ALLITERATION IN AESCHYLUS

Many years ago I heard a lecture on alliteration in, if I remember correctly, Tibullus,
in which the speaker claimed to prove that Tibullus never used alliteration deliberately.
He had counted the poet’s total vocabulary, and had worked out that the actual
instances of alliteration were fewer than you would expect to occur by statistical pure
random chance. I had no quarrel with the figures, but it seemed to me that the
conclusion was fundamentally flawed. A poet, at least in theory, might avoid alliteration
for most of his work, if only to use it consciously on particular occasions to create
particular effects that were all the more striking because of their rarity. One could
therefore never prove by this method that any given instance of alliteration was not
intentional. It is on this question of intentionality that most discussions of alliteration
have turned. However, the distinction between deliberate and accidental alliteration is
‘very much too crude. No doubt a poet sometimes, for whatever reason, set out, as he
planned his verse or group of verses, to select words that would be bound together by
the alliteration of p or some other letter. Perhaps he aimed to create a special effect. So,
at Pers. 509, Oprjxnv TepaoavTes pdyig ToAAE TGvw, one is entitled to feel
that the three laborious p sounds, combined with the lack of caesura, were intended by
Aeschylus to convey a sense of the exhausting and laborious nature of the Persians’
journey through Thracé. On the other hand, an alliteration that was not originally
planned by the poet may well have struck him, and pleased him, after he had written it
down, and may have led him consciously to select additional words beginning with the
same letter. The use of alliteration, therefore, may be unintentional yet conscious, or a
mixture of both accident and deliberation. It is hard to believe that at OT 371, TodpAd¢
Td " dta 1év 1€ voOv Td T’ Supart’ €, Sophocles, though he may not have
Sset out to compose a line with so many ¢ sounds, was not aware of what he had done.
Certainly one must be cautious. By far the commonest alliteration involves the letter ,
but this is to be explained, at least partly, by the fact that, on the estimate of D.
Fehling! , no fewer than 20% of all known Greek words begin with that letter, For
Aeschylus Italie’s Lexicon requires more than 41 pages for 7, almost double the space
allotted to the next highest consonant, k, with 22 pages, and exceeded only by the
vowels a (44 pages) and € (42 pages). So random chance may well have played a part
here. - :

The most obvious, and perhaps most clearly intended, alliteration involves the
binding together of (a) epithets and nouns, or (b) nouns depending on each other, or
(c) pairs of balancing epithets, or (d) subject and verb. For (a) see, for example, Pers.
515 dvordvnre daipov, 907 Thayaior wovriarotv, Supp. 843-44 woA -
pLTOV... TGpoOV, Ag. 223 TAPAKOTA WPWTOTT nwv, 910 TopdLPITTPWTOG
w6pog, 1127 perayképy... unxavipart, Cho. 942 deonoodvwv ddpwv, 954

! D. Fehling, Die Wiederholungsfiguren und ihr Gebrauch bei den Griechen vor Gorgias, Berlin
1969, 78.



péyav... poxdv, 974 Tatpoxtdvovg... Xopdrtopdc, Eum. 77 mepprpvtag
rSAerg, 128 Bewviic Spaxaivng, 180 pavrikdv poxdv, 352 Tarredxkwyv
rEXA WV, 770 ;apdpviBag wdpovg, 832 xoipa Keraivold kKVpaTtog, 846
SvonrdAiapot.. 8dhor, PV 7 ravréxvouv wupdc, 585 woAdmAavol TAdval.
For (b) see Pers. 82 8épyua Spdxovtog, 599-600 kAUSwv KdKwv, Supp. 345
TpUvpvav mSAeog, Ag. 490 Tupog TaApaAAaydg, PV 89 Xotaudv... anyai.
For (c) see Supp. 89-90 Savhoi... ddoxioi Te... wdpot, 1000 RTEPOTVTA KL
nedooTifn, Ag. 1486 wavaitiov ravepyéta. For (d) see Sept. 386 kA d{ovot
k$dwveg. 4g. 820, owod0¢ WpowEUMEL Xiovag KAovToV Mvdag, combines
(a), (b), and (d) (+ verb and object)2. Proper names sometimes seem to attract
alliteration, as at Cho. 563-65 dudw... pwvnv... Pwkidoc... pardpd dpevi, 674-
75 ®wxéwv... avtédopTov, 678-79 cadnvicag... Ztpiprog 6 Pwkevs, Eum.
294-95 katnpedi... piroic... PAeypaiav. Cf. also the extensive 7 alliteration
that revolves round Epaphus in the strophic pair at Supp. 40-57.

The phenomenon may sometimes help to provide a solution to textual problems. At
Sept. 619-20 the alliteration in ¢1A€i... pdTx perhaps tells against the deletion of 619,
while at Cho. 875 remAnyuévov seems to be the most appropriate supplement after
mavoipol deomwdTov. At Soph. 4j. 714, where on other grounds I favour the
retention of Te xal ¢Aéyet, with a lacuna in the corresponding position in the
strophe, I note that pAéyer provides alliteration with paticaiy’ in the following line.
On the other hand, at 841-42 and 856-57 it does not, I think, weigh heavily enough to
Jjustify retention of the suspect lines.

One reason for the appearance of alliteration in the lyric passages of tragedy, and
more particularly of Aeschylus, is that the strophic pairs often form a self-contained
unity, with strophe and antistrophe responding, not only in subject-matter, but also in
repetitjons of words, syllables, or even consonantal or vowel sounds. If, therefore, a
strophe is marked by the alliteration of, for example, the letter p, it often, although by
no means always, happens that the same alliteration is repeated in the corresponding
antistrophe.

That the Greek (and Roman) ear was sensitive to the effect produced by patterns of
vowel and consonantal sounds is indicated by the comments of Dionysius of
Halicarnassus (de comp. 173-9) on the opening lines of Sappho fr. 1, and by the
tradition that Lasus of Hermione so disliked the sound of the letter o that he
composed whole poems that did not contain that letter. For this attitude to ¢ cf. Plato

2 For a fuller classification of various structural functions see I. Opelt, Alliteration in
Griechischen? Untersuchungen zur Dichtersprache des Nonnos von Panopolis, Glotta 37,
1958, 205-32. For alliterative linking of vehicle and tenor in poetic imagery see the fundamental
work of M.S. Silk, Interaction in poetic imagery, Cambridge 1974, 173-93.
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Com. fr. 30, Eubulus fr. 27, Dion. Hal. (de comp. 14). Cicero (orat. 63), and

“Quintilian (insz. or. 12. 10. 29) disliked the sound of £, I have already commented on
the laborious effect that seems to be created by the p sounds at Pers. 509. Similarly, at
Euripides® Bacchae 1084-85 it would be hard to deny that a sense of breathless hush
is conveyed by the repetition of the letter ¢ - oiynoe 8’ aiBrip, oiya &' GAipog
vdrn ¢UAN’ elxe, Onpdv &' odk v fixovoag Poriv. Very often, however,
even when one is fairly confident that alliteration is intentional, it is very hard to say
what particular effect the poet is aiming at. As Dawe remarks on OT 371, «there is
nothing inherent in the letter T to make it especially redolent of anger and contempt».
One can understand why such scholars as O.J. Todd and J.D. Denniston have been
sceptical about all such attempts to identify significant alliteration. See als6 W.B.
Stanford’s criticisms of W. Porzig3. Silk is rather less sceptical. A helpful and
sensible article on alliteration in Aeschylus by M. Caterina Pogliani appeared in Lexis
12 (1994) 37-46. 1 am happy to accept her conclusion that alliteration often seems to
draw attention to recurring or important motifs, and that it is found in intensely
emotional passages. This would certainly apply to the stirring appeal to the Greek fleet
at Pers. 401-05, with its plethora of 7 sounds. Moreover, the subject-matter itself is
sometimes a determining factor, as in the ‘beacon-speech’ at Ag. 281-316, where the
17 ¢ sounds (combined with ) echo the description of the light, pcog, dppvxTdc,
dAEyw, as it passes from one beacon to the next. The alliteration is prepared by the 11
¢ sounds in the introductory dialogue at 264-80. Care, however, is required. It would
not be hard to find many emotional passages in which there is no such obvious
alliteration, or, conversely, striking alliteration in passages which do not seem to be
emotional. If one maintains that these must be emotional because they are marked by
alliteration, one is in danger of arguing in a circle.

Even the application of the term alliteration is not as simple as it might seem. Some
scholars would confine the term to pairs of words that begin with the same letter,
perhaps extending it to the first letter of the second element of a nominal or verbal
compound. In what follows I shall go further. My concern is with whole passages in
which the same letter occurs more often than one would expect, irrespective of its
position in the word, so that one has ‘clusters’ of 7t or x or 8, etc. From this point of
view I have examined both the lyric and the non-lyric sections of all the plays of
Aeschylus, plus Prometheus, and, for purposes of comparison, one probably early
play of Sophocles (4jax) and one late play of Euripides (Bacchae). 1 have confined
this study to consonants. To do the job properly one would have to examine also the
pattern of vowel sounds, but this would exceed the limits of a short paper. To decide
how often one might expect a letter to occur involves inevitably a subjective judgement.

3 0.1. Todd, Sense and Sound in Classical Poetry, CQ 36, 1942, 29-39; J. D. Denniston, Greek
prose style, Oxford 1952, 126-27; W.B. Stanford, Aeschylus in his style, Dublin 1942, 82-3;
W. Porzig, Die attische TragOdie des Aischylos, Leipzig 1926, 73-94.
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And to determine where a cluster begins and ends is not a straightforward matter. In
general I have ignored anaphora and simple repetition of words (¢pe0 $ped, etc.), and
insignificant words like 8¢ and Te. My usual practice has been to mark the end of a
cluster where the next line contains no occurrence of the letter in question. But I have
allowed exceptions, for example where after that line the pattern of alliteration
immediately resumes. Clusters, therefore, may vary in length from a single line to a
passage of a dozen or more lines (e.g. Ag: 49-63, 543-54, PV 267-83). In lyric
passages I have tended, particularly in the case of a short stanza, to mark as a cluster a
whole strophe or antistrophe which is dominated by a single letter. I fear, however, that
I have not been entirely consistent, and that I must also have missed passages that
others may have spotted. For these reasons the statistics which I present should be
treated only as approximations. I hope, however, that the overall picture will be
reasonably close to the truth. '

Because of these uncertainties I present no figures for the total number of clusters
which I have identified. I merely record my impression that the figures for the three
earlier plays of Aeschylus are very similar, while in the first two plays of the Oresteia
trilogy there is a marked increase. Agamemnon, of course, is much longer than the
other plays, but Choephori too has a strikingly greater number than the earlier plays.
On the other hand Eumenides seems to have the fewest of all the six plays of
Aeschylus, while Prometheus has even fewer. The two Sophoclean and Euripidean
plays come somewhere in the middle. In Table I you will find the figures for clusters
of the individual letters &, 0, x, 7, and ¢, which together account for the largest number
of the occurrences. For some reason clusters involving y are rarely to be found.

Table I

Pers. Sept. Supp. Ag. Cho. Eum. PV 4j. Ba. Total

5 18 26 23 26 30 17 6 11 23 " 180
8 8 9 6 26 23 6 4 9 22 123
k 27 27 39 38 33 21 24 23 28 260
m 72 8 73 8 73 52 49 56 S0 593
d 62 41 41 115 71 59 63 99 84 635
187 184 182 292 230 155 156 198 207 1791

On the whole the figures for the three earlier plays of Aeschylus are very similar,
except that Supp. has a larger number of instances with «, and Pers. with ¢. I might
add (what I have not included in Table I) that Supp. has by far the largest number of
clusters involving f, 6 out of a total of 25 for the 9 plays. The three plays of the trilogy
diverge considerably from one another. Only with 0 and ¢ does Ag. display the greater
number that one would expect in this longer play. For all five letters Eum. has by far -
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the lowest total of the trilogy. Except for 8, PV is not significantly out of line. 4;. and
Ba. show some discrepancies between each other, particularly in the case of 6, where
the former is closer to the earlier plays of Aeschylus, the latter to 4g. and Cho. What
stands out more than anything from Table I is the predominance of x and ¢. The
former is perhaps not surprising, given the warning of Fehling, which I mentioned
earlier, that far more words begin with that letter than with any other consonant. In
many instances, therefore, random chance is almost certainly involved. On the other
hand, if this were the only factor, one might expect the occurrences to be spread more
evenly throughout each play. But there are in fact long stretches in which this
particular alliteration is rare. Harder to explain is the frequency of alliteration involving
¢. It is this which interests me particularly, and I shall retumn to it later.

First, however, I want to look in more detail at one passage, the lyric section of the
parodos of Persae, which contains a sequence of & clusters, so that the whole
composition is indeed dominated by that sound. The main theme is the pride of the
Persians in their warlike achievements and their invincibility by both land and sea, and
more particularly the Chorus’s pride in the latest achievement of crossing the
Hellespont by means of Xerxes® bridge of boats. But combined with that theme is the
fear that such success cannot last, and that the Persian women left at home are anxious
and may yet have to mourn for the men whom they have lost. In strophe 1 (65-72) we
find the sequence: TEMEPAKEV... TEPTEMTOALG... AVTIXOpPOV... TopOUdv...
woAvyoudov... Tévtov. The first and last words both begin with p, so that the
stanza is framed, in sound as well as in sense, by the key idea of the crossing of the
sea. TEpGEMTOALG, with its play on TTépoat, suggests that the very destiny of the
Persians is to conquer cities, while dvtiropov and mopBudv stress the nature of this
particular sea-crossing. Finally Xerxes® achievement in building the vital bridge of -
boats is emphasised in oA dyoudov, a compound which picks up all the roAv-
words.which have been used in the opening anapaests. Out of 23 words 6 begin with,
or contain, T (mremépaxev with reduplication), and every one of them is a key word in
its context. It is hard to imagine a more effective beginning to this ode.

In Aeschylus, as we have seen, antistrophe and strophe often correspond in sound
as well as in sense. So it is not surprising that here antistrophe 1 (73-80) continues the
pattern: ToOAVAVvSpov... T&oav... Toipavdpiov... ke{ovdpog (or -01¢) ...
nmemo18¢c. The first word, at the beginning of the stanza, another toAv- compound,
is in direct responsion with the first # word of the strophe, while the others are in
different positions. The emphasis is on the great size of the Persian host, the whole
world that Xerxes’ moipavépiov is intent on conquering, thedouble nature of the
expedition, both military and naval, and on the king’ s trust in his commanders, a trust
that will turn out to be so misplaced. Strophe 2 (81-86) has, apart from érdyet, only
two 7 words, ToAUXelp kol ToAvvavtag, which form a pair of balancing
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epithets, and which reinforce the key idea of the double character of the expedition
which will be defeated by both sea and land. The corresponding antistrophe 2 (87-92)
also has, apart from vmootd¢ two T words, ampdoo10Toc... 0 Hepodyv
oTpaT0G, where the epithet that qualifies the Persians’ army shares their p sound, and
not only stresses the idea of invincibility, but also prepares for the effect of the more
striking alliteration in strophe 3 (102-07): Taiaidv, éréoxnye... I€poaig
moArépovg mupyodaiktovg Siémely ixmoxdpuag Te... TGAcwv (8 words out
of 19, and 5 of them in immediate succession). Alliteration formed by an attributive
adjective and its noun is, as I said earlier, one of the commonest ways of providing a
formal, as well as semantic, link between the two words, and so here ToAéuovg has
very naturally been provided with such an epithet. But the more extensive use of 7
serves again to bind together all the key ideas in this phrase and in this sentence, which
describes how from ancient times (10 TaAaidv) Destiny enjoined (Eméoxnye) on
the Persians (IIépoaic) the winning of wars by land and the sacking of cities.
Antistrophe 3 (108-13), which as you have heard me argue on a previous occasion, is
parallel, not in antithesis, with its strophe, has the following sequence: ebpvaépoto...
TOALAIVOUEVOS WVEGPATL... AGVTIOV... TigUVOL AERTOdGpoLc meiopaar
AaxomSporc (8 words out of 16, 4 in immediate succession). The Persians’ destiny
has been to win wars by both land and sea, and the parallelism is marked by the
alliteration of 7 (and also of A) which links the two forms of warfare. Again we note
the Persians’ misplaced trust, this time in what is probably a descrlptlon of the bridge
with its flimsy cables, rather than the open sea.

The epode (93-101), which O. Miiller rightly transposed to this point, introduces,
for the first time in the lyric section of the parodos, the fear that this success is unlikely
to last for ever. Although the mood is different, the 7 sound continues: awdrav...
Kpoiwvyd Todi wndriparoc edwetéog... <moTi>oaivovaa 16 TPWTOV
wapdyet... VTP (9 words out of 32). Epithets and their nouns are again bound
together by the alliteration, as are the two key ideas of deceit and the impossibility of
jumping out of its net. There is also T alliteration, and Porzig (78) pointed out that
and T are the consonants of the key word andtav. In strophe 4 (114-19), as the
Chorus goes on to apply the generalisations of the epode to its specific fears, the
alliteration becomes less striking, with only ITepoi1k0®... ®éA1g T$OnTar. Note,
however the ¢ alliteration in ¢pniv... 6B, to which I shall turn later. 7 is more
prominent in antistrophe 4 (120-5): TéArop’... EXo¢ yovaikomAndng §uirog
amdwv... Méwhorg wéan Aaxic. The whole female population will lament and tear
their clothes. In strophe 5 (126-31) we find wd¢... iTAnAdTag «ai
weS0aTIPNG... ExAéAoimev, as the whole (md¢) departed host is divided into its
component cavalry and infantry by means of the two balancing alliterative epithets (cf.
wTEPODVTR Kol WEdoaTiPn at Supp. 1000). Tpdva in the last phrase of the
stanza brings us back to the bridging of the Hellespont with which the whole -
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composition began. In-the final antistrophe (132-39) m expresses the grief and

“yearning of the Persian women for the men whom they have sent away: A30¢
wipmratar daxpvpaowyv: Iepoideg 8’ aPpomevOei... 760y... ATORENY A~
péva Aeimeton (7 words out of 19).

It is, I think, only from the epode onwards, and especially in this final stanza, that
we can really explain the alliteration in terms of its emotional effect. In the composition
as a whole it seems to be used to mark key words, and to bind together phrases and
related ideas. The simplest form of this is the attributive adjective and its noun. On a
wider scale it helps to provide a unity for the whole ode. If one were to ask why m,
rather than some other letter, is chosen by Aeschylus for this purpose, the answer may
be simply that, as we have seen, so many words in Greek begin with 7. But in this
particular ode it so happens that many of the key ideas naturally lend themselves to
words which begin with 7 : sea, straits, crossing, war, city, sacking, Persians, multitude;
wévToc, mopOude, mepdw, méAepog, méAig, mépbw, ITépoar, moAvg. At 249-55,
when the Messenger arrives to announce the failure of the expedition, it is perhaps no
coincidence that we find another 7 cluster, again combined with A. The same technique
is used, though less extensively, in the first and third stasima of Persae, and in some of
the lyrics of Septem, Supplices, Agamemnon, and Choephori, but not much in
Eumenides, Prometheus, Ajax, or Bacchae. In the final kommos of Persae x plays an
important role, while at Ag. 975-1000 a complex web is formed by m, T, x and 8. In
iambics the first messenger-speech of Bacchae provides five 0 clusters.

While ¢ occupies only about a quarter of the space allocated to = in Italie’s
Lexicon, it scores higher in Table I for the number of clusters that involve it. One
reason is that I have been less strict in allocating ¢ words than 7 words to clusters,
counting almost every passage in which two ¢ sounds appear in close proximity, and
excluding only such words as &’ , a’ , ode. It does, however, seem that of the total
occurrences of 7 and ¢ words an even higher proportion of the latter attract alliteration.
The smaller size of the ¢ vocabulary has enabled me to look more closely at the ratio
between isolated ¢ occurrences (i.e. without alliteration) and those which form clusters.
Table II shows the overall ratio for ¢ words: '

Table IT
Pers. Sept. Supp. Ag. Cho. Eum. PV A4j. Ba.
Isolatedp 95 46 76 121 107 83 90 120 122
Alliterative¢ 62 41 41 1s 72 59 63 99 84 -

The figure for isolated ¢ is always the higher one, in some cases much higher. If,
however, we look at the figures for the six most commonly occurring ¢ words in
Tables III and IV, the picture is rather different. Table III shows the totals for their
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clusters, Table IV the figures for isolated occurrences. ¢p1iv includes ppov-, Pppwv,
"$poo-, etc., Pépw includes -pop-, etc., dpnui includes dripn, -dar-, paoxw, etc., and
$diog includes both pg (‘light’ ) and dui¢ (‘man’ ); at Ba. 425 and 429 a single
cluster embraces both pog and ¢cic. Note that, if, for example, d6Bo¢ and dp1iv are
combined in a cluster, that cluster will appear twice in Table III.

Table II1
Pers. Sept. Supp. Ag. Cho. Eum. PV  4j. Ba. Total
dpriv 13 11" 12 23 16 21 15 22 19 152
gta- 10 10 5 15 13 9 . 4 2 4 92
dbpw 4 5 3 15 9 7 5 7 16 71
dop- 6 12 6 8 7 310 3 1 56
énpi 7 1 2 12 8 4 ] 8 9 52
ddoc 2 5 0 13 5 1 5 7 3 41
42 4 28 8 58 45 40 69 52 464
Table IV
Pers. Sept. Supp. Ag. Cho. Eum. PV  4j. Ba. Total
dpiv 7 8 14 17 17 7 10 14 6 100
- 11 10 7 14 16 5 7 11 82
dépw 7 4 2 6 8 7 6 8 17 65
dop- 3 4 3 2 2 0 2 2 3 21
énpi 1 2 1 7 5 2 2 4 3 27
ddoc 1 0 1 6 2 3 0 2 2 .17
30 28 28 52 S0 24 27 41 32 312

As before, one notices in Table III a considerable variance between the three earlier
plays of Aeschylus and the first two plays of the trilogy. And again Eum. behaves
differently. The high figure for $og etc. in 4g. is partly due, as I have noted, to the
beacons, while the high figure for ¢ofi- in Sepr. reflects the constant atmosphere of
fear in that play. There are some striking discrepancies between 4/. and Ba. It is the
comparison between Tables III and IV that is interesting. Here, unlike Table II, the
figures for non-alliterative ¢ words exceed the figures for clusters in only 17 out of
the 54 individual totals. It would seem that the commoner the word the more likely it is
to attract alliteration. The commonest of all is ¢priv, with its cognates, which is not
surprising given the subject-matter of tragedy

Most remarkable of all is the behaviour of pSPoc, PoPéw, PpoPepdc, etc., which in
every play except Ajax and Bacchae occur in clusters at least twice as often as they do
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in isolation. It was indeed the occurrence of both ¢pépo¢ and ¢pp1iv at Pers. 115,

‘dp1iv auvdooetron ¢SPw, that started me off on this investigation. 1 had a feeling

that, whenever a ¢pdpog word occurred in Aeschylus, there was often another ¢ word in
the immediate vicinity. The following clusters are the most remarkable:

Persae 165-68 Appaatog... peoiv... pd¢... dueudrng, audi &’ opOarpua
¢dpog, 205-08 pevyovt’... ®oifov: Py & dPpBoyyog... diror...
épopuaivovra, 387-95 eddeyync... nvdriunocev... $6pog... aroodpareioty...
ovyi... épduvovv... Enédreyev; cf. also 115, 603-04, 606. .

Septem 43-6 TavpooPayov vieG... pdvov... prthaipatov ®dPov...
xataoxoddg (+ 48, 50, 52), 135-38 $pdPwv... ¢eb ¢eb... péraov (cf. 121-24 in
the strophe), 386-90 ¢pSPov... Vnépdpov... PAéyovO’ ... 6¢Barudg (+ 384), 475-
80 ppvaypdtwv... popnbeic... podeia... Aapipoig... $OJdver, 498-500
ddpov.. dwtdc.. pvraxtéov, ®Pog, 806-09 Tapadpovd $SPy...
audnéxtwg; cf. also 213-14, 259-60, 262, 270, 286-87;

Supplices 378-79 ebdpov... $3poc... ppévac, 498-99 tpéder. pvratar...
dSBov... pirov (+ 495-96), 511-13 dvodpbvwy... eBdnuov... evPnuovuévy...
d6Pw dpevdc (+ 515), 734-37 poPodpai... mepidpofov... pvyac Sderog, 891-95
doPepov... pofoduat... Tpodd... Sdug; cf. also 104344,

Agamemnon 1150-52 8goddpovc... Emidopa dvadpdty, 1306-11¢JPog... pebd
deb... Epeviag... dpevdv... pdvov... Edeotiwv... Tddov; cf. also 14-15, 151-54,
921-24, 1135 + 1130-32, 1243, 1433-36. '

Choephori 56-59 ¢pevdc... apiatartal, pofeitar (+ 62; cf. 46-52 in the
strophe), 1022-24 1vio0Tpod@... Pépovot... Ppévec... pSpoc (+ 1026-27); cf.
also 32-35, 167-68, 928-29 (+ 931 and 934), 1051-52 (+ 1049 and 1054).

Eumenides 87-90 ¢pepéyyvov... 3Boc... ppévac... p¥raocae, 988-92
$povoiorv... PpoPepdv... eddppovac ebdpoveg; cf. also 691-92,

Prometheus 126-27 ¢pofepov... $popn0ic- draia (cf. 143-44 in the antistrophe),
354-55 Tvpdva... yapdninor.. pépov, 878-84 apdkeroc... PpevoTATYEG...
6w dpéva... pépopar, 1090-92 dpdpov... pavepdc... ddog; cf. also 181-82,
695-96, 881-83, 902-03, 931-33. See also Aesch. fr. 57. 9-11.

Of all these occurrences the most striking is Ag. 1306-11 with 8 ¢ sounds, but on
the whole the trilogy is no richer than the earlier plays. 4;. has only two noteworthy
occurrences, 229-31 ¢popoduat... repipavtoc... Eipeorv, and 1074-76 dpéporvt’...
0wdpdvwg... pdPov; cf. also 529-31. Dr Demos Spatharas has kindly examined for
me the other plays of Sophocles, and his conclusion is that alliterative ¢pofi-, while
present in every play (8 times in OT, 5 in Trach; see especially 548-50, ¢§@ivovaoav...
adapralerv Pirel 0pBarudc... pofovuar) is less widespread than in
Aeschylus, 1t is curious, however, that at OC 1462-71 a whole stanza is dominated by
¢ alliteration, which oddly includes popdv (‘hair’ ). The sole instance in Ba. is at
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868-69 poPepav $vyij... puAakdg. The technique seems to be more characteristic
of Aeschylus than of Sophocles and Euripides.

Is it intentional or unconscious or something in between? It is well-known that
Greek poets will often repeat a word a few lines later simply because that word has
remained in their minds. I wonder if this can sometimes be true also of consonantal
sounds. If, for example, a poet has used a word or words with the sound of , other
words containing that sound may come almost unconsciously into his mind. That,
however, does not explain the much greater frequency of $6pog alliteration than of ¢
in general. Given the natural association of ¢pJdpo¢ and ¢ppriv, and given also the
frequency of dpriv in clusters, it is not surprising that these two words appear together
18 times in the 56 ¢of- clusters (cf. also Pind. Nem. 3. 39), and this may be a partial
answer to our question. The alliteration is demanded by the sense. But I would like to
believe also that with $fog onomatopoeia has a part to play. In English the f'sound in
Jear, afraid, frighten seems to convey a sense of shivering or chattering teeth, and in
English poetry it often lends itself to alliteration: for example Shakespeare, «Fear no
more the frown o’ the great ... Fear no more the lightning flash» (Cymbeline), or
«What! Frightened with false firen (Hamlet); Milton, «So farewell hope, and with
hope farewell fear» (Paradise Lost); Elizabeth Barrett Browning, «Lest I should fear
and fall» (Comfort); Kipling, «By fear or favour of the crowd» (The children’s song).
I do not know whether the same is true of Furcht in German or effrayer, effrayant in
French. The parallel of course may not be exact. W. Sidney Allen* tells us that in
Classical, unlike Byzantine and Modem, Greek ¢ was pronounced not as a fricative (f),
but as an aspirated plosive (ph). But Allen himself recognises some sort of
onomatopoeic effect in the description of the volcano at Pind. Pyth. 1. 23-24, aA\’ €v
Spdvarov métpag doivicoa kvAvdouéva GAGE é¢ Pabeiav ¢éper
TévVTOV TAAKQ OOV TATAYW, where T and ¢ are interestingly combined. Perhaps
its combination of sound and sense led Aeschylus to treat P o¢ almost automatically
as a word which demanded alliteration. We might call it ‘formulaic alliteration’. Silk
(225-27) points out that at least from Theognis 213-16 onwards the ToAUmovg
(‘poulp’ ) is associated with 7 alliteration, and that Aeschylus’ kAUdwv xax@v
(Pers. 599-600; cf. Sept. 758 xak@v... kOua, PV 1015) gave rise to «an almost
formulaic structure consisting of k- kak@v, where k- is a metaphorical noun and
kak@v its dependent genitiven. Aeschylus’ treatment of pofog seems not so very
different. However, in at least the more striking of the passages, it is hard to believe
that he did not know what he was doing, or that the technique is not highly effective.

Glasgow - . AlexF. Garvie

4 W. Sidoey Allen, Vox Graeca, Cambridge 19873, 18-29.
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