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Dale Grote, The Character of Orestes in Sophocles' Electra 

I The Problem of Orestes 

Sophocles' Electra has taken more than its fair share of abuse over the years. 
Schegal's remark that it is nothing more than a play of "good spirits and matricide" 
(Gellie 130) is perhaps the most widely quoted, but there are many others just as 
trenchant. In 1880, the normally gentile Mahaffy had to complain that, its poetic 
qualities notwithstanding, the play represented a "great step backwards in the history 
of moral" (290). Gilbert Murray, no great supporter of Sophocles in any account, 
condemned the play for having shown the conservative poet's preference for the old 
archaic heroes who "killed in the fine old ruthless way" (23 7). Wal dock would not 
even allow that it was a tragedy, though he found one reason it should still be read 
and studied: "In what other play of the seven can we so observe the sleights of the 
Master" <l.2l). These critics, and many others, are all taking aim at the same 
problem: the failure of the play to take the morality of the matricide seriously, or to 
take it up at all. This deficiency is all the more evident when Sophocles' Electra is 

compared to Aeschylus' Oresteia and Euripides' own Electra.l In these plays, the 
matricide and its implications for the characters drawn into it are the central events 
around which everything else in the drama must turn. 

This is another way of saying that there is a problem with Sophocles' 
characterization of Orestes, the unavoidable central figure in any treatment of the 
matricide in the inherited myth. The other two tragedians recognized that fact. 
Aeschylus' Orestes hesitates, needing the encouragement of his friend and Electra, to 
say nothing of the threats of Apollo, to help him along his way. There are the Furies 
to punish him, which leads to a divisive quarrel among the gods themselves as to 
whether there can ever be any justification for what Orestes has done. Euripides' 
Orestes is a pathetic coward, who finally realizes the horror of what he has been 
planning to do and is driven mad by it. By stark contrast, Sophocles' Orestes never 
breathes a single word of doubt, at least in any obvious way, and never needs or 

seeks reassurance.I Worst of all, there is no unambiguous indication anywhere in the 

play that he will be pursued by the Furies.1 Their absence is, as Gellie ( 130) put it, 
"thunderous." Sophocles' play ends with an unmistakable appearance of final 
resolution and a triumphant exit. 

The best that can be said is that in Sophocles' version of the myth, the matricide is 



deliberately suppressed to allow greater dramatic elaboration of Electra's troubles at 

home.1 Accordingly, he "spends all his psychology on Electra" (Letters 245). An 
implication of this line of reasoning, however, is that as Sophocles ignores Orestes, 

he also ignores the morality of the matricide itself.2- Even if it is true that Electra is 
delivered from her torment by her savior brother then the play is nothing more than a 
melodrama. 

Needless to say, Sophocles is not without his defenders on this and other counts, and 
scholarship on the play is as richly varied and delightfully combative as it is on most 

important questions in classical literature.2 Kells has performed an invaluable 
service for laborers in this field by classifying the variety of approaches to the play 
as "ironic," "justificatory", or "amoral," the difference being how each understands 

Sophocles to have handled the matricide.I Kells, taken together now with Kitzinger 
(298-310) brings the survey of scholarship up-to-date. 

My suggestion begins with the play as it appears to us. A morally blank Orestes kills 
his mother, and, in deliberate opposition to the Choephoroi and the Eumenides, he 
walks away from it unscathed. We are right to be disturbed by him, and this feeling 
of disruption or betrayal is what Sophocles wanted to produce. I suspect that 
Sophocles drew his portrait of Orestes not from the Homeric warriors of myth, but 
from an increasing social fact of his own day. Sophocles' Orestes is not the result of 
dramatic necessity, nor was he toned down in order not to distract from Electra. 
Orestes is a portrait of a new generation of war-hardened youth produced in Athens 
by its long struggle with Sparta. The Electra therefore is not just an another 
reworking of a traditional tale. Rather it is a richly subtle comment on the moral 
devastation the war was visiting upon the new generation in Athens. 

II The War Youth in Athens and the Disappearance of Moderation 

"Once lead this people into war and they'll forget there ever was such a 
thing as tolerance. To fight you must be brutal and ruthless and the spirit 
of brutality will enter into the very fiber of our national life. Woodrow 
Wilson on the eve of the United States' entry into World War I" (Burns 
441). 

There is plentiful evidence that Athens in the late fifth century was witness to an 

emergence of a new generation of young men with a ruthless passion for the war.! In 
Euripides' Suppliants, produced anytime between 427-417, Theseus makes an 
obvious reference to current Athenian politics when he charges the neoi with having 
a reckless lust for war (231-7): 

You destroyed the state when you were led by young men [ neoi] who 
delight in being honored and who multiply wars without justice. They 
are destroyers of the city. One wants to be the general, another wants to 
abuse the power which he acquired, and still another who for the sake of 
gain doesn't care at all whether he harms the people. 

In the Peloponnesian War, Nicias tries to discredit Alcibiades during the debate by 
referring to his youth, appealing to the older men in the Assembly not to be 
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intimidated by the young men around them ( 6.12-13 ). For what it is worth, Plutarch 
(Nicias 11.3) writes that the Sicilian debate was a contest between the young war 
enthusiasts and the older members of the peace party: "To sum it up, it was a debate 
between the young war-makers against the older peace-makers, one group 
supporting Nicias, the other supporting Alcibiades." 

Just as revealing of this new "war youth" are the events before and during the 

Oligarchic Coup in 411.2. After the destruction of the Sicilian expedition in 413, the 
Athenians created the board of the probouloi to direct the affairs of the city. The 
only two members certainly known to have served on the board were the playwright 

Sophocles and Hagnon, a son of Pericles.1.Q Both men were well-off, respected, and, 
perhaps their most important qualification, advanced in years. Hagnon was more 
than sixty at the time, and Sophocles was certainly more than eighty. Thucydides 
also reports that the majority of the members of the board, if not all of them, were 
chosen from among the presbuteroi of the city (8.1.3 ). Kagan says this indicates a 
conscious effort to prevent the young from having any more political influence: "It is 
revealing of the state of Athenian politics that the Athenians believed they must seek 
such qualities in an earlier generation, that men in their prime could not be found or 
trusted to provide it" (7). Later, during the Oligarchic Coup, a commission of thirty 
suggrapheis was set up to investigate the ancestral constitution and to draft a 
program for revising and purging Athens of its perceived democratic excesses. The 
original tenprobouloi were among the thirty, and once again all thirty of the 
suggrapheis were older men (A.P. 29.1,3). The oligarchs relied on the young men 
whenever there was any "rough work" (cheirourgein) to be done (Thu. 8.69.4), and 
when the the Four Hundred appeared in the Assembly to take the places of the 
duly-empowered Assemblymen, they were accompanied by a gang of one-hundred 
twenty young men, the so-called "Hellenic Youth," armed with daggers (Thu. 8.66). 

These young men engaged in nothing less than a terrorist campaign against the 

moderates in the city, l! encouraging their flight from active involvement in the city 
and into apragmosune ("detachment"; "serenity"). These "quiet Athenians," as 
Carter called them, extolled the virtues of apragmosune in direct contradiction to 
Pericles' democratic ideal of the man of public affairs. But it was among the young 
men, especially among the young aristocrats who were being exposed to some of the 
more extreme teachings of the sophists, that this emerging "war youth" first 
appeared. This is not to say, obviously, that sophistic education created the 
disposition to violence, but it was an undeniable co-factor in the way these young 

men perceived the world.ll 

III Educating Orestes 

Croiset (36) complained that Aristophanes had missed the true danger of sophistic 
education because he depicted the corruption of a country lad instead of a young 
aristocrat in the Clouds: 

Had the poet really cared for the interests of the aristocracy, so far as 
they were connected with the interests of society, or had any of his 
patrons made them clear to him, he ought to have tried to open the eyes 
of his fellow citizens to this serious and really fatal error. And then he 
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would have had to represent, not a good fellow from the country, as the 
victim of the sophists, but rather the descendant of some great family, as 
reduced by them and undermining the moral inheritance of his race 
through selfish ambition. 

Croiset could have been describing Orestes in the Electra. 

Like the Philoctetes, which is universally recognized to be concerned with the 
question of education, the Electra begins with the entrance of a teacher and his 
young charge. In neither the Choephoroi nor Euripides' Electra does the Paedagogus 
contribute even a fraction as much to the story as he does in Sophocles' Electra. Yet 
the relationship between the young Orestes and the Paedagogus, which is explicitly 
developed in the play, has received little attention. Those who have commented on 

the figure of the Paedagogus judge him harshly.ll 

The prologue establishes two important facts: 1) Orestes was raised, perhaps from 
infancy, for no other purpose than to be prepared to kill Clytemnestra and Aegisthus 
at the right moment, and 2) Apollo's will is of very little importance for Orestes. His 
true motivation, implanted by the Paedagogus, is a sophistic combination of 
self-glory, a utilitarian view of social justice, and the urgent sense, encouraged by 
the Paedagogus, that the kairos for action has arrived. 

As if to underline how completely Orestes is his creation, the Paedagogus uses an 
important metaphor derived from sophistic educational theory when he recalls his 
service for Orestes. At 13-14, he says !J v e y1ea. 1ea.5ecrcocra. 
1ea.5e8pewa.µ11v 'tocr6vo' ~ fJ~TJS, na.'tpt 1:tµcopo p6vou. 
Beginning with the assumption that human physis was no more than bare 
substratum, mere potential, the sophists argued that it could be channeled into an 
infinite variety of directions with teaching and diligence. Though the vocabulary is 
somewhat flexible, there existed among the sophistic thinkers a trinity of elements 
required for the crafting of souls (See Shorey): natural ability (physis), diligence 
(melete, askesis, philoponia, epithumia), and training or lessons (logos, episteme, 
paidomathia, mathesis, trophe ). In this system, physis had been emptied of the 
aristocratic presumption of natural excellence and reduced to raw potential or mere 
receptivity -- and anyone, regardless of his social class, could possess a strong 
physis. To bring all the conditions together for successful education, a remarkable 
analogy was drawn between education of the young and the act of raising a crop in 
agriculture that enjoyed a wide-spread popularity in the late fifth-century 

(Protagoras, Great Speech D.K. 80 b3; D.K. 80 bl l).H. The best fifth-century 
evidence we have for it is Hippocr. Nomos 3, and this fragment of Antiphon (D.K. 
87 b60): 

"As one sows, so can one expect to reap. And if in a young body one 
sows a noble education, this lives and flourishes through the whole of 
his life, and neither rain nor drought destroys it" (tr. Freeman). 

It is significant here that in this analogy the child is not equated with the seed but the 
soil. That is, the child does not have any innate code of development it will follow. 
In this analogy, the child is nurture for the idea or ethos planted in it. The nature of 
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the soil merely acts as a limit on the amount of the yield. 

It is quite apparent that Sophocles manipulates the chronology of the myth, which 
requires Orestes to be about 18 to 20 years old, and he is possibly doing so in order 
to confirm this analogy. The Paedagogos says that he "took" Orestes from Electra 
and "raised him up" (13). One scholiast comments that the verb"!) v E yKa suggests 
that Orestes was literally passed into the Paedagogos' arms since Orestes was, 
according to the note, "not yet able to walk." Again, at 603, Electra uses the verb 
trepho when she tells Clytemnestra that if she had been able, she would have raised 
Orestes herself as a miastor. The verb implies a relationship more nearly 
approaching that of a mother and child than brother and sister; hence Electra must 
have last seen Orestes when he was much younger than his early teens. Electra also 
remembers affectionately how Orestes called her adelphe (1148). There is hardly 
anything exceptional about an eleven or twelve year old boy saying "sister," but if 
Orestes were just old enough to speak, it would explain why the memory is still so 
touching and vivid for Electra. After the Paedagogos' fictitious tale about Orestes' 
death, Clytemnestra is struck for a moment by a deeply felt sorrow and mourns her 
child (776), "Gone from my breasts and nourishment." Clytemnestra last remembers 
Orestes as a nursing infant, not as an eleven or twelve year-old boy. Certainly, none 
of these observations taken by itself proves conclusively that Sophocles is trying to 
alter the chronology of the myth, but their collective force is strong. Judging from 
the results, at least, he succeeded, as many commentators on the Electra feel that 
Orestes was taken away from Mycenae at a much younger age than the logic of the 
myth allows . .!1 

He learned his lessons deeply. Orestes is marked throughout as completely 
subordinate to his master. "No way!" the Paedagogus snaps at 82 when Orestes asks 

whether they should stay behind to investigate cries coming from off-stage.Ji After 
Orestes and Electra have been celebrating their reunion, the Paedagogus bursts in 
and sternly scolds them for carrying on (1326): ro 1tAE t O''ta µcop o t Kai 
<I> p E vcov 't'll 'tC.OµE v o t . At 15, the Paedagogus addresses Pylades, ''philtate." 
Eight lines later at 23, mimicking his master, Orestes repeats ''philtate." The 
Paedagogus constantly urges Orestes to action by stressing that the kairos has 
arrived. The Paedagogus' word kairos at 22 is repeated by Orestes at 31, 39, and at 
75-6. The Paedagogus frequently uses the saph- root to indicate that a plan is clear, 
or that knowledge is obvious, and so forth. At 18, he says the sounds of the birds are 
saphe. Orestes repeats saphe at 23 in the same position in the line, and again at 41, 
again at the same position in the line. After the recognition scene the Paedagogus 
urges Orestes and Pylades to act (1335): Kai vu v cx.1taA.A.a X 8 e v 't E 'tCOV 
µa K p co v A 6 y w v . At 13 5 3, Orestes turns to his sister and warns her not to 

question him further, imitating his teacher's impatience with excessive speech:~ 

EO''t i · µtj L ~ AE YXE 1tA.E i OO't v AO'YO t c;; • Finally, Orestes turns to 

Pylades at v. 1372 and quotes nearly verbatim the Paedagogus' earlier advice: OUK 
£ µaKpcov ~~ ouoe ex. A.6ywv . Since he was trained from infancy 
for no other purpose than to avenge his father, we cannot even say that Orestes was 
corrupted by the Paedagogus, since that suggests a warping or perversion of an 
innate shape. He was created from nothing to be what he is the play: a cold-blooded, 

unthinking killer.l2 

5 



However much importance we should place on these references to contemporary 
education, Orestes has clearly learned something unsettling from the Paedagogus. 
His purpose is to achieve kerdos and kleos through whatever means necessary 
(59-61): "Why should it concern me, ifl die in a speech but am saved in reality and 
win glory? I think nothing is evil when it brings gain." When he offers a prayer to 
the local gods for their help (69-73), he does not pray in resolve to act in the name of 
divine justice. He simply asks that he not be sent away unsuccessful and dishonored. 
Even then, his prayer rings hollow, as he rounds it off with a flatly prosaic 

expression amounting to little more than "that said" (73): E { p17Ka. µEv vuv 
'ta.U'ta. . Finally, his last lines in the play are unsettling. Coming just at th;-
moment when we should expect something deeply religious or noble from him, they 
are hardly more than a bare recitation of social utilitarianism (1505-1507): 

xp11v £ eu8uc; E fva.1 'tTJVOE 'tote; 1tcicr1 v c5iK17v, 
6cr't l c; 1t€ pa. 1tpcicrcrE l V .!2:_ 'tCOV V 6 µcov 8 €A.El, 

K'tE i VE l V · 'tO ~ 1ta.voupyov OUK£ 1JV 1tOA.t>..!! 

(There should be this punishment for everyone who wants to break the 
laws: that way, there wouldn't be so much crime.) 

IV Conclusion 

Orestes is a problem in the play because we want him to be more than he is. The 
moral action in the play is centered on him. Like his other education play, the 
Philoctetes, Sophocles begins the Electra with a conversation between a pupil and 
his teacher, who it turns out is a corrupting influence. The diference is that there is 
no redemption at the end of Electra, and no lessons learned. Orestes does not 
possess a dramatic depth in an obvious way, but he does have tremendous social 
meaning which extends beyond the theater. If it is true that Sophocles drew the 
character of Orestes from the war-hardened youth which were assuming an 
increasingly influential role in the formulation of Athenian war policy, then what has 
been mainly perceived to be the central problem of the play--Orestes' indifference to 
the matricide--becomes the key operative element in the play. It drives home 
Sophocles' point. He is saying 

"Here is a dramatization of what this war is doing to the mentality of our 
city. What was a mere war policy in one generation has become the 
entire moral world of the next. There are no more Oresteses in the 
Aeschylean sense, in our city anymore, young men who find themselves 
thrust into a violent world, but who struggle to find a balance between 
the need for violence and the desire for peace. Our generation has 
instead raised an army of soldiers, who have never acquired the moral 
foundation that we took for granted, and who can kill without remorse 
or reflection for no other reason than a vague promise of glory and 
power. Here is my Orestes. Here are our sons." 
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416-4, followed by Euripides' in 413. The general consensus is not to insist too much 
on which is the correct arrangement, even though there is a preference to put 
Euripides' just before Sophocles' (Kells 1-2, n.2). In any case, the argument of my 
article is not affected by how this question is decided, and so it will not be 
addressed. 

1 If there is life or moral depth anywhere to be found in Orestes, many think it 
comes only during and after the recognition scene, where, it is held, Orestes is so 
touched by the sight of his sister's awful oppression that he is changed. He came to 
reassert justice, from which he was emotionally removed, but he learns that there is a 
deeply human dimension to his mission. That is, he matures. But this suspicion must 
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somehow account for the fact that during Electra's rapturous lyrics in the recognition 
scene, Orestes never once deviates from his plodding iambics and never once uses a 
word derived from the phi/- root (Blundell 174). Far from being carried along by 
Electra's joy, Orestes is a no more than a droning note throughout her song, a 
contrast which would be obvious when the scene is sung -- as, of course, it was 
intended to be. 

1 Along with many others, I am unconvinced by efforts to detect future punishment 
awaiting Orestes. Whitman (153) "There is not the sign or hint of a Fury." Similarly, 
Bowra (258); Letters (246); Musurillo ( 108); Ronnet (215); Webster (195). On the 
other side of the debate: Thomson (359); Winnington-Ingram I (20-6) and II 
(217-47), who found the Furies at work throughout the play in Electra's soul. Even if 
it is true that the Furies are at work in Electra's soul, what then? They would have no 
role in addressing the moral problem of the matricide -- unless we are to envision 
Electra, possessed by Furies, somehow torturing Orestes for the matricide. 
Winnington-Ingram II (227) perceptively remarked that if there are no Furies, then 
the play does not end happily: "The reverse is true. No pursuit by the Furies, then no 
Delphi, no Athens, no Areopagus, no acquittal, and -- above all -- no reconciliation 
of the Furies." His warning is on the mark, and this, I think, is precisely Sophocles' 
point. 

i Bates (132): Orestes is "not particularly noteworthy ... and after the deed is done he 
shows no sign of regret." Ronnet (208-9): "Oreste, vide de toute sensibi/ite, n'est 
guere qu'une machine a tuer. "Winnington-Ingram (229): "Orestes is military, cold 
and calculating." Letters (245): "It would have been easy to make the hero more 
human and interesting by showing him agonized, or at least profoundly moved by 
what lies before him. But Orestes, as far as we can judge, is as impassive, 
impersonal and (so to speak) numbly instrumental as a eunuch-executioner." 
Whitman (155): "He is so unlike the rest of the play in tone and character that it 
seems almost as if Sophocles conceived him as a sort of frame for Electra, who is 
the real tragic picture; the frame is formal and chaste and does not partake of the 
colors of the picture, but only emphasizes them, as a frame should do ... [H]e is 
scatheless and outside all evil, and obviously more a symbol than a character." 

~ Jebb, Electra (Cambridge 1894) xi-xii. Waldock (170), who scorned any attempt 
to find moral difficulties in the play, made a keen observation (though for a different 
reason from what he intended): "The problem of this play arises because it is 
sometimes felt that [Sophocles] should have embodied more." Kitto (132): "Though 
the punishment of crime may sometimes be painful, in no civilized society can it 
involve anything so hideous as matricide." Aylen (96) even more explicitly projected 
his own moral sense into the play: "I may be naive, but I believe that it is wrong to 
kill one's mother. I am sure Sophocles thought so too." 

2 My favorite is Rose's recommendation for "those who find anything resembling 
punishment for Orestes in the Electra ... to consult a good psychiatrist and get their 
wits cleared" ill· As a brief demonstration of the extreme diversity of opinion: 
Musurillo ( 19) concludes that by the end of the play "the once dishonored alien 
living in her father's accursed halls has shown the nobility of her seed, and through 
her sterling courage the works of dike are accomplished on earth." Johansen (32) 
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wrote that "am Ende dieser du steren Tragddie, als letzte Folge des gdttlichen 
Auftrags, sehen wir nur einen unsicher gewordenen Jungen und eine innerlich 
gebrochene Frau. " Trying to appease both sides, Buxton (29) suggested a 
compromise: "It would seem that the Electra is a play in which the significance of 
the ending may legitimately be molded by a director in either a positive or negative 
sense without his being false to the text." I prefer, nonetheless, to assert a liking for 
the ironic interpretation, guided by Lawton's observation that "the calm atmosphere 
of this piece is so alien to its plot that it finally comes to have a certain haunting 
horror of its own" (207). We can, I believe, peer somewhat into the adjectives 
"certain" and "haunting" and begin to see shapes. 

l Kells accurately described the vast majority of scholarship on the play, and 
provided a fairly good prediction of what would follow. A recent entry, however, 
defies his categories. Batchelder argues that the play is really an extended metaphor 
of the playwright's art. 

! Attic theater was saturated with caricatures of the young men of affairs (Connor 
147). Hyperbolus was one of the precocious politicians in Eupolis fr. 238 and 
Cratinus fr. 262. In Eupolis' Demes (ca. 411), Nicias, who was distressed by the 
plight of Athens, summoned great sages from the past, probably Miltiades, Aristides, 
Gelon and Pericles. The play is generally considered to have been a complaint about 
the youth in politics (Norwood fl 831). In his Acharnians, 697-718, Aristophanes 
depicts young, sharp-witted, litigious men dragging old men into court--a veritable 
stock element in Attic comedy (Carter [119-1281). In the Heracles ( ca. 415), fr. 257, 
the neoi are the revolutionary followers of Lycus, and the aged chorus is set in 
opposition to the new, younger rulers. The old king in the Erectheus, fr. 362, advises 
his young son to associate only with the elders. 

2. It may be countered here that this observation requires a date for the Electra that is 
later than is typically conceded. For the activity and nature of the Coup to have any 
bearing on the character of Orestes, the play would necessarily, or likely, have to 
have been performed after 411. It would naturally strengthen my case if such a date 
could be established. But the Coup, which is a datable event for us, surely had a 
prehistory and is the culmination of growing social and political forces that 
Sophocles could have observed even before 411. 

lQ. Rhet. 1419a25-30. Jameson (543) finds no compelling reason to doubt that the 
Sophocles mentioned here was the poet and lays the burden of proof on those who 
hold that it was not. Also Karavites (363-5), and Calder (172-4) . 

.!l Reading" EAAT] v E <; v Ea.vi cnco t at 8.69.4 with AEF; BC read only 

" EA AT] v E <; v Ea. v i O'K o t . See Gomme ( 17 6) for the violence of these youth 
clubs. 

il Xenophon (Mem. 1.2.9) says that the youth deeply absorbed anti-democratic 
ideas (presumably of the sophists) which made them hateful of the constitution. 
Imperialism was the path Athens followed to its greatness, but it was "Athenian 
restlessness and passion, followed by a loss of moral standards and the proclamation 
of a fundamental immoral principle, that made imperialism a force which in its 
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self-destruction destroyed Athens as well." Ehrenberg ( 51 ): "This v 6 µ o S 't 11 c; 
<j>ucrec.o5 .. .is the final result of the struggle between voµo5 as law on the one 

hand, and v o µ o c; as human nature on the other. The belief in the compelling force 
of nature ... expressed above all in sexual passion and lust for power, could rationally 
be supported ... by the theory that moral criterion lies in sumpheron, and that therefore 
the personal advantage of the 'stronger' provided all the moral justification. In 
adopting these sophistic ideas, the Athenians based their policy on a general law, 
which, if true and universally acknowledged, would justify all their deeds and 
misdeeds." See also Jones ( 64 ), and Carter (15). 

13 Sheppard II (5): [Orestes'] "affections have been all his life exploited for the 
purpose of the vengeance." Kells (11) calls the Paedagogus "sinister" and "the spirit 
of vengeance incarnate." According to Suys (121-2), it is the Paedagogus "qui a 
developpe chez le fils du roi lachement assassine la haine des meurtriers et la soif de 
vengeance." And further, Orestes' hatred is the result of this long education, "toute 
orientee vers ce but". 

li Also Antiphon (D.K. 87 b60, b61 and b62); Phocylides (fr. 11); Hippocr., Nomos 
2; A.I. (D.K. 89 1,2); and later in the Republic, 377al 1-378b2. 

11 Adams 63, said that Orestes was trained "from infancy" for the murder. Similarly 
Kitto 1958 5, Gellie 106-7, Moulton 150, and MacGregor 94-7. 

1.§. Sandbach (71-3) argued that the lines 80-85 should be reassigned, so that it 
becomes the Paedagogus who asks Orestes whether they should investigate the cries, 
and Orestes who refuses with a sharp hekista. I find this suggestion incongruous 
with the scene directly following the recognition scene (1326-1383), where the 
Paedagogus urges the lagging Orestes on, and with Orestes' general submission to 
the Paedagogus. But it is revealing that Sandbach found it so wrong for the 
Paedagogus to scold his master that he suspected a false line attribution. 

l1 A tremendous amount of weight is often placed (Kells (5], Johansen (271) on a 
brief exchange between Electra and Orestes just after the matricide ( 1424-5) where 
Orestes appears to display a deepening awareness of the moral complexity of the 
matricide: 1:av 06µ01cr1 µe KClAm5;An61.J •. c.ov el KClAffi$ 
tee crn l O'E V • This is just another way of saying "Orders," and of blithely 
transferring all moral responsibility to a higher authority. 

l! Some readers are so disappointed with these lines that they would have them 
omitted. Kamerbeck (ad loc.) doesn't care for the lines, but sees no reason to omit 
them. But no one has seen the striking similarity between them and Cleon's remark 
during the notorious debate over the fate of the Mytilenians (Thu 3.38.1): tyro µE 
OUV _£ ClU't 6 c; Elµ t 1:fj yvcbµ1] Kai 0auµa~c.o µE 1:rov --
1t p O e e V 't (I) V au e l s 1t E p i Mu 't l Al) Va ( (I) V A e y E l V Kai X p 6 V Ou 
01a1:p1P11 eµ1tOll)O'ClV'tC.OV,.£. EO''tl 1tpo5 1:rov !]01Kl)K61:C.OV 
µciAAOV-A.1tap ;_£~ naec.o ~ opacrav1: l aµ@AU'tepq: 't~ opyij 
E1te;epxc1:a1, aµuvccr0at OE ~1ta8elv 01:l tyyu1:a1:c.o 
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K'.EtµEVOV <XV"Ct1tClAOV ~µCX.AlO""CCl "Cll "Ctµrop(a.v 
<XVClAClµ~CX.VE l , 0a.uµa~ro OE K'.Cll 60""C l c; ~O""CCll ~ <XV'tcpcov 
Ka. i a~ lCOO"O)V anocpa. i Ve l V 'tac; µe Mu 't l All va. irov ao l K'. l a.c; 
17 µ i' V cbcp e A { µou c; oucra.c;, -cac; £ 17 µE "C £ pa.c; ~ uµcp O pac; "CO i' c; 
5uµµaxo l c; ~ACX.@a.c; x:a.9 lO""Ca.µe va.c; . 
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