief in the Erinyes plays
an important social role in ‘enforcing’ the rules that threaten the structure of
the main social institutions, being the family being among them. The fact that
Clytemnestra’s anger has been a constant phenomenon, while shifting from
one object to another (now it is about her loss of honour at Orestes’ hands,
while Iphigenia’s murder has disappeared from her discourse) points to
realistic psychological characteristics of anger. However, this portrayal also
responds to the dramatisation of a more abstract anger that has been
characterised, among other things, as ‘recurrent’, ‘remembering’ and
‘housekeeping’. When anger is transferred from the human to the divine
plane, as with Clytemnestra, it allows some of the thematic aspects of the
emotion to be represented visually in drama in a way which has all the
conceptual advantages of personification but the credibility of recognisable
divine beings.

The chorus’ connection with anger, together with their association with

the vendetta,®'> makes the Erinyes both an embodiment of Clytemnestra’s

315 For a discussion on how diké puts the whole conflict in the same
supernatural level in which Clytemnestra is represented, see Gellrich &
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anger and at the same time the representatives of broader principles of social
justice. Along with the process of concretisation of the Erinyes experience
throughout the trilogy, the scope of the crimes they prosecute suffers a
narrowing, at least at the beginning of the play. This leads to a close
relationship with Clytemnestra — when Apollo asks them what their upright
privilege is (tig Nde TIuN; KOUM@OOV YEPAG KAAOV Eu 209), they answer
that they prosecute those who commit violence against their mothers (toug
pnTpaloiag €k dopwv EAalvouev Eu210), and reject any involvement with
those crimes that do not concern those sharing the same blood (oUk av
Yévol®’ Opalpog aubéving povog Eu 212). This idea is also suggested by
the degree of control which Clytemnestra appears to exercise over them.
When Clytemnestra orders them to spread their breath (Eu 137-9), or their
anger, metaphorically suggested by the ‘fire of the bowels’ (vndUog rupi Eu
138), her anger is theirs.316 Elsewhere in the play their focus is wider. As was
discussed earlier (Chapter 4, p. 198), anger is also conceived as a necessary
social force, sometimes the only mechanism of enforcement, punishment,
and more broadly of setting the boundaries of what is acceptable and what
is not. The Erinyes are representatives of the principle of retributive justice
as embodied in the vendetta, as well.317

The Eumenides also early on hints at alternatives to conflict. The play
begins with the Pythia’s prayer to the gods of Delphi. The accompanying
narrative here describes a sequence in which power and privilege are

transferred without rancour or violence. While the first mention points to

Zerba (2014, p. 146). They (2014, p. 147) also suggest that the image of the
eagles in the parodos applies not only to Agamemnon and Menelaus, but to
all the agents of justice: Clytemnestra, Aegisthus, Orestes and Electra.

316 For a discussion on this, see Scott (1966).

317 Faraone (1985) has recognised similarities with Attic judicial curse tablets;
similarly, McClure (1999, p. 109). Faraone (1985, p. 105) argues that when
the Erinyes are represented as litigants in a legal case by Aeschylus, they
sing a binding song aimed at affecting the outcome of the trial. According to
Faraone, this is made explicit since the target of their song is phrenes (Eu
330-2=343-5). Faraone also stresses how this type of curse places the
Erinyes in a highly competitive frame — they are not only prosecuting Orestes
due to their role, but also for their own honour.

219



Themis (Eu 2), placing emphasis in an ‘old’ goddess related both to oracles
and justice, the following that Apollo is the new master of the temple. The
Pythia manages to present the connection between the old gods and the new
ones, so troubled for much of the play, as if they could peacefully coexist —
something that Athene will take pains to achieve with the Erinyes.318

This however is yet to come. After having been roused by
Clytemnestra,®'9 the Erinyes are depicted as hounds after their prey, and are
concerned about it being overlooked or forgotten (Eu 254-7):

6pa dpa pan’ au,

AelooeTe NAvVTA, N

AGbn $puyda Bag

0 patpoopodvog atitag
When they find Orestes in the temple of Athena, they are panting for breath
after along and hard journey that would have exhausted a human. The image
is not only indicative of their persecutory power, but also of the strength of
their drive (Eu 248-53):

TOAAOIG B¢ poxBolg Avdpokufiol puold

orm\dyxvov: xBovog yap mndg menoipavtal Tomnog,

UTEEP TE MOVTOV ATTEPOLG TOTAHACLY

NABov SLKoua’, 0UdEV UOTEPA VEXG.

Kal vOv 60’ €vBAd’ €0TI TMOU KATATTTAK®V.

oopn BpoTeiwv aipaTwV pe TPOOYEAQ.
But even here there are hints of a wider role. This characteristic of them as
ubiquitous witnesses (also in Eu 318) goes back to the idea that anger works
as a ‘tracker’ of wrongdoing in society (see Chapter 1, p. 87).

Intransigence is a characteristic of this justice (e0Budikalog Eu 312)
In the world of Athene later in the play even the most horrendous crimes, like
matricide, can be subjected to legal evaluation and the resultant conflict

potentially resolved. In the conception under which the Erinyes operate,

318 On the tension between the old and new laws in the Eumenides, see
Dover (1957, p. 234).

319 For the metaphor of ‘waking’ as ‘counter-revenge’, see Mace (2002, p.
37).
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wrongs are engraved — by Erinyes, by Hades (3eAToypadpw 6¢ nmavt enwnd
¢pevi Eu 275), and by humans, as the slave-women knew to be a
characteristic of anger (év ¢peaoiv ypapou Ch 450; 451). Accordingly, the
Erinyes assure Orestes that given his crime, he will not be allowed to face
any court (Eu 260-1), because ‘once mother’s blood has fallen to the earth,
it cannot be recalled’ (alpa untp®ov xapai / ducaykoulotov Eu 261-2).
There is no escape from the retributive consequences it brings: blood for
blood (€puBpov ek peAEwv TEAavov Eu 264). They thus represent a system
in which punishment comes without hesitation or plea of justification. The
centrality of anger to this understanding of justice is made clear by Aeschylus
when the Erinyes use ménis (oUTIq €dpEpTiel YARVIG AP’ NUOV, Eu 314) as a
way to pin down the one who deserves punishment from the one who does
not.

There is nothing new or unique about the association of inexorability
and implacability with divine anger. For example, Solon singles it out, as what
differentiates Zeus’ way of punishing from that of humans, that the god does
not react with quick anger (0&UxoAog). Nevertheless, Zeus does not
overlook/forget (AavBavw) any wrongdoing, and sooner or later punishment
will come to those who deserve it 13.24-8:

TolalTn Znvog MEAeTal TiOIG- oUd’ €’ EKATTW

wotep BvnTog avnp yiyvetat 0§UxoAog,

alel & oU € AéAnBe dlaunepég, 00TIG ANTPOV

Bupuov Exel ...

The passage connects divine intervention with the solution of a social
problem that, as Solon himself implies, is not in human’s hands to solve.
However, in the Eumenides implacability through the association of the
Erinyes with the vendetta extends into the human world to characterise a
kind of society and a mode of dispensing justice. Despite the changes
imposed by Athena, this function will persist: one of the characteristics of the
court is that it is both impartial and detached and has a sharp anger (kepd®@v
deiktov To0Tto BouAeutnplov, / aidolov, 6EUBUUOV, eudovVTWY Umep /

EYpnyopog ¢poupnua yfig kabiotaual Eu 704-6). This is the description
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of a type of anger that has a new aspect (it is not about personal gain),32° but
it is sharp to punish.

One of Clytemnestra’s claims in the Agamemnon is that Iphigenia’s
murder has been forgotten,®?' a murder that has been thematically linked in
the parodos with Thyestes’ children and those innocents at Troy. Similarly,
Electra and Orestes call for the angry spirit of their father showing their
expectation about revenge, even at the cost (at least clear for Orestes) that
they will enter the cycle of retribution as well.

The acquittal and restoration of Orestes leaves Clytemnestra’s desire
for revenge unsatisfied. Lacking a relative able and willing to punish, she is
reliant entirely on the Erinyes. Their failure to punish him is also hers. But the
disappearance of Clytemnestra early in the play and the central role in the
action played by the Erinyes themselves means that It is the impact of the
verdict on them which occupies our attention. The acquittal of Orestes leaves

the anger of the chorus doubly unsatisfied.3?? It leaves unpunished Orestes’

320 The claim that the court is depersonalised marks a difference from the
system of the Erinyes, at least as they are in the Eumenides deeply
assimilated with Clytemnestra and her injuries, while overlooking other
issues. Clytemnestra’s anger plays a role in punishing a deed that had been
overlooked by another human. However, it is rooted in a first-person
experience: she is not punishing parricide (the killing of a close relative) and
adultery in general, she is avenging the offspring of her pangs, and punishing
the abuser of a woman who is her husband, for whom she has been waiting
for ten years. Clytemnestra, clever and persuasive as she is, presents her
crime as an act of justice, but as an act of justice that relates to her daughter
and to herself — she does not intend to present the situation as if she were
making justice for the sake of her community. Even if at a larger scale she is
part of the development of events stemming from Artemis’ anger against
Agamemnon, she is always concerned about her own sufferings.

321 As Vellacott (1977, p. 113) points out, the elders forget their own words
in the parodos when talking to Clytemnestra.

3822 Visser (1984, p. 193) has pointed out that Aeschylus portrays two aspects
of the social function that the Erinyes play in Attic society: vengeance (poiné)
and pollution (miasma). In this sense, she argues, Aeschylus is making
explicit the two main purposes of murder trials in Athens. She proposes to
look at the Erinyes as the embodiment of two convergent social systems.
Vengeance is part of an honour system, and in this respect, ‘satisfaction’ at
a personal level was an important aim of a murder trial (Visser, 1984, p. 195),
compared to punishment that is generally more related to social sanction.
Miasma, in turn, is part of a broader system of civic responsibility, and it can’t
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homicide and negates their earlier insistence that there is no release for him
and those like him. It also exacerbates their personal sense of injury and
equally importantly overturns the principle of punishment and deterrence
which they represent and the larger social purpose it serves. They will no
longer be there to respond to the cries of victims of wrong (kikAfiokw Eu 508;
Bpotw Eu510) @ dika, / ® Bpdvol T 'Eptviwv Eu 512). Their anger, which
is integral to their social role as upholders of justice, will also be nullified (Eu
499-502):

oUde Yap BPOTOOKOTIWV

Halvadwv TV €dEp-

PeL KOTOG TIG EPYHATWV

navt €pnow PHoOpoVv.

The sense of personal injury means that the anger of the chorus of
Erinyes is not assuaged by the acquittal of Orestes; on the contrary, it is
enlarged by the result of the vote. The trial has set a general principle (trial
by a dispassionate third party, with the result now in hands of the polis).
Athena has created a mechanism for dispute resolution, but it has not
satisfied the agents of revenge. Implacable anger has been a feature of the
Erinyes from the start. Now it is turned against Athens. The extent of their
anger and its unremitting persistence are vividly presented by a feature very
unusual in Greek tragedy. They repeat verbatim their statement of injury (Eu
778-92 = Eu 808-22; Eu 837-46= Eu 869-80).323 The effect is to indicate their
immovability and the scale of the problem which their sense of affront
presents for Athens, given the extent of their power to harm. Athena
responds to this with patience and understanding;3?* she treats them with
respect throughout, unlike Apollo. She does make one veiled threat (about

the keys to the thunderbolt) but otherwise she is calm and respectful

be entirely understood from an individual’s point of view (Visser, 1984, p.
199).

323 For another such impasse marked by verbatim repetition, though the tone
is different, see Ag 1488ff, 1513ff.

324 For a discussion on the desire for political stability in Athena’s discourse,
see Carey 1990, p. 241.
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throughout. She relies on persuasion. The detail is important. It makes clear
that she does not negotiate from weakness (this is not compliance from
necessity). She has the power to harm and with it the power to escalate the
dispute in a way which has proved disastrous throughout the trilogy. Instead
she elects to argue. This is key to her success in assuaging their anger. The
ability to listen is also a characteristic of the new court and the attitude the
citizens should adopt (Eu 570-5), which contrasts with the view of the Erinyes
that certain crimes can never receive a judicial hearing.32°

The encounter is of profound significance both dramatically (as the
first occasion in the trilogy when someone with a grievance exercises
forbearance) and historically (in terms of the narrative of social evolution) as
a demonstration of the capacity to substitute reason for violence. The fact
that it takes place on the divine plane and especially the fact that it is the
goddess of wisdom who persuades and the goddesses at work in the
process of violent revenge who are persuaded, given this encounter an
exemplary status. As was noted above, we might use the language of
symbolism. But these are real beings. Rather the encounter is emblematic,
paradigmatic, of alternatives to violence and of responses to discord which
(for the first time in the trilogy) stabilise. a key element in Athene’s success
is that (unlike Agamemnon in the lliad) she offers compensation which the
recipient sees as adequate. They complain that they have been stripped of
honour and as old gods consigned to the past. Athene offers them a timé to
replace that which they have lost and a role in the present and future. And
where they saw themselves as exiles (Eu 838 = Eu 871) like Orestes, she
gives them a place at the heart of the city. Orestes is not the only exile who

finds a role in society. As before, there is a strong element of human

325 The question of whether we are to consider Orestes as polluted or not
when he approaches Athena is also controversial (Bowie, 1993, p. 26).
Although he assures that he has been cleansed, not only the Erinyes claim
that he is polluted, but also the Pythia regards him as such (0p® & &m
OuPaA® pev dvdpa Beopuoti / Edpav £xovta mpooTpomnatoyv, aipatt /
otdlovTa Xeipag kai veooradeg Eipog Eu 40-2); the latter is the perception
of an impartial observer in the play. The ambiguity about Orestes’ pollution
is not irrelevant for the understanding of anger.
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psychological realism (despite the divine status and monstrous appearance
of the chorus), in that the agent needs to feel that the cause of the anger is
addressed, if s/he is to be satisfied.

The new song the Erinyes sing is a joyful one, not one that calls for
strife and anger (otdolg Eu 978; opyn Eu 981). 326 This marks the place
where anger ends.®?” Athena is skilful in the treatment of anger — while she
disagrees with the Erinyes, she treats them with respect and acknowledges
the reasons they give for their anger. She uses concessions and tries to
negotiate (with the thunderbolt as the last recourse). The sound of guilt and
fear has been acknowledged in the song of the Erinyes, and, along with them,
there is also a sound of anger.328

When Aeschylus represents the shift from one understanding of
justice in which the vendetta, embodied by angry spirits, shifts to another, in
which procedural law is represented by the Areopagus, the role attributed to

anger changes.3?° However, this does not necessarily reflect a change in the

326 The motive of the song, that has been important in all the plays, is one of
frenzy, confusion and madness (16de HENOG, Tapakomnd, / mapadopd
dpevodalng Eu 330-1 = Eu 343-4). McClure (1999, p. 106) argues that the
link between the Erinyes and Clytemnestra is suggested by this use of
magical language — Clytemnestra through imprecations, and the Erinyes
through their binding song (Upvov (...) d¢éoutov Eu 306) in which and both
are heard as dissonant sound of their voices (€kvouog Ag 1473; 1187; 990;
Eu 332-3; 345-6; they resemble barking dogs Eu 131-2).

327 This may, as many scholars have felt, have a bearing on the political
climate at Athens at the time of the play. The question of the possible
topicality of the play is highly contentious and is beyond the scope of this
dissertation. See, for example, Murnaghan (2011, p. 252).

328 This transformation can be seen, for example in the way in which the
metaphors for light are used. Lebeck (1971, pp. 131-3) suggests that the
move from darkness to light is corresponded by a move from the symbolic to
the concrete. Bremmer (1999, p. 17) stresses the image of light in relation to
the idea of salvation. See Tarrant 1960 for a review of the uses of metaphors
of light in Greek literature. Seaford (2012, p. 295) sees a pattern: the image
in the Agamemnon points to a firelight that can destroy and deceive, while in
the Eumenides this tension is resolved. Similarly, Peradotto (1964, p. 388).
329 Aeschylus’ position on the power held by the Areopagus’ court is highly
controversial. The fact that the court had been at the centre of polemical
reforms makes it clear that Aeschylus is engaging and appealing to the
recent events; somehow. How exactly, it is hard to establish. For a discussion
on this, see Bowie (1993). Gagarin (1973, p. 84) doesn't see the
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conceptualisation of anger or in the value attributed to it. Athene’s
intervention does not change the Erinyes. Nor does she remove their
capacity for anger in removing the immediate cause and effect. When the
Erinyes have accepted their new honours and swear that they will not bring
disaster to the Attica, Athena asserts that the courteous Erinys has great
power (MEya yap duvaTtal / motvl 'Epivig Eu 950), both above and below
the earth. When Athena invites the citizens of Athens to hear the voice of the
Erinyes, she remarks on the performative power they have, the

‘accomplishment of their words’ (¢rukpaivw Eu 949).

5.2 Other Angry Deities and the Vendetta

The Oresteia is rich in examples of the ambivalent use of words for
designating either the angry spirit, the polluting criminal, or the asylum
seeker.330 While the use of language designating these figures seems to be
somehow relaxed, the Alastor stands out from the rest in its vengeful power.
As discussed above, the trilogy is set in a past in which the kind of justice in

operation is retributive,33' which has no established procedures or trials to

reconciliation between the Erinyes and the Areopagus as a shift between one
type of society to a different one; he rather thinks that it represents how
aspects of the old system should prevail even after the configuration of the
court. Lloyd-Jones (1971, pp. 94-95) argues that it is not accurate to say that
the trilogy represents a transition between the vendetta to the rule of law, as
these concepts were not clearly separated as for us.

330 Words like prostropaios, palamnaios, miastor, and alastor can be used to
designate the polluted killer, the victim’s polluting blood, the victim’s anger,
and the victim’s avenging spirit (Parker, [1976](1983), pp. 108-9). In the
Oresteia, prostropaios has a dual meaning as ‘suppliant’ and ‘polluting’
(Burkert, 1992, p. 72). It is applied to Orestes (Ch 287, Eu 41, Eu 234, Eu
237, Eu 445) — with the exception of Thyestes (Ag 1587), and Ixion (Eu 718),
in the latter cases meaning ‘suppliant’. It also appears under the form of
Potitrépaios (Eu 176-7); for moti- (= mpoo-) in tragedy, see Sommerstein ad
Eu 79. Palamnaios appears only once in the trilogy (Eu 448) as the one who
needs to be cleansed. Miastor is used twice: once marking the one who
should punish Orestes (Eu 176-7), the other one referring to Clytemnestra
and Aegisthus (Ch 944).

331 It could be argued that this is also the case in modern times because
punishment should only affect those who have previously committed an
offence. However, there are two clarifications to be made. Firstly,
‘punishment’ by definition is a reaction to a previous wrong. Secondly, there
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settle disputes. The Oresteiais rich in judicial language, but frequently it does
not have a real counterpart in the social institutions of the trilogy, and it
remains either metaphorical or aspirational. As Sommerstein (1989, p. 20)
has pointed out, Electra wants a third party to come and avenge her father
(Ch 120), but instead of this, it is her brother who has to bring ‘justice’ by
killing their mother. This precariousness of all the victims in the play,
Clytemnestra included, is balanced out by a plurality of avenging and fear-
inducing figures. The richness of this vocabulary suggests that anger does
not only survive through a curse, but also through guilt.33 There is something
that stays in the offender, until punishment comes. This indicates a notion of
anger that involves both the offender and the angry victim or the vindictive
spirit that avenges them.

In the Oresteia, the Alastor appears in two passages, one in the
Agamemnon and the other in the Eumenides.33 In the former, the word is
used to denote an angry spirit (the old terrible Alastor of Atreus: 6 maAatog
OpLuUg dAdotwp / Atpéwg Ag 1501-2), and in the latter, a suppliant (kindly
receive this Alastor: déxou de mpeupuev®g AAdotopa Eu 236). These two
passages have an important role in the denouement of the plot and therefore

need further attention.

is a whole body of literature showing an age old and onoing debate on how
to understand and justify the practice of imposing penalties on others. Some
justifications come from the idea of retribution, but this has been problematic,
both in terms of moral justification and pragmatism. This is why other
concepts such as deterrence, rehabilitation and restoration are important in
the discussion. In any case, even if we find that many modern societis are
retributive, this does not affect my argument.

332 On inherited guilt in the Oresteia, see Gagné (2013, pp. 394-445).

333 Alastor primarily denotes a spirit of destruction, a spirit of vengeance, or
an evil spirit more broadly (Fraenkel on Ag 1501). It is for example identified
with kakog daipwv in the Persae (354). As the Erinyes, it can represent
destruction and be destructive itself, but it does not receive any significant
degree of personification or visual description in tragedy. Since this spirit can
act through people, it has agency, or it stands for it. In Greek literature, it
mainly appears in tragedy. It can be used as the attribute of a daimén, for
Zeus (ANAoTwp 6 Zeug Pherecydes fr.114a), or for humans (a traitor Dem
18.296). In Homer, the word appears only in the lliad and as a proper name
for warriors (/1 4.295; 5.677; 118.333; 1/ 13.422), never as a spirit.
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Clytemnestra’s claim that the old Alastor took vengeance on
Agamemnon has received a good deal of attention. Two main interpretations
have been given: she is either suddenly conscious of her deed or disowning
her responsibility for the murder of Agamemnon. Fraenkel (ad 1502)
interprets this as a sign of a cognitive and emotional shift in Clytemnestra,
seeing her as attributing the act to the Alastor as only he, using her as a
vehicle, could have done something so terrible. Yet, there is no sign in
Clytemnestra’s words that she has gone through a transformation of any
kind, either emotional or cognitive. As Denniston-Page (ad loc) point out,
nothing indicates that she is now aware of the horror of her crime, or that she
is looking for an explanation.

In their attempt to make sense of the murder scene, the chorus of
elders place the blame on Helen, and assert that the house holds an
unmovable strife (€pig €piduatog Ag 1461), implying the presence of a spirit
in it. At Clytemnestra’s strong reaction against blaming Helen, they directly
address the spirit in a more precise way: it is the spirit of the Tantalids, who
fell upon the house exercising its power through women who are alike
(datuov, O¢ éurmitvelg dwuaot Kal / dipuiolol TavtaAidaloly, / Kpadtog T
looYuxov €K yuvalk®v Ag 1468-71). The chorus do not say what type of
spirit this is, but the imagery with which it is connected is the one with which
the Erinyes are presented in the trilogy: ravens (black), tuneless song
(kOpakog €x06pol oTabelo’ EKVOUWG / Uvov Uuvelv enelxetal Ag 1473-
4). Clytemnestra responds by recognising this spirit of the family (daipova
vévvng Ag 1477), and links it the perpetuation of the desire for new blood
(¢k 100 Yap €pwg aipatoAolxog (...) véog ixwp Ag 1478-80). When
Clytemnestra claims that the murder belongs to the Alastor of Atreus (6
MaAalog dpluug ahaotwp / Atpéwg Ag 1501-2), The way in which she
characterises the Alastor (dp1uUGg; xaAemold BowvaTtipog 1502; and Atpeulg
in genitive) resembles an Erinys as they are used with a possessive — the
Alastor is not normally attributed to someone in that way. Fraenkel (ad loc)
might be right that despite the important overlaps between the Erinyes and

the Alastor, it seems too simplistic as a solution just to dismiss their
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differences (and the same applies to the rest of the angry spirits), but it also
seems to be the case that these differences are not always a concern for the
expression of the experience involved. After forty lines in which different
types of divine agency had been said to be involved in Agamemnon’s
murder, when Clytemnestra is precise about its type, she speaks of the
Alastor — the term that Orestes also uses to describe himself in the
Eumenides.

The way in which Clytemnestra phrases her agreement with the
chorus is that the Alastor acted through the corpse’s wife (¢pavtalduevog
d¢ yuvalki vekpoU Ag 1500). The Alastor attributed to her does not amount
to a new explanation: 334 it is in line with what she has been saying from the
beginning, namely that she is an avenger and that the deed is in accordance
with justice (Denniston-Page ad loc; Wohl, 2010, p. 49). The new element,
and in this she is following the chorus’ view that Agamemnon suffered not
only for the crime that he committed, but also for the one that Atreus did, is
that she embodies the spirit of the vendetta.

With regard to the argument that she is disowning responsibility for
the crime, which is sound given that it is in agreement with the chorus’
interpretation ‘that you are not responsible for the murder’ (wg pev avaitiog
el Ag 1505), 33 it does not really affect the belief or the role of the Alastor.
They only negate what they perceive as the purpose of Clytemnestra’s
words, not that an Alastor could have been involved. The chorus have been
talking of the spirit behind the crime, even Zeus has been implicated, for forty

lines without implying any interest in resting responsibility on Clytemnestra,

334 John Jones (1962, pp. 91-2) argues something similar: after an array of
opinions — condemn her, admit Agamemnon’s fault, confessing themselves
unable to judge, accusing Helen — they finally express their horror at the evil
spirit that through successive generations has been assailing the house of
Atreus. Similarly, see Gagné (2013, p. 398-9).

335 For a dissenting view, see Neuburg (1991, p. 63-8), who argues that there
is no need to ascribe to Clytemnestra the intention of avoiding responsibility
if one reads the chorus’ claim as ‘that you are not to be censured for the
murder?’ In her view, Clytemnestra could be saying that the deed is not to
be understood as the crime of a wife but the act of justice of an Alastor; taking
the it in a symbolic way.
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and this is coherent with the references to divine agency in the rest of the
trilogy. Even if she is trying to disown responsibility, she uses the word to say
that an angry spirit acted through her, and that it renders the deed as an act
of vengeance for the murdered children (veap6g Ag 1504), as she will go on
to explain once again (Ag 1521-9).

In the previous chapter (p. 181), | pointed out that the mention of the
Alastor marked an end for the escalation of threats between Clytemnestra
and the elders. The Alastor thus plays an important dramatic role, allowing
the characters to put an end to a dynamic of anger by articulating a projection
from the human to the divine. This acts as a depersonalisation of anger that
allows the characters to look at the conflict in broader terms. As the elders
are quick to signal, the recourse to divinities linked to revenge does not
dispense people from guilt. However, in the interaction between them, the
attribution of the conflict to a divine creature helps in dealing with conflict.
The only way in which the chorus could account for the level of violence they
were witnessing was a divine figure that would embody the laws of revenge.

In the Eumenides, when Orestes refers to himself as an Alastor (Eu
236), he means ‘a suppliant’. His use of the word is an instantiation of a
category that can be applied to humans —the Alastor-suppliant. Orestes adds
that he is not a mpooTpoéTalog or someone with polluted hands (d€xou d¢
TIPEUPEVDC AAAoTopa, / oU TpooTpoTalov oUd’ adoiBavtov xépa Eu
236-7).3%6 Even though both figures denote fierce avengers, Orestes is

distinguishing between them, probably because of their connotations. As

336 The scarcity of references to avenging creatures such as the Erinyes or
the Alastor, as well as to the notion of miasma in general, in forensic
speeches has led some to conclude that by the fifth century the belief in
pollution was confined to Tragedy (Parker, [1976](1983), p. 107). While there
must be some truth to overall explanation for the social purpose these beliefs
played, it is important, nonetheless, to keep in mind that religious beliefs play
several roles in society. Aeschylus’ society is no exception, as has been
suggested by the Lex Sacra from Selenius, by Aeschylus’ time there was a
set of purificatory measures to rid oneself from angry spirits related to crimes
of hospitality and patricide and they coincide with Orestes’ concerns about
what he will suffer if he does not avenge his father, as described in the
Choephoroi (291-4) (Clinton, 1996, p. 176). For a further discussion, see
Sewell-Rutter (2007, p. 85).
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Sommerstein (ad loc) has noted, Orestes’ use of the word is ambiguous:
although it is intended to mean ‘suppliant’, this is not the most common usage
of the word, and the meaning that Clytemnestra gave it must still reverberate
in the audience. Orestes does not deny that he, here an Alastor begging to
be received by Athena to undergo a trial, avenged his father by killing his
mother thus somehow mirroring his mother — just as her, Orestes is an
avenger who acted according to the law of the vendetta. What he is asking
for is a reassessment of his status from a different set of rules — those
imposed by Athena. Both Orestes and Clytemnestra regard the act of
retribution as part of divine justice, yet Orestes wants his social status to

become universally recognised as ‘unpolluted’.

5.3 Conclusions

Throughout the trilogy, the characters share anger as a defining
emotional experience and motivation and for the vendetta to work this
emotion has to be experienced afresh across time.33” The present events in
the family depend on the past not only in a direct causal way (one crime leads
to the other; every action is the reaction to a previous wrong), but also
because of guilt rooted in the past. This is an important part of the
Aeschylean conceptualisation of anger.338

For the representation of anger as transcending the individual, lasting
for generations, and staying within a family corrupting all relations the angry
divinities just described are important both conceptually and dramatically. All
these divinities enable the drama to represent anger as a particular problem
within a family and at the same time as an abstract theme of social, and

eventually human, relevance.

337 Similarly, Bacon (2001, p. 50).

338 Gould (1995, p. 27) notes that a major theme in the Oresteia is how the
past affects the future: first it is how the past ten years have unavoidable
repercussions; how the past two generations have an impact on the present.
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Conclusion

In the preceding chapters | have outlined a multi-layered model to
read anger in ancient texts. This model considers premises and empirical
results from different disciplines, and theories. Historical, literary, religious,
and political contextualisation of the text is also an integral part of this model.
| hope | have shown that the representation of anger in Aeschylus is highly
complex and sophisticated. For this reason, along with the distance in time,
it needs to be evaluated from different perspectives and understandings of
emotions.

One important aspect of anger in the Oresteia is that it presupposes
a society which espouses both competitive and cooperative values. While
the importance of cooperative values in Greek society has often been
stressed, anger is has frequently been perceived by modern scholars as a
sign of the competitive nature of society. It is this latter assumption that has
been challenged by the reading of the propositional content of anger in the
trilogy. Anger is also represented as a sign of deep concern about human
bonds.

Anger in the Oresteia shows patterns that clearly cohere with the
evidence from other Greek authors. As discussed, the notion of honour is
central to the understanding of anger in the trilogy. However, Aeschylus can
be used to supplement that evidence and expand our understanding of the
phenomena by adding nuances both in the language and in the way the
themes are developed.

The presence of desire, with both its motivational power and its link to
irrationality and loss of control, is fundamental to understand anger in
Aeschylus. This is particularly useful in expanding on Aristotle’s views on
desire and in the process demonstrating an aspect of anger often missing
from cognitive readings of the emotions. The presence of desire in the
dramatisation of anger is a hugely valuable from the perspective of
phenomenology. The Aeschylean representation of anger indicates that the

lived experience of the emotion had a strong hedonistic component.
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Modern research on emotions can usefully illuminate Aeschylean (and
potentially other) Greek tragedy. Anger in the Oresteia shows patterns that
are clearly in line with modern research in emotions. This is clear not only
from a cognitivist perspective based on appraisals, but also from a broader
understanding of cognition that accounts for experiential basis of the
conceptualisations of the emotion in the trilogy.

The last two points strengthen the position argued at the start of this
thesis, namely, that there are firm grounds to think that anger in Aeschylus
has realistic psychological components, and despite the amplification
inevitable in a genre which deals with events on a grand scale and in a heroic
context, reflects lived and perceived experience.

| hope my analysis has shown the importance of including the divine
in any understanding of Aeschylean anger and the degree to which the
dramatic use of this element converges with an diverges from our
perceptions. The role of divine figures, where they personify or represent
experience (as for example Aphrodite and Artemis in Hippolytus) is
immediately intelligible even to us as an effective means of dealing with large
concepts and themes in a visual medium. This cannot be the full explanation,
because there is a residue which resists secular analysis and simple
rationalisation. One aspect that stands out in the trilogy is the need to know
the past in order to understand the present. This is a dimension lacking from
modern — and indeed ancient — secular accounts of anger. However, this
dimension of anger can be fully incorporated in the distinction between the
cause and the object of emotions, so important in cognitive science.

If time allowed, this research could be expanded by addressing the
full Aeschylean corpus, or by examining Sophoclean and Euripidean tragedy
to determine how far they converge with, or diverge from, the Aeschylean
representation that | have analysed here.

In terms of methodology, | would like to have included certain aspects
of cognitive science such as ‘emergence’. This idea is already implied in my
analysis, but it could be made explicit and more developed: anger is to be

understood as the behaviour of a system involving the mind, the body,
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society, and the gods. Anger is not just the addition of these elements; it is
something that happens in the interaction of them. A focus on this concept
could potentially allow further elements to be incorporated, thus enriching our
understanding of the emotion. The granularity of anger, or in fact of any
emotion, could be explored by focusing on the interaction of the elements in
the system.

Finally, there are two aspects of the modern research on emotions
and cognition that | would like to have explored. The first one is salience (this
is a fairly new approach to emotions and really interesting). Further work in
that direction would include, for example, questions of how an emotion is a
way of picking certain elements from the vast spectrum of experience: anger
is not so much the effect of an affront to timé or the perception that that affront
should be redressed; it belongs to those ‘mechanisms that control the crucial
factor of salience among what would otherwise be an unmanageable
plethora of objects of attention, interpretations, and strategies of inference
and conduct’ (de Sousa, 2018). This approach could potentially allow us to
infer the patterns of salience in their experiences and therefore more detail
about their minds, and ultimately their lives, from our knowledge of ancient
emotions. The second one is the application of the enactive programmme
first developed by Varela et al (1991) in relation to embodied cognition. | just
hinted on this when discussing the ways in which we can read divine
intervention in anger. However, this is a methodological approach that could

work very well to complement Dodds’ overdetermination model.
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