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Suggestions for Day One-Activities to Scaffold Material 
 
Option 1 (10-20 minutes at the beginning of Day One) 
The Good, the Bad, and the Rest of Us 
 
According to the Western model of thinking, humanity is locked in a titanic struggle 
between the forces of good and evil, between the god and the demon.  The 
battleground of this struggle is the individual human soul.  The entire meaning of 
human life revolves around the battle.  The only question of ultimate significance is 
whether the individual soul will be won to a god or won to a demon.  
 
Discussion Questions: So if there is a battle between the good and the bad where does 
this leave us?  What do we use to orient ourselves?  What should we follow?  What 
ideas help us to decide?   
 
Notions of justice often situate on the side of the good and the bad.  Justice in many 
senses is both a quality, a habit, and a state of civilization.  Justice includes courage, 
honesty, and loyalty, but it can also contain virtues like sobriety and intelligence.  
Being just is normally linked to be good and moral.   
 
However in a particular sense, justice is only of the virtues.  There are two kinds of 
justice: one is distributive justice—which operates in a society and allocates benefits 
and burdens fairly; the other is recitificatory justice also called corrective justice or 
commutative justice, which operates between two parties and which maintains or 
restores a balance (Mautner Penguin Dictionary of Philosophy 289). 
 
Discussion Questions: So with these ideas in mind, where can we place justice in the 
good and evil bind and/or equation?  How does justice operate in society? In 
literature? In art? In life?  Can you be just and be bad? Examples?  Where do we see the 
battle between good and evil being balanced out in the works that we have read or are 
reading? 
 
Option 2: (10-20 minutes at the beginning of Day One) 
Reaching a Personal Inquiry of Justice 
 
Students begin their exploration by considering the idea of justice in the context of 
their own experience, reading and discussion. 
 
Discussion begins with asking students to consider an incident from their own lives, 
or represented in the media or a text they have read or viewed and pose and 
respond to questions. These might include ‘What is justice?’ and ‘How do we know 
that justice has been achieved?’ At this early stage, students should be free to 



consider the concept of justice in any applicable context. The class may go on to 
consider later whether there is one definition of justice that is true for all 
circumstances. 
 
Initial discussion could take place in groups (about 10 minutes) and then individual 
groups report back to whole class. Students could represent links between related 
words and ideas with arrows or circles. 
 
Suggestions for Day One: Framing the Reading/Engaging the Text 
Option 1: 10-20 minutes  “What is going on in the text? Completing a Timeline” 
*I will assign my students the whole play for Weds.’s class (if you only assign the 
first reading, then you may want to split this activity into sections). 
 
Background for discussion: Iphigenia at Aulis (Gr: “Iphigeneia en Aulidi”) is the last 
extant tragedy by the ancient Greek playwright Euripides. It was written sometime 
between 408 and 406 BCE (the date of his death) and was first produced in the year 
following his death, where it won first place at the Athenian City Dionysia contest.  
 
The play revolves around Agamemnon, the leader of the Greek forces in the Trojan 
War, and his decision to sacrifice his own daughter, Iphigenia, in order to allow his 
troops to set sail and preserve their honor by doing battle against Troy. 
 
Timeline exercise: Using Aristotle observations that structure the understanding of 
plot or the directions of action in a dramatic work (particularly a tragedy),  

But most important of all is the structure of the incidents. For Tragedy is an 
imitation, not of men, but of an action and of life, and life consists in action, 
and its end is a mode of action, not a quality. Now character determines 
men's qualities, but it is by their actions that they are happy or the reverse. 
Dramatic action, therefore, is not with a view to the representation of 
character: character comes in as subsidiary to the actions. Hence the 
incidents and the plot are the end of a tragedy; and the end is the chief thing 
of all. Again, without action there cannot be a tragedy; there may be without 
character---(Aristotle from translation by S. H. Butcher). 

 
Then introduce the idea of Freytag's Triangle as a diagram that illustrates Aristotle's 
ideal plot structure. 
 



 
 
3. Have the students, individually or in small groups of three, complete the timeline.  
You could allow the use of texts or not—if you wanted it to function more like a quiz.  
You could provide the students with “jumbled” or out of order events i.e. take the 
following summation and invert/reorganize sections.  (The following plot summary 
is in order for this handout—see end of document) 
 
Option 2: (10-20 minutes) “Trauma Drama: Euripides and Tragedy” 
Remember that tragedy “shows” rather than “tells.” According to Aristotle, tragedy 
is higher and more philosophical than history. The telling of history or story simply 
relates what has happened while tragedy dramatizes what may happen—“what is 
possible according to the law of probability or necessity” (Poetics).  
 
Background for discussion: Iphigenia at Aulis (Gr: “Iphigeneia en Aulidi”) is the last 
extant tragedy by the ancient Greek playwright Euripides. It was written sometime 
between 408 and 406 BCE (the date of his death) and was first produced in the year 
following his death, where it won first place at the Athenian City Dionysia contest.  
 
The play revolves around Agamemnon, the leader of the Greek forces in the Trojan 
War, and his decision to sacrifice his own daughter, Iphigenia, in order to allow his 
troops to set sail and preserve their honor by doing battle against Troy. 
 
Elements of tragedy: Have the students go to the text to locate items to operate as 
definitions and examples of the following terms related to the definition and 
practice of tragedy.  You can either provide the terms as a means to foster 



discussion or you could provide a short handout or term sheet to orient individual 
discussion/exploration. 
 
Aristotle—“Every Tragedy, therefore, must have six parts, which parts determine its 
quality—namely, Plot, Characters, Diction, Thought, Spectacle, Melody” (translation 
by S. H. Butcher). 
 
1. Plot: The plot must be “a whole,” with a beginning, middle, and end,  

 the plot must be “complete,” having “unity of action,”  
 the incidents bound together by internal necessity, each action 

leading inevitably to the next with no outside intervention,  
 no deus ex machina, (In this last of Euripides’ surviving plays, there is, 

significantly, no "deus ex machina", as there is in so many of his plays. 
Thus, although a messenger tells Clytemnestra at the end of the play 
that Iphigenia’s body disappeared just before the fatal blow from the 
knife, there is no confirmation of this apparent miracle, and neither 
Clytemnestra nor the audience are sure of the truth of it (the only 
other witness being Agamemnon himself, an unreliable witness at 
best). 

 the plot must be “of a certain magnitude,” both quantitatively (length, 
complexity) and qualitatively (“seriousness” and universal 
significance),  

 The plot may be either simple or complex, although complex is better. 
 Simple plots have only a “change of fortune” (catastrophe).  

 
Complex plots have both “reversal of intention” (peripeteia) and “recognition” 
(anagnorisis) connected with the catastrophe. Both peripeteia and anagnorisis turn 
upon surprise. Aristotle explains that a peripeteia occurs when a character produces 
an effect opposite to that which he intended to produce, while an anagnorisis “is a 
change from ignorance to knowledge, producing love or hate between the persons 
destined for good or bad fortune.” He argues that the best plots combine these two 
as part of their cause-and-effect chain (i.e., the peripeteia leads directly to the 
anagnorisis); this in turns creates the catastrophe, leading to the final “scene of 
suffering.” 
 
2. Character: Characters in tragedy should have the following qualities. 

 “good or fine.” Aristotle relates this quality to moral purpose and says it is 
relative to class: “Even a woman may be good, and also a slave, though the 
woman may be said to be an inferior being, and the slave quite worthless.” 

 “fitness of character” (true to type); e.g. valor is appropriate for a warrior but 
not for a woman. 

 “true to life” (realistic) 
 “consistency” (true to themselves). Once a character's personality and 

motivations are established, these should continue throughout the play. 



 “necessary or probable.” Characters must be logically constructed according 
to “the law of probability or necessity” that governs the actions of the play. 

 “true to life and yet more beautiful” (idealized, ennobled). 
 
3. Thought-Little is said by Aristotle on this aspect.  Thought could/can be 

conceptualized as theme.  (“where something is proved to be or not to be, or a 
general maxim is enunciated”)  
 Central idea-general topic or subject of discourse 
 Implies a subject and predicate 
4. Diction is fourth, and is “the expression of the meaning in words” which are 

proper and appropriate to the plot, characters, and end of the tragedy.  (focus 
on metaphors) (Structurally, the play is unusual in that it begins with a 
dialogue, which is followed by a speech by Agamemnon that reads more like 
a prologue. The “agon” of the play (the struggle and argument between the 
main characters which typically supplies the basis of the action) occurs 
relatively early, when Agamemnon and Menelaus argue over the sacrifice, 
and there is in fact a second agon when Agamemnon and Clytemnestra trade 
arguments later in the play.) 

5. Spectacle-“the production of spectacular effects depends more on the art of 
the stage machinist than on that of the poet.” Aristotle recognizes the 
emotional attraction of spectacle; he argues that poets rely on the inner 
structure of the play rather than spectacle to arouse pity and fear; those who 
rely heavily on spectacle “create a sense, not of the terrible, but only of the 
monstrous.”  

6. Melody—the musical element of the chorus. Aristotle argues that the Chorus 
should be fully integrated into the play like an actor; choral odes should not 
be “mere interludes,” but should contribute to the unity of the plot 

 
Additional Terms 
Catastrophe: conclusion of a play esp. tragedy, the final stage in the falling action, 
ending the dramatic conflict, consisting of the actions that result from the climax, 
involves the death of the hero, sometimes used to designate an unhappy event. 
 
Catharsis: (in Aristotle’s time, both medical and religious signification), process by 
which an unhealthy emotional state produced by an imbalance of feelings is 
corrected and emotional health restored, --what is purged is not emotions but the 
complications of plot i.e. Translation issue with Greek, unsettled issue, witness or 
participate?, unclear and problematic. 
 
 



Suggestions for Day Two-Activities to Scaffold Material 
 
Option 1: “Seeing Rather than Reading” (30-40 minutes) 
Background: Talking about plays, productions, and performances can be difficult, 
especially since there’s so much overlap in the uses of these terms. Although there 
are some exceptions, usually plays are what is on the written page. A production of a 
play is a series of performances, each of which may have its own idiosyncratic 
features.  
 
Plays have many different elements or aspects, which means that you should have 
lots of different options for focusing your analysis. When you watch or read a play, 
think about how all of the parts work (or could work) together. 
 
Watch Section 1 of production: located at http://vimeo.com/20922246 
(references the beginning of our text page 218) 

 
 
Discuss the following “parts” of the play in this scene—(Note differences in the text 
versus performance—yes, the performance is a based on another translation) 
 

 The language of the play 
 Setting 

 
Watch Section 5 of production: located at http://vimeo.com/21302921 
(refers to page 239/240ish in our text) 
 

 Plot 
 
Watch Ending Section of different production: located at 
http://www.youtube.com/watch?v=6Jlf77Dwh-g 
(references page 268ish in our text) 

 Setting 
 Plot 
 Themes 
 Characters 

 
Questions to Ask Your Students:  

 What was your overall reaction to Iphigenia at Aulis?   

http://vimeo.com/20922246
http://vimeo.com/21302921
http://www.youtube.com/watch?v=6Jlf77Dwh-g


 Did you find either one of the productions compelling?  Stimulating?  
Intriguing?  Challenging?  Memorable?  Confusing?  Evocative?  Unique?  
Delightful?  Meaningful?  Explain your reactions. 

 Did experiencing the play heighten your awareness or understanding of the 
play’s themes?   

 What themes were made even more apparent in production/performance? 
Explain your responses. 

 Do you think that the pace and tempo of the production were effective and 
appropriate? Explain your opinion. 

 Did you personally identify with any of the characters?  Who?  Why?  If no, 
why not? 

 What qualities were revealed by the action and speech of the characters?  
Explain your ideas. 

 Did either character develop or undergo a transformation during the course 
of the play?  Who?  How?  Why? 

 In what ways did the characters reveal the themes of the play?  Explain your 
responses. 

 Was there a moment in either production that was so compelling or 
intriguing that it remains with you in your mind’s eye?  Write a vivid 
description of that moment.  As you write your description, pretend that you 
are writing about the moment for someone who was unable to experience 
the performance. 

 Did the style and design elements of the production enhance the 
performance?  Did anything specifically stand out to you?  Explain your 
reactions. 

 How did the production style and design reflect the themes of the play? 
 What mood or atmosphere did the lighting design establish or achieve?  

Explain your experience. 
 How did the music and sound design enhance your overall experience? 
 Did the design of the costumes and/or makeup serve to illuminate the 

characters, themes, and style of the play?  How? 
 
Option 2: Adaptation and Performance (45 minutes) 
Background: Talking about plays, productions, and performances can be difficult, 
especially since there’s so much overlap in the uses of these terms. Although there 
are some exceptions, usually plays are what is on the written page. A production of a 
play is a series of performances, each of which may have its own idiosyncratic 
features.  
 
Plays have many different elements or aspects, which means that you should have 
lots of different options for focusing your analysis. When you watch or read a play, 
think about how all of the parts work (or could work) together. 
 
In-Class Work:  
Option 1: Getting the words off the page and into action  



 
Group the students into small groups of three or four.  Have each group select a 
passage that they deem the most important or the most representative of justice or 
the most representative of an element from prior conversations. 
 
Give the students 10 minutes to rehearse a reading/dramatic re-enactment of the 
scene. 
 
Have each group (or as many as possible) perform for the class.  Following each 
performance have the students craft a small reflective paragraph on the group’s 
performance—strength of selection, performance elements, etc. 
 
Option 2: The timelessness of the tragedy 
Theatrical adaptation involves the rewriting of a dramatic text, utilizing the original 
work as raw material.  Adaptation can entail the relatively straightforward 
transposition of a play’s original place and time with minor changes in character 
and/or dialogue necessary for the play’s new context.  Other approaches to 
adaptation can involve extensive changes to a play's text, narrative content, and 
even its ultimate meaning and/or outcome.   
 
Get your students directly and dramatically engaged in Euripides through the 
process of writing their own adaptations of a dramatic moment from Ipeghenia at 
Aulis.  
 
Working in groups, students should choose one of the following partial scenes for 
present-day adaptation (or they may adapt a dramatic moment of their own 
choosing)  
 
Scene 1 
Prologue 
Second Episode 
Third Episode 
Fourth Episode 
Fifth Episode 
Sixth Episode 
Seventh Episode 
 
1. Understanding the meaning of the original text as well as its dramatic context 
(that is, what the characters want and why) is a key first step in the adaptation 
process. 
 
2. In addition to choosing a dramatic moment for adaptation, each group of adaptors 
should choose where and when they would like to set the play and should feel 
completely free to modify the characters and dialogue accordingly for the play’s 
updated setting.  
 



Some examples that would relate to our class experience would be to use the prior 
texts and characters i.e. place the scene in Gilgamesh terms or in Strength in What 
Remains setting. 
 
3. Have the students prepare these adaptations in groups  
(quickly—for the day’s activity or in a more extended fashion, for presentation on 
the section day 11/5 or have them record them and share them) 
 
Conduct readings of each adaptation followed by a class discussion (urge your 
students to focus their analysis and critique on the adaptations themselves and not 
the performances).  Ask your students if there was an adaptation that they thought 
was best.  Ask them to explain why it is that they found it to be superior to the other 
adapted dramatic moments 
 
 
 

Some interesting items to use: 
 
-Searchable text/translation with the Greek.  In addition, web-text has a 
geographical locator (i.e. you can “see” the locations mentioned) 
http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.010
8%3Acard%3D1 
 
-Translation (if you wanted to bring in close, textual comparison) 
http://classics.mit.edu/Euripides/iphi_aul.html 
 
-Various materials—(have students review the material outside and then discuss in 
class) 
Use PBS Series  The Greeks 
http://www.pbs.org/empires/thegreeks/htmlver/ 
 
Use Simon Critchley Interview about tragedy (nature of)- 
http://www.youtube.com/watch?v=lYicoEd84As 
 
Plot Summary—Just in case you need it. 
The Greek fleet, ready to sail for Troy, is becalmed at Aulis. The seer Calchas has 
advised that the lack of wind is due to the will of the goddess Artemis, whom 
Agamemnon has slighted, and that in order to placate her, Agamemnon must 
sacrifice his eldest daughter, Iphigenia (Iphigeneia). He must consider this seriously 
because his assembled troops may rebel if their honor is not appeased and their 
bloodlust not satisfied, so he has sent a message to his wife, Clytemnestra, telling her 
to bring Iphigenia to Aulis, on the pretext that the girl is to be married to the Greek 
warrior Achilles before he sets off to fight. 
 

http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.0108%3Acard%3D1
http://www.perseus.tufts.edu/hopper/text?doc=Perseus%3Atext%3A1999.01.0108%3Acard%3D1
http://classics.mit.edu/Euripides/iphi_aul.html
http://www.pbs.org/empires/thegreeks/htmlver/
http://www.youtube.com/watch?v=lYicoEd84As


At the start of the play, Agamemnon is having second thoughts about going through 
with the sacrifice and sends a second message to his wife, telling her to ignore the 
first. However, Clytemnestra never receives it, because it is intercepted by 
Agamemnon's brother, Menelaus, who is enraged that he should have changed his 
mind, seeing it as a personal slight (it is the retrieval of Menelaus’ wife, Helen, that is 
the main pretext for the war). He also realizes that it may lead to mutiny and the 
downfall of the Greek leaders if the troops were to discover the prophecy and 
realize that their general had put his family above their pride as soldiers. 
 
With Clytemnestra already on her way to Aulis with Iphigenia and her baby brother 
Orestes, the brothers Agamemnon and Menelaus debate the matter. Eventually, it 
appears that each has managed to change the other's mind: Agamemnon is now 
ready to carry out the sacrifice, but Menelaus is apparently convinced that it would 
be better to disband the Greek army than to have his niece killed. 
 
Innocent of the real reason for her summoning, the young Iphigenia is thrilled at the 
prospect of marrying one of the great heroes of the Greek army. But, when Achilles 
discovers the truth, he is furious at having been used as a prop in Agamemnon's 
plan, and he vows to defend Iphigenia, although more for the purposes of his own 
honor than to save the innocent girl. 
 
Clytemnestra and Iphigenia try in vain to persuade Agamemnon to change his mind, 
but the general believes that he has no choice. As Achilles prepares to defend the 
young woman by force, though, Iphigenia herself has a sudden change of heart, 
deciding that the heroic thing to do would be to let herself be sacrificed after all. She 
is led off to die, leaving her mother Clytemnestra distraught. At the end of the play, a 
messenger comes to tell Clytemnestra that Iphigenia’s body inexplicably 
disappeared just before the fatal blow from the knife. 
 
The Place of Iphigenia in WHGC: Tragedy in Relation to Epic and Philosophy 

Our transition in WHGC from the theme of the hero’s journey to the theme of justice 
coincides with a shift in genre from epic to tragedy.  The worth of the epic hero is 
measured primarily by his effectiveness and competitiveness, while his cleverness 
and physical prowess are the means to this end.  Epic Justice is defined primarily in 
retributive terms: protecting family and friends while harming enemies.  Tragedians 
such as Euripides portray heroes who primarily face ethical rather than physical 
conflicts.  The psychological states of tragic heroes are at the center of the drama 
and the focus is primarily on cooperative values and conceptions of justice as 
opposed to competitive ones.  The impact of Greek tragedy on human consciousness 
cannot be underestimated.  The classical Greeks literally and metaphorically 
brought to the light of day the darker side of humanity.  Tragedies were always 
presented outdoors in full daylight because the subject matter was so stirring.  What 
tragedy forces us to confront are the possibilities that our best laid plans will come to 
naught, that nature and the divine are either indifferent or arbitrarily working against 



us, that the wicked commonly turn out happy while the just end up destitute, and that 
a purposeful life is a fool’s dream.   

Aeschylus, Sophocles and Euripides inspire us to consider these possibilities 
concerning the human condition by placing just characters in impossible situations 
determined by the fates.  Tragedians dramatize people better than us1 facing 
genuine ethical conflict.  In the case of Iphigenia, her father has called for her life in 
order to appease Artemis’ wrath allowing the Greek armada to set sail for Troy.  
Iphigenia recognizes the motives of her father and his comrades as unjust but also is 
cognizant of her obligation to obey her father’s command.   

As we make the transition from the theme of justice to the theme of truth, we are 
presented with a new literary genre invented by Plato, the philosophical dialogue, 
and a new kind of hero, the philosophic hero.  The two primary forms of poetic 
expression in ancient Greece, epic and tragedy, present apparently just heroes.  But 
only by examining the character traits of these heroes can we ascertain if they are 
just.  Philosophy promotes an examined life: one that asks us to question traditional 
values in order to ascertain the nature of justice.  Only with this knowledge, can we 
know whether we are truly just.  Socrates believes there is a necessary connection 
between the virtues including justice, which are rational principles of action, and 
happiness. The examined life, which is a rational life, can therefore lead to our 
fulfillment.  Thus by practicing philosophy we can exercise some control over our 
character and welfare and not merely leave our destiny up to the gods.2    

A Possible Thematic Reading of Iphegenia at Aulis: Eros and the Price of Glory 
As we commonly do in the case of Antigone, we ask you to consider who the tragic 
figure is in Iphigenia at Aulis.  If we turn our focus away from the title character and 
toward her father, we find a central theme embedded in the opening exchange 
between Agamemnon and his retainer:    

A dangerous glory, and ambition 
However sweet lies close to grief.  
A little irreverence and the gods 
Swoop; and sometimes human beings 
Through prejudice and misconception 
Tear one apart.3   
 

Agamemnon is lamenting power and the glory that comes with it because it often 
leads to suffering.  This theme is highlighted in two episodes that lead up to the 
Trojan War: the judgment of Paris and Thetis’ attempt to save Achilles.  

                                                        
1 Although this may be the case as a generalization, we may question whether in Euripides particular 
case he is presenting epic heroes as better than us or as deeply flawed humans.   
2 Our powerlessness in the face of destiny is a central theme of tragedy, see italics above.   
3 Iphigenia at Aulis, 219. 



Concerning Paris, Homer tells a simple tale.  Paris insulted Hera and Athena when 
they visited him but praised Aphrodite who, consequently, makes him irresistible to 
women thus inspiring Helen and setting off the events of the Trojan War.  Later 
tradition4 speaks of Eris, goddess of discord, throwing a golden apple inscribed with 
the words “For the most beautiful” on a table celebrating the wedding feast of Peleus 
and Thetis.  Hera, Athena, and Aphrodite vie for the prize and appeal to Zeus to 
arbitrate.  Zeus knows better than to get involved in this decision and leaves the 
judgment to one beautiful and skilled in matters of love: Paris.  Paris had been 
exposed on Mount Ida as an infant because soothsayer had predicted his destruction 
of troy.  As a result, he was living as a shepherd who would be granted great power 
and glory by the goddess whom he chose.  The price of this glory is the eventual fall 
of Troy.   

Peleus and Thetis bore Achilles who was destined to be greater than his father.5  
Thetis attempted to make Achilles immortal like herself by dipping him in the river 
Styx.  Only his heel, which she held him by, remained vulnerable.  While Achilles was 
away being educated by the centaur Chiron, his mother heard of the prophecy that 
he could avoid the Trojan war and live or die young and gloriously by taking Troy.6  
Thetis attempted to save her son by disguising him as a girl and hiding him on the 
island of Scyros but he was discovered by the clever Odysseus and chose war and 
glory for which he paid the ultimate price.    

The theme of love looms large in both these tales and it is love that is at the center of 
the tragedy of Iphigenia.  As the chorus reminds us, it is a moderate love rather than 
the extremes of lust that leads to our fulfillment:  

Happy are they whose passion in loving 
Is balanced and Aphrodite’s sway 
Lets them go at a gentle pace 
Without the sting of untempered lust.   
When Eros with his golden curls 
Bends his bow for arrows of love, 
One of the shafts spells lifelong joy, 
The other shaft a life of strife.   
This is the one, I beg you, Queen,  
To keep away from my house and bed.   
Let me enjoy the bliss of love; 
But let it be a measured love: 
A tender not a turbid thing.7    
 

                                                        
4 See, for instance, Lucian’s Dialogues of the Gods and Euripides’ reference to the tale in the epode to 
the second choral ode, 237-238, also 221 and 264. 
5 Prior to the birth of Achilles, Zeus learns from Prometheus and Themis of this secret and thus 
avoids consorting with Thetis.   
6 Euripides alludes to the tale of Achilles background on 242-243. 
7 Iphigenia, 237. 



Menelaus’ “love” for Helen leads to him winning her away from her father 
Tyndareus and results in his jealousy and rage that sets the war in motion. A more 
precise characterization of Menelaus’ feeling for Helen may be lust, as is evident in 
the way the suitors treat one another, 220, which, ironically, leads to Tyndareus 
forcing them to pledge loyalty to one another in order to end their strife.  This same 
strife will eventually seal Agamemnon’s determination to kill his daughter, 235-236.  
Agamemnon’s lust for Clytemnestra motivated him to kill her husband Tantalus and 
their child in front of her, 258-259.  Helen’s lust for Paris is also an obvious cause of 
the war.  Therefore, the chorus’ admonition that eros in the excess can lead to strife 
is a central theme of the play.   

When eros is guided rightly its path leads us to properly love our families and that 
kind of love can extend to our communities.  This is what makes Iphigenia a hero: 
her heartfelt commitment to her people, 266-267.  However, the object of eros is not 
always another human being; it could be our own ego and what we use to bolster it 
(e.g., power, money, or glory).  Agamemnon’s hunger for glory appears so 
overwhelming that he uses the women in his life, both Clytemnestra and Iphigenia, 
to sate his desire.  Both Clytemnestra and his brother make this clear and question 
his objection that his reason for acting is his commitment to his people.  
Agamemnon is betrayed by making clear his fear that the army will come for him 
and Menelaus if they do not sacrifice Iphigenia, 235-236.  Thus although the play 
opens with a focus on Agamemnon and the hamartia that will lead to his downfall, 
the heroic figure of the play is Iphigenia because of her recognition that filial love 
and obligation is deeply tied to civic love and obligation, a lesson lost on her father.     

Discussion Questions 

1. Who is the tragic figure of the play?  Is tragedy merely suffering caused by 
forces beyond our control?  If no, what other factors determine tragedy?  Is 
choice involved?  If so, what kinds of choices result in tragic circumstances?  

2. What is the tragic flaw?  The Greek term is hamartia, a term associated with 
archery meaning “to miss the mark”.  Which characters in the play exhibit 
this trait?  Of the central characters, Agamemnon and Iphigenia, who clearly 
exhibits this trait? 

3. Is there a connective tissue between love of one’s family and love of one’s 
community?  If so, does the latter necessarily stem from the former? 

4. What is eros and what role does it play in Iphigenia?  What does the chorus 
have to say about eros?  

 
 


