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Nancy Felson and Laura M. Slatkin!

Shaping Audience Perspectives through Deictic Patterns:
Aeschylus’s Persae

Introduction
- In Aeschylus's Persge historical irony and dramatic irony
reverberate in multiple and shifting ways, enacting a brilliantly
%rerﬁginous fusion of historical and dramatic event. To explain the
play’s achievement of these effects we have organized our
observations along two major axes: first, the specific logic and
workings of two types of deictics within the play — pointing language
that situates audiences and orients or shapes their sympathies (at
least while they are at the theater); and, relatedly, the ways in which
the play problematizes its own interpretation by dislocating and
relocating, and by enacting, and indeed interrogating, history-as-
event. "
' In 458 BCE, fourteen years after the premiere of the Persae,
- Aeschylus presented the Orestein at the Theater of Dionysus in
- Athens. In Agamemnon, Clytemnestra and the other characters
- visualize the fall of Troy as “over there” and news of its fall moves
from Troy to Argos. Thus the palace in Argos is the center of the
here-and-now; all speakers are either already in the palace or
arriving there from Troy. The beacons that signal the fall of Troy
- move, as well, along the peaks of mountains, creating a pathway
from Troy to Argos suggestive of the homeward journey of those
who went to Troy.
At a likely first performance of the Persae at the same theater in
472, as part of a prize-winning tetralogy of apparently thematically
unrelated plays, Aeschylus introduces a dramatic strategy that he
may have adapted from Phrynichus’s Phoenissae: like his predecessor,
he sets all the action not in Greece and specifically not in Athens but
at or near the Persian court? As Gruen and others note, Aeschylus
makes all his characters Persian: in the course of the play no
individual Greek is even named.? Moreover, news of their defeat
travels in a direction opposite from that of Agamemnon, namely
eastward, from Greece to Persia, first via a messenger who porirays
himself as an eye-witness of the momentous battle of Salamis, “over
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there,” and later by King Xerxes himself, when he returns
unaccompanied and in rags (yvuvoe...sponoundav, 1036) and tells
his abbreviated version of the same event in response to the Chorus’
interrogation (966ff).

Later in the paper we will consider the pragmatics of a
likely/probable second performance of the Persae in Syracuse.
Important recent scholarship presents persuasive (if not iron-clad) |
evidence for its being staged there.* How would an ancient audience
in Hieron’s theater have experienced the locations, dislocations, and -
transports that structure the play? Would the ancient association of
the Sicilian victory over Carthage in the battle of Himera with the -
Athenian victory at Salamis, as reported by Herodotus (7.165-167) -
and adverted to by Pindar in Pythian 1, have allowed for a
metaphorical equation of these battles? ;

Aeschylus transports his first audience from Athens to Susa and -
gives them a Persian insidet’s perspective on the battle at Salamis ~
insofar as they can identify with the chorus of Persian elders, the
Persian Queen Atossa, and even the ghost of Darius as he receives -
second-hand news of the disaster. The deictics indicate what is :“,.
present here and now and what is at a distance. The term “deixis’ .
refers to the linguistic role of situating a referent or action in time and -
space® The deixis-bearing parts of speech are pronouns, adverbs
and verbs. Pronominal deixis is often associated with the thre
persons of conversational discourse: first person (proximal deixis)
third person (distal deixis), and second person (intermediate deixis)
Deixis is opposed to anaphora (the function of reactivating a prio
referent) and cataphora (the function of invoking a subsequen
referent). All types of deixis presuppose some fixed point or origo
the deictic center, which serves as the locus of deictic perspective
The origo is where the I, here, and now all intersect. Playwrights an
poets manipulate deictic systems to transport audiences vicarioust
across space and time. 5

Bithler's breakthrough (1938) was to distinguish ocular deixis
(what he calls “demonstratio ad oculos”) from imaginative deixis
(“deixis am Phantasma”)é Most of the deictics we discuss — in the
paredos and the messenger’s speech and the lamentation — are of th
second type. Analyzing them helps us to trace what we surmis
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would be the experience first of an Athenian audience in 472 anc
- then of subsequent audiences, including those at a probable re

performance in Syracuse. Through this displacement and vicarious

transport, what was proximal to the Athenians becomes distal, and
~ what was distal, proximal. In the messenger’s speech and in Xerxes’s -

brief recapitulation of the battle the playwright couples deictics with
. geographical detail to produce specific poetic effects. Our findings
. support interpretations of the play that find a high degree of
audierice identification with the defeated Persian foe, an enhanced
capacity to empathize with them that counterbalances any tendency
to exoticize, ‘orientalize’, or even demonize, them.”

Parodos (1-154)

As they enter, the first-person choral speakers introduce
themselves as “we who are here before you are the famous Faithful”
(in Svenbro’s translation). With the deictic tdde, modifying rowé —
the very first word of the play - they situate themselves and the
action of the play in the Persian court at Susa, ® where Queen Atossa
will soon arrive by chariot? The entire pagrodos sustains this
- placement of the deictic center or origo at the Persian court, and the
Chorus, using several types of deictics, removes audiences from their
literal, historical location and transports them imaginatively to that
ourt. Such vicarious transport is irresistible: the linguistic force of -
eixis overrides any ideological resistance, though once the transport
achieved, the playwright complicates the audience’s perspective by
ther techniques, as we shall see. Thus, it is useful to set forth and
ake into consideration the impact of the relocation at Susa on our

Of the Persians, who have departed

for the land of Greece, we are called the Trusted,
the guardians of the wealthy palace rich in gold,
whom our lord himself, King Xerxes

son of Darius, chose by seniority

to supervise the country.

But by now the spirit within me,

all too ready to foresee evil, is troubled

agbout the return of the King

and of his vast army of men;
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for all the strength of the Asiatic race

has departed, and <in every house

the woman left behind> howls for her young husband;
and no messenger, no horseman,

has come to the Persian capital.

They left the walls of Susa and Agbatana

and the ancient ramparts of Cissia

and went, some on horseback,

some on board ship, and the marching infantry
providing the fighting masses. Persae 1-211

Alongside their self-reference as Taébe...muotwd,” the Choru
repeatedly uses verbs of motion outward from their origo at Susa in
the direction of Greece, as in lines 1 and 2 (Tlego@®v tév oixouéva,
BAAGD’ ¢ alov,” with the Persians who have departed for the lan
of Greece”), and in line 13 (oixywxe, “the strength ... has departed
Verbs of leaving, such as “they left the walls and went” (18
ngoALrtdvtes EPav), reinforce the origo at Susa: they designate th
Chorus as those who have stayed, those left behind. In addition, th
Chorus repeatedly uses the lexically deictic noun nostos to refer to th
anticipated and yearned for return to Persia of the military forces an
of Xerxes, as in 8-11, and they describe wives and mothers yearnin,
for a young husband or a son, even howling (13: Bablet), another
example of emotions oriented, in the direction of Greece.

In the catalogue that follows, the Chorus presents their march as
if this is the very moment of departure (cf. Hiad, Book 2). As M.
Hopman remarks, “the Chorus” action in the parodos ... symbolically
reenacts the march of Xerxes's army (16-64).”2 The Elders dramatize
their account with the use of visualizing and emotional phrases, such
as “fearsome to behold” (27: poPegoi... Bev) and “terrifying to
combat” (27: dewol...udxnv) and, with the exception of &meppev
(34), they use the present tense for nearly all verbs of motion:
goivrar (25): Enevan (41, 57); woaréxovow (43); éopuwowy (46),
otebvrat (49), népme (54).3 Their internal audience is made to feel
present as the men set out, “eager to impose the yoke of slavery on
Greece” (49). We will find a corresponding march in the opposite
direction in the messenger’s account of the return (480-514) of “not
many” of the army to their home (510) and in the final procession to
the palace of Xerxes and the Chorus, in lamentation.
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As the Chorus concludes its account of the departure, we find
e same directional verb, olxgtat (60) and the same notion that those
eft behind yearn for the return of the departed. This combination
:jngs about a westward orientation of the Chorus in the direction of
reece:

Such is the fiower of the men of Persia’s land

that has departed,

for whom the whole land of Asia,

which reared them, sighs with a longing that burns,
and parents and wives count the days

and tremble as the time stretches out. 59-641

The longing of the Persian wives who have sent off their warrior
husbands and been “left behind, a partner unpartnered” (LovoluE,
137) is also the theme of the choral ode at 126-37, which sustains the
opposition between here and there. As Hopman astutely observes,
the Chorus represents multiple perspectives on the events: She
writes (67), “Through the searnless blending of various perspectives
into a powerful song-and-dance performance, the multi-referential
chorus complicates and challenges polar divisions between old and
young, male and female, and Greek and Persian.”?

Deictic Patterns in the Messenger’s speech (249-514)
‘From his appearance until his exit, the Persian messenger’s
account of the Battle of Salamis and its aftermath intermingles distal
and proximal deixis. Initially, in considering his account an
embedded narrative or mise en abyme, we assumed that the he was
- Telocating his internal audience of Atossa and the Chorus vicariously
-at Salamis, to eyewitness the battle, much as Aeschylus relocates his
© Athenian audience to Susa for the duration of the play. But careful
study of the verb-forms and other features convinced us that, in the
- Mmessenger’s speeches, vicarious transport occurs only to a limited
extent, and that proximal, here-and-now deictics, including present
~ tense verbs and quoted speech, are mostly reserved for the aftermath
of the battle.
The messenger recounts many details of the battle as a historical
- Narrative, using the aorist and emphasizing the events he narrates.

259




His single instance of direct discourse (402-5: “Come on, sons of the
Greeks, for the freedom of your homeland, for the freedom of your
children, your wives, the temples of your fathers’ gods, and the
tombs of your ancestors! Now all is at stake!”%) highlights his
presence at the event and allows those left behind to overhear the
Greek comimander exhort his fleet, but not necessarily to relocate -
with the narrator at the site of the Battle as it is taking place. Despite
the proximal deictics in the commander’s exhortation of his men and
despite the use of imperfects, which, as Egbert Bakker shows,
reinforce the sense of the speaker as an eyewiiness,”” the battle
description falls short of vicarious transport.18 :

The messenger does present the current state of the fallen *
Persian and allied leaders with sufficient vividness for Atossa and
the Chorus to visualize their compatriots” battered corpses, as if they
were present with the messenger at this later point. Only in his
description of the fallen do his listeners relocate vicariously to
Salamis, and this is after the defeat. Atossa and the Elders were
already oriented toward Greece from the time of the men's
departure. Now, in preparation for the formal lament, they gain
more information, more insight and indeed imaginative access to
events that have recently occurred “over there” — in the geographical
region around the Bay of Salamis, where the corpses remain, left
behind by Xerxes.

The poetic effect of this vicarious experience is to produce -
lamentation on the part of the internal Persian audience. In
narratological terms, the Persian longing for the retarn of their men
is attenuated until the appearance of the messenger bearing (bad)
news and of a (tattered and defeated) Xerxes, who then unites his’
people, represented by the (erstwhile critical) Elders, in collective.
mourning.

The establishment (and frequent reinforcement) of the origo at
Susa emphasizes a' marked geographical distance between the
Persian court and Salamis, where the Persian and Greek forces
engage. The Chorus’ perspective on events, in this sense, appear
equidistant from both sides in the conflict. This is reflected in the
gnomijc meditations, which speak to the common condition o
Persians and Greeks:
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But what mortal man can escape

the guileful deception of a god?

Who is so light of foot

that he has power to leap easily away?

For Ruin begins by fawning on a man in a friendly way
and leads him astray into her net,

from which it is impossible for a mortal to escape and flee. 93-100%°

The Chorus’ universalizing musings co-exist with their
particular, local fears on behalf of the flower of Persian youth, whom
they describe in the diction of anthos and pothos, terms that could
equally apply to the Greeks, reminiscent as they are of Iliadic similes
of the Achaean army and of early elegiac exhortation® As in
Callinus and Tyrtaeus the Chorus captures the intense longing of
parents and wives for their men away at war:

And beds are filled with tears
because the men are missed and longed for:
Persian women, grieving amid their luxury, every one,
loving and longing for her husband,
having sent on his way the bold warrior who was her bedfellow,
is left behind, a partner unparinered. 132-372

- There is throughout the play a striking and diagnostic toggling
between what we might call the characterization of Persians-as-
_Persians on the one hand, and, on the other, of Persians-as-mortals
like everyone else, as generic humans. The play offers at the very
east a kind of double-consciousness, as the chorus and Atossa move
etween these domains — one is the socio-cultural-political (Persians
s. Greeks) and the other anthropological, viewing humans qua
umans.

Atossa reports her dream: a kind of primal vision, in which the
Greek and the Persian are actually two sisters of one genos, between
whom a stasis has arisen. She envisions their original unity by
undoing the difference between ‘there” and ‘here’ — between the
erritory of the Greeks and the home of the Persians. Their
separation from each other is imagined as purely contingent,
rivitous.
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There seemed to come into my sight two finely dressed women;
arrayed in Persian, the other in Doric robes, outstandingly superi
stature to the women of real life, of flawless beauty, and sisters of 4
same stock: one, by the fall of the lot, was a native and inhabitant of t
land of Greece, the other of the Orient. I seemed to see these tw
raising some kind of strife between themselves... 181-89%

This mobility of perspective prevents any straightforwar
essentializing of the Persian subject position: Helen Bacon offers
early, incisive criticism of the view that Aeschylus is trafficking
any simple “orientalizing” stereotyping: '

There are, of course, many general, and somewhat more formul
references to foreign customs and manners in Aeschylus — particularly
to the wealth, luxury, emotional violence, and lack of political freedor
of Persians, Phrygians, and foreigners in general. Such references have
sometimes been interpreted as implying that Aeschylus thought o
foreigners as naturally “inferior” to Greeks. I... disagree... with this
view... Aeschylus may criticize a foreigner or a foreign institution, but
of inferiority as a natural characteristic of foreigners, nationally or
individually, there is little talk in Aeschylus.2¢

More recently, Erich Gruen gives an eloquent refutation of the
“orientalizing” interpretation of the play, in a book that responds to
Edward Said’s influential theories about self and other in the context
of colonialization. Gruen writes (16):

Are we to infer Athenian swaggering, a chauvinistic bellicosity,
reveling in the deserved distress of the defeated? The dolorous
mourning of the Persians, to be sure, pervades the play. For some, the
poet here calls attention io barbarian weakness of character
emasculating their males by having them lament like hysterical
females. But that may miss the point. Greek men also mourned in
Attic tragedy. Aeschylus went beyond patriotic
caricature. Triumphalism hardly captures the tone of the tragedy. The

_poet refrains from proclaiming the success of Hellenic values over
Persian practices... It would be absurd to imagine that Aeschylus, who
had fought in the Athenian ranks, wept for Persia—or expected his
audience to do so. This is no antiwar drama. Nor does it resolve itself
into a humanitarian reflection on the universal suffering wrought by
conflict among the nations. The play transcends an antithesis of Greek
and barbarian, but stops short of dissolving distinction.?
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While we appreciate Gruen’s important refinement of readings

the play as either a “triumphalist” or an “anti-war” drama, we
uld argue that the Persae does create for its audiences a possible
ce for reflections on universal suffering, precisely through its
erspectivalism. In our view (as we suggest further below), it creates
nd sustains a tension between the generic human on the one hand
(in Gruen’s words) the “antithesis of Greek and barbarian.”
The Chorus’ stichomythia with Atossa begins by underscoring
thens and its people as remote, and yet intelligible; in fact, it is
erxes who seems more puzzling to his mother. Atossa’s complete
jrinocence even of Athens’s location gives Aeschylus the opportunity
0. offer an assessment of Athens from an outsider and for an
utsider. :

Queen: Where in the world do they say that Athens is situated?

Chorus: Far away, near the place where the Lord Sun declines and sets.
- Queen: And yet my son had a desire to conquer that city?%

Chorus: Yes, because all Greece would then become subject o the King.
~ Queen: Do they have such great numbers of men in their army?

Chorus: And an army of a quality that has already done the Medes a

great deal of harm.

Queen: Why, are they distinguished for their wielding of the drawn

bow and its darts?

Chorus: Not at all; they use spears for close combat and carry shields

for defense.

Queen: And what else apart from that? Is there sufficient wealth in

their stores?

Chorus: They have a fountain of silver, a treasure in their soil.

Queen: And who is the shepherd, master and commander over their

host?

Chorus: They are not called slaves or subjects to any man.

Queen: How then can they resist an invading enemy?

Chorus: Well enough to have destroyed the large and splendid army of

Darjus.

Queen: What you say is fearful to think about, for the parents of those

who have gone there. 231-45%

The hallmark of this play, in its deictic operations, is that the
Athenian audience for the play is put in a position to see themselves
from two places, both distantiated and mirrored; this creates an
ambivalence, expressed here in Atossa’s incredulity at Xerxes's
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desire to conquer them. Is she incredulous because the Athenians are
so impressive or so unimpressive? We might say that we see Atfossa
go through a process of coming to know Athens, going from a blank -
slate to disbelief that keeps heightening as she hears of their total
devastation of the Persian force. Aeschylus affirms Athens
remarkable victory and at the same time allows the Athenian.
audience to see that victory through a mother's anguished
focalization. _
Atossa’s questions, however, broach a wider terrain. As she *
inquires after motivations and consequences, she enters, one might
say, the territory of the historian. From what vantage point or f
location can one know what questions to ask of a historical event?
The deictic operations through which the Persae situates its spectators
in relation to the action take on special force, given that it is our only
surviving play about an event in which members of its original
audience, its playwright, and, quite possibly, some of its actors took
pari. We might say that, strikingly, Aeschylus uses Atossa's’
innocence and curiosity to raise ethical assessments of a historical -
event in which he himself participated. ‘
In foregrounding the ‘here and now’ of the play’s internal
audience as it awaits the outcome — the question of how and wh
the news will travel — the drama focuses on the mediation of th
event through Atossa’s exchange with the chorus of elders - he
inquiries and their responses, and their collaboratively imagine:
version of what is transpiring (‘history’ rendered as ‘mews’
Similarly, the Messenger’s eyewitness report,? interleaved with th
Chorus’ horrified questions, enacts a complex, perspectivaily
inflected unfolding of what can only be known retroactively as th
full extent of the Persians” defeat.

And I can also tell you, Persians, what kinds of horrors came to pas
was there myself, I did not merely hear the reports of others. 266-67

The messenger provides access to his internal audience for.
recent disastrous events in the Bay of Salamis and the current state
the corpses of those Xerxes left behind. What might
straightforward narration in the hands of a historian, here
developed as progressive revelation. The focus is as much on
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reception as on the telling, as — with each question and response — the
 interspersed reactions bring the horror home. The problem of
understanding a momentous historical event — signaled by the
exchange with Atossa, and recognizing its significance — converges
with the reversal and recognition that the play dramatizes.

Unlike Phrynicus’s Phoenissae, in which everything is already
known, the Persae is set at the moment of discovery. The play’s
attention is not on preparations for battle (as in Herodotus), nor on
action in battle (as in e.g. Septem), but on the impact of the reversal;
not so much on any of the agents in the event as on the audience for it.
The emphasis is on subjectivized event — on event as subjective
experience — multiplied, complexly so. Telling and hearing are
experienced as a wound. In a sense, there is no present, or the
resent is elided - between anticipation and retrospection ~ and this
reflected in the deictic terms of: what a good life we had here, then.

The problem of recognizing the significance of the event is
ighlighted by the proliferation of superlatives that saturate the
peeches of the last half of the play. The chorus and the messenger
sist on the vastness, the totality, of every aspect of the disaster;
ag, méev (“all”) and derivatives are pervasive:

It is terrible to be the first to announce terrible news, but I have no
choice but to reveal the whole sad tale (mé&v..m&60g), Persians: the
whole of the oriental army (oteartods..srdc) has been destroyed! 253-
55%

I assure you, all those forces (mdvTa... éxeivat) are annihilated and 1
myself never expected to see the day of my return. 260-6131

. Otototoi! It was all in vain

" that those many weapons, all mingled together (mauusyf),
went from the land of Asia to the country

of Zeus, the land of Helas! 268-71%

The shores 61‘ Salamis, and all the region near them (nac...tdnog), are
full of corpses wretchedly slain. 272-73%

Raise a crying voice of woe
for the wretched fate of <our loved ones>,
for the way <the gods> have caused
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total disaster (ndvta nayxdrwc)! Alai, for our destroyed army!
280-833¢

A concentration of alpha-privatives suggests the inexpressi
immeasurable enormity of the reversal: ‘

I myself never expected (déAmtwe) to see the day of my return. 261%

Truly this old life of ours
has proved itself too long, when we hear
this sorrow beyond all expectation (T6de Ty’ &eAmrTov)! 262-64%

<Raise a crying voice of woe
for the wretched fate (Andtpoig) of <our loved ones>... 280-81%

And the dense network of superlatives, as in the Messenger;_
exchange with Queen Atossa, is extended into Atossa’s speech
well:

How utterly loathsome (rAglotov €x00oc) is the name of Salamis to m
ears! 284%

T have been silent all this time because I was struck dumb with misery
by this catastrophe. The event is so monstrous (OrtegPaAAer yag 116
oupdogd) that one can neither speak nor ask about the sufferings
involved, 290-93%

Aiai, this is truly the most towering disaster I have ever heard of
(kaxév BPiota 81 kKADw Téde), a cause for shame and for shrill wailing :
to the Persians! 331-32%

Our sufferings were so multitudinous (iconc@v & mARBoc) that I could |
not describe them fully to you if I were to talk for ten days on end: you
can be certain that never have so vast a number of human beings
(MAf}Bog TooovTAQLBpOV AvBpdTwy) perished in a single day. 429-324

What possible misfortune could be even more hateful (zAcd &T
£xOlwv) than the one we have heard of? 4384

It is characteristic of lament to speak in superlatives and
absolutes,® but here their use points to the limitations of the
‘involved audience’ in terms of its capacity for historical
understanding. The view from ‘here’ must be coordinated with the
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jew from ‘elsewhere’. How would these superlatives sound from
nother vantage point? Darius, viewing the situation from (so to
eak) ‘everywhere’ or perhaps beyond any “where’, makes clear that
ese superlatives are premature (which is to say, inadequate because
verestimated) — that something definitively worse and more
crushing is in the future, namely: the defeat at Plataea.

Dramatic irony and historical irony converge. In this way, the
lay theorizes the problem of the reception of historical event — we
ight say it is interested in the case of the Persians as much as in the

ortal axis of experience and perspective, they offer an intriguing
d perhaps disquieting mirror for audiences who might otherwise

e predisposed to dis-identify (to so speak) with barbaroi. For
ample, Atossa reflects:

Still, we mortals have no choice but to endure the sorrows the gods
send us; 293-944¢

ven to put it this way is to reify the profound inquiry the play offers
into the case of Salamis, the overturning of communal expectations.
. The Persae offers an inquiry into subjectivized historical
_experience — here, the case of defeat, the processing (on both sides) of
disaster. Especially in its deictic operations, the Persae produces the
space for critical reflection -- not least about how the play might
speak to any potential audience. Certainly, as Peter Euben has
argued, Salamis “elaborated and helped shape” a democratic ethos in
Athens, in which tragedy played a crucial role.® Of tragedy in
general, he observes, “One thing that distinguished it from other
political institutions was its ‘theoretical’ character {...]. Thus, it
simultaneously validated the city’s institutions and made them
. problematic.”# Of the Persae in particular, he suggests, “the point of
- the play is not that Persia should remember Athens but that Athens
- should remember Persia, for both its political dissimilarities and its
~ human similarities.”? In this, Euben aligns with Nicole Loraux, who
. trenchantly observed, “We miss any sense of tragedy's specificity if
- we think that the Athenians heard in the Persae only a eulogy for
- their city.”#8 She continues:
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1f, however, as I believe, every tragedy deals with the staging of
mourning, then we can imagine that the citizens of Athens, invited in
their capacity as hearers of a tragedy, to take part in a production of g
drama that resembled a long lamentation, were able to respond to the
latter in the appropriate manner. In other words, they were able to
resist the immediate pleasure of being the cause of the suffering
represented on the stage, because, in the cries of the defeated enemy,
tragedy taught them to recognize something that touched them above
and beyond their identity as Athenians.

With Loraux’s words in mind, our reading proposes the final
kommos between the chorus and Xerxes as a distillation and
culmination of the deictic pressures structuring the play. As muchas
the chorus were left behind at the beginning of the play, longing to -
be reunited with the warriors who went away, in the end, those
longed-for warriors become the ones who have been left behind. Where -
the chorus initially described the army’s departure in the aorist (17- -
18: ki o maAcudv Kiootov £okog mooAtnéves #8av), in the lament
the perfect tense describes them (1002: BeBaot yéo ToimeQ ayoéton :
otgatov): “they are gone”.

M. Hopman, with Oliver Taplin, observes that the play follows
the overall design of a nostos plot, achieved with the return of the -
defeated Xerxes. She notes that, “the story of a queen and people
waiting for the return of their king echoes the plot of the Odyssey.”#
We draw attention to the lament itself as performing, via ritual, the
‘return’ home of those lost at Salamis: the kommos reanimates the
fallen warriors, both naming them and locating them in response to
the repeated question, “Where are they?” - in order to bring them
back, figuratively, from Greece to Persia. The lament resists the
anonymity that is otherwise the fate of those who end in a watery
grave. As it recalls those who are gone, it revives and sharpens
(rather than assuaging) the pothos for them on the part of those who
survive them. While the insistent questions oblige Xerxes to confirm
that the soldiers are lost, the lament recovers them, in their
individual specificity, into the context in which that can have
meaning,

We invoke the Odyssey not only for its plot but for its image of
the universality of mourning and the shifting perspectives that 2
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narrative of suffering and loss can bring - to the victors as well as the
vanquished.

So the famous singer sang his tale, but Odysseus melted, and from
under his eyes the tears ran down, drenching his cheeks, As a woman
weeps, lying over the body of her dear hushand, who fell fighting for
her city and people as he fried to beat off the pitiless day from city and
children; she sees him dying and gasping for breath, and winding her
body about him she cries high and shrill, while the ten behind her,
hitting her with their spear butts on the back and the shoulders, force
her up and lead her away into slavery, to have hard work and sorrow,
and her cheeks are wracked with pitiful weeping. Such were the pitiful
tears Odysseus shed from under his brows. 8.521-32

Here we see the Odyssey's sympathetic transfer, notably conducted
through an extended simile: Odysseus, here the audience of his own
story, not only weeps but does so like a woman grieving her dead
warrior husband: like, for example, an Andromache. That Odysseus
himself was among the victors at Troy (and was a warrior-slayer and
bereaver of women) does not prevent — indeed, may propel — his
capacity for sympathetic response to this story. We would draw
aftention to the analogously powerful, complex operations of
perspectivalism in the Persae and their potentla]ly analogous effects
on the play’s audiences.

ethinking the Persae in Syracuse

Let us return to the question of what we rrught say about the
rsa¢’'s possible reception in Syracuse: how would an ancient
dience in Hieron’s theater experience the play’s transports — its re-
rienting and re-situating of its audience’s perspectives?

A number of scholarly discussions have helpfuily problemahzed
e familiar assumptions of a triumphalist interpretation of the
ersae.  Studies by Mark Griffith, Kathryn Morgan and Kathryn
osher® invite a more complex reading of Hieron as a ruler and of
cio-political attitudes on the part of an audience at Syracuse. These
framings, together with insights provided by Peter Wilson and
liver Taplin into the impressive level of theatrical sophistication
at a Syracusan audience would have brought to the viewing of
eschylus’s play, suggest that they too, as much as Athenians, would
ave been alive to this drama as about the human situation - the
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predicament Pindar himself glosses in his gnomai on human life.

Now, such a reading runs the risk of depoliticizing this play an
de-historicizing its specific reception; yet it restores to us, we hop
the Jikelihood that the Sicilian audience, no less than the Athenian
one, would have been prepared to do what the play asks: to see th
predicaments of the Persians from the multiple angles it so deftl
presents.

Here again, deixis helps us to consider the possible horizons
Syracusan reception. We have seen how, from the first word of th
play, the twelve members of the chorus, as they enter, refer
themselves as “these ones present” at the Persian court and how this
situates the origo or deictic center in Susa. The remaining lines of th
parodos sustain this situatedness, primarily through the use of
directional verbs, with action beginning in Persia and moving toward
the land of Greece. The assemblage of Persian leaders and allies in-
lines 21-58% and the arrival of Queen Atossa and later of th
messenger reinforce the deictic center in Susa. Secondary audience:
too, would be dislodged from their literal, historical locations to the
Persian court. Initially, in the case of the Syracusans, they might
experience their new insider location in Persia as sympathizers with:
the Greek defensive cause, but sympathizers, perhaps, who deserved
no credit for Xerxes’s defeat, as they didn’t fight at Salamis or in
other critical battles.

We are intrigued by an additional poetic effect that might have
occurred to Syracusans of Hieron’s time once they heard the
messenger describe the sea battle. Aeschylus’s emphasis on the
discrepancy in numbers between the two sides, Persian and Greek,
might well trigger an association captured so emphatically by Pindar,
when he composed Pythign 1 in honor of Hieron, to be performed in
Syracuse in 470. In lines 72-80 the poet unhistorically and
extravagantly creates an entire system of baitles, as Kathryn Morgan
points out: he arranges mainland and Sicilian battles in such a way as
to justify his claim that Hieron's battle against the Etruscans at
Cumae “helped Greece escape from heavy slavery” and that, by |
casting their foe from their swift-moving ships, Hieron saved Greece
from the Persians. “Pindar’s poem prays for peace after Kumai,”
Morgan writes, “and then mentions in quick successions the Battles

270



:Sala.mis, Plataia and Himera. The didactic synchronism between
Himera and Salamis. .. had not yet been constructed, but its elements
were beginning to be assembled.”*?

1 beseech you, son of Cronus, grant that the war cry

of the Phoenicians and Etruscans may remain quietly

at home, now that they have seen their aggression

bring woe to their fleet before Cyme,

such things did they suffer when overcome by the leader
of the Syracusans, who cast their youth

from their swiftly sailing ships into the sea

and delivered Hellas from grievous slavery. I shall earn
from Salamis the Athenians’s gratitude

as my reward, and at Sparta I shall tell of the battle

before Cithaeron,

in which conflicts the curve-bowed Medes suffered defeat;
but by the well-watered bank of the Himeras I shall pay

to Deinomenes’s sons the tribute of my hymn,

which they won through valor, when their enemies were defeated.®
Pythian 1.72-80

Moreover, if their sea battle off the coast of Himera resembles
the Athenians’ defeat of the Persians at Salamis, then they are like the
Athenians, and their foe, the Carthaginians, are like the Persians, or
so it might seem to them. Once savvy Syracusans in the audience,
already transported from their literal and historical here-and-now at
Syracuse to the interior of the Persians court, make the connection
that Pindar made in his ode for Hieron (performed on Syracusan soil
in 470), some of the inferences that the Athenians would have likely
made about self and other, we and they, friend and enemy could be
extrapolated from the play for their political situation and their
humanistic understanding of victory and loss. With the particulars
of Greeks versus Persians abstracted to a more general level, smaller
versus larger naval fleet, these members of the Syracusan audience
would also experience a heightened awareness of the human
condition shared by winners and losers in a conflict.

Conclusion
These implications of a performance in Syracuse bring home
what the Persae encodes, paradoxically independent of performance
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locale: that the view from "here" and "there" might be radically
different yet mutually imaginable; that pathos and lament are situated
and specific, yet transferable; that events are experienced by
suffering mortals. Drama in Aeschylus’'s hands becomes here an
astonishing engine for a vertiginous perspectivalism but also for 3
potential imaginative sympathy: deixis offers the core linguistic.
semantic tool for both effects. It is perhaps no surprise then that
critics have over the decades developed strikingly divergent and
mobile interpretations of this brilliantly shifting and shiftable play.ss
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lamentation led by Xerxes in a procession toward the palace (931~1075
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University Press, 2011).

¢ The evidence for performance in Syracuse is collected most recently
Theater Quiside Athens: Drama in Greek Sicily and South Italy, ed. Kathryn
Bosher (Cambridge: Cambridge University Press, 2012) 1-16 and 9
111. See Bosher’s “Introduction” (1-16) and Chapter 5, “Hieron
Aeschylus,” (97-111); also Chapter 2, Kathryn Morgan,
Prolegomenon to performance in the West” (35-55) and Chapter 1
Oliver Taplin, “How was Athenian Tragedy played in the Gres
West?” 226-50. Taplin writes (228): “The commission of Aetnzeae W
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closely followed by a showing of Persue at Syracuse, the earliest attested
re-performance of any Greek tragedy” In “Hierom's Aeschylus,”
following an' earlier suggestion by Kiehl (endorsed by Wilamowitz),
Bosher argues that Aeschylus designed the play for its first
performance in the theater of Syracuse. See also Ismene lLada-
Richards, “By Means of Performance: Western Greek Mythological
Vase-Paintings, Tragic ‘Enrichment’, and the Early Reception of Fifth-
century Athenian Tragedy” Arion 17. 2 (2009) 99 — 166, and Barbara
Kowalzig, "Nothing to Do With Demeter? Something to do with Sicily!
Theatre and Society in the Greek West", in O. Revermann and P.
Wilson, edd., Performance, Iconography, Reception. Studies in Honour of
Oliver Taplin Oxford (2008) 128-57.

s For an overview of this terminology, see Anna Bonifazi, “Deixis,” and

i Nancy Yelson and Jared 5. Klein, “Deixis in Linguistics and Poetics,”
both in Encyclopedia of Ancient Greek Lunguage and Linguistics (EAGLL),
edd. George Giannakis et al. (Leiden and Boston: Brill Academic
Publisher) 2013), vol. 1: 422-29 and 429-33, respectively, with further
references.

For an earlier treatment of Deixis am Phantasma in Aeschylus’s Persae, see
Maria Vamvouri Ruffy, “Visualization and “Deixis am Phantasma” in
Aeschylus’s Persae, QUCC N.S. 78,3 (2004): 11-28.

The best case for the play as a vehicle for the “orientalizing” of the Persians
is in Edith Hall (comm.), Aeschylus Persians (Warminster: Aris and
Phillips, 1996), 1-19, which emphasizes the political climate in Athens
in472 BCE.

See Jesper Svenbro, Phrasikleia: An Anthropology of Reading in Ancient Greece,

 trams. J. Lloyd (Ithaca: Comell University Press, 1993) 36-37.

Phrynichus set his play, Phoenissae, in the Persian court; its prologue,

however, was spoken by a eunuch. The testimonia in Nauck, (722)

suggests that Aeschylus was invoking Phrynichus in his use of tdde,

“these ones here before you,” by first person speakers.

1 Subtle allusions that point to the cultural or physical site of performance
are to be noted as well. See Mariarme G. Hopman, “Chorus, conflict,
and closure in Aeschylus’s Persians,” in Choral Mediations in Greek
Tragedy, edd. Renaud Gagné and M. G. Hopman (Cambridge:
Cambridge University Press, 2015), especially 66-72.

Quotations are from Alan Sommerstein. ed. and trans., Aesdwylus

{Cambridge, MA: Loeb Classical Library, Harvard University Press,

' 2008), 1-137.
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XOPOL: Tabe pév Iepodv t@v olyouévav
EAAGS &c alay mioTd KaAeltal,
kat v advedv xat moAvyotowv
£DQhvwv OVAKES,
katd eaPeiny obg avtdg &val
EBéping paoiAevs Aageloyevig
elAero xpag Edogedev
audt d¢ véotw 1@ factAeiw
Kkl TOAVGVOQOL OTRATIAG TOT]
KakduavTig dyov OpooAoTeiTaL
Bopog Eowbev:
Ao yog loxbs Acwroyevig
oixwke, véov & dvdoa Bailel
KoUTE Tig &yyeAog OUTE TIG UTITKeds
aotu 1o Ilegodv ddurveitar
ofte 10 Lovowv 710" AyBatdvwv
kal o maioudv Kioowov Egrog
npoAiovtes fav, ol pev ¢’ (nmwv,
ol &' émt vaov, melol te Badnv
roAépov otidog rogéxovres: |
2 Marianne Hopman, “Layered Stories in Aeschylus” Persians” in :
Narratology and Interpretation: The Content of Narrative Form in Ancient .
Literature, ed. Jonas Grethlein and Antonios Rengakos (Berlin: de :
Gruyter, 2009), 360. '
18 Vamvouri Ruffy, “Visualization and “Deixis am Phantasma in Aeschylus's
Persae,” 4, gives examples of Deixis am Phantasma that “imaginatively
locate the Chorus as a witness of the Persian army’s actual departure,”
a past event that is not shown on stage.
14 59-64:
XOPOZX: towdvd’ &vBog Iegoidog aiag
olyetaL &vdQav,
obg népL maoa xBwv At
Boépaon mobw orévetal uadepd,
- toiéeg T’ dAoxol 8’ MjpegoAsyddv
TelvovTa XQOVoV TpouEoVTAaL. »
5 M. Hopman, “Chorus, conilict, and closure,” 58-77.
16 402-5:
“@ natdeg EAAvav, ite,
EAevBepolTe taTid’, éAevBepobte bE
naidag, yovaikag, Bedv te natopwv £o),

274



T Brkog Te TIEoyOvev- VOV U1tég RAvTwV drydv”

7 Egbert ]. Bakker, “Verbal Aspect and Mimetic Description in Thucydides

in Grammar gs Interpretation: Greek Literature in its Linguistic Context,

Egbert ]. Bakker, ed. (Leiden1997), 7-54. He notes that the use of the

narrative imperfect is not 50 much a reference to an event as "the

displacement of its observation into the past.”

5 For an early effort to define what is needed to create a sustained vicarious

fransport, as opposed to an orientation to a new location, see Nancy

Felson, “The Poetic Effects of Deixis in Pindar's Ninth Pythian Ode,”

Arethusa 37 (2004): 365-89. For a different view of the degree of

relocation of the internal audience, see Vamvouri Ruffy, “Visualization

and “Deixis am Phantasma,” 14-15.

- 1993-100:

daAdun Ty ¥’ ardtav Beod

Tis dvnp Bvartds aAviey

Tig & kaLrtvl Trodl ndn-

HOTOG EUTIETEOS AVATTWY;

PLAGDOWV YA TOTIoAVOUTN TO TEWTOV RAQAYEL

Bootdv eig doxdotat’ Ata,

wd0ev ok Eotev Untek Bvatov aAdiavia puyelv.

. B 59-64:

XOPOL: todvd’ &vBog Iepoidog aing
olxetar dvdodv,

odg méQL ndon xBav Ao Tig
Opédaca 6By oréveTol UnAep,
tokéeg T dAoxol 8’ fjpegoAeyddv
tetvovTo Xedvov Tpouéoviat.

2 We may think, for example, of Callinus 1.18-19: Aa® yop cvumavtt
noBog kpatedPeovas Gvdpde/Bvijoxovtas, {hwv ' dLiog HHuBiwy;
also Tyrtaeus 12.27-28: tov 3’ dAodugovratl pév Sudg véor 1de
vépovreg, koyarén ¢ noBe naoa kéxnde moAl (Greek Elegiac Poetry,
ed. Douglas E. Gerber [Cambridge, MA: Loeb Classical Library, 1999]).

2132-37:
Adktoa d° Gvdodv mobe
riipmAoTal DokQUUaTv
Tepoideg &' appomneviels fxdota ndbBe PprAdvogt
oV alxpdevta obgov ebvartho' anonembapéva
Agimeron povdluE.

= 181-89:

$doEdTnv pow Bl yuvalix’ edeipove,
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1) pév rémAolot Tlegomcois Roxknuévn,

7 0" abre Awgikoiowy, eig dy HoAely,
ueyéBet te @V VOV EKTQETETTATA TTOAD
KAAAEL T" G, kol kKaoryvite yévoug
Toorod: dgov 7 Evauov 1) uév BEAAGDa
xAfjoe Aayoboa vaiov, 1] 8¢ BagBagov.
TOUT® CTAOLY TV, WG Eyw "DOKOUV GQAY,
TEVXELY &v AAATIAOT

2 Helen H. Bacon, Barbarians in Greek Tragedy (New Haven: Yale UniverSity

Press, 1961), 44; see Chapter 2, “Aeschylus,” for full argumentation.
% Erich S. Gruen, Rethinking the Other, 16.
% 233: aAAX pnv [Hew éuds nals mivde Bnpaoat 7éAw; Atossa’s use of -

Tvde indicates her mental orientation toward Athens-in-the-distance

(a case of imaginary deixis); at the same time, for Athenians in the first -

performance audience it points to and foregrounds their surroundings '

{a case of ocular deixis). '
%7 231-45:

BAZIAEIA: & ¢idor o g Abrjvas daoiv idgbobal xOovég;
XOPOZX: tfjAe 11Qog duouaic dvaxtos HAlov dpBivaopdrwv.
BAXTAEIA: dAAd purpv Tuew’ uoc naic Tijvde Onpdoat méA;
XOPOEL: oo yag yévorr &v EAALS BaciAéws Hrrjxoog.
BAXJAEIA: &d¢ g mdgeotiv avtolg GvdgorArBewa atatod;
XOPOL: woil otpatds towobtog, Eglag moAAd dry Mrjdovg/raxd.
BATIAFIA: mérepa yag ToE0vAKGG abxpif} D xepdv amoic/moénel
XOPOZ: pndaudog Eyxn otadain kol pegdomnides ooyal
BATIAEIA: kai tl mpds todvrotow dAAo; mAobrog ¢Eagkns/doduois;
XOPOZX: dgyvoov muyyn| s avtols Eotl, 8noaugds xBovic.
BAXIAEIA: tlg 8¢ mowudvwg Ereott kamdeondler oTQatd;

XOPOZ: ottvog dodAoL kéxAnvrar wtdg 00d” DKoot
BATIAFTA: méds &v obv pévoiev dvdgag moAsuious EmfAvdag;
XOPOZ: dote Axgelov oAby te kal kaAdv ¢pBelpat oreatdv.
BAZXIAEIA: deva 1oL Aéyeis kidvrwv Toig Texodot doovrioor _
28 James Barrett, “Aeschylus’ Persians: The Messenger and Epic Narrative,’
in Staged Narrative: Poetics and the Messenger in Greek Tragedy (Berkeley

University of California Press, 2002), 23-55, points out the contradicton

between the Persian messenger’'s claim to be an eye-witness of

Battle of Salamis and his surprisingly extensive level of knowledge, 2

level that is typical of the ideal messenger of Greek tragedy.
B 266-67:

ATTEAOL: weod pi)y magav ye kot Adyous dAAwY kAUQY,
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LlEQual, QAT &V Ol £TTOQULVHT) Kok,
3 253-55:
GOHOL, KOKOY UEV TIE@TOV Ay YEAAELY KoKd:
Spwg & dvaryxn ndv avoantoLal nabog,
ITépooe otoatds Yoo ndc SAwAe BaoPhowy.
- 260-61:
: ATTEAOX: wg ndvra vy’ ot éxeiva duxmemgoayuévor
;-‘ KkoTog B déATTws véoTipov BAénw ddog.
. 2 26871
: XOPOZ: dtototol, pdtav
TR TIOAAL BEAEQ Tty
vig ar’ Agidog A8’ &’ alav
Alov, BAA&GD o xcogo.
8 272-73:
AITEAOZ: mArjBovot vexpdv dvondtuws éh8apuéc.
LaAapivog aktol mag te mioxweos TOnos.
% 280-83:
Wl drdtpols Bodv
duoawaviy HITégoals datoct,
dc ndvra naykdkws Géoav
<daipoves> aial orpotod GpBopgévroc.
3261
i AITEAQL: xadwag 8 déAntwg véatov PAénw daos.
#260-64:
XOPOL: fi paxpopiotos 6de vE tig al-
6rv PévOT) Yepauois, dot-
£ T00e MAU dedmtov.
280-81:
XOPOZ: Wi’ andryowc focv
voeuccvt] Hégomg datogt
284: .
AITEAQZX: & ntAeicTov ExP0g dvoua ZaAapdivog kADELY
- 290-99
BAXTAEIA: oryd mdAaL dUOTNVOg EKTIETMANYHEVT)
Koaxois PrepfdAie yop 1fjde cvudod,
o prjte Aéfa prit’ dQwtijoan TadT).
' 331-32: '
BAZIAFIA: alai, kox@v titota 3 kAUw 1dde,
9-32:
ATTEAQZ: kakév d¢ nAfi6og, 00d’ dv el déic’ fuata
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ooy yoQoiny, ovk v éxrAnicawui cor
€0 yag 160" 0By, pundap’ fipéoq puy
AT Bog TocoutdoLOpov avBpdnwy Bavely.

#'438: BAYIAEIA: xai Tic vévorr &v thod’ &’ éxBicwv toxn; :

4 See Margaret Alexiou, The Ritual Lament in Greek Tradition, 2m ed., revise
by D. Yatromanolakis and P. Roilos (Lanham, MD: Rowman
Littlefield, 2002), Chapter 8, especially 172-73.

4293-94:

BAZIAEIA: Spewg 8 avérykn mnuovag feotois Gégewv
- Bedv VTV

# J. Peter Euben, “The Battle of Salamis and the Origins of Political Theory,
Political Theory 14 (1986): 359-90.

% Buben, “The Battle of Salamis,” 367.

47 Euben, “The Battle of Salamis,” 365,

4 Nicole Loraux, The Mourning Voice: An Essay on Greek Tragedy, trans. E.
Rawlings (Ithaca: Cornell University Press, 2002), 48.

# Hopman, “Layered Stories,” 364 n.13, citing Oliver Taplin, Stagecraft in'
Aeschylus (Oxford: Clarendon Press, 1977), 124-26. :

% Mark Griffith, “The King and Eye: the Rule of the Father in Greek:
Tragedy,” Proceedings of the Cambridge Philological Society 44 (1998): 22-
86; Kattuyn Morgan, Pindar and the Construction of Syracusan Monarchy
in the Fifth Century B.C. (Oxford: Oxford University Press, 2015);
especially Chapters 1-3; Peter Wilson, “Sicilian Choruses” in The Greek
Theatre and Festivals, ed. Peter Wilson (Oxford: Oxford University
Press, 2007), 351-377; and see again Kathryn Bosher, “Introduction .
and “Hieron’s Aeschylus,” as well as Oliver Taplin, “How was
Athenian Tragedy played in the Greek West?,” all in Theater Ouiside
Athens, 1-16, 97-111, and 226-50, respectively. i

5t See again the forceful argument of Edith Hall, Aeschylus Persians, 1-25.

52 Cf. also 302-28 and 957-99.

5 Morgan, Pindar and the Construction of Syracusan Monarchy, 17. She argues
for the rhetorical ploy on Pindar’s part of panhellenizing his Igudandus,
Hieron, as if he were or had been a champion of the Greeks against the
Persians and as if he were responsible, with his brother Gelon, for the
victory at Himera against the Carthaginians, a victory that Herodotus
(7.166), relying on Sicilian sources, places in the very same year as the
Battle of Salamis. :

5 Pythign 1. 72-80:

Alocopon veboov, Kgoviwy, fipegov
oo kat’ olkov & PoiviE & Tvgoa-
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vav T dAaAatog Exr), vavoiotovoy
BB Wav tav med Kduag,
ola Zugarociwv agx® dapacBévtes nabov,
WKOTGRWY AT0 Vo 6 odrv v mdv-
o Bare®’ aAndoy,
FBAAGD eEEAKRwY PBapelag dovAing. dgéopan
mag uév ZaAauivog ABavaiwv xagwv
woBav, év Trtdota ' £oéw TRo KiBatgdvog pdxov,
ool MrdewoL kauov GykvAdtotor,
e DE Thrv eDLBYOV AKTAY
Tuépa maldecorv Guvov Aervouéveog teAéoalg,
tov Edéave’ aud’ doetd, moAepiny Avdody KapdvTwy.
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