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ADDENDA

p. 163

787-9 at end: They are not bored: they are desperate.

808 after: ... and the Greeks.

See Fisher 1992, 257-8.

809-10 after: ... at Persepolis. Aulus Gellius claims that Xerxes also

stole the entire contents of the Athenian public library (7.17.1).

p. 164

813 they suffer tribulations: The punishment of the Persians is
formulated according to the popular ethical principle that the
doer shall suffer (8pdoavTt mabeiv). which was fundamentally
to condition the theodicy of the Oresteia (e.g. Ag. 533, 1430,
1527-9. Choeph. 306-14). This ancient precept was attributed
by Aristotle to none other than Rhadamanthys. the judge of the
dead (EN 5.1132b 25).

821-2 The aorist in ékdpmwoev  (‘produces’) is gnomic.
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Introduction

(Throughout this book line references are to the Gréek text, rather than the translation,
whose numeration is occasionally slightly different: a line reference followed by an
asterisk (e.g. 8*) refers to the commentary on that line of the Greek text).

1. Remember Athens

One of the many themes to have been neglected by critics in Aeschylus' Persians is
memory. The messenger groans as he remembers Athens' (285); the catastrophe
Xerxes has inflicted on his people is 'never to be forgotten' (760); the ghost of Dareios
solemnly warns the chorus to 'remember Athens and Greece' (824). Two and a half
millennia later Europe remains obedient to the Great King: we have not forgotten the
Greek victory at Salamis. .

For nineteenth-century Greeks Salamis was a charter myth for the independence
movement against Turkey;! for Britons it had always seemed analogous with the defeat
of the Spanish Armada, but when they became involved in the Opium Wars against
China it symbolised the destruction of a decadent eastern empire;2 for Nietzsche it
heralded the disintegration of Athenian greatness;® but for Yeats it was an emblem of
the spirit of Irish republican rebellion.* The perennial significance of the Salamis story
lies precisely in its politicised expression of the archetypal David-and-Goliath theme: a
smaller nation scores a victory over a larger, imperialist aggressor. And the text which
made the most important contribution to the aesthetic and ethical shaping of the story,
thus ensuring that it was passed down to resonate throughout posterity, was
undoubtedly Aeschylus' tragic Persians.’

See e.g. Andreas Kalvos' famous ode 'To Fame' (Eis Doxan), which equates the struggle
against the Turks with various events in the Persian wars, and is suffused with linguistic
reminiscences of Persians, including the words from the Greek battle-cry, 'sons of the
Greeks' (Pers. 402). There are several engravings taken from paintings depicting Salamis
in a similar philhellene and triumphalist spirit reproduced in Rados 1915.

See especially Thomes Rymer's detailed plan for an adaptation of Persians translated to the
court of Spain as it heard of the loss of the fleet sent against England (Rymer 1693, 11-17).
An early Victorian burlesque of Persians entitled The Chinaid makes Xerxes into
Chingyang, an opium-addicted Emperor, and the chorus into obsequious mandarins (Anon.
1843).

3 Quoted in Strong 1975, 169.

4 Easter 1916 becomes a victory of civilisation over barbarism as the Irish rebels win a
spiritual victory over the English. It was men, 'not the banks of oars/that swam upon the
many-headed foam at Salamis' who 'put dowr/All Asiatic vague immensities' (The Statues,
see Macintosh 1394, 14-15).

This is not to underestimate either the inflience on Aeschylus of Phrynichus (see
hypothesis with commentary), or the contribution made by other ancient versions of the
story, especially by Herodotus' Histories. But the close resemblances in diction and
thought in Aeschylus and Herodotus (Lattimore 1943, 92-3 and n. 29) show that Aeschylus’
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Aristophanes saw that the play's power lay in its ability to make its audience 'yearn
always for victory over their enemies' (Frogs 1026-7), and revivals have tended to be
associated with periods of strong patriotic sentiment or heightened political
consciousness. After its premiére in the Athenian theatre of Dionysus in the spring of
472, the play may have been performed during Aeschylus' lifetime in Syracuse; the
Sicilian tyrant Hieron liked to equate his defeat of the Carthaginians and Etruscans with
the mainland Greeks' victory over Persia (Pind. Pyth. 1.71-6).° Aeschylean dramas
were revived during the decades after his death (£ Ar. Frogs 10); his son Euphorion
was reputed to have been responsible for some of these revivals. (12 TgrF T 1). The
familiarity of the comic poets Eupolis and Aristophanes with Persians’ therefore
strongly implies that the tragedy enjoyed a second fifth-century performance, perhaps in
425 when we happen to know Aeschylean plays were revived (Ar. Ach. 10).

Appropriately enough for the earliest surviving European drama, it may have been
the first ever ancient Greek tragedy realised in something approximating to a
performance in a modern European language. As early as 1571 (fourteen years before
the famous Oedipus in Vicenza, which is widely held to have inaugurated the modern
revival of Greek tragedy), Persians was recited in Greek or Italian on the Greek island
of Zakynthos to celebrate victories against the Ottomans.$

In our own century performances have sometimes appeared at moments of patriotic
fervour. Gilbert Murray was well aware that the play, in the right context, was political
dynamite, for in a letter to Yeats in 1905 he suggested a production in the Abbey
Theatre, Dublin, 'with a seditious innuendo'.® The rise of Nazism offered an extreme
example of imperialism and anti-democratic militarism: it is therefore probably no
coincidence that Murray's translation was broadcast on the Home Service to the people
of Britain in 1939.10 The capacity of Greek tragedy to be appropriated by either side in
any conflict could not be better demonstrated than by the subsequent production of
Persians in Gottingen; it was one in a wartime stream of Greek tragedies performed in
Germany because of their emphases on heroism, fighting, struggle, and the grief of
women left waiting at home; the date of Persians was February 1942, when the German
army on the eastern front was beginning to encounter terrible hardship.!!

Yet in the post-war years the play has usually been used to protest against war. It
was often performed in the former East Germany. Matthias Braun's production, revived
four times between 1961 and 1969, was explicitly anti-fascist and anti-imperialist.
While making no bones about equating Xerxes with Hitler, it was inspired by US
involvement in Korea and subsequently turned (like a short-lived production off
Broadway during the same period) into a protest against the Vietnam war:!2 the last
revival, in Dresden, presented the audience with soldiers doing drill during the

formulation was already influencing historiography in the fifth century (Michelini 1982,
75).

6 So a scholion on Ar. Frogs 1028. See Gauthier 1966, 8-14, Podlecki 1970, 117-20.

T See 65%, 346*, 623-680*, 1071-2%*.

8 Knos 1962, 654.

9 Clark and McGuire 1989, 9.

10 F West 1984, 216.

11 Flashar 1991, 169 and 360 n. 16.

12 Trilse 1975, 150-5. Braun's Perser is included in Braun 1969.
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messenger scene. A performance of Andreas Spitauf's bravely slang-laden translation
by the Berliner Ensemble in 1983 portrayed the Persian court as the epitome of western
militarist decadence; Atossa in a cocktail dress, Dareios in a flashy suit, and Xerxes in
the khaki uniform of a Junta commander.!?

In Greece the play is, understandably, a popular part of the performance repertoire.
The most famous Greek production was certainly that directed by Karolos Koun (see
fig. 4), first performed in 1965, with costumes and scenery by the famous Yannis
Tsarouhis. It was a great hit in London, which hosted it as a part of a season of World
Theatre, and where it helped to foster the philhellene sentiment which was to become so
important to rousing international condemnation of the Greek dictatorship of 1967-74.
More recently the political significance of the Salamis story has been interestingly
inverted: the controversial director Peter Sellars used it to question the bombing in
1993 of Saddam Hussein's Iraq by the UN. His production was performed in the United
States and several European cities in 1993. He saw it as a medium through which the
suffering of modern Iraq could speak, in the voice of ancient Persia, to the west: 'what
can't be shown on television can be said on the stage. In America the war in Iraq was
shown with no Iraqis at all — dead or alive... We're saying come and meet a few'.!

2. Aeschylus

Giving the Persians a sympathetic hearing was probably not Aeschylus' priority: his
own brother had died a particularly bloody death at Marathon (Hdt. 6.114). Few
Athenians of his generation had any cause to regret the outcome of the military
engagements with Persia. Yet little else can confidently be surmised about the poet.
The biographical evidence is lamentably scanty; the late Life of Aeschylus, which
alleges that he died when an eagle dropped a tortoise on his head, is obviously to be
read with scepticism.!> But greater reliability can be expected of some other sources
such as (i) the Parian Marble, (ii) a fragmentary fourth-century inscription which
records Athenian drama competitions (/G I1? 2318), and (iii) the hypotheses to the
plays.'® It can be assumed that Aeschylus was born into a Eupatrid family at Eleusis
in about 525 BC. He won his first victory in 484, and was victorious again in 472 with
the group including Persians, for which a youthful Pericles acted as choregos. In about
470 he visited Sicily. He won at Athens with the trilogies including Seven against
Thebes (467 BC) and Supplices (about 463 BC), and with the Oresteia (458 BC). He
returned to Sicily and died there in 456 BC, at about sixty-nine years of age.

From the perspective of interpreting Persians the most important aspect of this
biographical information is simply Aeschylus' age. He must have been about fifty years
old when he conceived the play; he had lived through one of the most exciting periods
in Athenian history. He spent his early childhood in the Athenian tyranny of the

13 Kuckhoff 1987, 19-20. Linzer 1983.

Quoted in Pappenheim 1993; for a fuller (and very critical) account of the production see

Lahr 1993. The adaptation was by Robert Auletta (Auletta 1993).

15" The Life of Aeschylus is well discussed and translated by Lefkowitz 1981, 67-74, 157-60.
See also Podlecki 1966, 1-7.

16 See G. Murray 1955, 52, 373; Ireland 1986 3-7; Rosenmeyer 1982, 369-76.
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Peisistratid brothers Hippias and Hipparchus. When he was about nine years old the
scandalous assassination of Hipparchus resulted in a harsher and more oppressive
regime under Hippias. Aeschylus was already in his teens when in 510 BC the
Alcmaeonid family, assisted by Sparta, deposed Hippias after violent encounters and
many casualties: over the next two years Athenian politics were blighted by the power
struggle between aristocratic factions, at the end of which Aeschylus had witnessed
Cleisthenes' radical democratic reforms and all the social upheavals they entailed.

Yet from the turn of the century onwards the Persian threat must have loomed as
large in any young Athenian’s consciousness as the reorganisation of local Athenian
demes. Aeschylus' fellow citizens had been involved in military operations against the
Persians from at least as early as 498 BC, when they had sent ships to lonia (Hdt. 5.97)
to aid in the revolt which ended so catastrophically in the Persians' subjugation of
Miletos in 494, an event which must have shocked and terrified them. The poet was in
his physical prime - about thirty-five - when Dareios finally invaded mainland Greece,
bringing the deposed Athenian tyrant Hippias with him: Aeschylus probably fought
alongside his brother in the battle of Marathon in 490 BC (Ar. Frogs 1296-7). The
decade between the Persian invasions, marked by turbulent internal politics at Athens,
was however dominated by the permanent threat of a fresh offensive from the east.
When it finally came in 480 Aeschylus was witness to the crumbling of the Greek
defence in Boeotia, the terrifying march of Xerxes on Athens, the people's evacuation of
the city, its subsequent sacking, and the eventual Greek victories at Salamis, Plataea,
and Mycale. Aeschylus had then lived amongst the ruins of his terribly devastated
city.I7

But the struggle with the Persians was by no means over, and fear of subjugation by
them did not evanesce: unfavourable references to 'the Mede' were never actually
deleted from the Assembly's prayers (Ar. Thesm. 337, 365, Isocr. 4.157). The
Athenians remained at war with Persia throughout the 470s, after founding the Delian
league, the confederacy of lonian, Aegean and Hellespontine city-states which aimed to
push the enemy ever further eastwards (see 852-907*). There were constant
campaigns, especially against the huparchoi whom Xerxes had established throughout
Thrace and the Hellespont, campaigns remembered by the ageing chorus of Wasps, who
say that they took many cities from the Medes (1098-100). The hero of the hour was
Cimon, whose illustrious campaigns at Byzantium, Eion on the Strymon, and Scyros,
must have gratifyingly fed Athenian patriotic pride.

So by the time of the production of Aeschylus' Persians the poet and his audience
had for a quarter of a century been in fear of or actively engaged in war with the eastern
empire. Since 480 they had annually celebrated the repulse of Xerxes at the Eleutheria
festival,8Band there may even have been for a time a regular semi-official celebration
through drama of the Persian wars at the City Dionysia, of which Persians is the only
extant example.19 It is difficult for readers in the late twentieth century western world
to imagine either the strength of the emotions which thinking about Persia could stir up,

I/ On the archaeological evidence for the extent of the destruction see H.A. Thompson 1981.
1B  The evidence is collected by Raubitschek 1960, 180.
19 Suggested by G. Murray, 1940, 115.
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or the depth of the conceptual chasm which was felt to yawn between West and East. 2
Just as importantly, the defeat of Persia approximately coincided with the inauguration
of the Cleisthenic democracy; the Athenians' drive to push back Persia was conceptually
inseparable from their desire to protect their political system. For decades public
figures suspected of oligarchic aspirations were to continue to be suspected of sympathy
towards 'the Mede'.?!

3. Persians and Historical 'Reality’

Since Aeschylus' Persians is the only extended text to survive written by an author with
first-hand experience of the Persian wars, and within a decade of Salamis itself, it has
always becn tempting to assess its usefulness as a mine of evidence for historical 'facts'.
There exist in print plentiful discussions, with explanatory maps, elucidating the
messenger's account of the naval operations at the battle of Salamis;Z they reconstruct it
by studying the physical site,? or compare it with the version in Herodotus,? and with
the much later narratives in Diodorus and Plutarch. Lattimore, for example,
systematically compares the proper names of the Persian commanders in Herodotus and
Aeschylus, concluding that Herodotus is infinitely more reliable.? Indeed, the 'veracity'
of the play has in general not tended to be well rated in comparison with the much
longer and more detailed version of events offered by Herodotus' Histories, even though
Herodotus was born after the wars and recorded them several decades later. But if the
goal is the appreciation and understanding of the play, the important point is surely not
its historical veracity in terms of detail, but its interest as a document of the Athenian
collective imagination: it is beyond all doubt an absolutely truthful record of the ways
in which the Athenians liked to think about their great enemy, and a monument to
Aeschylus' poetic inventiveness, however 'racist' it may now seem, in his evocation of
Persia.?

The play also used to be seen as a repository of information about Achaemenid
Persia: the German title of Keiper's long and impressive dissertation of 1877, which is
still often cited, translates as Aeschylus' Persians Treated as Source for the Study of Old
Persian Antiquity. But this was in the days when there was no theoretical
understanding of the ideological factors at work in the social construction of one culture
by another. The truth value of the picture which Greek sources painted of Persia is
impaired by the effect of ethnic stereotypes; these powerfully distort the cognitive
precision of the process by which one ethnic group is identified and observed by
another.® Scholars like Keiper did not understand the function of the production of

©  Hall 1989, 56-62. The polarisation was profoundly to influence all of Aeschylus' plays

. (Delcourt 1934).

;; See further Hall 1989, 58-9.

;; Recently see e.g. Lazenby 1988 and 1993, 151-97.

7‘4 Hammond 1956.

- E.g. Broadhead 1960, 322-339, Podlecki 1966, 13141, Kaukhcisvili 1981, Morrison and
Coates 1986, ch. 3.

5 Puech 1932, Roux 1974.

% Lattimore 1943, 84-7.

Z Hall 1989, 72-100. On the problematic notion of 'reality’ sec Péron 1982.

Hall 1989, 102-3.
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images of the ethnically 'other' in the ethnic self-definition of the group producing the
images.” That is, the Athenians looked in other cultures for the most important
dimensions of their own self-image (as democratic, non-hierarchical, as guided by the
ideals of moderation, self-restraint, and manliness); unsurprisingly they found the hated
Persians lacking in them. The focuses of the portrait of the Persians in the tragedy (for
example, on their tyranny and effeminacy) tell us therefore some important truths, yet
they are truths pertaining less to the Persians than to the Athenians' own sense of
identity.

The dangerous myth of the Orient as decadent, effeminate, luxurious and
materialistic, which remains to this day a corner-stone of western ideology, was actually
born at the time of the Persian wars: indeed, the very first example quoted in Edward
Said's important Orientalism comes from Aeschylus' Persians.®® Although Herodotus,
Ctesias, and the eighth book of Xenophon's Cyropaedeia® were to elaborate the theme,
it was historical tragedy which first gave birth to the idea of the decadence of the
Achaemenid Persian empire (a decadence usually historically traced, as in Aeschylus, to
Xerxes' accession); this is the orientalising fantasy of excessive luxury and wealth
leading to the eventual collapse of a once proud and well organised regime. It is only
fairly recently that scholars have begun to see that this image was created by the Greek
imagination, and needs to be carefully corrected and supplemented by excavating as
much of the Persians' own self-image as possible.?

Yet a balance must be struck between the misguided use of the play as a truthful
empirical source for Persia and denial that it contains any features which derive from
observation of the dictinctive protocols and practices of the Persian court. If nothing at
all survived of the Achaemenids, then we would have to read the play as a source
exclusively for the Greek imagination, but the Persians' own buildings, relief sculptures
and inscriptions can in fact help to illuminate some aspects of the play. Although we
know infinitely less about fifth-century Persia than about fifth-century Greece, crucial
correctives to Hellenocentric versions of Persian history® are offered by Persepolis and
other sites, especially Pasargadae and Sousa, and by important relief sculptures and
inscriptions such as those at Behistun.* Prostration before the great King, for example,
which is such a distinctive aspect of Aeschylus' vision of the Persian court (see 152%*), is
probably portrayed in Persian art; the use of the bow as a prominent image of Persian
monarchy is confirmed by Dareios' own self-publicity (555-7*), and some of the regal
and military language Aeschylus gives his Persians is clearly informed by Old Iranian
forms of expression attested in royal inscriptions (see 24*, 50*).35 It is therefore
inadequate to categorise all such phenomena in the play as 'oriental colour' or
‘ethnographic touches'.* One of the challenges this drama presents is the requirement

2 Hall 1989, 97-100.

30 E. Said 1978, 56.

3 Sancisi-Weerdenburg 1987a and 1987b.

32 Tourraix 1984; Sancisi-Weerdenburg 1987, xi-xiv; Sanc151 -Weerdenburg and Kuhrt 1987.

3 For adetailed account of the Achaemenid empire see Cook 1985,

M Translated in Kent 1953. For a brilliant discussion of the Persian Kings' self-image as
conveyed by their relief sculptures and inscriptions see Root 1979.

35 See especially Schmitt 1988.

% E.g. Hegyi 1981.



INTRODUCTION 7

to draw careful distinctions between those aspects of Aeschylus' portrait of the Persian
court which are fascinating hints at the cultural translation of authentic Persian
practices, and those which are fantastic productions of his Athenian perspective. A
clear example of the latter is the Queen's statement that she is more upset by Xerxes'
torn clothes than by the prospect of the wholesale slaughter of Persian forces at Plataca
(845-8): this clearly reveals no truth whatsoever except that the Athenians thought that
Persian queens were psychopathically heartless, status-conscious and obsessed with
sartorial display.

4. Historical Tragedy

Although Persians is the only extant example, there were several other Greek tragedies
on historical themes. The first author to portray recent historical events in dramatic
form may well have been Phrynichus. whose Sack of Miletus met with disfavour at
Athens, allegedly because the audience wept at the sight of the terrible suffering of the
devastated city after the Ionian uprising (Hdt. 6.21.2 = 3 TgrF F 2). The play may or
may not have been performed during Themistocles' archonship in 493/2.37 We know
slightly more about Phrynichus' Phoenician Women, on which Aeschylus' Persians is at
least partially dependent (see the hypothesis and the commentary upon it): it opened
with a eunuch preparing the seats for a meeting of Xerxes' counsellors and announcing
the King's defeat (= 3 TgrF F 8).%® The chorus consisted of women of Phoenicia,
possibly slaves in the Persian court, but more likely widows of the Phoenicians in the
Persian navy; they sang things like 'leaving the city of Sidon and dewy Arados' (3 TgrF
F9).

Ever since Richard Bentley made the connection in the late seventeenth century, it
has been generally accepted that Phrynichus' Phoenician Women was one of the group
of plays with which Phrynichus won the drama competition in 476, and for which
Themistocles acted as choregos (Plut. Vit. Them. 5.4)¥ Matters are however
complicated by the notice in the Suda that Phrynichus wrote a play known variously as
Persians, The Just Ones, or Men Sitting Together (Sud. ¢ 762 =3 TgrF T 1): this play
could have been in the same trilogy as Phoenician Women.®® But since the notice does
not mention Phoenician Women, the lexicon's entry may be hopelessly confused,* or
these titles may all be alternatives for the famous play's more familiar name.*

In the second quarter of the fifth century there was almost certainly a tragedy
treating the famous story (also told in Bacchylides 3) of the immolation of Croesus, the
last king of Lydia in the sixth century; some fragments of a hydria by the Leningrad

3 See Roisman 1988, 15-16.

% The counter-intuitive attempt of Stossl (1945) to argue that the defeat of Xerxes related in
2 Phoenissae was Mycale rather than Salamis can be disregarded.

© Bentley 1699, 305-6.

a Lloyd-Jones 1966.

s The conclusion reached by Roisman 1988, 20-3.

See Grooneboom 1960, 8 n. 7.
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painter show him on a pyre, attended by barbarians and an aulos-player# There is
also evidence for at least three comedies treating Persian war themes by dramatists
active during the first half of the fifth century: the Sicilian Epicharmus' Persians, and
Persians (or Assyrians) and Lydians by the Athenian poets Chionides and Magnes
respectively.

A few more 'historical' plays turn up later. A papyrus fragment, probably of a
tragedy (tr. {r. adesp. 685), includes the words 'O race of the Persians...of a wretched
father...king...I will lament'. This looks like a dirge for Dareios or another king of
Persia. It is possible that this fragment should be associated with the famous Apulian
krater known as the 'Dareios vase' (Naples 3523, see fig. 1). The messenger on this
vase stands on a rostrum actually inscribed with the word Persai. and it is widely
accepted that the scene was inspired by a scene from an extraordinary tragedy,* almost
certainly treating the battle of Marathon. For in the centre of the painting Dareios.
complete with tiara and sceptre (see 661*, 764), sits on a gorgeous throne; before him is
the messenger, and on either side alarmed counsellors. On the level below are a
treasurer and other barbarians bringing tribute or grovelling. The top level explains the
divine dimension: on the right Apate ('‘Deception') tries to entice 'Asia’ from her seat; in
the centre Athena leads 'Hellas' up to Zeus, while Apollo and Artemis (on whose
festival day the battle of Marathon was commmemorated) flank them on the left.
Attempts have been made to use this wonderful scene as proof of a fourth-century
revival of a play by Phrynichus,® but it is much more likely to be evidence for a
splendid but unknown fourth-century play about the first Persian invasion.

The fourth-century Theodectas composed a Mausolus (72 TgrF T 6-7). A papyrus
fragment of another fourth-century or Hellenistic tragedy set in Sardis shows that it
portrayed Gyges' accession to the Lydian throne after being 'forced' to look at
Kandaules' wife with no clothes on (Hdt. 1.8-12); the play included orientalising
features such as prostration (tr. fr. adesp. 664.9).% The sole fragment of Moschion's
third-century Themistocles is a colourful description of a battle (97 TgrF F 1), echoing
Aeschylus' Persians (302). Two 'historical' Hellenistic tragedies survive only in title:
Lycophron's Kasandreis and Philicus' Themistocles.*’ The Jewish tragedian Ezekiel,
who probably lived in Alexandria in the second century BC, composed an Exagoge, a
fascinating and unfairly neglected tragedy in classical Greek on the Jewish exodus from
Egypt (128 TgrF). The substantial fragments include a speech by an Egyptian
messenger reporting the parting of the Red Sea by Moses; his description of the

4 Corinth T 1133 = ARV p. 571, no. 74: see Beazley 1955. Despite attempts to interpret the

vase as portraying the necromancy in Persians, Beazley's view is far more likely (see Hall
1989, 65 and n. 36, with bibliography).
4 See the discussion in Trendall and Webster 1971, no. I11.5.6
4 Anti 1952.
All attempts to date this play to the fifth century are frustrated by metrical arguments (see
Latte 1950). For further bibliography and discussion see Holzberg 1973, Hall 1989, 65 and
n. 37.
47 See further Bazzell 1932, 13-24.
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Pharaoh's army is almost certainly dependent on military passages in Aeschylus'
Persians.™®

5. History and Myth

The distinction between ‘historical' and 'mythical' tragedy assumed in the foregoing
section is not a popular one. Scholars often claim that it is an anachronism, saying that
the Greeks saw their own mythical past as history:* they cite Thucydides' belief in the
existence long ago of a Greek general called Agamemnon, and in the historicity of the
Trojan wars (1.9). Yet it is misleading to subsume the subject-matter of Persians under
the same heading as that, for example, of Aeschylus' Agamemnon. There is evidence
indicating that the Greeks did have a yardstick with which to distinguish the mythical
past and the immediate past of contemporary history: before the Persian wars their
visual arts and their heroic epics had almost exclusively confined themselves to the
deeds of gods and heroes. An aesthetic norm had existed which determined that certain
artistic genres were not suitable for the representation of contemporary events. On the
other hand archaic poems in lyrics and elegiacs (Archilochus, Alcaeus, Callinus,
Mimnermus) had indeed sometimes been regarded as appropriate vehicles for the
commemoration of recent political and military endeavours.

The point is not that Aeschylus' audience could not tell the difference between the
battle of Salamis and the mythical siege of Thebes by the Seven, but (i) that the Persian
wars were not just any piece of history (as Conacher puts it, they belonged to the order
of events 'which seem to imply causes or meanings...belonging to a higher order of
reality than the particular events themselves'),® and (ii) that fifth-century tragedy was a
flexible and originally experimental genre able to assimilate both kinds of subject-
matter.’!  Persians belongs to a whole species of artefacts celebrating the Persian wars,
many of which draw implicit or explicit connections with the world of heroic myth.
Simonides of Ceos, a poet much involved in the production of poetry celebrating the
Persian wars, wrote an elegy on Plataea (of which fragments have been only recently
published): this seems to have drawn parallels between the Trojan and the Persian
wars, and perhaps even between Achilles and the Spartan general Pausanias.’> The
connection elsewhere may be less a parallel than an aition: Aeschylus' Oreithyia, for
example, explained the Athenians' friendship with Boreas, the god of the north wind,
who had married their mythical princess Oreithyia. The Athenians actually established
a shrine for Boreas to thank him for the storm which helped them to defeat the Persians
at Artemisium (Hdt. 7.189), and the subject-matter of Aeschylus' play may well have
been chosen because of the new interest in Boreas as a divine ally of Athens.* This

® Lines 193-242 in the edition (with useful translation) of Jacobson 1983, who collects thé

echoes of Persians at pp. 136-41. I am grateful to Tessa Rajak for discussing this play with
me. There was a satyric Persians in the 2nd century (C3apo and Slater 1995, 47).

¥ Sece.g. Snell 1928, 66.

%" Conacher 1974, 142.

S On the catholicity of earlier tragedy see Herington 1985, 125-50. Castellani 1986 tries to

explain why 'myth’ rather than 'history’ dominated tragedy.

See Parsons 1992, 32-3.

% Simon 1967, 107-21.
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was certainly the case in the treatment of the Boreas/Oreithyia story in Simonides'
Naumachia ('Sea-battle’, see frr. 532-5 PMG). .

The fifth-century visual arts begin similarly to portray the battles against the
Persians alongside the mythical struggles of Greeks against Amazons> Trojans,¥
giants,% and centaurs, and to model them along similar lines. These legendary battles
were felt to have been their forerunners, and the process of fusing and equating myth
and history elevated the Persian wars in the popular imagination, providing
authorisation for their outcome via parallel victories in myth. Vase-paintings depicting
battles against the Persians were added to the repertoire of famous mythological
scenes:> Polygnotus painted a mural in the Stoa Poikile on which the battle at
Marathon was to be seen alongside Greek heroes like Theseus and Heracles conquering
the mythical foreign Trojans and Amazons (Paus. 1.15.3).

6. The Tetralogy

The hypothesis to Aeschylus' Persians tells us that it was produced in a group

containing plays on 'mythical' themes: the group comprised Phineus, Persians,

Glaukos Potnieus and a satyric Prometheus (probably the Prometheus Purkaeus, 'Fire-

Kindler" attested by Pollux 9.156), apparently in that order. The fragments of Phineus

show that it treated the seer's harassment by the harpies; those of Glaukos Potnieus that
it dealt with the Boeotian hero's destruction by the horses which drew his chariot at’
Pelias' funeral games; those of Prometheus Purkaeus suggest that it portrayed a satyr
bemused by the invention of fire. Scholars have predictably attempted to identify some
thematic links between the four plays, but the evidence for all except Persians is so
slight that speculation is best kept to a minimum.

Given that the climax of Persians consists of Dareios' revelations of oracles and his
prophetic account of the battle of Plataea, it is intriguing that the play which preceded it
concerned one of Greek myth's most famous prophets.® Although the traditions
surrounding Phineus are so confused that it is impossible to be sure which versions
Aeschylus adopted, it is likely that Phineus had been punished by Zeus or Apollo for
misdemeanours connected with his powers of prophecy, and that he was rescued from
the harpies by the Argonauts in return for disclosing information to them.® Perhaps
Phineus delivered predictions which were subsequently fulfilled in Persians.

Another possible point of contact is the figure of Phrixus, Athamas' son, who
escaped on the golden ram with his sister Helle; it was on their quest for the golden
fleece that the Argonauts visited Phineus in Thracian Salmydessus. Since Persians
explicitly names Athamas. and mentions the aetiology which derived the name of the
Hellespont from Helle (69-70%*), an interest in the Hellespont linking the first two plays

3 Bovon 1963, 5978, Hall 1993, 114-15.

35 Hall 1989, 68 and n. 49.

% Oliver 1960, 121-4.

57 See Bovon 1963, Raeck 1981.

8 Prophecy was regarded as the primary theme linking the plays by Deichgriber 1974, 58-9.

% For a detailed account of the variants of the Phineus myth, see A.C. Pearson 1917, vol. ii,
311-15.
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cannot be excluded. More speculatively, the antithesis between Europe and Asia so
prominent in Persians could have been prefigured in Phineus: the seer was the brother
of Europa. According to Herodotus 1.2 a (Persian) version of Europa's story regarded
her abduction from Phoenicia by some Greeks as an important contributory factor in the
enmity between the two continents.

The links between Persians and Glaukos Potnieus are far less amenable to
speculation.®  Glaukos, the son of Sisyphus, kept his man-eating mares in the Boeotian
city of Potniai. He died when his horses ate him, or went mad and tore him to pieces, at
the funeral games of Pelias. The only possible connections with Persians seem to be (i)
Boeotia (where Plataea is located), (ii) the gulf of Pagasae (the setting of the games for
Pelias and a place where the Persians had anchored before Artemisium), and (iii) the
horses-and-chariots theme: Xerxes in the Queen's dream falls from his chariot when
the horse representing 'Hellas' breaks the yoke (194-7). No links between Persians and
Prometheus Purkaeus immediately spring to mind.

7. Political Perspective
Persians is the most overtly political of all extant Athenian tragedies, and much of the
secondary literature is devoted to analysing its political overtones and purpose.®! The
first question is the extent of its Athenocentrism, a problem exacerbated by the lack of
information about the constitution of the original audience. It would make a great deal
of difference to our understanding of the play's political trajectory if we knew whether
large numbers of non-Athenian Greeks were present at the City Dionysia as early as
472 BC; many certainly attended it later in the century, when the festival became an
occasion as much for authorising Athenian imperialism as for affirming Athenian civic
identity.62

Aeschylus' version of the Persian wars clearly elevates the battle of Salamis to a
position of preeminence, and Lattimore argues that Aeschylus' Athenian vision is so
biased as to distort altogether the collaborative nature of the panhellenic defence of
Greece.® It is quite true that although five lines are spent on Dareios' prophetic vision
of the victory of the 'Doric spear' at the battle of Plataea (816-20), they pale into
insignificance beside the messenger's three detailed speeches about Salamis between
302 and 432, and even beside his account of the (in reality) insignificant slaughter on
land at Psyttaleia (447-70). The play stresses that the loss of the fleet at Salamis in
effect destroyed the whole force (278-9, cf. 234), and the battles of Thermopylae,

% It should be added that some scholars have thought that the third play of the trilogy was not

about Glaukos of Potniai, but Aeschylus' Glaukos Pontios, which certainly dealt with the
remarkably aquatic mortal who became a sea-god after eating a special kind of grass. A
play about a Greek sea-god would be easier to link with Persians than a play about man-
killing horses; the sea is sometimes thought to have been the connecting theme (Melchinger
1979, 35 and n. 44). But the well-informed hypothesis of Persians (in those manuscripts
which do specify which Glaukos title was in the group) is unequivocal on this matter.
See e.g. Salanitro 1965, a prodigious exercise in finding specific references to
@ contemporary Athenian politicians.
6 See Goldhill 1990.

Lattimore 1943, 90-3.
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Artemisium and Mycale are completely omitted. There is no sign of the convenient
dualism with which Pindar (who was neither Athenian nor Spartan) in 470 BC divided
the credit between Athens and Sparta (Pyth. 1.75-8). On the other hand the text refers
to 'Hellas' as often as to 'Athens' (790, 824, 1025 etc.), there is an almost complete
absence of references to Athena, and in the central Salamis narrative the Greek agents
are always 'Hellenes' rather than 'Athenians' (353—432). Rather than denying the
validity of either viewpoint, it is therefore best to see the play as a nascent expression of
the very tension between Panhellenic ideals and Athenian imperial ideology which was
to inform historiography, tragedy, and comedy throughout the fifth century.%

Another effect of the focus on Salamis is to downplay the extent of the threat which
had been posed to Greece by Dareios' invasion a decade previously. Although
Marathon receives a few mentions (see 474-5), the play clearly seeks to elevate the
importance of the victory of 480 relative to that of 490. It is important to bear in mind
that one reason for this is to create a distinctive (if wholly inaccurate) contrast between
the careers of wise old Dareios and rash young Xerxes® But it is difficult to exclude
the possibility that the lack of balance in the play reflects the rivalry which had arisen
by 472 between Themistocles, the mastermind of Salamis, and Cimon, the son of
Miltiades who had been the hero of Marathon.% Indeed Themistocles was in deep
trouble by the time of the production of Persians, which may have coincided with his
ostracism; the.}lay was also partially dependent on Phrynichus' Phoenician Women, for
which Themistocles had acted as choregos, and which may therefore have reflected his
desire for self-advertisement. Yet the pro-Themistoclean interpretation should not be
overplayed: Pericles, who may at this time have supported Cimon's policies,% was the
choregos for Persians, campaigns under leaders other than Themistocles are implicitly
celebrated in the stasimon after the Dareios scene (852-907%*), and the text scrupulously
avoids naming Themistocles, or indeed any single Greek commander.

For the focus on Salamis was primarily a compliment to those really responsible for
the victory, as they were for the subsequent successes in the 470s:%® the ordinary
Athenian citizens who manned the ships and had most to gain from defending their
democracy. The real hero of Aeschylus' version is the average Athenian citizen-rower.
Although the play is careful to avoid neglecting hoplites in the audience by recounting
their successful engagement near Salamis (447-72), there is no implication that any
particular Athenians or Greeks were superior to their fellow combatants by birth, class,
or rank. In addition to posing a stark contrast with the exaggerated hierarchicalism of
the Persians, this represents a remarkable exercise in the erasure of the social
distinctions which were still so important within the citizenry at Athens. It was widely
acknowledged that the claim of the poorer Athenians to power in the democracy partly
rested on their contribution to her standing as a sea-power: even opponents of the
democracy saw it as just that the poor and ordinary men should have more power than

& Hall 1989, 160-5, 181-200, Baslez 1986, Perlman 1976.

6 S. Said 1981, 31-8.

% Podlecki 1966, 12-13, Hahn 1981.

G. Thomson 1973, 279. Salanitro 1965 argues that the play is in-fact critical of
Themistocles.

8 Melchinger 1979, 36.
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the highborn and wealthy, since 'it is the ordinary people who man the fleet and bring
the city her power' ([Xen.] Ath. Pol. 1.2).0

This interpretation - that the play is as concerned with celebrating the Athenian
democratic system, with its hard core of citizen-rowers, as with taking a position on the
contemporary manoeuvrings of elite politicians - is supported by the manner in which it
constructs the Persians and their empire as deficient in precisely those qualities which
the Athenians like to think characterised their Athenian democratic system: freedom of
speech, lack of hierarchical protocol, accountability of magistrates, and protection of
the individual under the laws. The chorus lament that the Persian imperial rule is now
in danger (584-94): the King's subjects will no longer pay him tribute, perform
prostration, or keep their opinions to themselves. And yet, as the Queen reminds the
chorus, whatever his failings Xerxes remains King and 'unaccountable' to the people
(213*). Moreover, under Xerxes' regime even high naval commanders could be
summarily executed without trial (369-71*).70

Just as important to the Athenian democratic self-image were the ideals of self-
discipline and andreia (‘courage' or, more literally, 'manliness'): it is implied in various
passages that the Persians are cowardly, ill-disciplined, emotional and chaotic,7. and
they are powerfully effeminised by language, attitudes, and imagery. The patriarchal
ancient Athenians used gender differentials and gender hierarchies to help them explain
their relations with many groups other than women: male supremacy over the female
was regarded as natural, and by drawing parallels between the asymmetry of power
between men and women and the relationship of Greek to Persian, the ascendancy of
victor over defeated in the play is 'naturalised' and thus lent powerful legitimacy

The effeminisation of Persia is achieved by various means. The court is portrayed
as lacking a strong adult male in control: Xerxes is tco young, the chorus are old, and
the character on stage for longest is the Queen, Repeatedly the marriage beds, cities,
and the whole continent of Asia are described as 'manless' or 'unmanned' (117-19, 289,
579-80, 730), whereas 'men remain' to Athens (349). The costume and voices of
Xerxes and the other Persian men are actually described in language normally confined
to the delineation of females (see 468*); the closing threnos shows them performing
funereal actions normally identified as examples of female behaviour (908-1078%*).
The play offers serial images of Asia as Woman: the mourning maternal earth of the
Asiatic continent (61-2*), and the sexually deprived young widows, languishing on
their soft-sheeted bridal beds (133-9*). In the register of imagery and metaphor the
Asia of Persians is thus constructed*as a paradigm of feminity, profoundly affecting its
political and psychological impact on the Greek male audience.”2

See Euben 1986,368.

For a more detailed analysis of the Athenians' implicit construction of the ideal democrat
through the negative image of the Persian despot see Hall 1989, ch. 2.

Hall 1989, 79-84.

This interpretation is worked out in detail in Hall 1993.
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8. Aeschylus' Sources

Persians was of course not the first tragedy to offer to the Athenian audience
evocations of the Persian empire; Phrynichus' Sack of Miletus may well have had
Dareios and/or his commanders as characters, and certainly cannot have avoided much
discussion of the Persians. His Phoenician Women provided material — discussion of
the defeat at Salamis, preparations for a meeting of royal counsellors. threnodic choral
odes sung by barbarians — on which Aeschylus was to an unknown degree actually
dependent (see hypothesis and the commentary upon it). By 472 BC encounters with
the Persians had inspired a corpus of lyrics, elegiacs, and epigrams, which had
developed a poetic language in which to represent the eastern empire: Ibycus had long
before referred to Cyrus, the general of the Medes (fr. 320 PMG), Simonides produced
elegiacs on Plataea, and treated the dead at Thermopylae and the sea battle at
Artemisium in lyrics (frr. 522-25, 536 PMG). Pindar refers to the Persian wars, and an
anonymous lyric dealt with Marathon (fr. 932 PMG).

But Aeschylus was almost certainly a war veteran who had actually laid eyes on the
barbarian army, and therefore much of the material in Persians must be the result of
what the early historians called 'autopsy' — firsthand eyewitness evidence. The remains
of the Persian forces must have been a favourite topic of discussion, and the possibility
that Aeschylus had very specific information concerning the identity of Xerxes'
commanders at Salamis must not be discounted (21*). The poet had also been present
in Athens in the aftermath of the Persian invasion, when the fabulous spoils were
displayed in the city centre as visual proof of Greek supremacy over barbarism (see
Dem. 22.13); they included Mardonius' golden scimitar, and a huge silver-footed throne
(Dem. 24.129), allegedly the very one on which Xerxes had sat to witness the battle of
Salamis (Harpocration s.v. arguropous diphros).” The Greeks dedicated Phoenician
triremes to Ajax at Salamis, at Sounion, and one at the Isthmus which was still to be
seen in Herodotus' day (Hdt. 8.121); timbers from the enemy fleet may even have been
used in the restoration of the theatre itself in the 470s.7

The Athenians of 472 had been preoccupied with the Persian threat for at least a
quarter of a century: rumours and traditions about the eastern empire must have been in
circulation, especially emanating from the Greek cities in Ionia; there was much more
extensive contact between Greeks and Persians than scholars used to believe,” and
numerous translators and interpreters of barbarian languages were available in Greek
cities.”® Persian prisoners of war and Greek deserters would have had much to tell the
Athenians:”’ the anecdotes of the numerous Greek workers (including women) who
helped to build Persepolis and Sousa would have made enthralling listening.”

It is sometimes alleged that Aeschylus had one very specific source of information
on Persia — the geographical treatise called the Periegesis by the early Ionian

3 See D.B. Thompson 1956. On spoils taken from the Persians generally see also M. Miller

1985, 74-88.
7 See O'Neill 1942.
> Lewis 1977 and 1985.
76 See Mosley 1976.
77 Kranz 1933, 92.
78 See Cameron 1948, 110 no. 15.6, Hallock 1969, no. 1224, Nylander 1970, 14—15 69-149.
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logographer Hecataeus of Mi'etus, which included catalogues of descriptions of places
in Asia, and was probably composed before the Ionian revolt.” There are several
examples elsewhere in Aeschylus of Hecataean influence® moreover, there is a portrait
of Hecataeus drawn by Herodotus, who describes him in a meeting at Miletus before
the Ionian revolt, 'enumerating all the tribes under Dareios and showing how great that
King's power was' (5.36); this is strongly suggestive of the catalogues of Persian forces
and Persian territories which are such a distinctive feature of Persians. But the
fragments of Hecataeus' prose treatise are unfortunately so exiguous that it cannot
incontrovertibly be shown to have reappeared, transformed into poetry, in the play.?!

9. Religion

The claim that Aeschylus' Persians made a concerted attempt to paint a picture of the
authentic Zoroastrian religion of the Achaemenid dynasty has often been made;® this
was a dualistic and non-anthropomorphic belief system which had synthesised the
ancient Ahuric beliefs of the Median tribesmen with radical dualistic doctrines
attributed to the prophet Zarathustra® The features which have been used to support
this interpretation of the religious aspect of the play are its supposed emphasis on the
sanctity of the elements (see 495-7*), the ghost-raising scene (598-680%), alleged
ruler-worship (156—7*), and the multiple references made by all the characters and the
chorus to a nameless daimon with malevolent intent towards the Persians;¥ these have
been seen as signifying the army of evil spirits led by Ahriman, the principle of evil in
Zoroastrianism (158*). But the commentary argues that none of these features is
particularly unusual in the context of a Greek tragedy:3 the Greeks had little problem
with inserting the proper names of their own gods into their descriptions and evocations
of barbarian cultures,® and there are parallels in tragedy in Greek contexts to all three
types of ritual performed in the play: propitiatory libation, necromancy, and formal
threnos, with the possible addition of epicedian procession (see 1036*, 1078*).

This is not to say that the numerous references to the opposition of heaven do not
cumulatively imply that the Greek victory over Persia was divinely sanctioned: indeed,
this is the overarching theological argument of the play. The Persian catastrophe is
multiply over-determined, for numerous contributory factors are adduced besides the
ubiquitous daimon: the Persians' desire to add seafaring, without divine blessing, to
their divinely authorised mission of military operations on land (107-14), Xerxes' lack
of understanding (361-2, 552), his youth (744, 782), his rash bridging of the Hellespont
which offended Poseidon (745-50), manipulative advisers who taunted him for failing
to augment the empire (753-8), the goddess Ate (99, 1007), Zeus himself (532-6, 915),

.See L. Pearson 1939, 26-7.
Jacoby 1912, coll. 2680-1.
For a fuller discussion see Hall 1989, 75-6.
See e.g. Olmstead 1948, 199 n. 12, 232.
Boyce 1982, 14-48.
E.g. 345, 354, 472, 515, 724, 725, 845,911, 921.
See further Hall 1989, 86-93, 1814,
Linforth 1926, Burkert 1985a.
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oracles connected with Zeus (739-40, 800-2),% the Persians' hubristic and sacrilegious
defilement and looting of Greek holy places (807-15), and Xerxes' hubris in forgetting
his mortal status and in lusting after wealth beyond his divinely ordained portion (821—
8). The gods thus became hostile for a complex series of interconnected misde-
meanours, and not least beause they were the protectors of the city of Athens (347).8

Although it is strange that the lengthy parodos hardly names any gods at all® a
striking feature of the theology of the play is the divinities associated with Greeks and
Persians respectively. It is implied that a whole series of Greek male gods and heroes
besides Zeus were implicated in the defeat of Persia: the local heroes of Salamis, Ajax
and Cychreus (368, 596, 570), the local divinity of Salamis, Pan (449), and other manly
Olympians such as Apollo (206), Poseidon (750), and Ares (952). There is a
remarkable lack of emphasis on Athena, named only once, as Pallas, in a metonymy for
her city (347): the reason may be the poet's consistent effeminisation of Persia and
masculinisation of the Greeks (see above). For the Persians are associated, in contrast,
primarily with Earth, the dark chthonic goddess to whom the Queen pours her libations
and who is repeatedly conceived as the 'mother' of the youths of the Persian land (611-
18*); in the necromancy the chorus beg Earth, Hermes and Hades to allow the ghost of
Dareios forth from the subterranean gloom (629*).

10. Persians as Tragedy
This issue of the degree to which Persians deserves to be designated a 'tragedy’ has
long hampered appreciation of its unique qualities. In a sense the question is futile,
since the fifth-century Athenians would have been astonished to hear that Persians'
tragic status had ever been called into question. As a play produced at the City
Dionysia in the tragic competition it could not be anything else. Moreover, it shares
with the rest of the extant tragedies its form, metres, and conventions, its representation
of a serious action, its theological frame of reference, and its avoidance of obscenity
and direct audience address.® Discussions of its ontological status as a tragedy proceed
from wholly anachronistic definitions of 'the tragic' which cannot be identified before
Aristotle's Poetics at least a century later: even so, Persians includes a recognisably
proto-Aristotelian 'reversal' of fortune, from prosperity to adversity (see 158%*, 903-7),
and a (sadly corrupt) passage even attributes this to a hamartia of some kind (675-7) -
a movement reflected in the polarity the play constructs between old and new. The
chorus, the empire, the citadel, the building, the Queen, Dareios, the chorus and even
the trees of Persia are 'ancient’,”! in contrast with 'young' Xerxes (12, 744, 782), who
has brought about a new, unprecedented, and unexpected calamity.%

Those who find it difficult to accept the play's tragic status have usually complained
that patriotic eulogy, composed from an unashamedly Greek perspective, is too morally

On Zeus' role see the definitive study by Winnington-Ingram (1973).

On divine phthonos in the play see Lenz 1986, 148-51.

Else 1977, 81.

The best study of form and dramatic convention is Michelini 1982.

E.g. 17,94, 141, 615, 682, 704.

E.g. 256, 265, 901, 1006. On the significance of his youth see Paduano 1978, 95-6.
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'low' a purpose for the exalted genre of tragedy. Such critics have concentrated on the
distinction the play draws between Greek and Persian psychology and customs,” and
argue that the Persians are presented as vain, degraded, and even ridiculous.** When
taken to an extreme this view can find 'brutality’ in the Queen, and nothing but servility,
sycophancy, and materialistic impulses displayed by the chorus® Such interpretations
also point to the historical specificity of the subject-matter, which, as Aristotle would
say, is less philosophical, less general and universally significant, than poetry on
mythical themes dealing with what might happen (Poet. 9.1451b 3-7).

Defenders of the play, conversely, argue that it is the very 'universality' of the
Persians' experience of defeat which makes it a suitably elevated piece of tragic action.
The drama is concerned with all humankind's relation with the gods. It teaches a
'universal' lesson by formulating history in terms of the traditional Greek ethical cycle
of hubris and ate, whereby arrogance and excess lead to downfall and ruin. The action
is about 'the character of human destiny in general', because it could happen in any
Greek city® The Persians are treated with remarkable 'sympathy' and the ethnic colour
is nothing more than fleeting ornament and is transcended by Aeschylus' sense of
human unity:” indeed, it can be seen as 'discouraging provincialism', and would have
'prompted the reflection that all men are subject to the same human laws'® When
pushed to its limits this view regards the play as a conscious warning to the Athenians
against imperial expansion.® The 'sympathetic' interpretation can even identify and
pity a true 'tragic hero": some say that it is the chorus, the representatives in the play of
the whole wretched Persian nation;!® others claim that the status of tragic hero is
divided between Dareios and Xerxes. 0!

More sophisticated treatments try to see the play's dynamism as a product of the
tension it creates between Greek and Persian viewpoints.!®2 While conceding that
tragedy 'was not quite the suitable vehicle for such a record of joy and thanksgiving','®
Gilbert Murray was convinced that the striking dignity of the Persian characters ensured
that in all of world literature this play constitutes the only celebration of a victory in war
which reaches the ranks of the highest poetry.!®*

Allegations that Persians is fundamentally and structurally flawed were
commonplace once two highly influential German philologists early in this century had

9% This view was commonly held in the 19th century: see the commentaries of Blomfield

1818, Prickard 1879, xxviii~xxix, Sidgwick 1903. More recently see Clifton 1963.
Blomfield 1818, xii.

Clifton 1963, 113. The Queen's role is differently discussed in Kierdorf 1966, 62—6.
Meier 1993, 71.

Vogt 1972, 132, de Romilly 1974, 16, Perrotta 1931, 54.

Thalmann 1980, 2812.

Melchinger 1979, 36.

Perrotta 1931, 55.

01 Meier 1993, 71.

102 E.g. Gagarin 1976, 29-56. For a nuanced discussion see now Pelling 1997.

103 G. Murray 1939, 8.

G. Murray 1940, 123. See also Ridgeway 1910, 114, whose verdict was that Persians 'is no
true drama; it is rather a glorious epinician poem infinitely superior to those ... [of] Pindar'.
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determined that it was 'a tragedy without any unity of action''® and that the
‘unstructured’ action presented did not do justice to the significance of the actual
events.'® But more recently 'structural' studies have made some headway. Some see
the play's structure as dependent on its theological shape:!” hubris is the unifying
theme, indeed 'Persians is the one play in the entire extant literature — not just in
Aeschylus — which is genuinely and fully founded upon hubris'.'® Adams finds the
operation of three movements analogous to those of a musical symphony: realisation of
foreboding, realisation of divine wisdom, and realisation of hubris.!® Others focus on
the surprising complexity of the play's serially interlocking ring compositions; these
appear internally to individual sections (for example in the anapaestic opening of the
parodos),'0 link separate individual passages, and unite the whole.!'! There is a
circular process whereby the distinctive feature of the inventory of barbarian proper
names is enumerated with pride in the parodos, but converted into roll-calls of the dead
in the messenger scene and final dirge.!!2

Others point to the figure of Xerxes as unifying element,'!3 for the play is essentially
a 'homecoming' drama, like tragedies derived from the cyclic Nostoi, and is spent either
anticipating or reacting to the King's arrival (see 8*). Salamis also offers some unity;
although the 'dramatic irony' whereby the audience is in exclusive possession of
knowledge only lasts until the messenger scene, discussion of the battle in various
different registers and serially by all the characters unites the remainder of the play.!!4
It is marked by an unusually high degree of 'double explication’, in both speech and
song, of the same events and images: the picture of Xerxes tearing his clothes, for
example, is described in speech consecutively by the Queen, the messenger, and
Dareios, and then finally reenacted by the chorus in the lyrics of the closing dirge.

Aeschylus' compression of time in the play also merits attention: although beginning
'more or less at the end' of the story of the battle's supposed impact on Persia, it unloads
in passing its antecedents and consequences from the foundation of the empire through
to Plataea and the future 'three generations hence' (818).!5 The action of the play
underlines the Persians' defeat by its consistent frustration of its characters' intentions:
until Xerxes' arrival every time a character decides on a course of action another one
moves the action around to a different end.!'® The chorus intend to hold a debate but
are interrupted by the Queen; the Queen intends to sacrifice but is interrupted by the
messenger; Dareios' help is sought so that in the future the situation may be better, but
when he appears he says that it will get worse; the Queen finally departs to ensure that

!

105 von Wilamowitz-Moellendorff 1914a, 48.

106 Snell 1928, 48.
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10 Winnington-Ingram 1973a.

"1 Holtsmark 1959 and 1970.

112 Rosenmeyer 1982, 114-16.

13 reland 1973, 165-8.

Diagrammatic analyses of the episodes are offered by Seeck 1984, 11-21.
115 Rosenmeyer 1982, 323.

16 Korzeniewski 1966, Georges 1994, 92-4.
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Xerxes is not seen in rags, but the play ends with the Queen losing her 'race against
time' as he instead meets the chorus and displays his rags in public.!'” Another unifying
feature is the city of Sousa itself, described in both the parodos and probably the closing
dirge as ringing with the cries of lamentation (119, 1071): the civic location stresses the
ublic nature of the catastrophe. 18

The play also offers an emotional progression, from fear and foreboding, to shock
and panic at the reception of the news, through to the Queen's resigned pragmatism in
the Dareios scene, and the exhaustive 'catharsis' of grief in the final, extended dirge
orchestrated by Xerxes himself. The Persians use many emotive words describing their
feelings, which are dominated by longing (pothos) for their men,!!? hatred, notably of
Athens,'® and overwhelming terror, especially expressed by the Queen.'?! This
emotional register is a clue to the complex experience which the play offered its
victorious audience; during it they relived the arrival of Xerxes at Athens, the battle of
Salamis, the uncertain period after it leading up to Plataea (during which they
themselves must have acutely felt the loss of their own dead), vicious hatred of the
enemy, and absolute terror. Despite their own construction in the play as fearless and
invincible killing machines, the unique psychological process offered by the theatre
allows them, through watching fellow citizens 'playing the other',!2 vicariously to work
through the difficult emotions which they had themselves experienced. Yet the
displacement of those emotions onto the enemy (a process psychoanalysts call
‘projection’) simultaneously permits them to retain the comfortable identity of
unemotional Greeks so scrupulously maintained by the text. They could simuitaneously
enjoy profound patriotic pride, a sense of ethnic superiority, confirmation of their own
masculine self-image, the thrill of victory, and the covert exorcism of their own
psychological pain. The Athenians tended to prefer to represent powerful emotions
through theatrical representations of their 'others' — barbarians, non-Athenians, and
women — a phenomenon which may originally have been connected with the literal
'masking' of the identity of the ‘performers of ritual sacrifice.!Z Persians, however, is
the only extant tragedy whose cast is exclusively barbarian.

11. Visual and Aural Dimensions

Plutarch said that watching a tragedy was 'an amazing aural and visual experience'
(BaupaoTov dkpdapa kal Oéapa, de glor. Athen. 348c); Persians has proven
particularly susceptible to the school of criticism which emphasises that tragedy was
designed to be appreciated in performance. Theatrical texts need to be read in a
different way from texts designed for reading, such as novels; a consistent effort to

"7 Dworacki 1979, 106-7.

118 Meier 1993, 71. The setting and scenery are discussed at 140-1*. Ridgeway 1910, 113-19
argued that it was the grave of Dareios which united the play by providing a visual 'pivot for
the dramatic movement'.

9133, 136, 512, 542, 992.

120284, 286, 976, 980 etc.

121116, 162, 168, 206, 210, 391, 600, 603, 685, 696.

122 | borrow this phrase from an important article by Zeitlin (1590). See also Pelling 1997, 16—
19.

12 Burkert 1966, 115.
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imagine the visual and aural dimensions of the experience of spectating Persians
enhances the experience of reading it and the degree to which its 'meaning' is
understood. Important new ground was broken by Taplin's discussion of the play in The
Stagecraft of Aeschylus, which shows how the study of exits, entrances, and other
theatrical conventions radically affects our appreciation and understanding of this and
other tragic texts.'?* Particularly illuminating is the notion of the 'mirror scene'.
whereby the Queen's two entrances from the identical direction are carefully
distinguished in ways which underline the play's ethical and emotional shape.!?

The play used to be accused of being static and repetitive, a view which the
evidence of the text alone completely refutes. The following was the minimum exotic
visual stimulation offered to the audience (there may have been much more): a mass
prostration by the chorus, the arrival of the Queen on a gorgeous chariot and in
gorgeous clothes,!? a distraught messenger who charges onto the stage, moving his
limbs in a manner distinctively 'Persian’, the pouring of an elaborate libation, prayers, a
necromantic sequence involving the beating and scratching of the ground, the
appearance and disappearance of a deified ghost from Hades, complete with Persian
royal regalia, the arrival of a ragged bowless Xerxes on a second Persian vehicle, a
dirge of extreme emotional intensity involving a young man waving his quiver and rags
at twelve old grey-haired men who beat their breasts, pluck their beards, and tear at
their clothes and hair, and finally a quasi-funeral procession in which the Persians walk
'in a strange 'soft' way indicating their ethnicity. Not only is this not bad for an hour's
entertainment: the visual dimension affected the meaning of the text. Thalmann has
shown how Xerxes' rags symbolise the complete ruin of the Persians' supremacy, the
destruction of their empire.'?

One aspect of the performative dimension which can never be recovered is the
dance movements of the chorus, which must have been (along with the style of singing)
the chief carrier of meaning in the choral sections, especially the extended final
dirge.)® 1In just one fascinating passage we hear that the chorus' gestures included a
movement replicating the rowing of ships (1046*). Unfortunately the aural dimension,
at least of the accompanying music, is also lost to us forever. But we can be sure that
the music the audience could hear enhanced the orientalising effect of the verbal and
visual elements. There are just a few clues: the references to Asiatic styles of
lamentation (937, 1054), a term in the necromancy which implies that the pitch of
music was highly variable (635-6*), the large amount of choral rhyme and repetition,
the effect of which was almost certainly strengthened by repetition in the music (532-
97%*), and the recurring use of the Ionic a minore metre, often associated with eastern
contexts in tragedy (65-139%).12

14 Taplin 1977, 61-128: the visual dimension and scenery are also discussed by Melchinger

1979, vol. i, 9-39, Sider 1983, Ferrari 1986, pp. 133—40.

125 Taplin 1977, 70-103.

16 On the costumes of fifth-century stage barbarians see Pickard-Cambridge 1988, 182-3,
186-7, 199, with figures 36, 48, 49.

127" Thalmann 1980, 270; see also Conacher 1974, 165 n. 36, S. Said 1988, 335-51.

12 Rosenmeyer 1982, 86. "

12 On the metrical and musical design of the play see Scott's discussion (1984), especially
155-8, and the Metrical Appendix at the end of this Commentary.
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12. Imagery

The imagery of the hunt and the natural world so familiar from the Oresteia is
prefigured in Persians: metaphors dialectically construct both Xerxes and Ate, the
goddess who ruins him, as implacable hunters (95, 233). The army is like a swarm of
bees (128); in the Queen's dream Persia is symbolised by an eagle (205-6); Persian
sailors are eaten by fish (577-8), but they are also 'spliced' by the Greeks, as fish are
gutted by fisherman (424-6*); Persian infantry are analogously dismembered like joints
of meat on a butcher's block (463).

But the most of the imagery in Persians is more specific to the play and is closely
related both to its ideological and political significances and the visual experience it
offers. Aeschylus produces a range of images, symbols, and metaphorical expressions
with which the Athenians could encode the defeat of their enemy in their historical
imagination, and it is striking how often the verbal image is eventually substantiated
visually on stage. For example, the play uses floral metaphors to decribe both hubris,
which 'flowers' and puts forth a crop of ruin (821-2), and the beloved Persian dead, 'the
flower of the land' (50, 252, 925), sacrificed at Salamis. These metaphorical flowers
find their visual counterpart in the flowers which form part of the Queen's offering at
the tomb of Dareios. The play also consistently uses metaphors drawn from the
semantic field associated with the sea, sailing, and rowing; the Persian army is as
invincible as a sea-wave (90), its shout like the roaring of the sea when dashed by oars
(406-7), the troubles which have afflicted Persia are a great ocean or a wave (433, 599—
600). But at the climax of the great concluding dirge, Xerxes orders the chorus to 'row'
with their arms (1046*), a threnodic dance movement bizarrely mimicking the
movements of the sailors in the doomed ships at Salamis. Another theme is the idea of
circle (e.g. 504, 871-3), reminiscent of the circular tactics described at Salamis and on
Psyttaleia (418, 458): it is of course highly likely that the circularity motif was
reduplicated in the chorus' dance formations.

The bow is the privileged signifier of Xerxes and by extension Persia: 'the bow' and
'the spear’ unequivocally stand for Persia and Hellas respectively (147-8). A title the
chorus lend to Dareios is 'lord of the bow' (555-7*). But at the end of the play Xerxes
shows the chorus his quiver, all that is left of his regalia: he has lost his bow, the very
symbol of Persian military might (1019-20). Here the absence of the concrete visual
manifestation of the previous verbal image has a marked significance. The language in
which Xerxes describes his quiver may also imply that it is empty, and filling and
emptying have been prominent in the play's metaphorical register throughout. Tears fill
marriage beds with tears (134), the sea fills with wreckage (421), headlands with
corpses (924), and Xerxes has 'crammed' Hades with Persians (924). But he has also
‘emptied out' all Asia of all her men (119, 718, 730, 761) and is fed on 'empty' hopes
(804).

The yoke is used as an image of the political domination Xerxes and his army
sought to cast on the Persian imperial dominions (50*): the yoke with which he sought
to harness Asia and Europe together in the Queen's dream (191), the yoke with which
he sought to bridge the Hellespont (71, 722, 736), and the 'yoke of slavery' (50), which
banned free speech (595).1% The yoke is of course a part of another important emblem

130 On the image of the yoke see Petrounias 1976, 7-15. Dumortier 1935. 12-26.
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of Persian imperial rule: the chariot. In the parodos the audience is asked to imagine the
ranks of Lydians' chariots, 'some with two poles, and some with three' (46-7), and
Xerxes himself leads his invincible army from a magnificent chariot of Assyrian design
(84). This will have given added resonance to the Queen's actual arrival on a splendid
chariot. presumably drawn by horses (prominent animals in the poetry): chariot
entrances seem to have been particularly suited to the presentation of ostentatious and
oriental royalty on the Athenian stage.'®! In the Queen's dream Xerxes falls from his
chariot, and when he finally appears it is not on his Assyrian war-chariot but on the
rather pathetic and bathetic alternative of the Persian king's curtained car (1000-1%).

Finally, the term 'blow' (plege and its cognates) unites the different registers within
which the play operates. It is used in 'straight’ narrative for the literal violent blows
which the Greeks struck the Persians with weapons (304), and designates the lethal
ramming by Greek ships (906). It also stands as a metaphor for the 'blows' of bad luck
and of catastrophic fortune (251-2, 1008-9). But in the closing dirge the literal and
metaphorical blow which the Greeks have struck Persia is verbally repeated and
visually enacted by the chorus in the ritual 'blows' of self-mutilation which they
distractedly inflict upon themselves (1053).

13. Style and Language

The vocabulary of Persians is at times extremely difficult, and the reader will often feel
sympathy with the fifth-century spectator, who, Euripides alleges in Aristophanes’
Frogs, was 'bludgeoned into unconsciousness' by Aeschylean diction (Frogs 962). In
the same comedy Euripides characterises Aeschylus' language as rugged, elevated,
unbridled, unsubtle, 'not-to-be-out-talked', 'worded-with-bundles-of-pomp’, and as’
distinguished by compound terms and polysyllabic adjectives (837-9, 963). His
characters' phrases used 'bull-words' with shaggy eyebrows and crests (924-5), which
nobody in the audience could understand (dyvoTa Tols Bewpévors, 926).

This is a fair description of much of Persians, where there are indeed baffling
phrases and numerous polysyllabic compounds, many of them probably coined by
Aeschylus himself.12 Strange compounds of habro- (‘soft’) abound (41%*), as do
epithets ending in -genes ('son of') and in -bates (‘treading, stepping’).!3 The play
contains a conspicuously greater number of ornamental epithets than any other
Aeschylean tragedy, ' which implies that they are designed to suggest the formal and
high-flown diction believed by the Greeks to characterfse the discourse of the Persian
court: the chorus and the Queen's language in particular is studded with expressions
such as 'the sumptuous and much-golded palace' (3), 'the luxuriously-living Lydians'
(41), and a 'beautifully-flowing-watered spring' (201-2). The characters all address
each other with an unusual degree of solemnity and with honorific titles; another
distinctive feature which may signify an Aeschylean attempt to reproduce in poetry an

BBl Taplin 1977, 76-8, Hall 1989, 95-6.

132 | isted and discussed in Earp 1948, 15-23.
133 Kelley 1978-9.

13 Earp 1948, 54-63.
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authentic feature of Persian court language is the elaborate periphrastic diction used to
describe light and the sun, and the metaphors drawn from this whole semantic field.!?

Any discussion of Aeschylean style must be subjectively selective,!? but the most
memorable features are those which not only provide elevation but probably have an
ethnic significance as well: catalogues of barbarian proper names (21*), heavy
anaphora,'¥ and strong repetition, especially in threnodic passages (930, 980, 985,
991). There is a high preponderance of 'a' and 'ai’ sounds in some of the choral sections
(e.g. the chorus' first response to the messenger, 256-9); these are indeed a
characteristic of Old Persian, and also occur in Aristophanes' pseudo-Persian in
Acharnians (100).¥ Many such 'a’ sounds occur because the characters in the play are
particularly partial to the privative alpha, which is used significantly to point up the
differences between Dareios and Xerxes: Dareios was an 'un-damaging un-conquerable’
ruler (855), whereas Xerxes has turned his ships into 'un-ships un-ships' (dvaes dvaes,
680). It is therefore intriguing to find Euripides, parodying Aeschylus in Frogs, piling
up three such adjectives: Aeschylus had an 'unbridled uncontrolled unchecked mouth'
(838, daxdAwov akpatés amilwtov oTépa). This parody may also point to the
accumulations of adjectives qualifying a particular noun: in the necromancy the chorus
use no fewer than five adjectives asyndetically to describe precisely the 'barbarous' and
'ceaseless' noise they are making at the time — a perfect fusion of form and content
(635-6).

The feature which will first most strike the reader is the huge variety of
‘'meaningless’ cries expressing despair or agitation. These are scattered throughout the
text, but espec1ally prohferate in threnodic passages: otototoi, aiai, oi, oioioi, popoi,
totoi, pheu, oa, io, ioa, papai papai, ie, and several others. These have been retained
and transliterated in the English, rather than conventionally translated by 'alas' and
‘alack’, in order to preserve something of the effect of estrangement they were intended
to create. ¥

Numerous other techniques help to suggest within Greek diction the Persians'
barbarian language. There are a few actual exotic words (e.g. ballen, see 657-9*) and
spellings (e.g. the 'a’ sounds retained in Agbatana and Darian, 16*, 651*). There are
not infrequent Ionicisms,® for example rheéthron (497, the only instance of this open
form in tragic trimeters), the omission of augment, the lengthening of the syllable
before phr (782), and Ionic epithets (765). These helped to lend an eastern atmosphere,
by attributing to the Persians the Greek dialect which was spoken geographically
nearest to them. 4!

13151, 167-8, 299-300, 364-5, 377, 386-7, 428, 504-5, 710.

136 The study of Aeschylean style by Stanford (1942) still has much to recommend it.

137 550-2, 560-2, 694-6, 700—1, 950-1, 956-7, 1002-3, 1008-10.

13 Morenilla-Talens 1989, 160, 162.

19 Scott 1984, 156-8, Hall 1989, 83. There is an extremely sensitive discussion of the history
of Aeschylean translation, and the special problems it presents, in Green 1960, 185-215.

0 First noted and listed by Headlam (1898, 198-93).

41 Rose 1957, 13.
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Aeschylus' debt to specifically Homeric diction cannot be overestimated, for this
play (like all Aeschylus' works), 'shines with the brightness of epic word chains'.'¥
Scholars have gone some way towards tabulating the many allusions to the two great
epics.'¥®  Sometimes the Homeric terminology contributes to the effect of ethnic
estrangement, by equating barbarian arrogance with epic boasting, obsolete diction
from the distant past with alien diction from distant Asia.!* But much work remains to
be done on Aeschylus' appropriation through transformation of epic language in
Persians: the point is usually not what he has borrowed. but the way in which he has
adapted or altered it. Thus the Homeric ptoliporthos, 'city-sacking' becomes
perseptolis, identical in meaning but providing a word-play on the proper name
Persians (65*%); Xerxes is called thourios, 'raging', a variant of an epithet only used in
Homer of the mindlessly bloodthirsty war-god Ares (73*); a curious description of
Xerxes' fierce glance implicitly equates him with Hector on the brink of his defeat by
Achilles (81-2*). The omen the Queen has seen is reminiscent of a favourable omen in
the Odyssey, but instead of predicting victory it forebodes defeat (207-8*). Another
excellent example is Xerxes' shame when he contemplates the advanced age of his
chorus: the language is reminiscent of Priam's hope that Achilles will be shamed by his
own old age into handing back Hector's corpse. But Xerxes, in contrast, has no bodies
to hand back (913-14*).

Aeschylus uses numerous techniques by which to build up an impression of the
enormous size of the Persian forces, and the consequent enormity of the Persian
disaster. For example, the basic word mags (‘all, 'every'’) is of course frequent in any
Greek text, but the accumulated phrases like 'all the might born of Asia' (12), 'all of
Asia' (e.g. 56-61, 249, 547, 763), 'the entire army' (255, 278 etc.), 'all the suffering'
(254), 'the entire barbarian race' (434), 'all our young men' (670), 'all Sousa' (730), and
many others, gradually and almost subliminally build up an impression of the totality of
the catastrophe Aeschylus' audience liked to think the Persians had suffered. In some
parts of the messenger's narratives a word from the root nds occurs in nearly every line
(see e.g. 378—400).

The same applies to polus and its compounds: from the parodos where the palace
and the army both have 'much gold' (poluchrusos, 3, 9), the army is 'great' (polles, 25),
the Lydians have 'many chariots' (46), to the later stages of the play where the 'evils' the
Persian are suffering are so 'many' (e.g. 843, 845), this stem consistently implies the
size of the lost army and the extent of the present suffFring: several times the stem
occurs more than once in a single line (e.g. 780).

Even more distinctive is the recurrence of the term plethos (a significant word
reappearing in Herodotus 7.49): it is used to describe the sheer size of individual
contingents in the army (40), of the entire army (803), of the fleet of ships (337, 342,
352, 413); it signifies the vast numbers of the Persian dead (432, cf. 420), the bereaved
women of Persia (122), and the 'plethora’ of afflictions facing the Persians (429,

M2 Rosenmeyer 1982, 77.
43 Sideras 1971, 198-200, 212-15, Belloni 1988.
144 Michelini 1982, 77-8, 105.
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477).'"% An analogous term is ochlos, ‘crowd', used of, for example, the Lydian
contingent (42), the Babylonians' army (53), and Xerxes' high commanders (936).

The root term kakds (‘bad’, 'evil', 'miserable’ etc.) is so predominant as to require no
documentation: suffice it to say that it presents a challenge to the translator. Yet
Aeschylus does vary the expressions in which he includes the notion of 'the bad things'
(t& kakd) which have happened: metaphorical language construes them, for example,
in terms of 'the heights' (331, 807) or 'the depths' (712), perhaps inspired by the
memorable picture of Xerxes sitting on his high cliff near Salamis, looking down on the
carnage below (465-7).

To close on a neglected peculiarity: the impression of the size of the army and
therefore of the casualties is further reinforced by the thematic and metaphorical
emphasis on counting. Towards the end of the play the chorus asks Xerxes where his
'enumerator’ is (980):- the word he uses is pempastes, from pempazo, 'count on the five
fingers of the hand'. The Greeks liked to imagine the Persians engaged in the counting
of all the contingents in the army (see Hdt. 7.60). The play 'enumerates' the forces and
commanders of the Persian army, but the catalogues are macabrely converted into roll-
calls of the dead. And the idea of counting resurfaces throughout the play: the
Egyptian rowers were 'incalculable’ in number (anarithmoi, 40); 'three' men fell from 'a
single' ship (312—13), the precise numbers of ships on each side are carefully detailed
by the messenger (338—43), who also calculates that it would take him more than 'ten
days' to specify all the casualties (429-30), and that 'such a great number' of men had
never before died in a 'single' day (431-2); Dareios himself laboriously counts the past
rulers of the empire through from number one to seven (765-78). A related feature is
the use of titles and descriptions for the Persian commanders drawing attention to the
division of the Persian army into units of multiples of ten: Artembares 'the commander
of ten thousand horsemen' (302), Dadakes the 'chiliarch’' (304), Matallos the
‘commander of ten thousand' (314), and Tharybis the commander of 'five times fifty'
ships (323, see also 318, 927, 994).

14. The Text

The text of Persians has survived because it was one of the so-called 'school' selection,
probably made in the third century AD, of the seven plays attributed to Aeschylus to
have come down to us in manuscript form.6 Persians was also chosen to be one of
the three plays comprising the early Byzantine Aeschylean 'triad’, along with
Prometheus Bound and Seven against Thebes. Aeschylus was always much less
popular amongst the Byzantines than either Euripides or Sophocles, probably because
of his linguistic difficulty and lack of set-piece rhetorical debates. But interest in him
seems to have been reawakened in the tenth century, from which the earliest manuscript
dates (see below): thereafter it is possible to find the Byzantine author Michael Psellos
(11th century) commending Aeschylus' 'obscure profundity', and Theodore Prodromos

145 On the plethos theme and its reappearance in Herodotus see Michelini 1982, 86-98.

1% Wartelle 1971, 337-60 discusses the reasons behind the choice of these particular seven
plays.
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(12th century) borrowing Aeschylean lines with some regularity.¥’ In the 14th century
both Thomas Magister and Demetrius Triclinius'® produced annotated editions of the
triad, including Persians.

Yet the survival of Persians was not guaranteed until the arrival in Italy, in around
1423, of our earliest and best Aeschylean manuscript.'® This is the Codex Laurent-
ianus (Laur. 32.9), known as 'M' for 'Medicean', after the Medici family to whose
collection it belonged. 'M' dates from the middle to the end of the tenth century A.D.
and is immeasurably superior to the other manuscripts: ¥ it often preserves authentic
ancient spellings, on numerous occasions has the correct reading where the other, later
manuscripts do not, and contains rich scholia recording data and comments on the play,
some of which are very ancient indeed.!s!

It would make life much easier for the textual critic of Aeschylus if 'M' were the
source of all the other manuscripts, but it cannot, unfortunately, be regarded in any way
as an archetype: indeed, the stemma of Aeschylean manuscripts constructed by
Turyn,!2 which assigned a place to nearly all of them, was shown in a path-breaking
study by Dawe to be fundamentally flawed.!* The recension remains entirely open.
Certain similarities make it possible, however, to assign some of the manuscripts to
family groups in something analogous to stemmatic relationships: for these specialists
must consult the extensive apparatus criticus in the recent Teubner text of Martin West.
He collated more manuscripts than any previous editor, and adopted symbols
elucidating the probable connections between the manuscripts in each group.!%

Aeschylus first appeared in print in the so-called 'Aldine’ edition of 1518, a decade
and a half later than Sophocles and Euripides. The Aldine editions took their name
from Aldus Manutius, an entrepreneurial individual who established a press in Venice
primarily for the publication of Greek texts; he died, however, before the edition of
Aeschylus was printed. It was not of a high standard, since it had been prepared by
Franciscus Asulanus, a man to whom the Greek of tragedy was 'a total mystery'.> But
in 1552 Aeschylean textual criticism was finally put on a firm footing by the first two
important printed editions, which appeared virtually simultaneously but quite
independently: those of Francesco Robertelli in Venice and Adrianus Turnebus in
Paris. Turnebus, a fine scholar, made nearly two hundred essential corrections: see, for
example, the apparatus criticus on Persians line 326.

The edition which then became the standard text for over a century was prepared by
Petrus Victorius and Henricus Stephanus in 1557: its authoritative complete text was

'

147 For these writers' use of Aeschylus see Hero 1991.
::‘; Triclinius is indicated in this edition's apparatus criticus as "Tr'.

For a commendably intelligible and interesting account of the transmission of Aeschylus’

plays see Rosenmeyer 1982, 1-28.

19 See M.L. West 1990a, 321-2. 'M' is available in published facsimile (Aeschylus 1896).

151 The scholia can be consulted in Dahnhardt 1894. Triclinius' scholia have been edited by
Positano (1963).

152 Turyn 1943.

13 Dawe 1964.

154 For an account of his collation see M.L. West 1990a, 323.

15 M.L. West 1990a, 357.
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supplemented by scholia and a commentary.! It was in turn eventually superseded by
Thomas Stanley's impressive London folio edition of 1663, which had the merit of
offering the reader something approximating to modern notions of ~erary criticismi!5/
But amongst the numerous subsequent editions of Aeschylus most is - ved by the text
of Persians, at least. to three German scholars of the late 18th and 19th centuries: C.G.
Schiitz, W. Dindorf, and especially Gottfried Hermann, whose seminal work, published
posthumously in 1852, particularly deserves to be singled out because it was the first to
put onto a comprehensively scientific footing the metrical structures of the lyric
sections. 158

The text printed in this volume is my own, although it contains no new
emendations,' and is heavily dependent both on the Oxford Classical Text of Denys
Page (1972) and, to a greater extent. on the recent Teubner edition prepared by Martin
West (1990). I adopt several of West's suggestions.!®¥® The aim throughout has been to
keep the apparatus criticus to a minimum. Like most of Aeschylus' plays, the text of
Persians had already suffered considerable corruption by the time of the earliest
surviving manuscript; this is especially apparent in the spelling of the numerous
barbarian proper names and in the lyric sections. The manuscripts contain dozens of
minor variants, most of them relatively unimportant; the gap between the paradosis and
the printed texts has, moreover, been gradually widening cver since the renaissance as
scholars have grown to understand ancient spelling, dialectal forms, accentuation,
grammar, syntax, metre, and especiallv strophic responsion in lyrics. This textual and
editorial history is of compelling interest to Hellenists in its own right, as well as
holding up a mirror to the historically determined preoccupations which successive
generations of scholars have brought to bear on the plays of Aeschylus in general and
on Persians in particular. Only the most ample apparatus (currently West's) could
aspire to offer anything like a comprehensive record of the manuscript variants and the
history of editorial correction.

Yet fortunately even the noble and substantial tradition of Aeschylean textual
criticism capnot obscure the rarity of occasions in Persians, at any rate, when the
fundamental meaning of a passage is actually seriously in doubt. Most of the textual
controversies reflect not choices between entirely different readings, and therefore
different meanings, but alternatives in spelling, grammatical detail, or perceived
metrical system. A few instances do remain, however, where the interpreter
emphatically needs to know that the text is uncertain enough to raise significant doubts
about its factual, aesthetic, or ideological import: it is the sole purpose of my apparatus
to focus attention on these.

The material selected for inclusion in the apparatus therefore reflects the three main
reasons why this kind of important uncertainty occurs. (i) The text as transmitted is
hopelessly corrupt. sometimes to the point of unintelligibility: on such occasions

1% For a discussion see Mund-Dopchie 1984, 124-9.

157 Elucidated by Arnold 1984.

18 On the question of metre see further the Metrical Appendix at the end of the Commentary.

19 On one occasion my translation assumes that the unnamed subject of a verb is the Greeks
rather than, as most editors have believed, Xerxes' high commanders (374-83%).

180 See 99, 256, 981-2, 1008, 1076-7.
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adds important words, deletes them, or changes the order in which they occur (see
especially 1077, 146, and 288-9). It should also be added that material of .other kinds
has very occasionally been included where it is pertinent to the discussion in the
commentary.

Our understanding of Persians has been pushed forward by interpretation in earlier
commentaries as much as by textual criticism: I have drawn fairly heavily on the 1960
German translation of Grooneboom's sensible pre-war Dutch edition, Broadhead's
wonderfully detailed commentary, published in the same year (1960), which includes
useful appendices on military and metrical matters, and the exhaustive and exhausting
bibliographical expertise shown by Belloni in his Italian edition of 1988. Although
Belloni's stated intention was to read the play in the light of Achaemenid history, the
main virtue of his book is actually the large number of literary parallels it draws from
Greek poetry to illuminate Aeschylus' diction — more than any previous edition.

Yet the central purpose of my own commentary is rather different from that of
previous editions: military history is emphatically not a concern, and discussion of
purely text-historical, philological, and metrical controversies is largely excluded.
Instead the focus is on the visual and performative dimensions of the play, its emotional
impact, its metaphors, symbols, imagery, and psychological registers; central concerns
are the poetic vocabulary used to delineate the ethnically other, and especially the
tension between the tragedy's 'translation’ of authentic Persian practices and blatant
misrepresentations emanating from its ethnocentric Athenian perspective.

Xerxes and Salamis continued to excite audiences throughout antiquity. Timotheus'
Persians, which echoes Aeschylus, was sung at the Nemean games in the late third
century BC (Plutarch, Vir. Philopoemen 1.11).18!  Augustus, the victor in an equally
famous sea-battle at Actium, had the battle of Salamis reenacted at a Roman festival of
Mars in 2 BC (Ovid, Ars Am. 1.171-2; Cassius Dio 55.10.7). This extraordinary
aquatic spectacle was conducted in a custom-built basin called the naumachia.'®? In
Nero's day a notorious Greek performer named Sostratus was still declaiming a poem
on Xerxes' exploits, much to Juvenal's disgust (Sat. 10.173-87).19* But the text which
gave the story to posterity was actually first performed before an audience containing
numerous men who had fought in the battle itself. It is hoped that in a small way this
edition will better enable us not just to remember' Salamis, as Aeschylus' Dareios
advises, but to understand a little more clearly something of what it meant to its victors.

16]  See Hall 1994, 58-9.
162 See Coleman 1993, 53-5.
163 See Thomson 1951.



Fig. 1: The Persians as fourth-century Greeks saw them

The so-called 'Dareios vase' in Naples (Naples 3253), an Apulian volute-krater. c. 340-
330 BC. See the discussion on p. 8 of the Introduction. Photo, courtesy of the
Soprintendenza Archeologia della Provincia di Napoli e Caserta-Napoli. For an enlarged
detail showing Dareios and thefigure on the podium beside him see p. 34.



Fig. 2 (top): The Persians as fifth-century Greek saw them
A Persian under Greek hoplite attack. An amphora in New York (New York 061021
117, c. 480 BC). See the discussion of line 463 in the Commentary.

Fig. 3 (bottom): The Achaemenid Persians as they saw themselves
Reliefsculpture in the treasury of Persepolis, from thefagade ofthe Apadana. From H.
Sancisi-Weerdenburg and A Kuhrt (eds), Achaemenid History vol Il (Leiden 1987).
Photo: B. Grunewald. See the discussion of lines 152 and 1056 in the Commentary.



Fig. 4: The Persians as Greeks saw them in 1965

The chorus of Persians in Karolos Koun's Theatro Technis (‘Arts Theatre") production
(costumes by Yannis Tsarouhis), originally created for the World Theatre Period in
London. See p. 3 of the Introduction.
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The Persians as an 18th-century Englishman saw them
The Queen's dream by John Flaxman, in Compositions from the Tragedies of Aeschylus (London 1795).

See the discussion of lines 176-214 in the Commentary

Fig. 5:
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Symbols in the Apparatus

Manuscripts

RRE<SZJOOZZTUATTZQOMU® >

Milan, Ambros. gr. C 222 inf. (late 13th century)
Laur. 31.3 + 86.3 (14th century)

Milan, Ambros. gr. G 56 (early 14th century)
Laur. 31.8 (early 14th century)

Venice, gr. 616 (663) (ca. 1320-1)

Heidelberg, Palat. gr. 18 (ca. 1270)

Athos. 'Irpwv 209 (olim 161) (late 13th or early 14th century)
Laur. conv. suppr. 11 (early 14th century)

Rom. Vallicell. B 70 (ca. 1320)

Cambridge, Bibl. Univ. Nn III 17 A (ca. 1320)
Laur. 32.9 (10th century)

Madrid, 4677 (14th century)

Leiden, Voss. gr. Q 4 (late 13th century)

Paris, gr. 2884 (1301)

Naples, II F 31 (ca. 1325)

Venice, gr. 468 (653) (late 13th century)

Vat. gr. 1332 (ca. 1290)

Laur. conv. suppr. 98 (1372)

Leiden, Voss. gr. Q 6 (early 14th century)

Other Symbols

b a scholion

M? M before correction

M! M as corrected by the first hand

M2 M as corrected by another hand

Ms M as corrected by the hand that wrote the scholia
Me'  written in M as a gloss

M?Y¢  a variant in M introduced by ypddeTar

M3 written above the line in M

M!  written on the line or margin in M

33



Detail of the central panel of the so-called Dareios’ vase (fig. 1). A Persian king,
labelled DAREIOS’, sits on a throne, wearing a tiara’and holding a sceptre; a male
figure to the right stands on a podium labelled PERSIANS’. See the Commentary on
lines 662 and 762-4.
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PERSIANS

This is the hypothesis to Aeschylus’ Persians. In his treatise on
Aeschylus’ plots Glaucus says that the Persians was modelled on the
Phoenician Women of Phrynichus. He quotes the following as the
opening line of Phrynichus’ drama: *“These belong to the Persians
who have long ago departed”. But in that play it was a eunuch who
reported the defeat of Xerxes at the beginning, while he prepared
some thrones for the magistrates of the empire, whereas in Persians
the prologue is delivered by a chorus of elders. The drama is set
beside the tomb of Dareios, and its argument is this: Xerxes
conducted a campaign against Greece; his infantry was defeated at
Plataea, and his navy at Salamis, and he fled through Thessaly and
crossed over to Asia.

Aeschylus was victorious in the tragic competition when Menon was
archon with Phineus, Persians, Glaukos Potnieus and Prometheus.
The first Persian offensive in the time of Dareios came to grief at
Marathon, and the second offensive, that of Xerxes, failed at Salamis
and Plataea.
Characters in the Drama:
Chorus of old men
Atossa
Messenger

Ghost of Dareios

Xerxes
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[The scene is somewhere in the Persian city of Sousa. The audience
can see an ancient building containing seats, and the tomb of
Dareios. The dramatic time is the late autumn of 480 BC. Enter the
chorus of elderly Persian counsellors.]

CHORUS
We are called “The Faithful” of the Persians
who have gone to the land of Greece,
and we are guardians
of the sumptuous palace, rich in gold.
Lord Xerxes the King himself,
son of Dareios,
chose us by virtue of our seniority to oversee his domain.
But already the heart within me
is troubled excessively, prophetic of disaster,
anxious about the homecoming of the King
and his gold-bedecked army;
for all of the might bom of Asia
has departed, and clamours at the young man,
and no messenger either on foot or on horseback
has come to the Persians’ city.
Forsaking Sousa and Agbatana
and the ancient ramparts of Kissia
they went, some on horseback,
some in ships, and some on foot, moving steadily
in the close columns of war.
Men sprang forth like Amistres and Artaphrenes,
Megabates and Astaspes,
commanders of the Persians,
kings subject to the great King,
guardians of the enormous army,
invincible archers and horsemen,
terrifying to look upon and formidable in battle,
in the steadfast resolve of their spirit.
And Artembares the charioteer,
and Masistres, and the noble Imaios,
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invincible with the bow, and Pharandakes,

and Sosthanes, driving his horses.

The great and fertile

Nile sent forth others: Sousiskanes,

Egyptian-born Pegastagon,

and the ruler of sacred Memphis,

great Arsames, and Ariomardos,

governor of ancient Thebes,

and skilled oarsmen from the marshes,

an incalculable horde.

A crowd of Lydians followed, who live

in luxury and control the entire

continental-born race; they are set going by Mitragathes
and noble Arkteus, kingly rulers,

and by the manifold gold of Sardis; they are mounted
on numerous chariots,

columns of them, some with two poles and some with three,
a terrifying sight to behold.

The inhabitants of sacred Tmolos are set on

casting the yoke of slavery onto Greece;

Mardon, Tharybis, anvils of the lance,

along with the Mysians of the light spear. And Babylon,
rich in gold, sends forth her long trailing column

of hordes of every kind; sailors borne in ships,

and those who trust in their skill and courage with the bow.
From all of Asia there follow tribes

wielding the sabre,

at the dread summons of the King.

Such is the flower of manhood, such the flower of the
Persian land which has gone.

The entire land of Asia

which nurtured them grieves with violent yearning,

and parents and wives, counting the days,

shudder as time lengthens.
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The King’s army, which annihilates cities, str. 1

has already passed over to our neighbours’ land opposite,

crossing the strait named after Helle,

Athamas’ daughter, on a floating bridge bound with flaxen
ropes,

yoking the neck of the sea with a roadway bolted together.

The raging leader of populous Asia ant. 1

drives his godlike flock against every land

in two movements: an equal of the gods, born of the golden
race,

he trusts in his stalwart

and stubborn commanders both on land and on the sea.

He casts from his eyes the dark str. 2

glance of a lethal snake;

with numerous soldiers and numerous sailors

he speeds on in his Syrian chariot,

leading an Ares armed with the bow against famous
spearsmen.

No-one is so renowned for valour ant. 2

that they can withstand such a huge flood of men,

and ward them off with sturdy defences.

A sea-wave is invincible.

The Persians’ army is irresistible and its people are brave of
heart.

But what mortal man can avoid epode

being cunningly deceived by god?

Who is so swift-footed that he has the power to leap easily
aside?

With apparent friendliness at first Calamity fawns on a man

and induces him into her nets.

It is impossible for a mortal to escape from them and flee.
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For Fate, ordained by the gods, long ago str 3

gained the upper hand, and commanded the Persians

to engage in wars which destroy walls,

in the tumult of cavalry charges and in the overthrowing of
cities.

But they learned to cast their sights ant. 3

on the precinct of the ocean,

the wide-pathed sea whitening under the violent wind,

confident in the slender cables designed to provide a
passage for their men.

This is why the black robes of my heart are rent str. 4

with terror -
“oa\ - the Persian army!” - lest the city, the great citadel
of Sousa, become emptied of men and hear this cry.

And the Kissian city will sing in response, ant. 4
“oal” - this is what the massive horde of women will call
out,

tearing their linen gowns.

For all the cavalry and all the infantry, str 5
like a swarm of bees, have left with the leader of the army;
they have crossed to the other continent after yoking the sea
between the two headlands.

Marriage-beds are overflowing with the tears of  ant. 5
yearning for husbands;
every softly-grieving Persian woman who has sent forth
her raging warrior husband is left alone under the marriage
yoke,
aching with desire for her man.

But come, Persians, let us sit down

on this ancient building

and engage in deep and careful

thought; the need is urgent.

How are matters proceeding for Xerxes the King,
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son of Dareios?

Has the drawn bow won,

or has the mighty pointed

spear been victorious?

But here comes the mother of the King,
my Queen, like light from the eyes

of gods. We prostrate ourselves,

and must all address her

with words of salutation.

[The chorus prostrate themselves and speak formally to the Queen as
she enters in great pomp on a chariot from the direction of the
palace.]

O highest Queen of the deep-girdled women of Persia,
aged mother of Xerxes and Dareios’ wife, greetings.
You are the spouse of the Persians’ god, and a god’s mother,
unless an ancient deity has now somehow turned against the
army.
QUEEN
That is the reason why I have come here, leaving the palace
M\ 'with its golden ornaments and the bed-chamber I shared
“with Darelos)Amuety is tearing my heart also: I did not
invent the proverb I am about to tell you, friends; I am
afraid thatE‘great Wealth may kick up a cloud of dust from
the ground and overturn the prosperity” which Dareios won
by divine favour. The trouble in my heart, of which I can
hardly speak, is twofold: I believe that the masses would not
hold in respect wealth in the absence of men, and light
would not shine as radiantly on indigent people as on the
powerful. We have sufficient wealth, but I am afraid for the
“light” of our household. For I consider a household’s
“light” to be the presence of its master. Faithful elders,
Persians, since these are the circumstances, counsel me on
this matter. For you are the source of all the wise advice I
receive.
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Be sure of this, Queen of the realm: you do not» have to
repeat requests for us to help you by any word or action
which lies within our power. For it is with goodwill towards
you that we advise you, at your invitation.

I have been incessantly visited at night by numerous dreams,
ever since my son raised his army and departed intending to
destroy the land of the lonians. But last night’s dream was
the most vivid | have yet beheld. 1 will tell you about it.
Two beautifully dressed women seemed to appear to me,
one decked out in Persian robes, the other in Doric clothing.
In stature they were conspicuously larger than people are
today, and they were faultlessly lovely; they were sisters of
one race. One of them lived in her fatherland, Greece,
which she had obtained by lot, the other in the land of the
barbarians. A conflict between these two arose, as it seemed
to me. When my son found out about it he tried to restrain
and mollify them; he harnessed them both beneath his
chariot and put a yoke-strap beneath their necks. One of
them towered proudly in this gear, taking the reins
submissively in her mouth, but the other struggled, tore the
harness from the chariot with her hands, dragged it violently
along without the bridle, and smashed the yoke in the
middle. My son fell out. His father Dareios stood close by,
pitying him. When Xerxes saw him he tore the robes around
his body.

These were the apparitions | saw during the night. But
when | had risen and dijpped my hands in the fair-flowing
water of a spring, | stood at the altar with materials for a
sacrifice in my hand. | wanted to make libation to the gods
who avert disaster, to whom such rites are due. But | saw an
eagle seeking refuge at the hearth of Phoebus: my friends, |
stood there speechless with terror. Next | saw a hawk
rushing on beating wings towards the eagle, and tearing its
head with its talons. The eagle could do nothing but submit
its body, cowering. These things are terrifying to me as
witness, and to you as audience. For you are well aware that



50

npdéas pév €V BavpacTds av yévorr® dvip,
kak®ds 8& mpdéas - oUx UmelBuvos mdley,
owbels 8 oOpolws THOSe Kolpavel xBovds.

Xo. oU oe PouNdpeoBa, pfTep, oUT’ dyav ¢opelv Adyors 215
olTe Bapovvew. Beols 8¢ TpooTpomdls kvoupévn,
kY4 ~ A b ~ -~ 5 3 A -~
el TUL dAaUpov €l8eg, altol TAOVE aTOTPOTMV TEAELY,
by y 2 ) -~ 3 ’ Y 3 3
Ta & aydB’ €KTeAf) yevéoBar ool Te Kol TEKVOLS O€Bev
\ 7’ z ~ 4 \ \ \
Kal TIOAeL ¢lhols Te maol. SeuTepov 8€ xpmn xoas
'y Te kal ¢0TOls xéaoBor: Tpeupevds 8 aitol TdSe, 220
\ ’ A~ 78 \ ) -~ N 3 ’
odv mdow Aapelov, dvmep dnNs 18€lv kaT’ €vdpdvmy,
EoBNd ool mépmew Tékvy Te yiis évepbev és ddos,
Tdpmadw 8& TOVSe yala kdaToxa pavpoichar okdTw.
TadTa Bupdpavtis dv ool Tpevpevds maprveoa
A \ -~ ~ -~ ’ ’
€u 8¢ TavTaxl TEAEWV ool TWVYOe Kplvopev mépt. 225
Ba. 4&AG& phy elvous vy’ 6 mpdTos TAOVS' évumvivv KpLTis
madl kal 8dpots épolor THYS éklpwoas ddTw.
¢kTeNOlTo 81 Ta xpnoTd: Tadta &8 s édplecar
ndvTa B8rfoopev Beolol Tols T’ évepBe yAis dldois,
T’ av els olkous péhwpev. kelva 8§ Ekpabely Béiw, 230
® oldov Mol Tas CABrvas ¢dacly 18pticBar xBovds;
Xo. Tfke Tipds Suopdls dvakTos ‘Hilou $Bwacpdtwv.
Ba. & a piyy {pep’ épds mals THvSe Onpdocar méAw;
Xo. mdaca yap yévorr’ av ‘EANds Baownéws Umtikoos.
Ba. 8¢ Tis mdpeoTw alTols dvSpomhiBela oTpaTol; 235
Xo. kal oTpatds TowlTos, €péas ToAA& 8T Mnbous kard.
Ba. kal T{ mpds TouTowow dANo; TholTos é&fapkns Sdpots;
Xo. apylpou TMyn TS auTols €0TL, Onoaupds xOovds.
Ba. méTepa yap ToEoulkds alxpl) 8td xepdv auTols mpémel
Xo. ou8apds: €yxm oTadala kal depdombes ocayal. 240
Ba. Ti{s 8& mowpdvwp €mMeoTL KAMSEOTSLEL oTpaTR;
218 Tékvw IW: Tékvy Heimsoeth
227  mawt O?YQSLb



215

220

230

235

240

Chorus

Queen

Chorus
Queen
Chorus
Queen
Chorus
Queen

Chorus
Queen

Chorus

Queen

51

if my son were to succeed he would be a man to excite great
admiration, but that if he fails - he is not accountable to the
community. Provided that he has survived he is still
sovereign of this land.

We do not want, mother, to say anything either to frighten
you too much or to make you over-confident. If you saw
something boding evil, supplicate the gods with prayers, and
ask them to avert the disaster and to grant blessings on
yourself and your children and all your friends. Secondly,
you must pour out libations to Earth and the dead. Ask in
propitiatory manner that your husband Dareios, whom you
say you saw during the night, send good fortune for you and
your son up into the daylight from beneath the earth, and
that contrary fortune be kept down by the earth in obscure
darkness. This is the kindly advice I give you from my
prophetic heart. In our judgement these matters will work
out well for you in every way.

As the first interpreters of these dreams you have
pronounced them favourable to my son and my household.
May everything work out for the best. We will do everything
for the gods and our friends beneath the earth, as you
instruct, when we return to the palace. But there is
something | want to find out, my friends. In what part of the
world do they say that Athens is situated?

Far away towards the west, where the Lord Sun sets.

Was this the city my son was so eager to make his prey?

Yes, for thus all Hellas would become subject to the King,
Do they have such a large supply of men for their army?
Their army is large enough: it did the Medes great harm,
Besides their men what else do they have? Is there plenty of
wealth in their palace?

They have a spring of silver, a treasury in the earth.

Do they wield bows and arrows in their hands?

Not at all. They have spears for close combat and are
equipped with shields.

Who leads them and is sole commander of the army?
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Chorus They are called neither the slaves nor subjects of any single
man.
Queen  So how then can they withstand hostile invaders?
Chorus Well enough to have destroyed Dareios’ large and excellent
army.
245 Queen What you say is terrible for the parents of our men to
contemplate.

[A mandressed in Persian clothes runs into the theatre from the
opposite direction to the entrance ofthe Queen.]

Chorus | think that you will soon be in possession of a full and
truthful report; for this man is clearly Persian, to judge from
the way he is running, and he is bringing news of some
event, whether it will make good or bad listening.

MESSENGER
250 O citadels of all Asia, O land of Persia, storehouse of huge
wealth! Your great prosperity has been destroyed at a single
blow; the flower of the Persians has fallen and gone. Oimoi,
it is hard to be the first to report disastrous news. Yet | must
relate the catastrophic story in its entirety, Persians. For the
255 whole barbarian force has perished.

Chorus Agonising, agonising, without precedent str. 1
and dire! Aiai, Persians,
weep as you hear about this disaster.

260 Mess. Indeed, for the entire force is lost; | did not expect to return
home alive myself.

Chorus We are old; our lives have been ant. 1
proven too long
if we must live to hear
265 about this unexpected calamity.
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I myself witnessed the damage suffered, Persians, and can
give you an account of it. I did not hear about it from other

people.

Otototoi! In vain str. 2
did our weapons, innumerable and various,

go from Asia to Zeus’

country, the land of Greece.

The shores of Salamis and all the neighbouring regions are
filled up with the corpses of those who met unhappy deaths.

Otototoi! You are saying ant. 2
that the dead bodies of our friends are tossed.
drenched,

and carried along by the sea,
their cloaks wandering around them.

Our bows and arrows were useless, and the entire force was
defeated by the ramming of ships.

Yell out a melancholy shout of ill omen  str. 3

against our enemies;

the gods have ordained utter catastrophe for the
Persians.

Aiai, the army is destroyed.

O Salamis, most hateful name to hear. Alas, how I groan as
I remember Athens.

Athens is indeed abhorrent to her enemies. ant 3

We have reason to remember

that she ruined the marriages of many Persian
wives,

leaving them without husbands.
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I have long been silent in my misery, stunned at the terrible
news; for this disaster is so overwhelming that it is hard to
speak or ask questions about what we have suffered.
Nevertheless it is necessary for humankind to endure the
tribulations the gods send. Compose yourself and speak,
unfolding the whole disaster, even if you are groaning at our
miseries. Who survived? Which of the leaders placed in
high command must we mourn; who died and left their
positions over their troops vacant and unmanned?

Xerxes himself lives and looks upon the light.

What you have said brings a great radiance to my
household, anyway, and a brilliant day out of dark night.
Artembares, the commander of ten thousand horsemen, is
being smashed along the rough shores of Sileniai. And
Dadakes the chiliarch, at a blow of a spear, leapt lightly
from his ship. High-born Tenagon of the Bactrians’ most
ancient lineage haunts the wave-beaten island of Ajax.
Lilaios and Arsames, and thirdly Argestes, rammed in defeat
the tough ground of the dove-breeding island. Pharnouchos
died, neighbour of the streams of Egyptian Nile; and those
who fell from a single ship, Arkteus, Adeues and thirdly
Pheresseues. Matallos from Chrysa died, the commander of
ten thousand, and his thick, bushy, tawny beard changed
colour as he dipped it into the dye of the purple sea. And
Magos the Arabian and Artabes the Bactrian, leader of thirty
thousand dark horseman; he moved to a cruel land, there to
be killed. Amistris and Amphistreus, who wielded a spear
laden with pain, and excellent Ariomardos, thus bringing
grief to Sardis, and Seisames the Mysian, and Tharybis the
commander of five times fifty ships, a handsome man of
Lyrnaean family; the poor man lies there dead, after meeting
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an unfortunate end. And Syennesis, the most courageous,
the leader of the Cilicians, the man who individually caused
most trouble to the enemy, died a glorious death. This is the
extent of the leaders I have called to mind; but my report
encompasses but a small part of the terrible situation.

Aiai! What I am hearing is the height of calamity, a cause of
disgrace to the Persians and of shrill screams. But go back to
your report and tell me this: how great was the fleet of
Hellenic ships that they thought they could meet the
Persians in a naval encounter, with ramming of ships?

As far as the size of the fleet was concerned you can be sure
that the barbarians would have won. The total number of
Greek ships came to three hundred, but ten of these were
selected out separately from them. The size of Xerxes’ fleet
I know for certain was a thousand, and two hundred and
seven of the ships were exceptionally fast. So much for the
numbers. You are not under the impression that we were
numerically outdone in the battle? No, it was some god who
destroyed us by loading the scales with an unequal weight of
fate. The gods protect the city of the goddess Pallas.

So is the city of Athens still not sacked?

While men remain to a city its defences are secure.

Then tell me how the naval encounter began. Who
commenced hostilities? Was it the Greeks? Or my son, with
pride in his superior number of ships?

The whole disaster began, mistress, when some vengeful
spirit or malignant deity appeared from somewhere. For a
Greek man came from the Athenian force and told your son
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Xerxes this: when the darkness of black night fell. the
Greeks would not stay there, but would leap up onto the
benches and try to save their lives by making a furtive
escape, each one of them going in a different direction.
Because Xerxes did not understand that this Greek was
tricking him, nor that the gods were against him, on hearing
this he immediately gave a pre-battle speech to his admirals
as follows. As soon the sun should cease burning.the earth
with its rays and darkness should take over the regions of
the sky, they were to arrange the columnn of ships in three
rows to guard the passageways leading out to the sounding
sea, and other ships were to surround and encircle Ajax’s
island. If the Greeks avoided a horrid fate, and found some
way of escaping secretly with their ships, the prescribed
punishment for all his men would be beheading. This :s
what he said, and with a very optimistic heart, for he did not
comprehend what the gods had in store.

And yet the Greeks prepared their dinner, in no
disorderly manner but with hearts obedient to authority, and
each sailor fastened his oar-handle to the peg, ready for
rowing. When the sunlight failed and night came on, each
sailor embarked, the king of his own oar, as did each man
who was master of his weapons. The banks of rowers called
out in encouragement to each other down the length of the
ships, and they made sail, each according to his instructions.
And all night long the ships’ captains kept the entire naval
force moving to and fro.

Night was departing, and the Greek force had not
attempted any furtive escape whatever. As soon as the
brilliant sight of daybreak and her white horses covered the
earth, first a sung cry of good omen rang out loudly from the
Greek side, and simultaneously a high-pitched echo sounded
back in response from the island rocks. Terror fell on all the
barbarians, mistaken in their expectation. For it was not in
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flight that the Greeks were then singing the sacred paean,
but rushing into battle with courage and confidence. A
trumpet fired their whole fleet on with its sound.
Immediately, on the command, they all pulled together
simultaneously, striking the deep salty sea, dashing it with
their oars. At great speed the whole fleet came clearly into
view. First, in the lead, came the right wing, in disciplined
and orderly fashion, and secondly the whole fleet came out
against us; at the same time we could hear a great shout: “O
sons of the Greeks, come on, liberate your fatherland,
liberate your children, your wives, the shrines of your
ancestral gods and the graves of your forefathers. Our
struggle now is on behalf of them all!” This was met from
our side by a clamour in the Persian tongue; it was no longer
time for delaying. 4

Straightaway a ship struck its bronze beak against a
ship. A Greek vessel began the ramming, and smashed off
the entire stern of a Phoenician ship; each captain steered his
ship against another. At first the flood of the Persian force
put up a resistance: but when the mass of their ships was
crowded together in a narrow strait, and they could not bring
any assistance to one another, they struck each other with
their bronze-mouthed beaks. and shattered all the rowing
equipment; the Greek ships judiciously encircled them and
made their strike, and ships’ hulls were turned upside down,
and it was no longer possible to glimpse the sea, which was
brimming with wrecked ships and dead men. The shores and
reefs were brimming with corpses. Every ship was being
rowed in disorderly flight - every ship, that is, in the
barbarian fleet. But they kept on striking and splicing us
with broken oars and fragments of the wreckage as if we
were tunny or a catch of fish. At the same time groaning and
shrieking filled the sea, until black-eyed night brought it to
an end. I could not give you a full narrative about the
plethora of disasters even if I took ten days to go through it
line by line. For you can be certain that never in a single
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day has such a large number of men died.
Aiai! A vast ocean of catastrophes has burst out upon the
Persians and the entire barbarian people.
You can be sure that they are not yet half narrated. Such was
the suffering which happened after them that it outweighed
them in the balance by at least twice.
And what misfortune could be even more hateful than this?
Tell me, what is this other disaster you say happened to our
force to swing the balance even further down?
The Persians who were in their physical prime, most noble
in spirit and distinguished in lineage, the ones always
foremost in fidelity to the King himself - they died
shamefully by the most inglorious of fates.
Oi, how wretched I am at this terrible misfortune, friends.
How do you say these men died?
There is an island in front of Salamis, small and difficult for
ships to anchor in, where dance-loving Pan treads the
seashores. Xerxes had sent these men there so that they
could both make an easy killing of the enemy Greek force
when they were shipwrecked and tried to make to the island
for safety, and save their own comrades from the sea straits.
So poorly did he understand what was to happen. For on the
same day that god gave victory in the naval battle to the
Greeks, they armoured their bodies with fine bronze
weaponry, leapt out of their ships and encircled the whole
island, so that our men had no idea where to turn. They were
struck repeatedly by stones thrown from Greek hands, and
arrows shot from the bow-string fell on them and destroyed
them. In the end the Greeks, rushing at a single cry against
them, struck them, butchered the poor men’s limbs until
they had all been deprived of life.

Xerxes wailed aloud as he saw the depth of the
disaster. For he had a seat with a clear view of the whole
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militia, a high bank close to the sea. He tore his robes and
shrilly screamed, and straightaway gave an order to his
infantry, rushing away in disorderly flight. You have to
lament this disaster in addition to the former one.

O loathsome deity, how you have deceived the minds of the
Persians! The vengeance my son planned to exact from
famous Athens turned bitter on him, and the barbarians
whom Marathon destroyed were not enough for him. My
son, expecting to exact requital for them, has brought on a
multitude of afflictions. But you, tell me, which of the ships
evaded destruction? Where did you leave them? Do you
have knowledge so that you can give me a clear indication?
The commanders of the remaining ships hurriedly took to
flight in disorder with a following wind. The rest of the
force began dying off in the Boeotian land, some afflicted
with thirst for shining spring-water, others [.....and others of
us,] gasping for breath, made our way through to the country
of the Phocians and the land of Doris and the Melian gulf,
where Spercheios irrigates the plain with his benevolent
waters. From there, starving, we arrived at the plain of the
Achaean land and the cities of Thessaly; the majority died
there from thirst and hunger, for both were rife. We came to
Magnesia and the land of Macedonia, to the ford of Axios
and Bolbe’s reedy marsh and Mount Pangaion, Edonian
territory. That night god induced wintry weather out of
season, and the entire sacred flowing Strymon froze. Those
who previously had not taken the gods at all seriously then
called on them with prayers, prostrating themselves before
Earth and Sky. When the army finished its numerous
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invocations of the gods it began making its way over the
packed ice. And those of us who crossed quickly, before the
sun-god’s beams spread around, have survived. For the
bright orb of the sun, blazing with its rays, heated the path
with flame and drove through the middle of it. The men fell
on one another, and lucky were they whose breath of life
broke from them the fastest. The remnant who happened to
survive - there are not many - are coming in flight to the
hearths of their homeland, after just managing to pass
through Thrace with much suffering. Such is the cause of
grief for the city of the Persians, yearning for the country’s
beloved young men. These things are true. But my words
omit many of the afflictions with which god blasted the
Persians.

[Exit the messenger]

Queen

O grievous deity, you have leapt and stamped on the entire
Persian race too heavily!

Oi, what misery the destruction of the army brings me! O
nocturnal vision, appearing to me in dreams, how very truly
you revealed to me our tribulations! But you, friends, judged
them to be of too little account. However, since your words
ordained it, I want nevertheless first to make prayers to the
gods. Then I shall come, after fetching gifts for Earth and
the dead, a libation from my palace. I know that doing this
cannot change what has happened, but it is for the future, in
case things may improve. You should contribute trustworthy
counsels about what has happened to us who trust you. And
if my son arrives here before me, console him, and escort
him to the palace, so that he does not pile any further
afflictions on afflictions.

[Exit the Queen in the direction of the palace.]
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Chorus O Zeus my king, now you have destroyed

the army of the Persians

who could boast so many men,

and you have shrouded the citadel of Sousa and Agbatana
over with grief and gloom.

There are many women tearing their veils

with their soft hands,

soaking, drenching their breasts

with tears, taking their share of pain.

The softly wailing women of Persia

who long to see their recent bridegrooms,

the soft sheets of their nuptial beds,

the pleasures of luxuriant youth, abandon themselves
to grieving in insatiable laments.

And I myself genuinely sustain deep grief

for the fate of the departed.

For now the entire land of Asia mourns str. 1

emptied out of its men.

Xerxes led them away, popoi,

Xerxes destroyed them, totoi,

Xerxes wrong-headedly drove everything on in seafaring
ships.

Why was Dareios, lord of the bow,
beloved leader of Sousa,
so benign in the past to his citizens?

Soldiers and sailors! : ant. 1
Dark-eyed and sail-winged

ships led them away, popoi,
ships destroyed them, totoi,

ships manned by Ionians destroyed them
by lethal ramming.
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We hear that the King himself only just escaped
to the plains
and bleak pathways of Thrace.

str. 2
The first to meet their fate, pheu,
overtaken by necessity, éé,
are shipwrecked against the shores of Cychreia, oa.
Groan and mourn; with a deep voice bewail aloud
your heaven-sent distress, oa,
and stretch out your miserable voice
in an agonising howl.

ant. 2
Lacerated terribly by the brine, pheu,
they are mangled by the voiceless children, eée,
of the undefiled sea, oa.
And each house deprived of a man grieves, and parents left
childless
bewail in their old age, oa,
their heaven-sent distress,
as they learn the full measure of their affliction.
Not for long now will the inhabitants of Asia str. 3

abide under Persian rule,

nor pay further tribute

under compulsion to the King,

nor shall they be his subjects,

prostrating themselves on the ground; for the kingly power
is destroyed.

Men will no longer curb their tongues; ant. 3
for people are released to talk freely

when a strong yoke

has been removed.

And the soil of Ajax’s sea-washed island,

stained with gore, holds the remains of the Persians.
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[Enter the Queen, on foot, from the direction of the palace.]

Queen

Chorus

Friends, whoever has experience of adversity knows that
when a wave of disasters rears against people they tend to
be utterly terrified. But when heaven blows gently, they
believe that it will always grant the same wind of good
fortune. I am already full of every kind of fear; hostile
images from the gods appear before my eyes, and a din - no
victory-song - rings in my ears. Such is the terror caused by
the disaster which is driving me out of my mind. I have
therefore made my way back from the palace without the
chariot and finery I had before, carrying materials for a
libation to propitiate my son’s father, of the sort that appease
the dead: delicious white milk from a pure heifer, glistening
honey distilled from flowers, lustral water from a virgin
spring, and pure liquid taken from its wild mother, this
delightful product of an ancient vine. Here also are the
fragrant fruit of a pale clive-tree, which flourishes in leaf
perpetually, and garlands of flowers, the children of fruitful
Earth. But you, friends, sing Lymns to accompany these
libations to the dead, and summon up the spirit of Dareios. I
will send forth for the earth to drink these gifts in honour of
the gods below.

My lady Queen, revered by the Persians,

you send the libations to the subterranean chambers,
and we with hymns will ask

the escorts of the dead

to be benevolent beneath the earth.

You, pure gods of the underworld,

Earth and Hermes and king of those below,

send up the soul from below into the light.

For if he knows any further cure for our problems,
he alone of men could tell how to bring it to pass.
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Does my blessed King, equal to a god, hear me str. 1
as I let forth in my barbarian language clear,
varied, ceaseless and harsh-sounding utterances?
Will my cries of misery and pain
get through?
Is he listening to me from below?

But you, Earth, and the other leaders of those below, ant. 1
permit the proud spirit

to come from your halls, the Sousa-born god of the Persians.
Send him up;

the soil of Persia

has never covered his like before.

Beloved was the man, beloved his funeral mound, str. 2
beloved the disposition of the person it has covered.
Aidoneus, be his escort, Aidoneus, send up

the divine ruler Darian! éé.

For he never killed our men ant. 2

through the ruinous waste of war.

He was called godlike in counsel for the Persians, and
godlike in counsel

he was, since he steered the army well. éé.

Shah, ancient Shah, come, draw near, str. 3
arrive at the very top of your funeral mound,

raising the yellow-dyed slippers on your feet,

and revealing the tip of your kingly tiara.

Come, benign father Darian! oi.

Come that you may hear about the strange new ant. 3
suffering;

master of masters, appear!

Some Stygian mist is floating - verhead,

for all our young men have recently perished.
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Come, benign father Darian! ol.

Alai, aiai! epode

O you whose death was much lamented by your friends,

master, master, what is the reason

for this double error(?)

For all the triple-banked ships of this land have been
destroyed

and are ships no more, ships no more.

[The ghost of Dareios appears over his funeral mound.]

Dareios

685

690

Chorus
695

Dareios

700 Chorus

O faithful of the faithful, contemporaries of my youth, aged
Persians, what is the sorrow the city is suffering? The
ground groans, has been beaten, is being gashed. The sight
of my wife close to the tomb fills me with fear; I received
the libations graciously. But you are performing a dirge,
standing near the tomb, and pitifully summon me, raising
your voices in necromantic wails. Leaving Hades is
especially difficult, and the gods of the underworld are
better at taking than releasing. Nevertheless, since 1 have
authority amongst them, I have come. But hurry, so that I
cannot be reproached about the time I have spent. What is
this new and onerous evil crushing the Persians?

Awesome to me is the sight of you, str.
awesome it is to me to speak face to face with you,
on account of my old fear of you.

Since I came here from below in obedience to your laments,
do not make a long oration, but speak to me in concise
words and get the whole matter over, casting aside the awe
in which you hold me.

I am afraid to oblige ant.
I am afraid to answer,
in words hard for friends to utter.
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Since you men are inhibited by the old fear in your minds,
you, high-born lady, aged partner of my marriage bed, stop
these tears and lamentations and tell me something clear. It
is the human condition that calamities happen to men. For
mortals face numerous hazards, coming both from the sea
and the land, and the longer life is extended the more there
are.

O you who in your fortunate destiny outdid all men in
prosperity, while you looked upon the sun’s rays you were
enviable, living your life happily among the Persians, like a
god; and now I envy you, because you died before
witnessing the depths of our disasters. You will hear,
Dareios, the entire story in a brief statement: the Persians,
“the destroyers of cities”, have been utterly destroyed.

How? Were they blasted by some plague, or was there civic
strife?

Not at all. But the entire armed forces have been destroyed
at Athens.

Which of my sons led a campaign there? Tell me.

Raging Xerxes, after emptying the whole continent.

How did the poor wretch attempt this foolish enterprise -
with the army or the navy?

Both. The front was a double one, incorporating both forces.
How did such a great land army manage to get over there?
He yoked the strait of Helle with contraptions to make a
road over it.

He actually managed to close up the great Bosporos?

Yes. But perhaps one of the gods facilitated his project.
Alas, it was a mighty god that came upon him, to make him
lose his judgement.

Indeed, for one can see the disastrous result of his
achievement.

What happened to them to make you lament like this?

The defeat of the navy determined the destruction of the
land army.

Has the whole force then been completely wiped out by the
spear?

Yes: not only does all Sousa lament its emptiness of men...
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Alas for the trusty protection and assistance the army gave!
...but all the Bactrian people have disappeared to a man.

O miserable wretch, the allies he lost were in their youthful
prime.

They say that only Xerxes, with hardly any men...

How and where did he end up? Is there any chance of his
survival?

...gladly reached the bridge which yoked the two continents.
And so he has reached this continent safely; is this true?
Yes. This account of events is clearly correct; there is no
disagreement.

Alas! How swiftly oracles have been accomplished! Zeus
has hurled down on my son the consummation of
prophecies. I trusted, I suppose, that the gods would bring
them to fulfilment in some far distant time. But when
someone is himself hasty, god lends assistance, too. Now it
seems that a fountain-spring of misery has been discovered
for all those dear to me. And this was achieved by my son,
uncomprehending in his youthful audacity, the man who
thought he could constrain with fetters, like a slave, the
sacred flowing Hellespont, the divine stream of the
Bosporos. He altered the very nature of the strait, and by
casting around it hammered shackles furnished a great road
for his great army; although only a mortal, he foolishly
thought that he could overcome all the gods, including
Poseidon. Surely this must have been some disease
affecting my son’s mind? I am afraid that the great wealth I
amassed by my labours may be plundered by the first comer.
Raging Xerxes learned the idea from talking with wicked
men. They said that while you had acquired great wealth for
your children by your valour, his lack of manly courage
made him play the warrior at home, and he did not increase
the prosperity left by his father at all. It was because he
heard reproaches of this kind expressed frequently by
wicked men that he decided to implement the road over the
Hellespont and the campaign against Greece.

And so he has brought about something so momentous, so
unforgettable, that it has never before befallen: the complete
emptying out of the city of Sousa. This has never happened
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since lord Zeus bestowed this honour on us, that a single
man should have command over all of sheep-rearing Asia,
and wield the sceptre of authority. For Medos was the first
leader of the people, and his son was the next to accomplish
this task, for good sense steered his heart. Third in line came
Kyros, a most fortunate man, whose rule brought peace to
all his friends, and who acquired the peoples of Lydia and
Phrygia and controlled all Ionia by force. For god held no
grudge against him, since he was of kindly disposition.
Kyros’ son was the fourth to direct the host, and the fifth
ruler was Mardos, a disgrace to his fatherland and the
ancient throne. He was killed in the palace by noble
Artaphrenes, along with some friends whose obligation it
was. Sixth came Maraphis. seventh Artaphrenes, and then
myself. The lot I desired fell to me. And I went on many
military campaigns with a large army, but I never brought
such a great catastrophe upon the city. My son Xerxes is a
young man who thinks young thoughts and does not
remember my injunctions. For know this well,
contemporaries of mine: none of us who have wielded the
royal power would ever have been responsible for so much
suffering.

What then, lord Dareios? What conclusion are your words
pointing to? In the circumstances how can the Persian
people do best?

Only if you take no expedition into Greek territory, not even
if the Persian army is larger. For the very soil of Greece is
their ally.

What do you mean? How is it an ally?

It starves to death any excess population.

But the force we will muster will be a fine one, carefully
selected.

No. Even the forces now in Greek territory will fail to return
home safely.
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What are you saying? Is the barbarian force not crossing the
straits of Helle from Europe intact?
Few enough out of so many, if one who contemplates what
has happened should have any trust in the gods' ordinances.
They all without exception come to pass. This means that
Xerxes, in leaving his selected troops behind, is deluded by
empty hopes. They are waiting where the Asopos waters the
plains with his streams, to fatten pleasingly the Boeotian
land. The pinnacle of misery and suffering awaits them
there, in requital for hubris and godless designs. When they
went to the land of Greece they were not ashamed to steal
images of gods, nor to set fire to temples; altars have
vanished from sight, and the shrines of the gods have been
uprooted from their foundations and turned upside down in
total chaos. And so they suffer tribulations no less than those
they have caused themselves, and they will suffer more, nor
is there yet any solid base to their troubles: they are still
welling up. So great will be the bloody sacrificial slaughter,
caused by Doric spears, on the earth of Plataea. Piles of
corpses will mutely signify to the eyes of people even three
generations hence that mortals must not think thoughts
above their station; for hubris flowers and produces a crop
of calamity, and from it reaps a harvest of lamentation.
Consider what the penalties for this are like, and remember
Athens and Greece, so that no-one may scorn the situation
god has put him in, lust after what belongs to others, and
pour away great prosperity. For Zeus stands over and
chastises arrogant minds, and he is a stern assessor. So in the
light of this, use sensible words of warning to admonish
Xerxes to behave temperately and stop offending the gods
with his boasts and excessive confidence.
But you, aged and beloved mother of Xerxes, go home,
get suitable clothing for your son, and meet him. For in his
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anguish at the catastrophe he has completely ripped up the
embroidered robes he is wearing into tattered threads. So
calm him down with kind words; you, I know, are the only
one he will be able to bear listening to.

I am now going back down into the subterranean
darkness. Elders, farewell to you. Lend your souls to
pleasure a day at a time, despite the difficulties, since wealth
is of no use to the dead.

[Dareios disappears from view.]

Chorus

Queen

It was agonising to hear about the barbarians’ many
tribulations, both now and in the future.

O god, numerous harsh pains are afflicting me, but the
misfortune which hurts me most of all to hear about is that
my son is disgraced by his clothes on his body. I shall go
and get robes from the palace and try to meet him. For I
shall not fail those dear to me in a time of trial.

[Exit the Queen in the direction of the palace.]

Chorus

O popoi, what a great and excellent str. 1
life of civic order was ours, when the old

all-sufficing undamaging invincible

godlike King Dareios ruled the land!

First we proved ourselves glorious on military ant. 1
campaigns,
and then a system of laws, steadfast as towers, regulated
everything(?)

Our men return to their homes again from wars
successfully, uninjured and unharmed.

How many cities he took without even crossing str. 2
the river Halys,

without even leaving his hearth:

the Acheloian cities neighbouring the gulf of Strymon,

Thracian garrisons.
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And the walled cities on dry land outside the lake ant. 2
knew him as their King,
proudly situated around the broad stream of Helle;
and the creeks of the Propontis,
and the mouth of the Black Sea.

And the sea-washed islands opposite the str. 3
coast of the peninsula, lying near this country,

such as Lesbos and olive-producing Samos,

Chios and Paros, Naxos, Mykonos,

and Andros the close neighbour of Tenos.

ant. 3
And he governed the sea-girt islands between the coasts,
Lemnos and Ikaria,
Rhodes and Cnidos, and the cities of Cyprus,
Paphos, Soloi and Salamis, whose
mother-state is the cause of the lamentations now.

And he governed in his wisdom the cities rich in  epode

wealth and men in the Ionian land colonised by Greeks.

He had at hand the indefatigable strength of men

under arms and a great variety of allies.

But now there is no doubt that through wars we are enduring

the gods’ reversal of our fortunes;

we have suffered a great defeat through blows inflicted at
sea.

[Enter Xerxes, in rags and on a curtained vehicle, from the same

direction as the messenger.]

XERXES

10!

Wretched me, I have suffered a loathsome

and totally unexpected fate!

How cruelly god has come down on the Persian race!
Miserable me, what is to become of me?

The vigour has gone from my limbs
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as I contemplate the advanced age of these citizens.
O Zeus, I wish that fate had shrouded me

with death as well,

along with the men who died.

Otrotoi, my King! Alas for your noble army

and for the great prestige of imperial Persia,

and for the glorious men

whom god has now cut down!

Earth laments the youth of the young

men she bore, killed by Xerxes, who has crammed
Hades with Persians. Many men

from Agbatana - the flower of the land,

archers, a great thicket of men,

tens of thousands of them - are destroyed.

Aiai aiai - their cherished might!

The land of Asia, O King of the country,

has terribly, terribly been brought to her knees.

Behold me - oioi - I am lamentable! str. 1
I have become a miserable blight

upon my family and my fatherland.

To salute your return I shall let forth this

cry of ill omen, the ill-auguring sound

of a Mariandynian mourner,

a wail full of tears.

Let out your ceaseless, dismal, ant. 1
harsh-voiced noise, for god has now

changed course against me.

I shall indeed let out my dismal noise,

honouring the people’s suffering, and the city of my birth,
which mourns the disasters incurred at sea.

I shall shriek a tearful lament.

93
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Chorus

Robbed by the Ionian

— the Ionian — Ares, with his fences of ships,
favouring the other side,

ravaging the night-dark surface of the sea
and the ill-starred shore.

Oioioi - cry it out, and find everything out.
Where is the rest of your crowd of friends?
Where are your comrades,

such as Pharandakes,

Sousas, Pelagon and Datamas?

Psammis and Sousiskanes,

who left from Agbatana?

I left them behind, destroyed,
disappearing from Phoenician ships
onto the strands

of Salamis, striking

against the harsh coast.

Oioioi - cry it out; where are your Pharnouchos
and noble Ariomardos?

Where lord Seualkes

or Lilaios of noble birth?

Memphis, Tharybis and Masistras,
Artembares and Hystaichmas?

I put the question to you again.

Io io, ah me!
When they saw Athens, ancient
and abhorrent, all at one oar-stroke —

Str. 2

ant. 2

str. 3

ehe ehe - they lay gasping, poor wretches, on the shore.

And what of the best of the Persians,
your most faithful, all-seeing Eye?
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The one who counted the tens of thousands
[ ], the fairest son
of Batanochos,
son of Sesames, son of Megabates?
And Parthos and great Oibares -
did you leave them behind, leave them behind? O &, for
their misery!
You tell of evils beyond evils for high-born Persians.

You stir up in me longing ant. 3

for my noble comrades,

telling of unforgettable - unforgettable - and loathsome evils
beyond evils.

My heart cries out - cries out - from within my limbs.

There are yet others we long for -

Xanthes, commander of ten thousand

Mardians, and Anchares the Arian,

and Diaixis and Arsakes,

lords of the cavalry,

[ ] and Lythimnas

and Tolmos, insatiable in war.

I am astounded - astounded - that they do not follow

behind the wheels of your curtained car.

They have gone, those commanders of the army.  str. 4
They have gone - oi - into obscurity.

le ie, io io!

lo io, O gods,

you caused an unexpected and outstanding

disaster! How terribly Calamity looks at us!
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We have been struck down - oi - from our ant. 4
lifelong good fortune...

We have been struck down; for it'is clear....

... by new anguish, by new anguish!

... that we encountered the Ionian sailors

to our misfortune.

The Persian race is unlucky in war.

How could it be otherwise? It is a miserable str. 5
blow for me to have lost so great an army.

Is anything left of the Persians, O man of great calamity?
Do you see what remains of my outfit?

Isee, I see.

And this quiver...

What is this that you say has survived?

...the storehouse of arrows?

Little enough out of so much.

We have been deprived of those who defended us.

The Ionian people do not run away from battle.

They are too warlike; I watched ant. 5
an unexpected disaster.
Do you mean the rout of our naval force?

I ripped my gown because of the disaster which happened.

Papai, papai!

And even more than papai.

Twofold, threefold are...

...our afflictions. But they delight our adversaries.
Yes, and our strength was shorn off.

I am stripped bare of escorts.

By the disasters incurred by our friends at sea.

Weep, weep at the disaster; proceed towards str. 6
the palace.

Aiai, aiai, agony, agony.

Cry out in response to me.
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A wretched response of wretched cries to wretched cries.
Shout your song along with me.

Ototototoi!

This misfortune is hard to bear:

ol, this pains me exceedingly too.

Row with your arms like oars, row them, and ant. 6
groan for my sake.

I weep in my distress.

Cry out in response to me.

This is my concern, master.

Raise high your voice in wailing.

Ototototoi!

Groans will mingle,

oi, with blackening blows.

Beat your breast and cry out the Mysian lament. str. 7
Agonising, agonising!

And ravage for me the white hair of your beard.

I do so with tightly clutching hands and terrible despair.
Scream sharply.

This too I will do.

Tear the robe on your breast with your finger-nails.  ant. 7
Agonising, agonising!

Pluck your hair and pity the army. .

I do so with tightly clutching hands and terrible despair.

Let tears fall from your eyes.

My eyes are wet.

Cry out in response to me. epode
Oiol, oioi.

Wail as you proceed towards the palace.

1o, i0; the Persian earth is hard to tread.

Cry ioa throughout the city.

Ioa indeed,; yes, yes.
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Xerxes Wail, you who tread softly.

Chorus [0, io; the Persian earth is hard to tread.

Xerxes E-¢, é-¢, triple-banked....

Chorus ....é-¢, é-¢, were the ships in which they died.
<Xerxes Escort me home now.>

Chorus I will indeed escort you with harsh-voiced wails.

[Xerxes and the chorus exeunt in the direction of the palace.]
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Commentary

(Throughout this book line references are to the Greek text, rather than to the
translation, of which the numeration is occasionally slightly different: a line reference
followed by an asterisk (e.g. 8*) refers to the commentary on that line in the Greek
text).

Hypothesis

This ancient preface to the play is probably a late compilation of observations dating
back to the Hellenistic scholars of Alexandria. It is included in the manuscripts with a
certain degree of variation, especially in connection with its account of the Persian
wars.

Glaucus: It would be comforting to be able firmly to identify this unknown ancient
scholar with Glaucus of Rhegium (in southern Italy), a late fifth-century critic writing
within decades of both Phrynichus and Aeschylus. ‘

modelled: On the interpretation of the Greek term mapamnenotfjcBar rests our view of
the extent to which Aeschylus' play was dependent on his predecessor. The verb
napamolely can have a pejorative connotation: Thucydides uses it of making a false
copy of a seal (1.132), and it can mean 'to parody' (Dio Chrys. 32.81). But it usually
means 'to alter slightly' (Paus. 5.10.1), or 'to copy with alterations' (Athen. Deipn.
12.513a). However much Aeschylus adapted from Phrynichus' play, we can be certain
that he did make some significant alterations (discussed below).

"These...": If the first lines of the two plays are representative, Aeschylus did not
simply reproduce any of the work of Phrynichus. Although similar, the opening words
differed in metre, in terms of the verb in the participle (BefnkéTwy /oixopévwy), and
in Aeschylus' omission of the word ndxav ('long ago').

Phrynichus: On this tragedian and his work see Introduction, pp. 7 and 14.

eunuch: The eunuchs of the Persian court fascinated the Greeks, who found them
emblematic of the effeminacy and the cruelty which they attributed to their historic
enemy. Eunuchs appeared in Sophocles' Troilus and Euripides' Orestes (see Hall 1989,
157-8).

defeat: Phrynichus' play was constructed completely differently if the audience was
aware from the prologue onwards that Xerxes had been vanquished.

prepared: The Greek oTopévvupt means 'to strew' or 'put coverings on' something,
often to 'make up' a bed (e.g. Il. 9.621). By having his eunuch put out cushions or rugs,
Phrynichus was playing on the Greeks' obsession with the luxurious textiles of the
Persian court (see 543-5%).

thrones: Although 8pdvos can simply mean 'chair', it probably here implies regal
thrones of state (see e.g. Hdt. 1.14).

magistrates: In Herodotus (7.147, 8.138) the word mdpeSpou is used specifically of
the special counsellors who 'sat beside’ Xerxes, although it can often have the technical
sense 'state magistrate'.

elders: It was a big change to substitute senior male Persians for Phrynichus' female
Phoenicians, and may suggest that Aeschylus changed the focus of the play from
private bereavement to public grief at a catastrophe afflicting the empire as a whole.
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Greece: Some manuscripts add here details of the size of the cavalry and navy.
Menon: A fourth-century inscription allows us to date Menon's archonship to 473/2,
and therefore Aeschylus' production to the spring of 472 (IG ii> 2318 = TgrF1DID A
1); the inscription adds that Pericles was the chorégos.

Phineus...: On these plays see Introduction, pp. 10-11.

Atossa: See 155*.

1-154: Parodos

The chorus of elderly Persian royal advisers, greying and bearded (1056), dressed in
long ceremonial robes (mémiot, 1060), file into the theatre via the parodoi, the passages
to the sides of the central dancing area (orchéstra). Their entrance song is designed to
inform the audience of the precise chronological point at which actors and audience
are collectively entering, through the medium of dramatic illusion, the Persian city of
Sousa: the Persian army left for Greece some time ago, and has long since crossed the
Hellespont, but no news has yet arrived as to the outcome of the expedition.

The parodos falls into three distinct parts. (i) A 'programmatic’ section (1-64),
whose temporal focus is the past. After explaining their own identity, status, and
topographical location, the chorus give an account of recent events, including an
overview of the contingents and commanders who have followed Xerxes to Greece but
of whom they have as yet had no news. The metre is the so-called 'marching anapaest',
a metre from archaic times associated with a synchronised military pace (see further
Raven 1968, 56-61, West 1987, 29, 48-9): it was probably chanted, since anapaests
followed a musical line dissimilar from the natural pitch of the tonal Greek language
(Potscher 1959); strophic lyrics in Persae are usually preceded by anapaests (532-47,
623-32, 908-31), and may have been used to occupy the time while the chorus arranged
themselves for the stasima (Ruijgh 1989). M.L. West calculates that since an anapaestic
metron (U U — U U —) corresponded to a double pace, the chorus probably took 119
double paces during this section (1990a, 8). (ii) A more emotional, imaginative, and
pessimistic section (65-139), which moves from the past into the future. The metre
changes to lyrics, with the 'Ionic a minore' prominent (65-139*). The chorus express
their acute anxiety about the fate of the Persian forces, offer images of Xerxes crossing
the Hellespont and leading his great army from his royal chariot, and anticipate the
terrible distress and scenes of mourning which a Persian defeat would inflict on their
people. (iii) A brief, pragmatic section (140-54), which returns abruptly to the present
situation, marked by the return to anapaests. The chorus recall their current purpose -
to reflect on the situation - but are interrupted by the arrival of the Queen.

1-2 "The Faithful"...Greece: The Persian counsellors refer to themselves in the
neuter plural (Td8e), a construction which tends to lend an impersonal or formal
effect: in this play it suggests the self-conscious formality of the Persia court: cf.
171 (ynparéa motdpata), 681 (motd moTdv), and 851 (& ¢{ATaT’). Here it
lends a solemn tone to the opening line. The Greeks believed that the Persian
kings named their close advisors by an Iranian term meaning 'The Faithful' (Hdt.
1.108, Xen. Anab. 1.5.15); the stem pist- recurs in reference to the chorus and
other important figures in Xerxes' regime (171, 443, 681, 979). By choosing it
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Aeschylus makes the first of many attempts at lending authentic ethnographic
colour to his evocation of Persia. The fundamental opposition of the whole play,
Persia/Greece, is set up immediately. who have gone: The verb o{xopal (go)
could be translated throughout by 'depart’, providing the same ambiguity and
overtone of death as the Greek term (LSJs.v. olyxopar II.1). Aeschylus gradually
unfolds the implications of the verb in this anapaestic section (see 13, 60,
Winnington-Ingram 1973a). ,

the sumptuous palace: The luxury and wealth of Persia and its court is to be a
recurring issue until Dareios' climactic statement at 842 that wealth is of no use to
the dead. The chorus do not use a deictic to say 'this' sumptuous palace, because
the play is set at a sufficient distance from the royal household for the Queen's
chariot entrance (at 155) to be plausible. rich in gold: The gold of Asia.
contrasted with the silver from the Attic mines at Laureion (238%*), is one of the
standard poetic signifiers of the barbarians in this play. mentioned several more
times in the parodos alone (45, 53, 80).

lord Xerxes...son of Dareios: One of the means by which Aeschylus suggests the
hierarchy and extravagant protocol of the Persian court is by the serial
accumulation of titles bestowed on members of the royal family (see e.g. 155-7,
633-4, 854-6). seniority: The chorus members are elderly, contemporaries of the
dead Dareios (681), but the term mpecBela also implies seniority in status.

the homecoming: This play is the first of many by all three tragedians with a plot
structured around the return home (nostos) of the male head of the household (e.g.
Aesch. Ag., Soph. Trach., Eur. HF). The archetypes of the nostos-plot were the
cyclic epic 'Returns' (Nostoi), which told of the returns of heroes such as
Agamemnon from Troy, and, of course, the Odyssey. The theme is picked up by
the chorus of this play at 935, shortly after the long-awaited arrival of Xerxes (see
also 261).

gold-bedecked: The army, like the palace (3), is rich in gold. Although
Wecklein's popular emendation moAudv8pou (‘of many men') makes arguably
better sense in the light of line 12 (and cf. 73 and 533), moAuxpioou 1is an
appropriate enough epithet for the army: Herodotus (9.80) remarks on the golden
spoils the Greeks took from the Persians after Plataea; a possibly Simonidean
epigram quoted by a fourth-century orator calls the Medes at Marathon 'gold-
bearing' (xpuooddpwv): Simonides EG 21.2).

prophetic of disaster: At Aesch. Sepr. 722 the Erinys that Oedipus called down
upon his sons is likewise kakduavtis. Aeschylus typically slightly adapts a
familiar Homeric expression: in the first book of the Iliad Agamemnon calls
Calchas 'prophet of evil' (ndvtt kakdv, 106). On Aeschylus' physiology of the
emotions see 745-50*. is troubled: A strange word, explained by Hesychius as
Tapdooetar (‘is disturbed'): see the discussion in Pernée 1985. The verb
dpoodoméw is identical in meaning to époorometw: in the Homeric Hymn to
Hermes the divine infant asks Apollo 'why are you angrily harassing me?'
(xohovpevos dpooromelers, 308). Cf. Anacreon's epithet of Ares, dpadromos,
'troublesome’ (fr. 393 PMG).

clamours at the young man: Baiietis an unexpected word to find in the context,
since this metaphor from the barking of dogs often implies the murmured
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expression of secret, hostile, or disaffected sentiments (Ag. 449-50), although here
it may imply the foreignness of the language, for at Pers. 574-5 the chorus
describes its own voice as making a sadly 'barked' (SuoBdukTov) noise in
lamentation. The text could be translated 'snarls that the man is too young', or
‘murmurs at having a youthful (or new) king', or even 'snarls "the man is young!"".
There may be textual corruption. The youth and inexperience of Xerxes later in
the play certainly become part of its explanation for his disastrous career (744,
782, see Paduano 1978, 95-6), although in reality Xerxes, at around forty years of
age. was no spring chicken at the time of Salamis.

14 no messenger: Although it is unlikely in the extreme that in reality no news of the
army had come to the palace by this stage, the lack of awareness here expressed
by the chorus is necessary if the extended 'messenger scene' (249-514) is to
achieve its full emotional impact. on foot or on horseback: The normal tragic
messenger arrives on foot. It is possible that Aeschylus is suggesting the
angaréion (a Persian loan-word). the Persians' fast and efficient courier-system
described by Herodotus, in which one horseback courier handed over daily to
another at stage-posts along the route (8.98). The word angaros occurs in
reference to the beacon fires in Agamemnon (282). In Timotheus' Persians one of
the barbarians dying at Salamis is described as coming 'from the land of couriers
who run across it in a day' (fr. 791.40-2 PMG).

16-18 Forsaking Sousa: This implies that all the commanders and contingents to be
enumerated between 21 and 32 had mustered at Sousa before the expedition.
Agbatana: The capital of the old Median empire, crushed and assimilated by the
Persians under Kyros in 550/49; the Greeks used the names 'Medes' and 'Persians’
interchangeably. Aeschylus in this play uses a Hellenised form of the name closer
to the authentic Persian Ha™gmatana ('place of assembly') than the usual
Hellenisation Ekbatana. which suggests an authentically Persian form of
pronunciation (Kranz 1933, 86). Cf. 535. 961. Kissia: According to Herodotus
Kissia was the district within which the city of Sousa was situated (5.49), although
this play may imply that it was a separate community (120). Aeschylus may have
derived the name from the Ionian Hecataeus' proto-historical Periegesis (I FgrH F
284): see 21-58*. they went: The postponement of the verb (see also 25) helps to
suggest the sheer size of the forces.

21-58 The chorus embark on a catalogue of the commanders of the Persians' army
and navy. and the contingents they led, similar to the poeticised cartography to be
found elsewhere in Aeschylus (see 480-514%*). It is conspicuous that it does not
include any of the Greek peoples and leaders who fought for Xerxes (see 771.
852-907*). The military catalogue had of course an ancient archetype in the
tradition of oral epic: see especially the catalogues of Achaean and Trojan forces
in the lliad (2.494-759. 816-77) and the catalogue of Trojan allies which
concluded the lost cyclic Cypria (Proclus, Chrest. 80 = PEG, p. 43). Catalogues
of foreign-sounding peoples and places were familiar from the Hesiodic
Catalogue of Women. especially books 2-3: see Merkelbach 1968, 136-9, M.L.
West 1985, 76-91. 144-54. Hall 1989, 35-7. But many scholars assume that
Aeschylus' source for the catalogues was Hecataeus' Periegesis; Hecataeus is
described by Herodotos in a meeting at Miletus. 'enumerating all the tribes under
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Dareios and showing how great the king's power was' (5.36). Although Aeschylus
may have derived some place-names from Hecataeus (see 16-18*, 317*, 935-
40%*), and possibly some information on barbarian clothes (see 660%*). there is
however no way of proving the extent of his debt to the early historian (see
Introduction, pp. 14-15).

21-32 The catalogue commences with Persian commanders.

21

22
23

24

Amistres: The first proper name in the first of six such catalogues of barbarian
military commanders, also marking the messenger's first long speech (302-27),
and Xerxes' kommos (958-61, 967-72, 981-5, 993-9). In striking contrast, not a
single Greek individual is ever named (see 355*). These passages create within
Greek diction the impression of barbarian speech. especially where they are listed
consecutively with no Greek words to dilute the cacophonous effect (e.g. 958-9).
They imply the strangeness of the Persians' language and their superiority in
numerical terms. They largely do not conform with those of Herodotus' Persian
commanders; their historical authenticity is impossible to establish, and it is not
even clear whether Aeschylus had access to a source which had been lost (see
Introduction pp. 14-15), was drawing on the Athenians' collective memories of
the war, or whether he invented some or all of them. Even their etymological
possibility in the Iranian language is controversial. Keiper (1877, 53-114) thought
that about 75% were recognisably Iranian. Kranz saw an authentic historical
figure lying behind most of the names, but thought that most of them had been
disguised in form or considerably Hellenised (1933, 90-3). Lattimore (1943, 86-
7), while believing that the names of Xerxes' personnel were largely fictitious,
thought that most of the 'invented' warriors bore genuine Iranian proper names.
Schmitt (1978, 70-1) concludes that the poet had only a small repertoire of Iranian
names to draw on, and that the names in the parodos are much more plausible than
those in the kommos at the end of the play. There is no doubt that some of the
elements in the names of the leaders indicate (if they are invented) a sensitivity to
the sound of the Iranian language (see 22*, 967-73*). Artaphrenes: The Art-
element in this and several other of the proper names in the play is a Hellenisation
of an Iranian root meaning 'the right' (Benveniste 1966, 83-5. 97, 101-2, 117),
which is common in Persian inscriptions (Burn 1970, 52).

Astaspes: The element -aspes is derived from the Iranian for 'horse’.
commanders: Tayds (see also 324) is an elevated term found only in solemn
contexts or parodies of them (e.g. Ar. Knights 159)

kings...the great King: This is a grammatical inversion of the expression 'King of
kings', probably attested first here in Greek literature, and known to be a Greek
translation of the Persian title xSdya6iya xdya6iyanam (Schmitt 1978, 19).
Dareios used it on the Behistun inscription: 'T am Dareios, the great King, the
King of kings, the King of Persia' (Kent 1953, 140 par. 8h); see also Burn 1970,
27, Missiou 1993. It had Assyrian and Median antecedents (Frye 1964, 34-46); a
similar grammatical form is attested in Egyptian literature (Gwyn Griffiths 1953,
151), and it is recurrent in the Bible (see Revel. 17.14, 19.16. 'King of kings and
lord of lords'). The Egyptian chorus of Aeschylus' Supplices (524) call Zeus 'king
of kings' (dva¢ avdkTwv). For the technically minded the plural term in such
phrases is an example of the 'paronomastic genitive of intensity'. See also 664-6*.
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681*. subject: The term hupochoi probably refers to the satraps, the provincial
governors of the Persian provinces; Herodotus and Thucydides call them
hupochoi. and the term is here used of Persian (rather than e.g. Egyptian)
commanders. The term sarrapés, the Hellenisation of the Iranian xSagapava, is not
attested until the early fourth century.

invincible archers and horsemen: Herodotus says that Persian youths were
trained 'to ride and in archery and to tell the truth' (1.136). See also 555-6*.
terrifying to look upon: Aeschylus frequently prompts the visual imagination of
his audience by such expressions (48, 179, 210, 398).

29-32  Artembares...horses: The catalogue-effect is heightened by the absence of a

verb. These lines further develop the theme of Persian horsemanship and archery
(26*), and insinuate the image of the chariot. which, along with the bow and the
yoke. is to become one of the play's symbols of the Persian empire (84*). the
charioteer: The Greek word inmoxdpuns in the Iliad means 'one who fights
from a chariot' (24.257). It is one of several epic terms used by Aeschylus to
convey the strangeness of the Persians' language. substituting diction which would
have sounded archaic to the fifth-century audience for the ethnically alien (see
Michelini 1982, 77-8, 105); on Homericisms in Persians generally see Sideras
1971. 198-200. 212-15.

33-40 The chorus turn to Egypt, annexed by Kambyses in 525 BC (Hdt. 3.1-15).
33-4 the great and fectile Nile: The Greeks. ever envious of the Egyptians' abundant

36

arable land. were fascinated by this river. A fragment of Aeschylus (300 TgrF)
reflects contemporary theories about its source of emanation; the Danaids in his
Suppliants sing in the Nile's praise (561. 854-7), emphasising its fecundity and
life-giving properties, in a manner which suggests that Aeschylus may have been
familiar with Egyptian hymns to Hapy, the personified Nile (Hall 1989, 144).
Euripides opened his Helen, set in Egypt. with the ropos of the fertile Nile (1-3),
in lines hilariously parodied by Aristophanes (Thesm. 855-7). 'The Nile' often
stands in poetry metonymically for 'Egypt'; see Aesch. Suppl. 281, 880, 922.
sacred Memphis: Often regarded as the centre of lower Egypt, Memphis was
supposedly the site for the celebration of Egyptian mysteries, and had numerous
famous temples (Hdt. 2.153. 176).

37-8 governor: The verb édémerv, only here in tragedy, may imply that Ariomardos'

39

leadership style was autocratic: in the /liad it is used of 'driving' or 'whipping on'
horses (16.732. 24.326 - with padoTiyl). ancient Thebes: In the Iliad Achilles
turns down Agamemnon's offered gifts. saying that he would not even accept 'all
the wealth that goes...to Egyptian Thebes, where the houses hold vast numbers of
possessions - Thebes, the city of a hundred gates. and two hundred warriors with
horses and chariots pass through each' (9.381-4). For Greek authors on Egyptian
Thebes see Burkert 1976.

skilled oarsmen: Egyptian rowing seems to have fascinated Aeschylus; in his
Suppliants Danaos vividly describes the leading ship of the fleet of the sons of
Aigyptos, her sail furled, being rowed in to shore (719-23). According to
Herodotus the Egyptians' main contribution to Xerxes' force was naval (7.97).
from the marshes: Thucydides calls the marshmen of the Nile 'the most warlike'
of the Egyptians (1.110).



40

COMMENTARY 111

incalculable horde: On the theme of numbers and the leitmotif of astonishing or
excessive size (mAfifos), see Introduction, pp. 24-25.

41-52 From Egypt the chorus turn to the Persian provinces in mainland Asia.

41

Lydians: Kyros conquered Lydia in 547/6 BC. and it became the chief Persian
satrapy in western Asia. live in luxury: Literally. 'having a soft lifestyle'. This is
the first of a remarkable series of compound adjectives with habro- in the play
(133-9%*, 541-2*, 543-5*, 1073*). They helped to canonise the notion of aBpocivn
(like xA181, 544, 608) in the semantic register of orientalism (see Antiphanes fr.
91 PCG). The earliest appearances of &Bpds are in references to the delicacy of
young women (Hesiod fr. 339 MW), goddesses, and young eastern gods (Sappho
frr. 44.7, 128, 140.1 PLF); in reference to men and cities afpds is usually
pejorative, implying an excessive luxury and consequently effeminacy (Hall 1993,
120-1). The Lydians' aBpooivn became a traditional topos: Herodotus tells how
they fell from warlike manliness into afpooivn when Kyros ordered them to
exchange their weapons for musical instruments and shopkeeping (1.155-7).

42-3 the entire continental-born race: Under Xerxes the Lydian satrapy, based at

43
4

45

46

47

48

Sardis, was in charge also of Mysia (52*) and of the Ionian Greek settlements in
Asia minor: the 'continent' (fmeirpo-) here seems to mean the western coast of Asia
minor. It is conspicuous that Aeschylus at this point omits to specify these Greeks,
subsuming them under a vague collective term (although see 771%*, 852-907%).
The sheer length of the current sentence. with its relative clauses of increasing
extension (o{7’... ToUs...), mirrors the content.

Mitragathes: In Old Persian this would mean 'by whom Mithra [the supreme
Zoroastrian divine principle] is hymned'.

rulers: The term &{omos may sound exotic: its only other occurrence in tragedy is
in the mouth of a Thracian addressing other barbarians at Eur. Rhes. 741.
manifold gold of Sardis: On the term moXUxpueos, already applied to the
proverbially wealthy Lydian king Gyges by Archilochus (19.1 IEG), see 3*, 9*.
Herodotus says that gold dust was actually washed by a river through the market
in the centre of Sardis (5.101.2). In Euripides' /A the chorus imagine 'gold-decked
Lydian women' (moAUxpuoot Audai) as part of the mythical Trojan empire (786-
7). Sardis, the capital of the kingdom and then the satrapy of Lydia, had long been
famous for its metallurgy and wealth (the faction of the archaic Lesbian poet
Alcaeus received financial support from Lydia, fr. 69 PLF), and was thought to
have been the first place to mint coins.

set going: The verb 6ppuav or éfoppav is elsewhere used of setting an army in
motion (Hdt. 8.106, Eur. IT 1437, Or. 352). chariots: See 84*. The extended
emphasis on the Lydians' chariots is an expression of the powerful impact these
military vehicles seem to have made on the Greeks: the archaic poet Sappho
speaks of the outstanding visual beauty of 'the Lydians' chariots and armed
infantry' (PLF fr. 16.19-20, see Page 1955, 54-5). This section of the parodos
dwells on barbarian military hardware.

poles: At Xen. Cyr. 6.1.51 a 'four-poled' chariot has eight horses, which may
corroborate the view of a scholiast here, that Aeschylus visualised four-horse and
six-horse chariots respectively.

a terrifying sight: See 27*.



112
49

50

51

52

COMMENTARY

sacred Tmolos: A famous mountain in Lydia, mentioned in an earlier military
catalogue, for the Trojans' Maeonian allies in the Iliad were born 'beneath Tmolos'
(2.866). Tmolos is likewise 'sacred’ at Eur. Bacch. 65. are set on: In Homer this
verb is always singular and with a future infinitive implies a threat or promise
(e.g. Hector 'threatens’ or 'vows' (oTelTar) to cut the top of the poops off the
Achaean ships, /I. 9.241). But it once occurs, as here, with the aorist infinitive
(0d. 17.525).

yoke of slavery: The connection of Tmolos and the metaphorical yoke of political
subordination mtay have been suggested to Aeschylus by Theognis 1023-4 IEG, 'l
will never put my neck under the galling yoke of my enemies, not even if Mount
Tmolos is on my head'. The yoke is to become one of the most prominent images
in the play, associated throughout with the excessive and despotic exercise of
power. Xerxes is arrogant enough to 'yoke' the two continents (68-72, 722, 736),
in the Queen's dream Xerxes tries to yoke Greece and Asia to the same chariot
(191), but Greece smashes the yoke (196), and the imperial regime, which
proscribed free speech. was 'a strong yoke' (594). One of Aeschylus' most
effective techniques is the use of imagery which eventually becomes visually
concrete, and two 'yokes' actually appears in due course, when the Queen and
subsequently Xerxes enter the stage on vehicles (see 607-8*, 1000-1*). Archaic
poetry metaphorically associates the yoke with necessity (Hymn. Hom. Cer. 216-
17, Pind. Pyth. 2.93), or political domination (Theognis 1023 IEG); the 'yoke of
slavery' became a common metaphor in the fifth century (see Schreckenberg
1964, 24-7). Herodotus makes his Xerxes memorably declare that he will not rest
until he has made the Greeks submit to the yoke of slavery (7.8.3). Cf. Aesch.
Sept. 75, 471, 793. Soph. fr. 591.5. The conception of political subjection to the
Persian kings as 'slavery’ may have been suggested by their own practice of
calling even their lieutenants 'slaves'. for 8ofidos in epigraphy is attested as a
translation of the ba"daka occurring on the Behistun inscription (Cook 1985, 224
n. 1).

anvils of the lance: A scholiast plausibly explains this as meaning that Mardon
and Tharybis were as immovable under the onslaughts of spears as anvils under
the hammer. Much later Callimachus was to call Heracles 'The anvil of Tiryns'
(Hymn. Dian. 146).

Mysians...light spear: The Mysians also appeared in the Homeric catalogue of
Trojan allies (2.858). Under the Persians they were governed by the Lydian
satrapy. They were renowned for their light spears, which Herodotus says were
made of wood hardened in fire (7.74.1). Aeschylus put Mysians on the stage as
the chorus of his tragic Mysians, probably dealing with the story of the Greek hero
Telephus' sojourn in Mysia.

52-5 Babylon...with the bow: The whole of the eastern empire, which in actuality
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extended all the way to the Indus, is dismissed in these few lines, which may
indicate that Aeschylus knew very little about it beyond the name 'Babylon' itself.
rich in gold: See 3*.

such the flower: This has been repeated in English to avoid clumsiness. The
chorus here introduce one of the more important images in the play: the young
men of Persia are said to be its 'flower' (see 252, 925). dvBos is already used in
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the metaphorical sense of the 'bloom’ of youth (f{fns &v6os) in Homer (/1.
13.484), and Solon (fr. 25.1 IEG): for a discussion of its connotations elsewhere
see Borthwick 1976. In Persians the metaphor is consistently used in proximity to
the idea of the Persian earth as the young men's 'mother' (see 61-2%), and thus
springs into vivid life. Flowers have other, related connotations at 611-18* and
821-2%*.

61-2 land of Asia...nurtured them: The introduction of the recurring image of the land

63

of Asia as a fertile mother figure, or mother in mourning (see 548-9*, 922*, Hall
1993, 122-6): the play stresses the fecundity of Asia. violent yearning: Cf. the
'softly weeping' Persian wives at 135-6. The Persians' longing (nd8os) for their
men (see especially 992) is an important component of the emotional dimension of
the play (see Introduction, p. 19).

parents and wives: Such 'photographic’ glimpses into the private lives of the
Persians in the city and empire beyond the scene of the action pervade the play:
see especially 537-45.

65-139 After the conclusion of their 'marching' anapaests, the chorus commence a
strophic lyric system, based on Ionics a minore until 115, where trochaic and iambic
lyrics take over. The Ionic a minore metre (U U — —) recurs in the evocation of Dareios

(633-

71), in the chorus' responses to him (694-5 = 700-1), and in Xerxes' kommos (950-

6 = 962-8, 977 = 991). It is found elsewhere in association with the 'eastern' god
Dionysos (Eur. Bacch. 113-14 = 128-9, 144-53, Ar. Frogs 324-36 = 340-53), and
Headlam (1900, 108) suggested that its predominance in Persians helped to create its
castern atmosphere, a view now generally accepted (Dale 1968, 120-6, Korzeniewski
1968, 116-18, Hall 1989, 82-3).

65

66-7

which annihilates cities: Soon the chorus will explain that fate ordained the
Persian task of sacking cities (102-7); nepoéntors is identical in meaning and
stems to the Homeric mnToA{mopBos, epithet of warlike individuals such as
Achilles, Ares (II. 15.77, 20.152, Hes. Theog. 936) and Odysseus (Od. 8.3). The
term mepoénTolts almost certainly involves a word play; the pers- element is
connected with népoar, the aorist 1 infinitive of the verb mép8ery, 'to sack,
destroy', which sounds identical to the proper name ITépoat, 'Persians'. Aristotle
recommends exactly this verbal pun in his Rhetoric (3.1412b 2): see also 348,
585%, 714*, 1056, Couch 1931, Winnington-Ingram 1973a. The term may also be
suggestive of the place-name Persepolis, where Persian kings were (in reality)
buried. This line was famous enough to be parodied by the comic poet Eupolis
(Marikas fr. 207 PCG).

neighbours' land opposite: I.e. Europe. Euripides spells it out clearly in a
similar passage in his /on: the Ionian Greeks 'shall colonise the plains on either
side of the strait (dvti{mopBua...medla) that divides the two continents of Europe
and Asia' (1585-7).

68-72  crossing....together: This is the earliest example of one of the most famous

topoi in Greek and subsequent literature inspired by the Persian wars: the bridging
of the Hellespont (cf. Herodotus 7.34-6, 54-6; Timotheus fr. 791.72-4 PMG): the
theme is developed by Dareios and the Queen at 721-5, 745-50. Helle, Athamas'
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daughter: The Greeks liked to think that the Hellespont, for which this whole
phrase is a periphrasis (see others at 799, 876-8), derived its name from the
Theban princess Helle. Her wicked stepmother contrived to make Helle's father
Athamas decide to sacrifice her and her brother Phrixus: the children were rescued
by the golden ram, sent by their real mother Nephele, on which they flew off
across the sea. Phrixus survived, but Helle fell off into the famous strait, which
was thenceforward named after her. This mythical complex must have been
treated in archaic poetry, for it was popular in the fifth century: Aeschylus and
Sophocles both wrote plays entitled Athamas; Phrixus tragedies are attributed to
Sophocles and Euripides. floating bridge: oxe6{a can mean a raft or float (Od.
5.33, Xen. An. 2.4.28), or (as here) a bridge of boats (Hdt. 4.88, 97). bound with
flaxen ropes: For a detailed description of how the mechanics of the bridge may
have operated. see Herodotus 7.36: Odysseus's raft (oxe8(n) is 'bound with many
ropes' (moAUSeopos. Od. 5.33). The Persians' cables were taken to Athens (Hdt.
9.121) to be dedicated as offerings in the temples; epigraphic evidence proves
that some of them were dedicated at the Athenian Stoa at Delphi (Amandry 1953,
39, 104-15). yoking: See 50*. bolted together: Hesiod calls ships moAdyopdor
(Op. 660).

raging: 8oipios combines the senses of violent aggression and precipitate
hastiness (see 137-8, 718). It is probably important that in the Iliad only Ares is
Bolpos (e.g. 15.127): he is the god so keen on bloodshed, and so indiscriminate
about whose blood is shed. that Zeus calls him d\\ompdoarros (one who fights
on either side), adding 'you are the most hateful to me of all gods on Olympus, for
strife and wars and battles are always dear to you' (5.889-1). populous: See 9*.
godlike flock: In Homeric epic kings, especially Agamemnon, are called
'shepherd of the people' (mowpéva Aadv), and 'godlike’ (8€los). The chorus, in
accordance with their generally extravagant depiction of the army and
appropriation of the epic style (see 29-32*), make Xerxes' flock, rather than
himself, slightly superhuman. Kranz (1933, 87) was wrong in thinking this to
mean that Xerxes is seen as a god (see 156-7%).

76-80 equal of the gods: Dareios is also called todBeos (856), an innocent enough

word in epic, but with overtones of excessive self-aggrandisement in tragedy
(Conacher 1974, 151). golden race: According to Herodotus 7.61 and 7.150, the,
Persians claimed to be descended from the eponymous hero Perseus, who was
conceived by Danaé when Zeus visited her in the form of a shower of gold. See
185-6*. The genealogy interacts with the emphasis on the actual abundance of
Persian gold (3*). both on land and on the sea: An antithesis which is to prove
fundamental to the play (see 102-14%*, 707*).

81-2 He casts...snake: Later in the play the chorus are unable to meet Dareios' gaze

(694). This striking description of Xerxes assimilates several Homeric expressions.
in a new combination: kudveos means 'blue-black' (like the hair of Poseidon and
Boreas in archaic poetry, and of Hector at /l. 22.401-2). Agamemnon has 'blue-
black' snakes portrayed on his breastplate (/l. 11.26), and when Hector awaits his
last combat with Achilles he is likened to a snake with a terrifying gaze
(opepSaréov...8é80pkev, Il. 22.93-5).
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his Syrian chariot: According to Herodotus 7.140 the Athenians had received an
oracle from Delphi including the warning that 'fire and a harsh Ares' would bring
them low, 'speeding in a Syrian chariot'. The verbal similarities between the oracle
Herodotus quotes and this passage have been used to prove the authenticity of the
oracle (see Pritchett 1971-85, vol. i, 311 and n. 47). The chariot was probably
conceived as Assyrian in design: Herodotus says that the Greeks called the
Assyrians 'Syrians' (7.63). The play in performance must have drawn a contrast
between this chariot and the shabby curtained vehicle on which Xerxes actually
arrives (1000-1%).

Ares: If printed without a capital 'A' the term &pn could simply mean a warlike
'force' or 'spirit’. But the presence of Ares in the oracle (see 84*) and the chorus'
desire in Aesch. Choeph. 161-2 to be liberated by an 'Ares...brandishing a back-
bending Scythian bow' protect the actual conceptualisation of the war-god here.
Ares, notoriously fickle in warfare (73*), is associated with both sides in
Aeschylus' presentation of the Greco-Persian conflict: see 950-4. spearsmen:
Here the play sets up the bow/spear antithesis, which is to provide a symbolic
alternative to the Persia/Greece polarity throughout. See 147-9*.

for valour: This has to be supplied in English.

flood: Cf. 412, where the Persian 'flood' is having to do the withstanding. For the
Homeric predecessors of the imagery here see van Nes 1963, 30.

sea-wave: The metaphors in Persians often draw on the appropriate semantic
register of the sea and sailing (see 406*, 433*, 599-600*, 767*, 1046*).

being cunningly deceived: A fragment of Aeschylus says 'god does not stand
aloof from righteous deception' (dndTns 6Swkalas, fr. 301 TgrF).

94-5 has the power to leap easily aside: More literally, 'who with a swift foot is king

of an easy leap' - a very bold use of avacow. Later a rower is described as being
'king of (i.e. in charge of) his oar (kdmng dva&, 378), and comparable
metaphorical meanings of avdoow are attested elsewhere in tragedy (of an oar,
Eur. Telephus fr. 111.1 Austin, of a generalship, Eur. /T 17), but none is as bold as
this.

96-8 apparent: This has to be supplied to make sense in English. Calamity: The

goddess Até herself is personified here, the eldest daughter of Zeus (at Hes. Theog.
230 her mother is Strife), who wrecks men's judgement, blinds them, corrupts
them and brings them down indiscriminately (/. 19.91-4). See 821-2*, 1006-7*.
fawns on: With motioalvw (= mpoooalvw) cf. Aesch. Ag. 1665. nets:
apkiorata (cf. Aesch. Ag. 1375) are nets set up to make a tunnelled enclosure
with high enough sides to prevent the hunted animal, once driven into them, from
escaping (Xen. Cyneg. 6.6-7). Thus the emphasis on leaping (94-5).

102-14 The text does not adopt Miiller's almost universally accepted transposition of

these lines with 92-101, because it is unnecessary (there is exhaustive discussion
and bibliography, although a different conclusion, in Belloni 1988, 93-8). After
the confident tone of the first two strophic pairs (65-91), in which the chorus
described the inexorable movements and conquests of Xerxes' army on land, they
then introduced a note of anxiety: the gods deceive mankind and Calamity can
appear friendly at first before luring men into her nets (92-101). This pattern is
then illustrated with a possible example. The gods ordained that the Persians sack
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cities (102-7). but following successes in that sphere the Persians may have been
led by Até into 'learning’ to cast their eyes on the sea (108-14). This fear is the
cause of the chorus' acute anxiety (115-25). The distinction is between divinely
approved fighting on land and learned behaviour, without divine sanction; this
thought sequence is similar to Pindar's antitheses between what is natural and
approved by god. and what humans acquire without god (see Ol. 2.86-8, Ol.
9.100-4, Nem. 3.40-2, A. Miller 1983. Wilson 1986).

102-7 The imperial expansion of Persia through military campaigns on land was

divinely sanctioned. Fate, ordained by the gods: 'ordained' has to be supplied out
of 8edBev. Cf. the words of the chorus of Agamemnon. 'a fate ordained by the
gods' (teTtaypéva poipa..ék Bedv, 1025-6). which destroy walls: Walls and
towers are recurrent images, perhaps prompted by the Greeks' astonishment at the
Persians' monumental architecture. See 192, 874. overthrowing of cities: See
65*.

108-14: There is no mention of divine sanction when it comes to the Persians' first
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steps in maritime activities. cast their sights on: The meaning 'eye eagerly' for
eloopdw is supported by Soph. Ant. 30. but the implication could be 'endure the
sight of (Eur. Med. 264). precinct: The meaning of the antistrophe depends on
the interpretation of &\oos. It usually designates a sacred grove: if it here implies
a sense of enclosure, then the reference might well be specifically to the bridging
of the Hellespont (as the following lines certainly imply). rather than naval affairs
in general. wide-pathed sea: An echo of the Homeric 8a)doons elpundporo
(e.g. 1l. 15.381). confident...men: A poetic reiteration of the more exact
description of the bridge over the Hellespont at 67-72%*.

black robes of my heart: The notion of desperate tearing of clothes (at Choeph.
24-5 the cognate apuyuds is used of gashed cheeks), a crucial theme in the play
(123-5, 199%*), is here metaphorically transferred to the chorus' 'heart’, or ¢prjv
(internal seat of emotion. see 745-50*). It is possible that the chorus were
themselves wearing black, but Homer often calls the ¢ppéves 'black’ (e.g. I
17.499),"and Aeschylus' (admittedly black) Danaids speak of their 'black-skinned
heart' (785). terror: Along with hatred and longing. one of the Persians' dominant
emotions (Introduction, p. 19).

116-17 "Oa - the Persian army!': Here and at 121-2 the chorus imagine and

preemptively utter the kind of cry of lament which a defeat would precipitate at
Sousa, and which, from the moment they hear the bad news at 274, they
continuously utter themselves; a remarkable feature of the play is its repetition and
variety of cries of misery approximately equivalent in significance to the poetic
English 'alas!' (see Introduction, p. 23). But 4a. like many of the noises in the play
(especially #1j and of without pou or éyd), seems to have been less than familiar
to the Greek ear, for a scholiast here needed to explain it as 'a Persian lament'.
This instance of imagined collective direct speech contrasts with the remembered
direct speech of the Greek battle exhortation (402-5).

118-19 emptied of men: kévavSpov here is the first appearance of the recurrent

picture of an Asia completely emptied of men, or deprived of men (&vdvSpous.
289), by the war. Wild Xerxes is said to have 'emptied' the whole continent
(kevdoas 718), a metaphor probably made visually concrete by his empty quiver
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at 1020-2. The land of Persia, in defeat, is conceptualised as manless and female.
See also 166, 298, 579, 730, M. Anderson 1972, 169, Bacon 1961, 3, Hall 1993,
117-18.

120 in response: The chorus imagine Kissia (17*) singing antiphonally in response to
Sousa; on the Asiatic antiphonal lament see 1040*. The idea of a city as a mournér
recurs (682, 944-8*); avti{Sounov (rather than dvt{¢wvov) also implies the self-
inflicted blows of mourning (6otmou is used of breast-beating at Soph. Aj. 634).

121-2 horde of women: This description of the mourning of the women of Persia. a
recurrent picture (see 133-9*, 537-45), contributes to the overall impression of
Asia as a 'feminine' continent, in contrast with the masculine strength of Greece
(Hall 1993). Phrynichus' Salamis play, Phoenician Women, had a female chorus,
either widows of the Phoenician navy or slaves in the Persian court, who sang
lyrical and exotic songs recalling their homeland (3 TgrF frr. 9-11), which
Aeschylus may have had in mind in such passages as these. On the -pleth- element
see Introduction, pp. 24-25.

123-5 tearing their linen gowns: This violent picture further establishes the theme
of threnodic clothes-rending (115*), in which Aeschylean barbarian choruses
specialise (cf. Choeph. 28-31), and which is to be of profound importance (199%*).
Herodotus (7.181) agrees that the Persians used piocoog, a fine linen, which Pollux
says came all the way from India (7.75). A fragment of linen imported from Asia
has been found preserved in a bronze urn at Koropi, near Athens: see Beckwith
1954.

128-9 like a swarm of bees: An expression powerfully reminiscent of the simile in
the Iliad marking the mustering of the entire Achaean army to assembly, 'just as
the tribes of thronging bees go forth from some hollow rock, always coming on
afresh...' (2.87-90). leader: 8pxapos is a Homeric term not found elsewhere in
tragedy. Here Aeschylus implies that what we call queen bees were male.

130-2 Literally, '[the company], having crossed over the projecting sea-arm, now
yoked over, which is common to both continents'. A circumlocution for the
Hellespont bridge. yoking: see 50*.

133-9 Marriage-beds...man: This antistrophe develops further the picture of the
lonely women of Persia already mentioned at 63 and 121-2*, and which will recur
again at 288-9 and 537-45. These images dwell on the themes of female desire
(¢r1dvopr), yearning (néBos, see 61-2*), and softness (appomevbels, see 41%*). An
evocative image of Persia is the marriage bed occupied by only one spouse, the
wife: when the Queen arrives she says she has left the bedroom which she used to
share with Dareios (160); Dareios' ghost returns to the theme of the marriage bed
they once shared (704). raging: See 73*. the marriage yoke: The repertoire of
uses to which the image of the yoke is put in this play (see 50*) is supplemented
by the picture of the Persian wife, supporting the yoke of marriage on her own.

140-54 The cHorus now turn from the past and the feared future to the present, a
change marked by the return to anapaests. They intend to turn their thoughts to practical
measures, but are interrupted by the arrival of the Queen.
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140-1 But come, Persians: Anapaestic passages frequently open with an apostrophe
introduced by 'but', (4A\d), marking a change in the train of thought (Potscher
1959. 91); aANd is also sometimes found introducing a command or exhortation
(Denniston 1954, 13-15). let us sit down on this ancient building: A vast
amount of speculative ink has been spilt over these lines, even by Aeschylean
scholars' standards. On the interpretation of the word 'building' (cTéyos), and the
view taken of what little is said about Dareios' tomb (Tddou, 684) and funeral
mound (8x00s, 647, 659), rests our view of the original scenery. The problem is
exacerbated by the dearth of available information external to the play about the
theatre at Athens in the fifth century, especially as early as 472 BC (for
discussions see Taplin 1977, 434-59. Hammond 1972 and 1988. Gould 1985,
Podlecki 1989. 9-11). The only certainty seems to be that the spectators' benches
(ikria) were made of wood. At this date dramatic performances may still have

- taken place in the agora. or they may already have been transferred to the southern
slope of the acropolis. The dancing floor (orchéstra) may have been either round
or rectangular. The action may or may not have made great use of a rock (pagos),
which could in the case of Persians have served as Dareios' funeral mound. There
may or may not have been background scenery. There may or may not have been
a raised stage (skene) for the actors behind the orchestra.

In the light of the inconclusive external testimony, the only sensible policy is
to eschew unprovable hypotheses and use only the evidence of the text. I discount
the remote possibilities either that there was no scenery at all, or that the scene
was supposed to be imagined as changing during the course of the play (for
example from a council chamber to a road outside the city, as has sometimes been
alleged) without the transference being made verbally explicit .

The following, therefore, is all that can with likelihood be inferred from the
text. (i) The action is set at sufficient distance from the palace for the Queen to
say she has 'left' it (159) and to arrive in a chariot: the line 'Cry ioa throughout the
city' (1071-2*), uttered by Xerxes as he and the chorus prepare themselves to
travel from the setting of the play to the palace, might imply that the city centre
lay between them. (ii) A tomb and a funeral mound are required for the Dareios
scene. (iii) The chorus here say 1486’ ével{duevor oTéyos dpxalov: there must
therefore have been somewhere or something on which the audience might
plausibly imagine the chorus members were going to sit: it may be relevant that
Phrynichus' Phoenician Women certainly opened with a eunuch preparing seats
(6pdvor) for the magistrates of the realm - see commentary on the hypothesis. (iv)
Whatever the audience could see, it looked plausibly 'old' (apxaiov).

Beyond these conclusions there is only controversy. otéyos could refer to an
edifice either consisting of or including Dareios' grave, since in Sophocles' Electra
it is used of a funeral urn (1165), and in Lycophron (Alex. 1098) it refers
unequivocally to a grave. But although oTéyos almost always implies a roof or
cover, it can mean 'building' or 'residence’ in a fairly vague sense. The participle
évelSpevor does not help, since it could plausibly mean either 'sitting in' (a
building? an alcove?) or 'sitting on' (a funeral mound? steps up to a council
chamber?): see Aristotle, Probl. 5.11 = 881b 37.
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The textual evidence in Persians is therefore most easily construed as
implying that the tomb of Dareios and the meeting place of the chorus, advisers to
the Queen. are either identical or located in the immediate proximity of each
other, across the city from the palace. Such an arrangement would have seemed
far less macabre to an ancient Greek audience than it does to us. There is
considerable archaeological and literary evidence for assemblies of one kind and
another at tombs (Kolb 1981, 7, Seaford 1994, 111-13). In the Iliad the Trojans
meet in council by the tomb of their ancestor Ilus (10.415), and assemble their
army at the tomb of Myrine (2.814). Moreover, anecdotes tell how the Megarians
built a council chamber to incorporate the tomb of their hero Timalcus (Paus.
1.43.3): indeed, at Sicyon the citizens celebrated the sufferings of their hero
Adrastus with 'tragic choruses' at his hero-shrine in their agora (Hdt. 5.67). By the
fifth century there was a dichotomy between extramural burial and intramural
hero-cult at ancient tombs, e.g. in the Athenian agora (Seaford 1994, 117):
Dareios. as deified dead King, is comparable with a Greek hero.

145-6 son of Dareios: The patronymic echoes that in the opening sentence of the

play (6). The manuscripts' reading, 'our race of your father's [i.e. Dareios'] name'
does not make sense. The Persians are not called the 'Dareians'. It is simplest to
assume that line 146 arose from an intrusive gloss, and delete it altogether, as in
the text printed here.

147-9  bow...spear: These weapons are here made to symbolise the Persians and the

Greeks respectively (see 239-40): the metal heads of Persians arrows, brand new
in 480 BC. have turned up in the Athenian agora (H.A. Thompson 1981, 345).

150-1 like light...gods: This may imply that the chorus, who are about to perform
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prostration, are unable or not allowed to meet the Queen's gaze (see 81-2*, 694).
Both Xerxes and Dareios are called iod6eos, 'equal to the gods' (76-80*). This
extravagant compliment to the Queen, suggestive of elaborate court protocol,
would seem dangerously excessive in a Greek context: cf. Clytemnestra's
speeches equating Agamemnon on his arrival with numerous blessings (Ag. 896-
901, 968-72), including 'the fairest of dawns to look upon after a storm' (901).
Those comparisons are almost certainly imitating a barbarian (Egyptian) praise-
song to a king (see Hall 1989, 206). The Persians in this play are extraordinarily
partial to ornamental diction related to light and the sun, perhaps reflecting a
Greek poetic appropriation of authentic Persian court language.

prostrate: A powerful piece of stage action implying more forcefully than words
ever could the hierarchical nature of the Persian court. Although the Greeks
genuflected before the images of gods, and when praying (Soph. Phil. 776), they
were deeply shocked by the Persian act of obeisance towards mortal superiors,
which they regarded as totally degrading. In Herodotus two Spartan emissaries at
Xerxes' court refuse to prostrate themselves before the King (7.136). See Hall
1989, 96-7. 156, 206-7. The chorus may also prostrate themselves before the
ghost of Dareios (694-702%), but not before the 'failed' king Xerxes. Other
barbarians in tragedy perform prostration (see Eur. Phoen. 293-4, Or. 1507, fr.
adesp. 664.9 - Lydian slave women); it is conspicuous that the only Greek who
does so is Clytemnestra before Agamemnon, in a context where she wants to
make him be perceived as similar to a barbarian autocrat (Aesch. Ag. 918-22). The
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more usual term for prostration is mpookuvéd (a word actually found after
npoomiTvw in some MSS): npooniTvw may suggest kneeling. The Persians seem to
have performed a variety of gestures ranging from the full prostration to kissing of
the hand (Frye 1972); Plato regards the most extreme as the mpookihios, the rolling
out of the body in the direction of the recipient (Legg. 10.887¢ 3, see also Plut. de
Sup. 166a). See the Persian dignitary in the act of the hand-before-mouth gesture,
while bowing slightly, depicted in the Persepolis treasury relief (see fig. 3) and also
the tribute procession relief at Apadana (fig 17 in Root 1979), although some
scholars deny that this is a representation of prostration (Bickerman 1963). For a full
discussion see Root 1979, 238.

153-4 must all address: This announcement of an obligation to make a formal
speech of salutation is most unusual, and perhaps implies to Aeschylus' audience that
it was a regular Persian court practice. of salutation: Clytemnestra describes her
formal and hyperbolic panegyric of Agamemnon (see above 150-1*) by the cognate
term mpoodpBEypaTa (Ag. 903); see also what the Persian chorus later say when they
'salute’ Xerxes' return at 935.

155-248: The Queen

While the chorus are performing prostration and delivering their formal salutation, the
aged Queen of Persian enters on a chariot in great finery (see 607-8*). Her dialogue
with the chorus falls into three sections. (i) A short formal interchange in which the
Queen is greeted, she explains the reason for her appearance, and secures the promise of
assistance from her 'Faithful elders' (155-175): the metre is the trochaic tetrameter. This
metre is a striking feature of Persians, characterising seve.al sections of the exchanges
between the chorus, the Queen, and Dareios (697-9, 215-48, 703-58): in other
Aeschylean tragedies it occurs only at Ag. 1649-73, the animated ending of the play
(Rosenmeyer 1982, 32). Trochaic lines are longer than iambic trimeters, but were felt to
be livelier and closer to the rhythm of rapid colloquial speech: they are frequent in
comedy and occur in a fragment of an Aeschylean satyr drama, Theoroi (or Isthmiastae,
fr. 78a.18-22 TgrF). Aristotle says that trochaics were a feature of early tragedy, which
was similar to satyr drama, and that they gave way to iambics as tragedy gained its
proper solemnity (Poet. 1449a 21): the preponderance of trochaics in the play may
therefore be a sign of its early stage in the development of tragedy. But it is easy to
overplay such evolutionary models: Aeschylus may just as well have selected the metre
at will for exclusively aesthetic reasons. Here it may imply a sense of great excitement
at the arrival of the Queen (see Drew-Bear 1968, 388). (ii) The second section
comprises the Queen's report of the dream and omen which have presented themselves
to her, and the chorus' interpretation of the signs and advice to perform rituals (176-
230): the metre changes to the iambic trimeter for the Queen's long narrative (176-214,
which underlines the change in register from interchange to sustained monologue), and
back to trochaics when the chorus respond. (iii) A trochaic dialogue (stichomythic after
the first two lines) between the Queen and the chorus in which she asks them questions
about Athens (230-48). The importance of this whole sequence lies in its establishment
of the formalised relationship between members of the Persian royal family and even
their most high-status courtiers. The Queen is the first character to appear, and the one
involved in the greatest part of the action. Aeschylus chooses to make her the primary
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representative of the Persian empire, thus allowing ancient Persia, defeated by the men
of the new Athenian democracy, to speak in an ageing female voice. She is a powerful,
grave, and stately character, deeply concerned with affairs of state, and portrayed as
wiclding influence over her son Xerxes (838). It is possible that Aeschylus was aware
that royal Persian females enjoyed a relatively influential role in the life of the court
(Hall 1989, 95), although later Greek authors tended to exaggerate it wildly (Sancisi-
Weerdenburg 1983). On the 'rcal’ Atossa see Brosius 1996, 16—-17, 108-9.

155 O highest Queen: She is not named in the play; 'Atossa’ in the list of
characters was probably imported by ancient scholars from Herodotus or the scholia.
This does not mean that Aeschylus did not know her name; Xerxes is not addressed by
name in the vocative in his presence either, and the poet may be implying that, unlike
Greek royal characters in tragedy, who are sometimes addressed by name even by
underlings, Persian royalty did not permit such easy familiarity. deep-girdled: Given
the play's thematic emphasis on clothes, it is striking that the first of the string of
solemn honorifics offered to the Queen (see 4-6*) refers to the clothing of Persian
women. Following a scholion on Od. 3.154, the term Badulwvos has been taken to be
particularly suitable for barbarians (Gow 1928, 137 n. 15); it may be more significant,
given the honorific context, that it often refers in Homeric epic and hymns, Hesiod and
Pindar, to goddesses (but see Choeph. 169). The word probably implies that Persian
women's gowns were voluminous, using an extravagant amount of fabric to create a
deep indentation inwards towards the belted waist.

156-7 The chiastic word order of these two lines (mother/wife/wife/mother) adds to
their formality. aged: In reality Atossa, as a daughter of Kyros I, could not have been
much younger than seventy at the time of Salamis. the Persians' god...god's mother:
On no other occasion in tragedy is a king, living or dead, called unequivocally a 'god'
(8eés). The play assumes that the dead Dareios has been deified: at 643 he is called
'the Sousa-born god of the Persians' (see Gow 1928, 136). Some Iranologists believe
that the Persian kings did indeed receive formal posthumous cults which Aeschylus
may have known about (e.g. Calmeyer 1975). There were rumours in Greece,
probably incorrect, that the Persian kings also encouraged ruler-cult (see e.g. Gorgias
82 B 5a DK), but it is now generally accepted that the Persian kings did not expect to
be thought divine while alive (Duchesne-Guillemin 1979, Calmeyer 1981). Aeschylus
here leaves the charismatic status of the Persian kings during their lifetimes slightly
ambiguous: it is implied that Xerxes has the porential to become a god, but with the
clear qualification that he successfully fulfils his imperial destiny (75%, 711).

158 an ancient deity: The Persians in this play speak with remarkable frequency
of an indefinite and unnamed daimon with malevolent intent towards them (see
Introduction, p. 15). It has been thought that Aeschylus was attempting to represent
the army of evil spirits led by Ahriman, the principle of evil in Zoroastrianism,
described in the Vendidad (SBE vol. iv, see Sole 1946, 23-49). But the belief in
malevolent daimones was common in Greck thought (Mikalson 1983, 19, 59-60), and
scems to be interchangeable with the frequent Greek formulations 8eés Tis (‘'some
god'), or troubles which come 'from the gods' or are 'god-given' (see e.g. Pers. 294).
turned against: pedéotnke here is somewhat problematic, but it must literally mean
something like 'altered for the army in some respect [Ti]' or 'changed its stance in
some respect with reference to the army'. It is quite clear, however, that the chorus are
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afraid of a change in fortune, a change recognised later both by the chorus ('the gods'
reversal of our fortunes', 8edTpenTa, 903-4), and by Xerxes ('god has changed course
against me', 942-3).

159-72 The Queen's first speech is astonishingly obscure in both meaning and
expression, even by the cryptic standards of Aeschylean females. The poet may be

trying to lend an impression of the formality and strangeness of Persian court
discourse.

159 That is the reason: The Queen's TadTa picks up the fear the chorus have just
expressed at the end of their address to her. golden ornaments: It is fitting that her
very first words allude to gold (3* 76-80%).

160 bed-chamber: The royal bedroom is also emphasised by Dareios (704).

161-4  Anxiety is tearing my heart: A close echo of the chorus' words at 115*, 'the
black robes of my ¢piiv are torn (dpvooeTar) with terror'. It is conspicuous that the
Queen's anxiety is not for the welfare of the Persian state or army, but for her family's
private wealth. the proverb...I am afraid that: More literally, 'I shall tell you a
proverb not at all of my own, nor am I without fear lest..". The word pG6os can mean a
proverb or saying (Aesch. Choeph. 314). "great Wealth...prosperity'': This
apparently proverbial saying is obscure in meaning and not otherwise attested. Its
context is usually thought to be the battlefield or the race-course, although the image
may be that of overturning the table as a symbol of bankruptcy. See Sansone (1979),
who however argues that it is a wrestling metaphor: the image is 'of great wealth
tripping up prosperity and throwing it to the floor of the palaestra amid a cloud of
dust'. The following lines suggest that the Queen's distinction is not so much between
'wealth' and 'prosperity’, but between well husbanded and unsupervised wealth.
Unhusbanded wealth may 'kick up dust' and spoil things. The play elsewhere does
however seem to distinguish mhoitos and &Apos (Gagarin 1976, 44-5 with n. 35).

166 I know that the masses...respect: A verb like 'know' or 'believe’ has to be
supplied in English. The negative of the infinitive in indirect discourse is usually ov,
but prp (or prte as in this and the next line) is not uncommon in expressions
conveying either lack of hope or disbelief: see Soph. OT 1455-6 and Goodwin 1889,
269-70. xpnpdtwv dvdvSpwv is best construed as a genitive absolute. The Queen
seems to be afraid of revolution in the absence of Xerxes and his army, as Dareios
later fears both stasis and that the wealth he laboured to accumulate may be plundered
by the first comer (715, 751-2).

167 light...powerful: It is almost impossible to make sense out of this line, which
may be corrupt. As it stands it could equally well mean, 'Men who lose their wealth
have not the radiant strength that once they had' (Podlecki 1970, 39). Here ¢&s
(contraction of ¢dos) probably has a metaphorical meaning, approximating to
'happiness' or 'glory’. On the high-flown 'light' language in this and the following lines
see 150-1*.

168 sufficient: Literally, 'irreproachable [sc. as to amount']. "light"': d¢Baruds
can mean the dearest or most precious attribute of something, as Pindar calls Theron's
forefathers collectively 'the eye (d¢B8arpds) of Sicily' (Ol 2.9-10), and Amphiaraus
the 'eye' of Polynices' army (Ol 6.16). But in a Persian context the reference may be
more specific (see 979%).
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169 'light': For variety Aeschylus uses dppa, another word literally meaning 'eye’,
which, like 6¢6arpds, could metaphorically mean something particularly precious
(Aesch. Eum. 1025, the Athenian women picked to escort the Erinyes to their new
home are 'the Spupa of the whole land of Theseus'). presence: The chorus later
curiously praise Dareios for expanding his empire while staying at his own hearth
(862-6*).

171 Faithful elders: For the neuter plural and the pist- stem see Td8e...moTd (1*).

174 which lies within our power: The translation assumes that the ambiguous Greek
phrase is here equivalent to the Homeric 'as far as I am able' (Son 8dvapls ye
ndpeoTt. Il. 8.294), rather than, as often supposed. a reference to a formal vested
authority.

176-214 In this speech the Queen describes to the chorus two events which have
caused her to be anxious about the welfare of her son. The first was a dream and
the second an omen. Her narrative provides the first firm indication in the play
that disaster has struck the Persian forces. This will soon be corroborated by the
eye-witness evidence to be delivered by the messenger. by Dareios, and
subsequently by Xerxes himself. The change in register from dialogue to narrative
is underlined by the change from trochaics to iambic trimeters, the first time the
latter are used in the play. At the conclusion of the dream Xerxes tears his clothes
while Dareios pities him - a picture which encapsulates the action of the whole
play. Aelion 1981, 136-7, therefore argues that the dream represents a brilliant
early instance of the literary device of the 'mise en abyme', a term borrowed from
heraldry to denote the inclusion of an internal miniature duplication of the frame
motif - e.g. a shield within an indentical shield. The Queen's dream was
memorably illustrated by John Flaxman (more famous for his designs created for
Josiah Wedgwood's pottery) in his Compositions from the Tragedies of Aeschylus,
which he created in Rome but had published in London in 1795 (fig. 5).

176 dreams: Dreams were regarded as one of the means, along with omens and
sacrifices, by which gods give signs to men (Xen. Eq. Mag. 9.7-9). In Hesiod's
Theogony they are the fatherless children of Night, who also gave birth to Fate,
Death, Sleep, Blame, and Misery (211-14). In tragedy they are unsolicited, almost
invariably afflict women, are usually a device predictive of crisis, and are always
true (Mikalson 1991, 101-4, 107-10); cf. Clytemnestra's dream (Choeph. 32-46,
523-50), prefiguring her murder, and Io's dreams at PV 640-72, ordering her to
submit to Zeus.

178 departed: See 1-2*. to destroy: Probably a pun on persai (to destroy) and Persai
(Persians). See 65*. Ionians: The Persians in this play frequently call the Greeks
collectively 'Ionians' (see e.g. 563, 1011, 1025). There is no implication
whatsoever that it means Ionians as opposed to Dorians. Aeschylus suggests the
strange language of the Persians without directly representing it. A scholion on
Ar. Ach. 104 claims that barbarians referred to all Greeks as '[onians' (see also
Hdt. 7.9.1): this has been confirmed by the appearance in the Persepolis tablets of
Greeks working in Persia denoted by the ethnic Yauna (See Hall 1989, 74 n. 76,
78 and n. 100, Hallock 1969, nos. 1800.21-3, 1810.18-19).

180 last night's dream: The word for 'night', as often in Greek poetry, is the
euphemistic evdpdvn, 'the kindly time' (see e.g. Soph. El. 19). This dream is given
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a detailed but anachronistically psychoanalytical reading by Devereux (1976, 1-
23).

beautifully dressed: The description of the clothing of the two women is
characteristic of the play's emphasis on the significance of dress (see Introduction,
pp. 7 and 20). The two women are visualised as wearing identifiably Persian and
Greek robes respectively, underlining their roles as personifications of the two
countries. The polarity is further emphasised by the use of the dual number
throughout this line. Female figures representing Asia and Hellas are portrayed on
the Dareios vase (for which see p. 8 and fig. 1). The Queen's dream seems to have
been familiar to the Hellenistic poet Moschus at least three hundred years later;
his Europa dreams that two women, one looking foreign and one like the women
of her own country, struggled over possession of Europa (2.8-15).

182-3 Persian robes...Doric clothing: The term 'Doric' does not imply that the

184

woman represents Sparta rather than all of Greece. The short and austere Doric
chiton was thought to have been the dress worn by all Greek women in earlier
times (Hdt. 5.88).

conspicuously larger: Heroes from the past (Soph. EL 758, Hdt. 1.68), goddesses
in human form (Hymn. Hom. Cer. 275-6, Hymn. Hom. Ven. 84-5). and messengers
in dreams (Hdt. 5.56, 7.12) were all conceptualised by the Greeks as extremely
tall. So were Asiatic people generally (Hippocr, de Aér. 12.36, neyéber
neyloTous). The stature and beauty of the women adds solemnity to the Queen's
report.

185-6 sisters of one race: Even ancient scholars found this confusing: an improbable

187

188

scholion cites an obscure tradition which made Europe and Asia both daughters of
Ocean by different wives. Some modern scholars have interpreted the expression
as meaning that the woman in Persian dress represents the Asiatic Greeks under
Persian rule, but this is confusing and unnecessary. The Greeks tended to view all
the peoples of the world as stemming ultimately from Greek heroes (Bickerman
1952), a theory given systematic expression in books 2 and 3 of the Hesiodic
Catalogue of Women (M.L. West 1985, 76-91, 144-54). A genealogy in
Herodotus (see 80*) makes the Persians descendants of the eponymous Greek
hero Perseus. Georges 1994, 67, argues that the dream is a genuine reflection 'of
Persian diplomatic propaganda that represented the Persians to the Greeks...as a
kindred people'.

land of the barbarians: Persia and all her dominions (434*). In calling her own
people and their subjects 'barbarians' the Queen sounds unusually Greek.

conflict: The Greek word otdows is particularly associated with political strife
(see 715%). Here the pre-existing antagonism is suggestive both of the Ionian
revolt (see Introduction, p. 4) and Dareios' 490 invasion of Greece, mentioned at
236, 244, 475. '

190-1 harnessed them...chariot: At 84* Xerxes' chariot was a symbol of his

military power: here it represents his imperial rule. The bit from a Persian bridle,
lost by a Persian on the acropolis or dedicated there by an Athenian, has been
found near the Parthenon (M. Miller 1985, 100 and plate 3a). yoke-strap: See
50*. The picture of the two women yoked like horses is striking: although poets
called young women 'fillies' (e.g. Anacreon fr. 417.1 PMG), on monuments
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chariots are usually drawn by stallions (Devereux 1976, 8-10). But female figures
often served as eponyms of countries.

192 towered proudly: On architectural imagery see 102-7*

196 smashed the yoke in the middle: The Greek woman's destruction of the yoke,
which symbolises the destruction of Persian imperial power, may also have called to
mind popular rumours about Xerxes' original flaxen 'yoke' over the Hellespont (see
68-72*, 130-2*). According to Herodotus 7.34 'a storm of great violence smashed it
up'.

199 he tore the robes: The word for robes, ménioy, in Greek suggests female
clothing, and funereal robe-tearing was conceived as a female practice (see 123-5%,
908-1078*). This detail contributes to Aeschylus' systematic feminisation of the
Persians (see Introduction, p. 13). Xerxes arrives in rags at 908, and the messenger,
Dareios, the Queen, and he himself all repeat that in reality grief drove him to tear his
nménior (468*, 834-6*, 847-8 1028-30%).

201-2 dipped...spring: Aeschylus makes little attempt to differentiate Persian from
Greek religious practices (see Introduction, pp. 15-16): it was Greek custom to
cleanse oneself in fresh water after an unpropitious dream (Ar. Frogs 1340).

203-4 a libation....disaster: Elsewhere in tragedy libations are offered after
disturbing dreams (Choeph. 22-99, Soph. El. 406-27, Eur. IT 42-64). Judging from the
proximity of Apollo's hearth (205-6), he is intended to be one of the recipients. avert:
Apollo was often invoked in 'apotropaic’ contexts (Ar. Knights 1307, Birds 61).

205-6 an eagle: This bird, always associated with sovereignty (it is Zeus's favourite
bird at /I. 24.310-11, 'because it is the strongest'), was believed by the Greeks to be the
Persians' own chosen emblem of royalty (Xen. An. 1.10.12, Cyr. 7.1.4), and indeed has
been discerned by Nylander 1983, 23 on the Persian standard in the famous Alexander
mosaic. It here represents Xerxes and by extension the might of the entire Persian
force. It may well be relevant that Delphi was the only temple complex not burnt by
the Persians, which gave rise to oral traditions alleging that Apollo himself intervened
to drive them away (O. Murray 1987, 105), just as the eagle here is prevented from
reaching Apollo's hearth. But another interpretation would argue that although the
eagle tries to find sanctuary at Apollo's hearth, the god denies him protection because
of such sacrileges as Xerxes did commit at Delphi (Hdt. 8.35-9). On the eagle in
augury see D'A.W. Thompson 1936, 7-8. hearth of Phoebus: The alternative name of
the god Apollo may have been used because it contributes to the conspicuous
alliteration of 'ph’' sounds, suggestive of the Queen's stupefaction (®olBou: ¢Spw &
ddBoyyos...diror). Apollo is in the classical period the quintessentially 'Hellenic' god
of reason and order, who watches over the triumph of the Lapiths over the barbarous
centaurs on one of the pediments at Olympia, and opposes the Persians on the 'Dareios
vase' (see Introduction, p. 8, fig. 1, and 181*). He is one of the seven male gods and
heroes (see 347*, Hall 1993, 127-30) depicted in Persians as authorising, overseeing,
or collaborating in the Greek victory: Ajax (307*), Pan (448-9*), Cychreus (570%*),
Zeus (739-40%), Poseidon (749-50%*), Ares (950-4*). Apollo's divine sanction for the
Persian defeat will have had a particular significance for the Athenians, since one of
the most important buildings destroyed in their agora by the Persians in 480-79 was
the temple of Apollo Patrods (see 809-10%*, Travlos 1971, 3, 96, H.A. Thompson 1981,
344),
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207-8 hawk...eagle: The notion of the weaker bird defeating the stronger not only
underlines the play's concentration on the numerical superiority of the barbarian force.
It also brings with it the authority of the Odyssey, by imitating the important omen in
which a hawk, 'the messenger of Apollo', tears apart a dove (15.525-8), interpreted as
meaning that Telemachus will not be subordinated to the suitors. But of course in
Persians the omen spells defeat to its recipient. It is a fairly typical tragic omen, in that
it portends disaster and uses the medium of birds (Mikalson 1991, 104-5).

210-11 witness...audience: For this popular formulaic contrast of those who see
something with those who hear about it, see e.g. Pind. Pyth. 1.26-7.

212 to excite great admiration: The Persians were thought to honour men who
had distinguished themselves in battle more than any other people (Hdt. 7.238).
213 not accountable: The choice of word - Xerxes is not Umeibuvos - draws a

political contrast between the unanswerability of Persian monarchs and the
accountability of Athenian magistrates under the democracy, who had to submit
themselves to annual euthunai, examinations of their conduct in office (Hdt. 3.80).
The tyrannical Zeus of Prometheus Bound is said to be 'a harsh monarch who rules
without being UmeuBuvos' (324). See 828*.

215-16 mother: Since the chorus are at least the same age as the Queen, this is a
reverential mode of address implying their utter subordination to her. Dareios is
addressed as 'father' (663*). either...or: The chorus' response to the dream and omen
could not here be more equivocal, although they offer an optimistic interpretation a
few lines later (225).

218 children: It is possible that 'child' should be read here, but the plural throws
into relief the Queen's obsessive interest in her son Xerxes alone (see 227).

220 libations to Earth and the dead: The nightmarish dreams of tragedy are
usually thought to have been sent from the dead (Soph. El. 459-60), or the underworld
gods, especially Earth, 'mother of dark-winged dreams' (Eur. Hec. 70-1, see also IT
1259-82). Mikalson (1991, 103) points out that in the 'real life' of classical Athens
dreams were more often associated with Zeus, Athena, and the healing gods.
propitiatory manner: npcupevas usually means 'graciously' (as below at 224), but
in this play it often seems to signify the formal reciprocity of goodwill to be desired in
potentially dangerous interchanges between the living and the dead (609-10%*, 684-5%).

223 be kept down..obscure darkness: With paupotofar cf. Ag. 296, where the
flame of the beacon-relay burns brightly and is 'not dimmed' (0U8é mw paupoupévn).

224 prophetic heart: 6updpavris, as Broadhead (1960, 86) remarks, implies that
the chorus prophesy intuitively, rather than from signs or in a state of possession. They
have previously called their upsds 'prophetic of evil' (kakdpavmis, 10%).

225 will work out well: The optimistic view of the chorus represents one of the
most mistaken pieces of divination in Greek literature. According to Hesiod a happy
life is guaranteed to those who can vnderstand divination from birds (Op. 826-8). The
chorus are like Xerxes in their total inability to divine the future (see 373), unless the
implication is that they dare not express their true fears to the Queen.

227 my son: See 218%*. Atossa actually had four sons by Dareios (717%*).
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231-45 In this first stichomythic dialogue of the play the chorus answers a series of
questions put by the Queen about the Athenians, covering their political system, their
military capacity, and their economy. It must have given Aeschylus' audience
considerable pleasure to hear themselves discussed in this manner in their theatre. The
way in which the Queen's questions are formulated cleverly draws a picture of the
Persian political psyche, for her concerns are limited to the size of the Athenians'
army, their wealth, whether they are good archers, and the identity of the sole political
and military leader she assumes rules over them.

231 Athens: The Queen's puzzling ignorance of the whereabouts of the very city
her son's expedition set out to conquer has long excited disapproval from
commentators, but it might be intended to heighten the impact of the news of the
Persian defeat - they were beaten by a people they had previously regarded as
insignificant. From this point onwards the proper name 'Athens' is recurrent: see 474,
716, 824, 976.

232 the Lord Sun: This circumlocutory way of saying 'they live far to the west of
us' allows the introduction of the association of the Athenians with light (and therefore
the Persians with darkness), which is to inform the messengers' speeches in particular.
See 386-7*.

233 his prey: The verb 8npedewv insinuates an image of Xerxes as a hunter.
Herodotus, when relating that the Persians 'hunted down' the populations of
conquered islands by combing them with chains of men holding hands, uses the
metaphor of the fisherman's dragnet (écayrveuov...ékBnpedovtes, 6.31). Ate was
earlier seen as a huntress (96-8%).

234 all Hellas: There is no clearer evidence of the play's Athenocentric bias (see
Introduction, pp. 11-13) than this statement. subject: The Athenians were to use the
term Umrikool of their own subject allies (Thuc. 7.57.3), but passionately rejected the
status of 'subjects' themselves (see 242%).

235 a large supply of men: On the obsession with large numbers and the -pletheia
element see the Introduction, pp. 24-25. The Queen's question implies that the
Persians assumed that size was the only important factor in an army's success: and yet
the whole play suggests that Athenian cunning intelligence, discipline, naval skill,
manliness and valour were, in contrast, the determining factors.

236 large enough...great harm: This is one of the only two occasions in classical
Greek on which Denniston (1954, 325) thinks that an opening ka{ may have an
affirmative sense comparable with 'yes'. The other is Plato, Hipp. Maj. 302e. But the
chorus' answer, in accordance with the play's strategy of implying the vast numerical
superiority of the Persian forces, is actually non-committal as to the size of the
Athenian army. They respond instead in terms of its efficacy. The reference is to the
battle of Marathon, at which, according to Herodotus (6.117), there were 6,400 Persian
and only 192 Athenian casualties. Medes: Media, in central Asia, had been crushed by
Kyros' Persians in 550/49 BC, and the two cultures fused.

237 wealth: The Queen is obsessed with wealth (see 161-4*). palace: When the
Queen has used the term 8épov previously (159, 169), it has been in reference to royal
households. Having no conception whatsoever of democracy (see 241), she is
assuming that there must be a palace in Athens.
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a spring of silver: In contrast with the Persians' much-emphasised gold (3*). The
reference is to the silver mines at Laureion in Attica (see Thuc. 6.91);
Themistocles (to whom this line probably makes veiled allusion, see Introduction
p. 12) had persuaded the Athenians to use the revenue from these mines on
building a fleet for a war against Aegina. Herodotus says that the outbreak of that
war 'saved Greece by forcing Athens to become a naval power' (7.144). A report
on p. 3 of The Independent of 23/9/94 (coincidentally the anniversary of the battle
of Salamis) says that geologists have found lead in ice cores in Greenland dating
from the early 5th century BC, some of which they think entered the atmosphere
from the extraction of silver from lead ore (cupellation) at Laureion.

bows and arrows: More literally, 'Is the arrow-point (aixu1), drawn by the bow,
to be seen in their hands? She assumes that an army's effectiveness is based on its
archers.

spears...shields: A poetic way of describing hoplites, for the spear was of course
the hoplite weapon par excellence (see Lazenby 1991, 96). Despite its focus on
the naval encounter at Salamis, the play does give a degree of emphasis to the
achievements of the hoplites and marines in the encounter at Psyttaleia (447-71%).
In classical times the Athenians despised archery, regarding it as a cowardly mode
of fighting from a distance, suitable only for Scythians and Cretans. See Lycus'
disparagement of Heracles' archery in Eur. HF 157-64. Great pride was attached
to close combat, designated in Homer as otasin Uopivy.

Who leads them: Literally, 'who is their shepherd' (see 75*). is sole commander:
The verb émbeondlewv probably implies the tyrannical autocrat.

slaves: On the Persians' conceptualisation of the king-subject relationship as a
form of slavery see 50*. subjects: see 234*.

Dareios' large...army: Another allusion to Marathon (see 236*).

parents: See 63*. The Queen is of course herself a parent of someone on the
expedition. of our men: Literally, 'of men who go (or "who have gone") [to war]'.
The notion may well be a gnomic generalisation: the news is of the kind that
would universally cause distress to parents of soldiers. If the verb is aorist in
tense, then a gnomic tone is even more likely.

clearly Persian...running: Gait was construed both ethnically and ethically by
the Greeks (see 1073*). One can speculate as to the means by which the actor
playing the messenger indicated his ethnicity through his movements. It is
possible that a jibe is intended at the speed with which the Persians turned tail and
fled from Greece (see 470): in Euripides' Orestes the Phrygian messenger sings of
his 'barbarian flight' (BapBdporor 8paopols, 1374) on his 'runaway legs'
(SpaméTnv... méda, 1499) from the Greek Pylades' sword.

249-531: The Messenger

The dramatic entrance of the running Persian opens the longest messenger scene in
extant Athenian tragedy. It falls into two sections. (i) The first includes music (249-89):.
the immediate impact of the bad news which the messenger has summed up in his first
lines is expressed by the chorus in lyrics, alternating with the messenger's spoken



COMMENTARY 129

jambics. Inarticulate cries of grief begin to proliferate for the first time: the effect is of a
wild, disjointed dialogue, of shock, panic, and extremes of grief, mingled with
curiosity, settling in neither one register nor the other. Very few 'facts' about the defeat
emerge, except that it was in a naval encounter at Salamis, and that the Athenians were
involved. (ii) In the second section the messenger, in response to questions by the
Queen, delivers five speeches of between 11 and 79 lines recounting the full story of
Salamis and its aftermath: a roll-call of the dead in the naval encounter (302-30), an
account of the size of the fleets (337-47), the central. longest speech describing the
preparations before and the events of the naval engagement (353-432), a report of the
land battle on Psyttaleia (447-71), and a narrative dealing with the flight of the
survivors through Greece and Thrace (480-514).

The messenger's role is extremely challenging: he has to sustain the tension and
interest in his narratives for considerably longer than any other tragic messenger, but
Aeschylus has assisted him by using some spectacularly colourful images and
vocabulary, and varying the tempi and styles of diction within the narratives. Note the
careful use of prompts to the audience's visual imagination (e.g. 387, 398), visual
details like the colour of a captain's beard changing as it became wet (315-16), reports
of speeches made by individuals on both sides (357-60, 364-71), sensory stimulation in
the form of descriptions of the noise of the trumpet, the battle-cry, the screams of the
dying (395, 402-5, 426-7), and particularly brutal verbs to describe the violence (e.g.
426, 463). Although there can be no certainty, there are various hints in the text as to
the movements and gestures a performer of this role could use to keep up the audience's
visual interest: his own distinctively Persian gait (247), and his apparent difficulty in
standing still and refraining from desperate groaning (295). Moreover, his narratives
contain suggestive descriptions of certain actions such as the 'leaping’ of the dying from
their ships (305), the 'head-butting' of the shores by corpses (310), Xerxes' threat to
behead his captains (371), the striking of oars against the surf (396-7), and the
prostration in prayer of the Persian escapees at the frozen river Strymon (499). How far
did he replicate these actions by gesture and posture?

249-289: The initial shock in response to the messenger's news is expressed not by the
Queen but by the chorus, in three pairs of strophes and antistrophes, interspersed with
short spoken iambic utterances by the messenger. This structure is known as
‘epirrhematic’ and often serves to mark an emotional peak (M.L. West 1990a, 14).
Although in tragedy generally characters of non-aristocratic social status do not sing
(Maas 1962, 53-4), Aeschylus could have made this Persian messenger sing
antiphonally with the chorus. The two low-status singers in extant tragedy are both
overwrought male barbarians: the Egyptian herald in Aeschylus' Suppliants, and the
Phrygian slave in Euripides' Orestes (Hall 1989, 119). But the impact of the lyrics of
Xerxes is made far greater by reserving the individual singing voice for him alone.

249-50 The messenger uses elaborate titles to address Sousa, as the chorus use
elaborate titles when talking to or about their rulers (4-6*). citadels: The
messenger might be addressing all the cities under Persian rule, but he might
equally be addressing Sousa as the capital 'of all Asia'. storehouse of huge
wealth: The Greek actually says 'huge harbour of wealth'. The word Awprv is
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used metaphorically elsewhere by Aeschylus (e.g. Suppl. 471), but may be
particularly appropriate in a play with a naval theme (see 90*). Euripides
borrowed the notion of 'a great harbour of wealth' at Or. 1077.

251-2  prosperity: On the juxtaposition of 'wealth' (mioGTos) and 'prosperity’ (6ABos)

254:

255

256

257

261

see 161-4*. at a single blow: The term mAny1 (and its cognates) has four inter-
related meanings in the play: as here, the metaphorical 'blow' of bad fortune
(1008-9). the violent blows inflicted by the Greek weapons (304), the ramming of
the ships (906-7), and the ritual blows of self-mutilation the mourning Persians
inflict on themselves (1053). flower of the Persians: On this metaphor see 59*.
relate: Literally, 'unfold": see also 294. The verb avanticoeww means to unfold
the rolls on which documents were written (Hdt. 1.125).

Persians: The fact that the messenger apostrophises the chorus rather than the
Queen has sometimes been taken to signify the sinister and excessive influence of
‘advisers' at the Persian court. but the news to be related is of concern to the whole
Persian empire of which the chorus is the representative.

Agonising, agonising: The text reproduces the manuscripts' dnia dnia (short '1'),
which gives a word otherwise unknown outside this play, meaning something like
dviapés (‘painful', 'distressing'); it recurs at 1055 and 1061. without precedent:
vedkoTos seems to mean 'strange’ or 'unheard of (cf. Aesch. Sept. 803). The
notion of the novel and exceptional nature of the disaster emerges repeatedly in
the play (e.g. 664-6, 693). The first expression of grief by the chorus is
remarkable for its 'a’ and 'ai' sounds, which may be the result of an attempt to
make them sound distinctively Persian (Introduction, p. 23).

weep: Stalvewv is a verb of unknown origin meaning 'to moisten' (II. 22.495. a
cup 'wetted the lips but not the palate'). In this play both the active Siaivewv (1038)
and the middle form SwalvecBor (here and 1064) signify weeping.

to return home alive: A clear adaptation of the Homeric expression 'to see the
day of homecoming' (véo'ripov fipap 18éo8at. Od. 5.220). See 8*.

262-4 We are old...too long: The Greek is impossible to translate literally. The

266

268

269

chorus say that as old men (yepaiois) their own life (alwv) has manifestly been
(é4avem) lived too long (pakpoBioTos), since they have to hear about the
unforeseen disaster. The messenger, presumably a young man, did not expect to
escape alive: the chorus imply in response that they should not even be alive, if
this is what old age had in store for them.

I myself witnessed: The attachment of importance to eye-witness evidence is one
of the many features tragic messenger scenes share with the Athenian lawcourts,
where throughout the fifth century witness testimony, presented orally in person,
was the most common medium for the corroboration of evidence (see Eden 1986,
14-16). Similar assurances of 'autopsy' are offered by the messenger in Aeschylus'
Septem (40-1), and the herald in his Suppliants (930-2).

Otototoi!: Repeated in the corresponding position in the antistrophe (274), this is
a favoured exclamation, of varying extension, in tragic lament contexts, especially
in the mouths of distraught barbarians (Aesch. Ag. 1072, 1076, Eur. Tro. 1294). It
recurs in the closing dirge (1043, 1051). '

our weapons: Aeschylus often makes weapons or blows the subjects of verbs,
which sounds somewhat unnatural in English.
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270-1 Zeus' country: Giving Diar a capital letter produces an allusion to the

272

273
275

277

278
279

genealogy of Hellen, the offspring of Zeus (Hes. fr. 4 MW), and eponymous
mythical ancestor of the Hellenes (see Oliver 1960, 124-5), comparable to the
derivation of the Persians from Perseus (see 80*, 185-6%*). This is probably better
than dian, a here somewhat inappropriate reference to 'the noble land' of Greece.
are filled up with: The vocabulary of emptying and filling permeates the play
(see 118-19*, Introduction p. 21). the corpses: Recurrent imagery pictures
barbarians, defeated by Greeks, struggling in the water or knocking, as corpses,
against the shores (274-7, 303, 307, 419-21, 576-8, 964-6). Many of the original
audience will have been able to remember such scenes in reality. Herodotus says
that a reason for the Persians' heavy casualties at Salamis was that, unlike the
Greeks, they could not swim (8.89), and Timotheus' poem about the battle, his
Persians, includes an extended description of a drowning barbarian (fr. 791.40-85
PMG): in classical Athens the proverbially ignorant man was said to be unable
either to read or to swim (Plato. Legg. 3.689d 3), and exegetes of the proverb
explained that all the classical Athenians taught their sons to swim 'on account of
sea-battles' (Hall 1994).

Salamis: The first of the frequent mentions of the island which occur until 965.
bodies...drenched: The overall sense of this apparently unmetrical line is not in
doubt.

their cloaks wandering around them: The diplax in Homer is a garment or
covering with double folds (/l. 3.126). Seaford points out that three of its four
occurrences in the Iliad have funerary overtones (/. 22.440-4, 23.243, 253), and
suggests that in this passage the Persians' robes 'have become (enfolding) funeral
robes, and their only funeral procession is to be carried (¢€pecbar) by the sea’
(1994, 339 n. 31). The pathetic detail (see also the article on this passage by
Flintoff 1974) fits with the Persians' alleged general obsession with their
magnificent clothing: comments on the Persians' clothes seem to have been a
standard feature of Athenian popular Persian war narratives. See Ar. Wasps 1087,
'we harpooned them in their baggy trousers'.

bows and arrows: Both included in Tééa.

defeated: Sapdew (see also 906-7) is often used of 'taming' animals and raping
women as well as defeating other men in war (Vermeule 1979, 101), and its use
may add to the way in which the Persians are effeminised in the play (see 468%,
Introduction, p. 13, Hall 1993, 118). ramming: The ramming of the Persian ships
in the battle receives considerable emphasis (336, 408-9, 561-3, 906-7).

280-3 Yell...Persians: The printed text is the result of extensive surgery on the

284

285
286

corrupt manuscript readings, although the general gloom of the sentiment is not in
doubt. the gods have ordained: The insertion of 8col (scanned as one syllable)
provides metrical correspondence with 289, and much better sense.

hateful: Hatred is one of the dominant emotions in the play (see e.g. below 286,
and the Introduction, p. 19).

as I remember Athens: On the memory theme see 287 and 824*.

abhorrent: oTuyvds and its cognates are prominent words (e.g. 909, 976).

288-9  The chorus concludes its sung responses to the messenger with a reminiscence

of previous 'unmanned' wives of Persia - presumably those who lost their
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husbands at Marathon (236, 244). On the 'manlessness' of Persia see Introduction,
p. 13. she ruined...husbands: More literally, 'made many of the Persian women
bed-partners in vain, and manless'.

I have long been silent: The Queen speaks for the first time since the entry of the
messenger. She says that her silence was caused by shock. Aeschylus was
notorious for exploiting silence in the delineation of principal characters, on which
see Taplin 1972; it is one of his techniques derided by Euripides in Aristophanes'
Frogs (919-20). But in the other known examples the characters' silences
preceded any speech from them at all (e.g. Niobe in his Niobe remained silent for
a third of the play, Cassandra remains silent from her entrance at 810 of the
Agamemnon all the way until 1072).

293-5 Dareios later expresses a very similar comforting generalisation (yvdéun) when

trying to calm the Queen into telling him the news (706-8). the gods send: For a
similar formulation see Aesch. Sept. 719, 'when the gods send troubles (8edv
§188vTwy) you cannot evade them'. compose yourself: In Frogs a calm wind is
described as kaBeoTnkés (1003). The messenger may have been evincing signs
of uncontrollable distress, and the Queen extends her 'wind' analogy to him.
unfolding: See 254*.

296-8 Who survived...placed in high command: By asking first who did not die,

299

300

301

and focusing on the superior officers, the Queen is clearly fishing for news of
Xerxes. The expression éml oknmntouxia recalls the Homeric expression
oknmTolixyol PBaociifjes, 'sceptred kings' (/. 2.86 etc.). In contexts depicting
Persia oknmtolxolu designates important officers in the royal court, often
assumed by Greek authors to be eunuchs (Xen. Cyr. 8.1.38, 8.3.15, Anab. 1.6.11).
But there is no need to imagine that eunuchs are suggested here (although they did
feature in tragedy: see commentary on the hypothesis). unmanned: See 288-9*.
lives and looks upon the light: Only a slight adaptation of the Homeric
expression {Sew kal 6pdv ddos neilolo, 'to live and see the light of the sun'
(1l. 18.61, Od. 4.540). The messenger and the Queen in the next two lines engage
in Persians' distinctively elaborate 'light' vocabulary (see 150-1%*).

a great radiance: Here the metaphorical 'light' is similar to the Homeric metaphor
of the 'light' of joy at deliverance, e.g. Ajax, by breaking a Trojan phalanx,
'brought deliverance to his comrades' (¢dws & éTdporowv é€Bnkev, Il. 6.6).

a brilliant day out of dark night: One of Clytemnestra's phrases in her
'salutations' of Agamemnon (which may be based on a barbarian encomium of a
king, see 150-1%), hails him as 'the fairest of days to look upon after a storm' (Ag.
901).

302-30: The messenger's first extended speech is a roll-call of the dead commanders,
ornamented with a few picturesque details. On the accumulation of barbarian-sounding
proper names see 21*.

302

Artembares: This cavalry officer had been the fifth leader named by the chorus
in the parodos (29). commander: Bpafels strictly means 'umpire’, but here and
at Aesch. Ag. 230 it refers simply to a man in command. of ten thousand: See
304*.
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Sileniai: A scholiast says that this was the name of the coast of Salamis adjacent
to the site of the Greek victory.

chiliarch: A commander of a thousand men. The Persian army was divided into
units in multiples of ten (Hdt. 7.81), and Greek words (unheard of elsewhere in
tragedy) and periphrases (e.g. 302) suggest this. The term xu\{apxos is a Greek
translation of the attested Iranian hazarapatis (Schmitt 1978, 20). There is
controversy about the extent of the chiliarchs' responsibilities (Lewis 1977, 17-
18). blow: See 251-2*,

leapt lightly: The image of a diver may be possibly be implied here: in the Iliad
the dying Cebriones falls from his chariot, and Patroclus taunts him with being a
'light' (éxa¢pds) man, plunging to the ground like diver into the sea (16.745-50).
The irony is that the speaker here is a friend rather than a foe.

Bactrians: Bactria (known to the Iranians as something like 'Zariaspa', part of
modern Afghanistan), was an important eastern satrapy, in the parodos subsumed
under 'the tribes wielding the sabre' from every corner of Asia (56). See also 317,
730-2*.

haunts: moxéw is equivalent to the Homeric molevw (‘haunt, range around, go
about', Od. 22.223). island of Ajax: Salamis. Ajax's name receives some
prominence in the play (368, 596). This important local hero of Salamis (Pind.
Nem. 2.13-14), celebrated in Attic drinking songs as the best warrior after Achilles
who went to Troy (frr. 898, 899 PMG), had a significant cult in Attica (Kearns
1989, 82, 141), for which Sophocles' Ajax, with its Salaminian chorus, provides a
mythical charter (Burian 1972). According to Herodotus he received special
prayers, along with his father Telamon, from the Greeks before the battle of
Salamis (8.64): the victory was celebrated at the Aianteia, Ajax's festival, on
Munychion 16 (see G. Murray 1940, 115).

Arsames: Named as an important figure in the parodos (37). and...Argestes: The
crasis in k’Apynotns is most unusual. The® is not a sign of elision of kal, but
the breathing in the capital alpha now internalised. *

309-10 rammed: A graphic image, for the usual meaning of kup{cow refers to

312
314

butting with horns (Plato. Resp. 9.586b 1). dove-breeding island: Nobody can
decide whether this is another way of saying 'Salamis' or a reference to one of the
smaller islands nearby.

Pharnouchos died: There is no verb in the Greek.

Chrysa: Perhaps the same place. as the Iliadic Chryse in the Troad (1.37).
commander of ten thousand: See 304*. The Iranian term would have been
*baivarpatis.

315-16 More literally, 'he was dipping his tawny, thick, bushy beard, changing its

colour by dyeing it purple'. A vivid visual picture adds colourful detail to the
catalogue of the dead. Aeschylus piles up adjectives without connecting particles,
as often in the play (see e.g. 635-6*). bushy: 8dokios is used of the river-god
Achelods' dripping beard at Sophocles' Trach. 13. tawny: nupods (more
commonly muppds) is an adjective often found applied to hair and to red-haired or
red-skinned barbarians such as the Scythians (Hdt. 4.108, Hippocr. de Aér. 20.20-
4). dye of the purple sea: Aeschylus combines a Howicric epithet describing the
colour of the sea with a metaphor inspired by textile technology.
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317 Magos the Arabian: For information about 'Arabians' Aeschylus may be
dependent on Hecataeus (1 FgrH F 198). But although Magos is probably the
proper name (Schmitt 1978, 38-9), it is possible that this should be translated
'Arabos the Magian'; the Magoi were a Medo-Persian ethnic group (Hdt. 1.101)
who formed a priestly caste.

318 thirty thousand: See 304*.

319 he moved: A metic (péToikos) at Athens was a resident non-citizen who enjoyed
few civic rights. The mer- element implies a change of residence, rather than living
‘with' (Whitehead 1977, 6-7). The tragedians often used the idea metaphorically,
especially in pathetic reference to men buried away from home (see Garvie 1986,
231-2).

321 Ariomardos: This name, here given to a Lydian commander, apparently from
Sardis, was applied to an Egyptian leader at 38, and recurs at 968.

322 Mysian: See 52*.

323 Tharybis: A name repeated from 51. five times fifty: See 304*. At 341-3 the
messenger says that there was a total of 1,000 Persian ships, which would put
Tharybis in charge of a quarter of the entire vast barbarian fleet. Commander
C.E.T. Poynder kindly advises me that this is highly improbable, especially in the
days before radio.

324 handsome: The Hippocratic treatise On Airs Waters Places comments on the
good looks of Asiatics (Ta €{8ea xaiMoTous, 12.36).

326-8 Syennesis: A name regularly borne by the Cilician kings. The trouble he is
said to have caused to the Greeks may well mean that this is an individual with
whom Aeschylus' audience, to their cost, were perfectly familiar.

331 Aiai!: Three of the Queen's subsequent responses to the messenger's narratives
similarly open with a cry of despair (433, 445, 517). height of calamity: An
expression also used by Dareios at 807. The Persians talk about their calamitous
situation in terms of both heights and depths (see Introduction, p. 25).

332 shrill screams: On the significance ot the koku- stem see 468*.

334-6 The Queen assumes that only a comparably large fleet could have dared to take
on the Persians: see 235*, 236*. with ramming of ships: See 279*.

337-47 The messenger's second narrative is an ostensibly precise account of the size of
the respective fleets, with a theological tailpiece. On counting see the Introduction, pp.
24-25.

337 size: On the term plethos see the Introduction, p. 24

338-43 The precision of the numbers of the ships on each side, their consistency with
other sources on Salamis, and what is meant by the ships of special speed, have all
been much debated by historians. For general discussions see Lazenby 1993, 172-
3, Morrison and Coates 1986, 55-6, 152-7.

339-40 came to: The preposition eis can have this meaning in numerical contexts
(LSJ s.v. eis II1.2). three hundred...separately: The ten ships forming this select
squadron may be those which were to constitute the leading right wing in the
actual battle (399-400), or those from which the Greek hoplites disembarked to
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attack Xerxes' elite infantry on the island of Psyttaleia (456-7). Presumably
Aeschylus' original audience knew the answer.

341-3 thousand...fast: According to Aeschylus' figures the Persian fleet

345

346

347

349

outnumbered the Greek by more than three ships to one. The account of the naval
engagement itself makes no further mention of these 207 outstandingly swift
barbarian triremes.

some god: On the malevolent daimon, mentioned by every character in the play,
see the Introduction, p. 15, and 158*.

by loading....fate: This image may imply that the daimon was Zeus, for it goes
back to his golden scales in the Iliad, in which he weighed the fortunes of men and
which determined the issue of battles (e.g. 8.69, 16.658, 19.223 and most
famously 22.209-13, where the fates of Achilles and Hector are weighed against
one another). Aeschylus wrote a play entitled Psychostasia, dramatising another
famous weighing of souls at Troy: those of Achilles and Memnon (frr. 279-80
TgrF). Aristophanes may have remembered this when he made Aeschylus suggest
using a set of scales to weigh poetry in Frogs (1365). The messenger in Persians
is partial to the image of scales (437%*).

the goddess Pallas: This reference to Athena, in a metonymic expression for her
topographical sphere of influence, is the only one in the play. This is remarkable
given the general tendency to exaggerate the Athenians' contribution to the Persian
wars (Introduction, pp. 11-13). It is all the more surprising in view of the thanks
offered to Athena Nike (Athena of Victory) in the immediate aftermath of the wars
(Boersma 1970, 42, 132). Moreover, a mural in the Stoa Poikile, painted at
approximately the same time as the first production of Persians, portrayed Athena
assisting the Athenians at Marathon (Paus. 1.15.4), and tradition held that the good
omen of Athena's owl was seen before both Marathon (Ar. Wasps 1086) and
Salamis (Plut. Vit. Them. 12.1). The play's suppression of Athena may therefore be
evidence for some attempt to make the Salamis victory panhellenic rather than
Athenian, but it could also be a result of the masculinisation of the Athenians,
otherwise represented on the divine level exclusively by virile Olympians and
heroes (see 205-6%).

while men...secure: The city of Athens had of course been sacked. The
messenger's answer expresses an apparently traditional sentiment; the Lesbian
poet Alcaeus had said that a city's defences consisted not in walls but men (Ael.
Arist. Or. 46.207 = Alcaeus fr. 426 PLF; cf. Thuc. 7.77). The statement also draws
an implicit contrast with the frequent stress on the now 'unmanned' and 'manless'
Persian empire.

353-432 The messenger's third speech is by far his longest, and deals with the twenty-
four hours of the actual naval engagement itself, from the events of the evening
preceding it, through the Greeks' surprise attack at dawn, until the following evening,
which fell as the sea still resounded to the screams of dying barbarians (428).

354
355

vengeful spirit or malignant deity: See 158%*.

a Greek man: No Greek individual is ever named in Persians, just as in the
funeral speeches in praise of the war dead (epitaphioi logoi), delivered at the
Athenians' annual military funerals, instead of the dead being catalogued by name
(as the Persian commanders are so conspicuously in the play), Athenian history
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and values were rehearsed and defined (Loraux 1986, Goldhill 1988). Aeschylus'
inclusion of this episode shows that the ruse of the false message was a well-
established element of the popular Salamis narrative within a decade of the battle.
This is probably the most transparent reference to Themistocles in the play (see
Introduction, p. 12), for according to Herodotus it was Themistocles who sent his
own slave Sicinnus to deliver the message (8.75).

when the darkness...fell: The Greek uses a conditional clause in place of the
temporal construction required to make sense. in English.

361-2 understand...tricking him: This incident implies the superiority of the

363

Greeks over the barbarians in cunning intelligence. The archetypal story of the
defeat of greater physical power by greater (Greek) cleverness is of course
Odysseus' tricking of the Cyclops, the 'barbarian’ of the Odyssey, in book 9. The
word for 'trick’ here (§6\os) calls to mind Odysseus' epithet soAdunTis, used in
the parodos of Persians of divine trickery (92). The four cardinal Greek virtues
were already in a process of canonisation in Aeschylus' time (Sept. 610); they are
normally defined as intelligence (codia or £veors), courage or manliness
(&vépela), discipline or restraint (cw¢pooivy), and political justice (Sikatocivn,
Plato, Resp. 4.427e 10-11). Aeschylus' Persians are portrayed as deficient in all
four; this episode defines their inferior intelligence (see also 369-71%, 374* 468*).
gods were against him: More literally, 'bore a grudge'. On the 'popular’ theology
suggested by divine ¢84vos see Lenz 1986, 148-51.

a pre-battle speech: This is the first occasion on which the audience begins to
hear about Xerxes' style of leadership. His battle exhortation (364-71), at least
according to Aeschylus, consisted merely of bald orders and a death threat. The
effect of the indirect speech is both to keep the audience at an emotional distance
from the Persian King, and to throw the Greeks' very different pre-battle
exhortation into sharp relief (402-5*).

364-5 As soon as....sky: The elaborate style of description of day and night, light

and dark, is typical of this play (see 150-1%*). regions: The word Tépevos is
propetly used of a sacred enclosure.

366-8 For a worthy attempt to make sense of the naval tactics in the battle as

described by the messenger see Morrison and Coates 1986, 58-60. According to
Aeschylus' account it is at least clear that the central strategy of the Greek fleet
was to maximise the effectiveness of ramming by first tricking the Persians into
occupying narrow straits, and then attacking them simultaneously from both sides
(398-401). Ajax's island: See 307*.

369-71 If the Greeks...beheading: Xerxes' reported speech of instruction concludes

373

with a tyrannical threat which underlines both his despotic relationship with his
men (he has the power of life and death even over his senior officers) and his
cruelty. Herodotus relates that Xerxes did have some Phoenicians beheaded
during the battle (8.90). Unpleasant physical punishments are hallmarks of the
barbarian tyrant in Greek thought: see Hartog 1988, 198, Hall 1989, 158-9, 205.
The detail suggests Xerxes' lack of ‘justice’ (361-2%).

he did not comprehend: Xerxes' inability to divine the future or the purpose of
the gods is mentioned later by Dareios (see 744). The chorus had of course been
unable to interpret correctly the Queen's dream and omen (225%).
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374-83 And yet the Greeks...to and fro: The words 'and yet' constitute a rather strong
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[

translation of the text's 8°. The Athenian citizen audience who had rowed at
Salamis would have recognised themselves in this portrait: the physical demands
which the rowing at Salamis made on the Athenian sailors was a proverbial cause
of a sore bottom (Ar. Knights 785). Most commentators and translators assume,
however, that the lack of an explicit change of subject must mean that the whole
passage refers to the overnight activities of the Persians rather than the Greeks (an
exception is Craig 1924, 100). But the arguments for making the Greeks the
subject here are persuasive: the delineation of the sailors in terms of orderly
conduct, in conventional democratic language defining willing obedience to
authority (see 374*), is far more appropriate to the play's overall picture of the
Greeks. Moreover, the ot 8 picks up explicitly on the disorderly flight, with
every man for himself, falsely predicted by the Greek (359-60), and contrasts it
with the actual orderliness and mutual cooperation which ensued. There is
elsewhere some confusion in the messenger's narratives as to the identity of the
subjects of verbs, especially in the Psyttaleia speech (450, 452, 458), which is
possibly meant to suggest his state of psychological disturbance. Of course in
performance verbal stress, intonation, and gesture would make the meaning quite
clear: I wonder, however, whether some text has not dropped out here.

in no disorderly manner: The Greeks' discipline is continuously contrasted with
the Persians' disorder (see 399-401*). hearts obedient to authority: The
melBapxos ¢priv of the Greeks was a concept intimately connected with
Athenian democratic and imperial ideals. An Athenian citizen at Ar. Eccl. 762-4
says that he must obey (meiBapxeiv) the laws passed in the assembly; Isocrates, in
his patriotic Panathenaicus, cites melBapyia as one of the virtues which enabled
the Athenian democracy to maintain its imperial hegemony (115).

ready for rowing: The adjective eurjpeTpov is best taken proleptically. For a
detailed account, with illustrations, of the construction of the oar-ports, thole-pins
and other rowing equipment in the classical trireme see Morrison and Coates
1986, 148-51.

378-9 Kking of his own oar...master of his weapons: Elaborate periphrases for the

380

rowers and marines respectively. The Persians' socio-political hierarchies (‘king',
'master’) are metaphorically transformed by the Athenian democratic imagination
into descriptions of each citizen's relationship. with the tools with which he will
defend his own liberty.

banks of rowers: This unusual meaning of the term Tdéis, which would more
normally signify a squadron of ships, is highly probable in the context. Cf. = Ar.
Frogs 1074, 'three banks (Tdéeis) of rowers', i.e. in a trireme.

386-7 the brilliant sight: In narrative Aeschylus frequently uses such phrases to

prompt his audience's visual imagination (see 27*, and below 398). her white
horses: Eos, the goddess of the dawn, is drawn by horses in the Odyssey (23.244-
6). The messenger's speeches use the imagery of light and dark to point up Greek
victory and barbarian defeat respectively (Kakridis 1975; Pelling 1997, 2-6).
According to Pritchett (1971-85, vol. ii, 161), this is one of seventeen examples of
‘surprise’ dawn attacks in Greek texts.

388-9 cry of good omen: The paean, specified below (393%*).
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their expectation: Ie., that the Greeks would attempt an overnight escape.
sacred paean: The paean was a triumphal song, performed after a battle in
thanksgiving for victory (II. 22.391. after Salamis in Timotheus Pers. fr. 791.196-
201 PMG), but it often also refers to the song of soldiers before battle (Xen. Cyr.
4.1.6). Although properly associated with the worship of Apollo. the paean as
battle-cry may have been addressed to Ares (see £ Thuc. 1.50). On the contrast
between the paean and the 8pfivos, representative of the Greeks and Persians
respectively, see Haldane 1965, 35-6.

a trumpet: This instrument. made of bronze and around 100 cm in length.
produced a noise so loud that it was said to be audible over fifty stades (Poll. 4.88,
= ten kilometres). It was only used for signalling purposes (coordinating battle
tactics, summons to assembly, starting races), rather than music-making; the
attested competitions in trumpet-playing were probably judged according to the
criterion of volume alone. Because of its importance in military operations (see
Krentz 1991) it was closely associated with warfare in classical Greece: texts even
suggest that it would become, like weapons. redundant in peacetime (Aesch. fr.
451n.8-9 TgrF, Ar. Peace 1240, M.L. West 1992, 118-21).

396-7 on the command: The shouted instruction to the rowers, presumably by the
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kehevoTris (Morrison and Coates 1986, 130). they all pulled together: In Homer
¢pparéewv kdmns means 'bend to the oars' (Od. 10.129). The £uv- element in
EuveppoAi) here stresses the cooperative nature of the enterprise: cf. Ar. Lys. 246.
where Lysistrata says that all the women should go into the acropolis and help the
others in applying the crowbars together (EuvepBdiwpev...ToUs poxAods).

came clearly into view: See 386-7*.

399-401 On the battle formation see 366-8*. in disciplined...fashion: Throughout the

messenger's speeches a pointed contrast is drawn between Greek discipline (374,
462) and Persian disorder (422, 470).

402-5 a great shout: Aeschylus carefully avoids specifying who shouted the great

battle-cry of the Greeks. The ambiguity allows the possibility that the words are
actually those of Themistocles (so Podlecki 1970, 62, who thinks 'there is a good
chance that they are an iambic rendering of Themistocles' words on this occasion,
or something very like them'). On the other hand the shout could be imagined as
uttered by all the Greeks together: so Broadhead (1960, 124), who thinks it is a
traditional kind of battle-song of the kind known as a 'war nome' (Thuc. 5.69. with
2 ad loc.). O sons of the Greeks...forefathers: These memorable and stirring
words. the culmination of various noises made by the Greeks (their paean (388-
91), their trumpet (395), the order of the rowing master and the splashing of their
oars (396-7)) are the only direct speech by any Greeks to be heard in the entire
play. Greek audiences to this day often applaud loudly at this point in a
performance. liberate...liberate: Although the general formula of the exhortation
is traditional (cf. e.g. Callinus fr. 1.6-8 IEG, 'It is an honourable and glorious thing
for a man for fight his enemy for his land and children and wedded wife'"), the
repeated term éheuBepotiTe had powerful resonances in democratic Athens (see
also 592-3* and especially Hdt. 5.62). In Timotheus' Persians the Greek battle
exhortation before Salamis, praised by Plutarch (de aud. Poet. 11). included (and
probably opened the poem with) the line 'Fashioning for Hellas the great and
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glorious ornament of freedom' (¢\euBeplas...kdopov, fr. 788 PMG). See Hall
1994. fatherland: Asia, in contrast, is continuously imagined as a grieving mother
(see 61-2%). wives: This is the sole mention in the entire play of the real women of
Greece, in contrast with the several glimpses of the wives of the Persian army
(63*, 121-2%*, 133-9%*). struggle: In Aeschylus aydv, originally an athletic contest,
often means a military conflict.

clamour in the Persian tongue: pé6os (10 pdbrov is a loud shout of approval at
Ar. Knights 546) contributes to the semantic register in the play suggestive of the
sea (90*). The word and its cognates are particularly associated with the violent
movement and/or sound of dashing waves (396* above, Od. 5.412, Aesch. PV
1048, Soph. Phil. 688). See 462*. Aeschylus conspicuously omits to give the
Persians any trumpet, music, or stirring words comparable to the Greek battle
exhortation (Scott 1984, 156). Later texts assert that the Persians had a traditional
practice of raising a great shout at the onset of battle (Diod. Sic. 17.58.1, Curtius
3.10, inconditum et trucem sustulere clamorem). Paley (1879, ad loc.) was
concerned that Aeschylus neglected to mention that 'a great part of the fleet would
shout in Phoenician, Greek or Coptic, not in Persian at all'.

408-10 struck: This verb marks the beginning of the violence. There is to be a variety
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of verbs for hitting and different images used to evoke the blows inflicted on the
Persians by the Greeks both at sea and on land. bronze beak: Although the
ramming fixtures were made of iron, 'bronze’ remained the traditional epithet in
poetry of armaments of all kinds, and Pindar even characterises bronze as 'grey’,
like iron (Pyth. 3.48, 11.20)! Aeschylus may be equating the battle of Salamis here
and at 456 with the heroic struggles of the Iliad by describing it as though it were
fought with bronze (Thomson 1944, 36). a Greek vessel began: An unreliable
tradition identifies the Ameinias of Pallene who commanded the first ship to ram
(Hdt. 8.84) with a brother of Aeschylus of the same name (but different deme).
Ramming, the most important tactical function of the trireme in the fifth century,
was deemed analogous with aggressive sexual penetration (Ar. Birds 1256).

flood: See 87*.

418-19 made their strike: See 408-10*. turned upside down: Just as the Persians

420
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had turned upside down the shrines of the Greek gods (811-12). glimpse: See 386-
7*.

brimming: On the recurrence of this picture see 272*, and on the pleth- stem
(repeated in the next line) 429*.

reefs: Many Greek expressions for 'rocks' charmingly associate them with pigs
(e.g. Archilochus fr. 231 IEG, Aesch. Eum. 9, AnAlav...xoipd8a, 'Tocky Delos').
Here (as at Pind. Pyth. 10.52, xoipd8os... méTpas) the idea seems to be that the
rocks protrude in low flat curves from the water, like the backs of semi-submerged
pigs.

was being rowed: See 1046*. in disorderly flight: In contrast with the consistent
emphasis on the Greeks' orderly conduct (399-401%).

424-6  But they: This is the only occurrence of the epic Tol &' in tragic trimeters.

The use of epic forms is one means by which Aeschylus estranges the language of
his Persians (see Introduction, p. 23), but the form is also particularly appropriate
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here, where it introduces a simile in the epic style. striking and splicing...tunny:
Note the accumulation of different verbs denoting violence, here enhanced by the
asyndeton. In the /liad Patroclus, spearing Thestor, is likened to an angler
dragging a fish from the sea (16.406-8). 6yvvol were large Mediterranean fish
related to mackerel. The simile is particularly apposite because the fish were killed
by being struck on the head in their nets with clubs while still at sea, as the Greeks
struck the encircled Persians: compare the image equating Cleon's associates with
tunny fisherman in Aristophanes' Knights 313, and see Oppian, Hal. 3.637-41.In a
fragment of Aeschylus (307 TgrF) a man is said to endure repeated blows in
silence, 'like a tunny fish'. The fish were then taken to shore and filleted: paxi{lewv
is a particularly graphic verb, meaning 'to slice through the spine’ (of e.g. a
sacrificial animal). See especially Soph. Ajax 299. The fourth-century Sicilian
name-vase of the "Tunny-seller painter' (Campania no. 54 in Trendall 1967, 207-8,
and the frontispiece of D'A.W. Thompson 1947) vividly depicts the extent of the
physical force a fishmonger needed to fillet this fish. On the imagery of food
processing see also 463*.

shrieking: The dying Persians are effeminised by the use of the term kwkiparta,
which belongs to the semantic register usually preserved for women (see 468%*).
the plethora of disasters: Words with the stem pleth-, extremely common
throughout the play (see Introduction p. 24), are piled up on one another at the end
of this speech like the Persian corpses themselves (413, 420, 421, 432). ten days:
The significance of the number is not clear. It may be related to the repeated
emphasis on the division of the Persian army into units in multiples of ten (see
304%*). On the other hand it may just signify a large number of days, as Sekdmnalay,
'a tenfold long time ago' (Ar. Eq. 1154), only means 'a very long time ago'. See
also 11. 2.489.

go through it line by line: The verb Aeschylus coins is particularly appropriate
because the ool element is associated with the orderly sequence of soldiers
filing past in rows (e.g. Xen. Cyr. 6.3.34 and see LSJs.v. sTouxéw).

such a large number: On arithmetic see the Introduction, p. 25.

A vast ocean: The metaphorical notion of 'a sea of troubles’ is idiomatic (see.
Sept. 758, Suppl. 470, Eur. Hipp. 822, HF 1088, Bond 1988, 340-1). But in the
context of a naval disaster (cf. mexaylav dra, 427), it springs into vivid and
effective life (90%*).

the entire barbarian people: I.e. all the barbarian ethnic groups in the Persian
empire (see 187). This line attests, for the first time in extant Greek literature, to
the absolute polarisation of 'Hellene' and 'barbarian’, which here means 'not-Greek'
rather than just 'Persian’. The conceptual antithesis of 'Hellenes' and 'barbarians'
sometimes presupposes that a generic bond exists not only between all Greeks, but
between all non-Greeks as well: cf. Soph. fr. 587 (mav 16 BdpBapov yévos),
Eur. Hec. 1200, Andr. 173, Rhes. 404-5, 833-4, Hall 1989, 160-2.

outweighed them in the balance: The messenger uses the image of the scales
again (see 346*). Here it is not the fate of the Greeks which is being weighed
against that of the Persians, but the gravity of two separate incidents at Salamis. It
is significant that the deaths of a few hundred of Xerxes' most trusted Persian
noblemen (400 according to Paus. 1.36.2) is said to be 'at least twice' as tragic as
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the deaths the messenger has already reported of thousands of less prominent
barbarians in the battle itself.

438-40 And what misfortune: Denniston observes that kal before an interrogative
can imply surprise and contempt, especially at the opening of a speech in a
dialogue (1954, 309-10). to swing the balance: The Queen picks up the
messenger's weighing metaphor (436-7).

441-3 physical prime...lineage: The messenger introduces his account of the
massacre of Persians on the island at Psyttaleia with details emphasising the
quality, rather than the quantity, of lives lost. This is in accordance with the status-
conscious barbarian psyche as construed throughout the play. in fidelity: See 1*.

447-71 The messenger now describes the hoplite assault on the Persian elite, an
episode to which the play thus lends remarkable prominence in comparison with e.g.
Plataea. Although the Athenian navy is the most illustrious hero of the play, Aeschylus
is certainly anxious not to overlook the contribution made by the infantry (see 240*, S.
Said 1992/3).

447 an island: Ancient historians call this island Psyttaleia. Modern historians have
exercised great ingenuity in trying to identify it with the modern Lipsokoutali, or
with Ayios Yeoryios: see Hammond 1956, 37, Broadhead 1960, 332-5.

448-9 dance-loving Pan: Pan, a close associate of Dionysus, is also linked with
dancing by Pindar (fr. 99 SM), and in Attic drinking songs (PMG 887.1-2, 936.1-
3, Mava...xpucéwv xopdv &yahpa). In Sophocles' Ajax, the chorus of Salaminian
sailors call on Pan, 'the gods' lordly dance-leader' (8eGv yopomo{’ dva€, 698), to
inspire their dancing. This detail in Persians is extremely sinister in conjunction
with the account of the slaughter which follows it. Pan is one of the series of male
gods and heroes Aeschylus connects with the Greek victory in the play (see 205-
6*). In reality he was granted a place in the special pantheon associated by the
Athenians with assistance in the Persian wars. Herodotus (6.105) says that the
Athenian herald Pheidippides encountered Pan in Tegea on his journey to ask the
Spartans for assistance before Marathon; the god told him to rebuke the Athenians
for their neglect of him, and they therefore consecrated a shrine to him amongst
the caves of the acropolis, and instituted an annual ceremony in his honour (see
Ar. Lys. 911, Eur. lon 938, Travlos 1971, 417, Borgeaud 1979, 195-7). treads: A
term often used of divinities (Soph. OC 679, of Dionysus), indeed of Pan himself
(Cratinus fr. 359.2 PCG, Tdv...&pBatebwv; Eur. fr. 696.2-3 N?).

450 Xerxes: The proper name has had to be supplied for clarity in the translation (see
374-83*). Xerxes has not been the subject of any verb for nearly 80 lines (373);
perhaps Aeschylus is implying that to the Persians 'he', when in doubt, meant the
King.

452 make an easy killing: The alteration in the subject of the verbs in this sentence
(Xerxes/the Greeks/the Persians) may suggest the messenger's disjointed thought
processes (374-83*), but in performance his emphases would prevent any
confusion.
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what was to happen: Amongst Xerxes' numerous failings is a complete inability
to divine the gods' will or the future, as Dareios remarks at 744.

victory: By using the Homeric term ki#8os (not employed by the other
tragedians), the battle of Salamis is equated with the glorious military
achievements of the warriors of the Iliad (1.279, 8.216, Zeus «{8os €8wke, etc.)

they armoured: From ¢pdaoeiv, a term meaning literally 'to fence' or 'fortify'. It
is usually used of fencing battlements (//. 12.263), fortifying defensive walls
(Aesch. Sept. 63), or fencing in ships (/. 15.566-7, see below 951, 1029). Here the
idea of fencing with armour is vividly transferred to the Greek warrior's own
bodies, in a poetic evocation of hoplite equipment.

our men: Supplied in the translation to clarify the confusion caused by yet another
abrupt change in subject (see 374-83*, 452*). had no idea: Unlike Homer's
archetypal clever Greek, moAuprixavos Odysseus, they were without resource
(unxavn). The barbarians' lack of cunning intelligence has been suggested
previously (361-2%).

arrows...fell on them: It would be much more natural in English to say that the
Greeks shot arrows at them, rather than making the arrows the subject of the verb,
but Aeschylus is gradually transferring the viewpoint from the Persian victims, via
the Greeks (462), to Xerxes, sitting at a distance from the scene and, like the
audience, contemplating it (465). There were of course archers on the Greek side;
Plutarch records that there were four on each ship (Vit. Them. 14.1, see Pritchett
1971-85, vol. iv, 150).

at a single cry: Or, 'in a single sweep' (see 406*). Either interpretation emphasises
the unity of the Greek assault.

struck them, butchered...limbs: See 48-110*. The asyndeton suggests the
uncontrolled violence of repeated blows. After stones and arrows, the Greeks
finally get to close quarters with their victims, hacking their limbs to pieces,
presumably with swords, the hoplite's secondary weapon (see J.K. Anderson's
evocation of the bloody experience of hoplite fighting (1991), the illustration on
the front of this book, and fig. 2). Georges 1994, 84, sees this line as Aeschylus'
own 'poetic justice for his brother...killed at Marathon by a Persian who hacked off
his arm with an ax' (see Introduction pp. 3—4). The term kpeokomnelv, 'to cut meat',
is shockingly bald: at Eur. Cyc. 359 the chorus says that the cannibalistic giant is
about to 'slice up (kpeokomeiv) the limbs of strangers', to similarly graphic effect.
Cf. Aeschylus' image of the butcher's block where Cassandra imagines she will be
slaughtered (komelong) Aesch. Ag. 1277-8). In the messenger's last long speech
the Persians were conceptualised as fish being caught and spliced, with similar
asyndeton (424-6%*).

wailed aloud: Cf. 426, oipwy1i, and Ajax's cry of despair in Sophocles (317).
Xerxes did not react like this to the loss of his ships; he is more upset by the loss
of his crack regiment of moTol (441-4). The cries of despair we hear in the play
itself were thus prefigured by those of Xerxes and his forces at Salamis.

he had a seat: According to Herodotus Xerxes watched the battle from Mount
Aigaleos (8.90.4). This famous scene was further elaborated in later writers: in
Timotheus' Persians Xerxes delivers his lament surrounded by an entire wailing
entourage (fr. 791.171-2 PMG); in Plutarch he sits on a golden throne (Vit. Them.
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13.1). A silver-footed Persian throne on which Xerxes was alleged to have sat during
the battle was one of the most famous spoils from the wars on the acropolis (see
Introduction, p. 14). Those who wish to experience Xerxes' views of the battle can
consult the photographs in Hammond 1956.

468 he tore his robes: Robe-tearing is typical especially of female and barbarian
lamentation in Greek literature: see 123-5*% 199*. The term for Xerxes' clothes,
némnAot, which the chorus also wear (1060), is used in Homer only for women's
raiment; in Greek literature it is rarely used for male clothing, which usually consists
of the ipdtiov or xAaiva. Plutarch describes the ritual reversal of gender roles at the
Hybrtstika at.Ar.gos: ‘they clothe the women in men's tunics (x1twat) and the men in
women's robes (mémAoi¢*) and veils' (de Virt. mul. 4 = Mor. 245e-f). With the
exception of the gown in which Agamemnon dies, defeated by a woman, the mémhoc*
or mémAwua in Aeschylus is only worn by women and/or barbarians (Choeph. 30,
SuppL 432). Elsewhere, when men are given the mémAoc*, it is usually a narrative
strategy by which they are 'effeminised' (e.g. Pentheus and Dionysus in Eur. Bacch.,
see Loraux 1990, 33-40). The term, however, is used 'especially of long Persian
dresses' (LSJ s.v. mémAog* 11.3, e.g. Xen. Cyr. 3.1.13). shrilly screamed: These words
also belong to the semantic register normally reserved for women: men hardly ever
KWKUEIY in serious Greek literature. The word, implying a high-pitched scream of
despair, is properly used of women's lamentations over the dead (Od. 24.295*. Aesch.
Ag. 1313). In the lliad Briseis, like Xerxes here, "Aiy' ékwKu€ over Patroclus'corpse
(19.284), and Thetis' laments (0&0...kwk0oaoa, 18.71) are juxtaposed to Achilles'
manly deep groaning (Bapy oT€va'xovti, 18.70). See Soph. Ajax 317-20, where
Tecmessa says that Ajax, who groaned in a deep voice, regarded high-pitched wailing
as 'unmanly'. Elsewhere in Aeschylus the only utterances described by the term Ay0¢*
are delivered by women (Suppl. 114) or the nightingale, whose song was explained by
the mythical aition of the female Procne's unceasing laments for her dead son Itys (Ag.
1146). Male barbarians are said to kKwku€iv or utter kwkOpata elsewhere in Persians

(e.g. 427).

469 infantry: This implies that Xerxes had retained some foot-soldiers for his own
special protection.

470 rushing: This probably refers to Xerxes' own flight. In Homer inot (from

nut) is used intransitively to denote the rushing movement of rivers or springs (ll.
21.158, Od. 7.130). On the other hand it could here be transitive (as at Il. 21.158), in
which case it could be translated 'sending them away', disorderly: See 399-401*.

472 O loathsome deity: Once again the situation is blamed on a malevolent but
unspecified daiman (158*).

473-4  The vengeance...turned bitter on him: Literally, 'The vengeance my son
exacted from famous Athens was bitter’, famous Athens: Aeschylus may have
allowed a partisan Greek viewpoint (focalisation) to intrude here (Broadhead 1960,
134), but it is more likely that the Queen speaks with bitter irony.

475 Marathon: Another reminiscence of the battle of Marathon (see 236, 244),
here virtually personified as the vanquisher of Persia.

477 multitude: The mA\Bo¢* theme again (see Introduction, pp. 24-25).

480-514: The messenger's last speech is an example of Aeschylean poeticised
cartography, similar to the travelogues and catalogues detailing numerous peoples and
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places in other plays attributed to Aeschylus (the 'map' of Pelasgia in Supplices, the
beacon-relay in Agamemnon, the travelogues of the Prometheus plays): see Bacon
1961. 45-59. Griffith 1983. 213-32, 287-91, 297-9, Bernand 1985, Hall 1989, 75-6: see
also 21-58*. The audience accompanies in imagination the fast diminishing barbarian
force along the whole hard route from Athens to Sousa, through well-known landmarks
in mainland Greece via the river Strymon in Thrace. There is conspicuously little detail
about the Asiatic section of the journey. The central theme is the Persians' inability to
endure extreme hunger, thirst. and sudden changes in temperature: this idea coincides
with the argument of the 5th-century Hippocratic treatise On Airs. Waters. Places,
which explains that Asiatics lack spirit and independence because of their temperate
climate and plentiful harvests. whereas Europeans, who suffer changeable climates,
grow up vigorous and passionate and know how to deal with-harsh physical conditions
(de Aér. 12.7-38. 16.3-33, see Jouanna 1981, Hall 1993, 123-6). See also 792-4. The
culminating catastrophe which occurred when the Persians tried to cross the river
Strymon may have been raised to prominence in this play because it seemed fitting
divine recompense for Xerxes' arrogant bridging of the waters of the Hellespont.
Disaster while crossing a river is thus 'an appropriate form of punishment for the
crossing of the straits' (Horsfall 1974, 505).

481 in disorder: See 399-401*.

482-3 began dying off: The imperfect tense suggests continuous acts of dying.
Boeotia is of course to be the site of many more Persian deaths in the battle of
Plataea, shortly to be prophesied by Dareios at 800-42.

484 others: Two consecutive half lines have almost certainly dropped out of the text,
describing a middle group who suffered from a cause other than thirst or
breathlessness, perhaps disease.

486 the land of Doris: Commentators have objected to the indirect route the remnant
of the force are said to have taken from Phocis to the Melian gulf, but according to
Herodotus Xerxes did pass through Doris, at least on his outward journey (8.31).

488 Achaean land: Phthiotic Achaea (Achilles' homeland) in Thessaly.

494-5 Bolbe's reedy marsh: Lake Bolbe is literally called 'a marshy reed'. Mount
Pangaion, Edonian territory: A famous mountain in Thrace, associated with
Dionysiac myths. The first play of Aeschylus' tetralogic Lycurgeia was called
Edonians. These names were important to Aeschylus' audience: in the period
immediately after the wars the Athenians were keen to build up their colonies in
this area: only seven years after the production of Persians they were to suffer
catastrophic losses in Edonia (Thuc. 1.100). In JHS 1898, pp. xxxvi-xxxvii, there
is a summary of an intrepid professor's account of the Thracian section of his
expedition to retrace Xerxes' journey.

495-7 god: One of the many indications that the Persians' catastrophic experlences
were divinely ordained. out of season: The flight of the Persians took place in the
autumn. On the Asiatics' alleged inability to withstand changeable climates see
480-514*. sacred...Strymon: This expression has been taken to imply the
Persians' Zoroastrian reverence for water (especially river water), represented by
the 'Apas’, who were the 'yazatas' or divine beings of the element (e.g. Kranz
1933, 86). But the epithet ayvds occurs in reference to rivers in entirely Greek
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contexts in Pindar (Isthm. 6.74) and elswhere in tragedy (Aesch. Suppl. 254-5, in
the Greek Pelasgos' mouth, also in reference to the Strymon). See also 497-9%*,
577-8*.

497-9 Those who...prayers: Presumably the irreligious were praying in thanks for

500

what initially seemed like a benevolent divine intervention. prostrating
themselves: As the Greeks did for gods (see 152*); in Aristophanes' Knights it is
implied that 'prostration before the earth and the gods' was associated with
offering thanks for any great blessing conferred (156); in a fragment of Sophocles
‘everyone prostrates themselves before the turning circle of the sun' (738.2 TgrF).
Earth and Sky: Earth was a rather vaguely conceptualised goddess, in the lliad
one of the elemental deities invoked in solemn oaths, along with Zeus, Sun.
Rivers, and the Erinyes (3.276-9, 19.258-60). In mythology Gaia first gives birth
to and then lies with Sky (Ouranos, Hes. Theog. 126-36). It has often been thought
that the worship of Earth and Sky here reflects the Greek belief voiced by e.g.
Plato's Socrates (Crat. 397c-d). that barbarians (and Greeks in former times)
worshipped elemental deities such as 'sun. moon. earth (yf), stars, and sky
(oUpavds)"s Herodotus says that the Persians eschewed anthropomorphic gods and
worshipped elements instead (1.131). But both Gaia and Ouranos were Greek
divinities, addressed elswhere in tragedy (Eur. Med. 57, 148), and it is
unnecessary to assume a conscious attempt to evoke Zoroastrian ritual here. See
495-T7*.

numerous invocations: The implication may be that the Persians stupidly wasted
valuable time on praying; if they had crossed the ice more quickly, they might all
have escaped before the thaw.

502-5 the sun-god's beams...flame: On the play's recurrent elaborate language

506

507

512
514

describing light and the sun, see 150-1*. drove through: A forceful verb, from
Siinpuu  (‘thrust through'), used e.g. of an arrow from Odysseus' bow driving
through the iron axes at Od. 21.328.

fell on one another: An aesthetically appropriate fate, echoing the collision of the
Persians' ships with each other earlier, in the waters of Salamis (415-16).

breath of life: These barbarians either died from being crushed in the water, or
drowned, or both (see 272*). This scene is reminiscent of the Trojans driven into
the river Xanthus by Achilles, whose corpses choked its waters (1. 21.7-26).
yearning: On the ndBos theme see Introduction, p. 19.

blasted: éyxaTtaokinTew implies that the god has struck the Persians as with
thunder or lightning (cf. Soph. Trach. 1087. é¢ykatdoknyov Béros...kepauvol).
This theme is later picked up by Dareios (715*, 739-40*).

515-16 Grievous deity: Yet another reference to the malevolent daimon (see 158*).

leapt and stamped: In Eumenides the Erinyes say that they 'leap’ with a heavy
foot onto malefactors (372-4); cf. Soph. Ant. 1345-6, OT 263. But the image may
have sounded distinctly oriental to Aeschylus' audience: a hymn to the Assyrian
king Assurnasirpal calls him 'the mighty hero, who has trampled on the neck of
his foes, who has trodden down all his enemies' (Luckenbill 1926, vol. i, 169). On
the Behistun relief Dareios himself stands with his left foot triumphantly planted
on the prostrate figure of the rebel Gaumata (Root 1979, 185). See also the
anaphoric Egyptian hymn in honour of Thutmose III. 'I came to let you tread on
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Djahi's chiefs, I spread them under your feet...I came to let you tread on those in
Asia' (Lichtheim 1973-80, vol. ii, 36-7).

518 nocturnal vision: A reference, of course, to the dream described at 176-200. It is
unusual to find the prosaic and comic term évimviov in tragedy, which generally
prefers vap, éverpos, and verpov (Kessels 1973, 132-4).

520 you...judged them: The chorus had delivered this judgement at 225.

521-4 However...palace: The chorus had suggested prayers and libations at 216-23.

525 doing this cannot change: These words have had to be supplied in English.

528 to us who trust you: On the significance of the recurrence of the pist- stem see
1*. Here, moTolov might just possibly refer to the chorus rather than to the
Queen ("You must take faithful counsel amongst your faithful selves').

530 escort him to the palace: An instruction the chorus do not forget. and which may,
like other instances of mponéumew. have funereal overtones (see 1036*). The
suggestion that Xerxes could arrive at any minute keeps up the tension of
anticipation in this nostos-play (see 8*).

532-97: Anapaests and Stasimon

The chorus have been restraining their emotional response to the messenger's
cumulatively and increasingly more terrible news since their initial explosive reaction at
256-89. In this great dirge, at the heart of the play, they range widely and in emotional
(rather than chronologically linear) order over the past causes and the present and future
private and public ramifications of the messenger's catastrophic report. They
consecutively attribute the destruction to Zeus (532-6), Xerxes (550-3), and 'ships' both
Persian and Greek (558-63). using the same root verb for all three (dAéoas,
andiecev, andrecav). They reflect on the grief of bereaved Persian women (537-47),
on the contrast between Xerxes' and Dareios' leadership (550-7), on the battle itself
(558-63), on the escape of Xerxes (565-7), on their own lamentation (571-5), on fishes
eating the Persian dead (576-8), on the grief of the bereaved parents (579-83), on the
potential fall of the Persian empire (584-90), and conclude with a last glimpse of the
Persian dead at Salamis (595-7). The language and imagery of the final third strophe
and antistrophe (584-97) construct a picture of life under Persian despotism clearly
formulated from an Athenian, democratic perspective.

The stasimon proper, which begins at 548, is introduced by a sequence of anapaests,
just as the parodos. the necromancy, and the Xerxes' kommos with the chorus are (1-
154*). The predominant metres of the stasimon itself are the lyric iambic in the first
strophic pair, and subsequently lyric dactyls. The ritual effect of the dirge is powerfully
enhanced by the strong twofold and threefold repetition both within and across the
strophic system (see especially 550-2/560-2, 568/584), and by a variety of repeated
inarticulate cries and exclamations (see Introduction, p. 23).

532 O Zeus, my king: Greece may previously have been called "Zeus's country' (see
270-1%), but the supreme Olympian has not otherwise so far been named in the
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play, which increases the impact of this strong statement of the role of the god in
the destruction of the Persian expedition. In Dareios' homilies Zeus' role in the
past and present history of Persia is to be fully established and clarified (739-40%,
762-4*, 827), and Xerxes invokes Zeus in his first utterance (915): see
Winnington-Ingram 1973.

533-5 you have destroyed: In English the word viv ('now') means that the perfect
tense is here required to translate the Greek aorist of katakpinTw. who could
boast so many men: Literally, 'greatly boasting and having many men'; with the
impact of peyahatxwv cf. Pindar's use of it to describe the 'braggart’ Porphyrion,
the king of the giants, who dared to fight against the gods but were utterly
defeated (Pyth. 8.15), just as here the Persians arrogantly thought they could
conquer the Greeks.

535 Agbatana: See 16-18*.

536 gloom: Cf. Choeph. 52, 'gloom (6védor) covers the house'.

537-8 many women: The chorus return to one of their favourite themes - the
lamentation of Persian women (see 121-2*, 123-5*). tearing their veils: In the
lliad Hecuba tears her veil off when mourning Hector (22.405-7). But the Persian
women are actually ripping the fabric of their veils, for the middle of kaTepeikewv
is transitively used for tearing one's own garments, as in Sappho fr. 140(a) 2
(young women instructed to beat their breasts and tear their clothes in rites for the
dying Adonis), and Hdt. 3.66 (high-born Persians weeping around the distressed
king Kambyses). See also 1060*.

539-40 soaking, drenching: Literally 'soaking with tears their drenching breasts', or
'soaking with tears their breasts so that they are drenched'. In the Iliad Althaea's
breast is similarly drenched with tears (6etovto 6¢ Sdkpuot kdAmor, 9.570)
through grief for her dead brother, and Hector's brothers 'drench their clothes with
tears' as they mourn him (24.162).

541-2  softly wailing: The first of two habro- compounds in quick succession (543),
on the significance of which see 41*. their recent bridegrooms: For the motif of
the newly wedded bride, bereft of her husband, see Protesilaus' young widow, 'her
cheeks torn in wailing, left behind in Phylace, his house but half established' (/I.
2.700-1); this Achaean was slain by a Trojan warrior as he leapt forth from his
ship on arrival in Asia.

543-5 soft sheets: Another habro- compound. See 541 and 41*. The luxurious
textiles of the Persians became a standard feature of Greek orientalising discourse
(Xen. Cyr. 8.8.16, Hall 1989, 207). nuptial beds...pleasures: A sensual image:
Dareios later enjoins the chorus to lend themselves to daily 'pleasure' (841%).
abandon...laments: Insatiability and abandoned emotionalism are two of the
hallmarks of the barbarian psyche as constructed in this play. See 908-1078*.

546 And I myself: The chorus add their voices of lament to those they have been
describing, implying that they are but one group amongst many currently raising
the dirge throughout the land of Persia. This sentiment serves as an introduction to
the performance of the impending dirge proper: the change is marked by the shift
into strophic lyric iambics, which are the predominant metre of lamentation in this

play.
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548-9 the entire land of Asia: The lyrics begin with the continent of Asia virtually
personified as a woman in mourning (see 61-2*). emptied out: See 118-19*.

550-2 Xerxes...Xerxes...Xerxes: The threefold anaphoric rhythmical repetition and
the inarticulate cries lend a simple but powerful ritual effect.

553 ships: Here and at 1076 the chorus uses an unusual term, Bapts, which in Greek
literature seems to signify an exotic non-Greek vessel; cf. Aesch. Suppl. 874, Hdt.
2.96 (Egyptian boats), Eur. /A 297 (Trojan ships).

555-6 Lord of the bow: This title underlines the image of the Persian bow which is
so important in the play (26*, Introduction p. 21). Here Aeschylus may be
drawing on something of Dareios' own self-publicity. In a Persian sculpture at
Behistun (Root 1979, plate 6) he is portrayed as an archer, and inscribed upon his
tomb were the words, 'trained am I both with hands and with feet... As a bowman
I am a good bowman both afoot and on horseback' (Kent 1953, 140, par. 8h). On
royal coins Dareios had himself depicted as 'the first bowman of his people' (Root
1979, 309). Aeschylus may well have seen one of the golden darics, coins
introduced by and named after the King, on which his figure is distinguished by a
conspicuous bow: these did filter to Athens. where they have been found in large
quantities (M. Miller 1985, 99, 104 and appendix 1), since they were used in the
western empire amongst the Greek communities (Cook 1985, 221-2 and plate
12.3). benign: The strange formulation by which Dareios is described as 'not
causing harm' rather than positively beneficial recurs at 663* (dkaxe), 855
(dxdkas), and 860 (the men used to come home from wars unharmed (&dndvous
amaBels). This is in contrast with Xerxes, who turned the fleet into 'not-ships'
(dvaes, 680): see Introduction, p. 23. citizens: A somewhat jarring word given
the effort Aeschylus has made to suggest the lack of rights enjoyed by the Persian
King's subjects, but Herodotus uses it often in barbarian contexts, signifying little
more than 'fellow countrymen' (e.g. 1.37).

558-9 Soldiers...sail-winged: There are textual problems here. Both lines as they
appear in the manuscripts fail to respond metrically with 548-9, and the meaning
of opdnTepor is not clear: it probably means something like AwdmnTepor,
'winged with sails', at PV 468. Dark-eyed: Cf. the Homeric epithet for ships,
kuavémpwpot, 'dark-prowed’. Eyes were actually painted on the bows of ships (see
Aesch. Suppl. 716). but the expression could just mean 'of dark aspect'.

560-2 ships...ships...ships: The lines use the same verbs and cries as those in the
strophe, with the same strong threefold anaphoric repetition (550-2*). The first
ships are Persian, the third Greek; the second either or both. manned by Ionians:
Literally, 'by Ionian hands'. by lethal ramming: Described by the messenger,
278-9.

§70-1 Cychreia: The name 'Cychreia’ (identified with Salamis, Strabo 9.1.9 = 393)
was derived from that of Cychreus, a mythical king of Salamis. He was succeeded
by Ajax's father Telamon (Apollod. 3.12.7). Pausanias says that he appeared to the
Athenians at the battle of Salamis in the form of a dragon (1.36.1). He had a
sanctuary at Salamis, and was honoured in cult at Athens and Eleusis (Plut. Vit
Thes. 10.1, Vit. Sol. 9.1). The 'Cychreian rock' was named in Sophocles' play
about another Salaminian, his Teucer (fr. 579 TgrF).
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Lacerated: A strong word. The sea tears the flesh of the dead into ribbons. A
metaphor from wool-combing, the word kvdnTew denotes the effect on human
flesh of torture by whips (Cratinus fr. 303 PCG) or thorned shrubs (Plato, Resp.
10.616a 3), or the mangling of Hector's body as it trails behind Achilles' chariot
(Soph. Aj. 1031).

577-8 voiceless children...undefiled sea: I.e. fishes. In an earlier simile the Persians

584

585

themselves had been envisaged as fishes, trapped by fisherman (424-6*). In the
lliad Achilles, after throwing Lycaon into the river to be washed downstream to
the sea, predicts that fishes will feast on his body (21.126-7, see also 203-4). In a
Sophoclean fragment a tunny fish is called 'voiceless' (dvauSos, 762 TgrF, cf.
424%*). The description of the sea as 'undefiled' has been thought to suggest the
Persians' reverence for water. But Zoroastrians actually regarded sea-water as
water whose purity had been tainted by Ahriman (see 495-7*. 497-9%), their
malevolent deity (Boyce 1982, 166). The epithet, rather, reflects the Greek belief
that sea-water could wash away pollution (see IT 1193, and Parker 1983, 226-7).
the inhabitants of Asia: To{ is an Ionic form (see Introduction, p. 23), with
which the second strophe also began (568).

abide under Persian rule: nepoovopolvrar may involve a word play (65*): the
pers- element suggests to the ear the aorist of the verb mépberv, 'to sack' (of cities),
and implies that the Persian empire had been won by military violence against its
vassal states. In English a future tense is required to make sense of the Greek's
present tense plus &njv.

586-7 pay further tribute...to the King: On the tense of the verb see the previous

588

note. The word 8aouds is particularly associated in Greek sources with the taking
of tribute by Persia (Xen. Anab. 1.1.8). Under the democracy at Athens taxes were
payable to the state, not to any individual. The diction implicitly contrasts the
Athenian system with the Persian kings' exaction of tribute paid to themselves, in
elaborate ceremonies depicted on reliefs in Persian architecture: see for example
the great stone portrait of Dareios and Xerxes at Persepolis, which probably
portrays tribute-bringers from all over the empire from Arabia to the Caucasus
(Burn 1970, 314, but consult also the cautious remarks of Root 1979, 230). These
scenes fascinated the Greeks; see the lowest row of figures on the 'Dareios vase'
(fig. 1).

prostrating themselves: Another reference to the prostration (mpookivnois)
performed before Persian royalty (see 152*), here envisaged as being performed
by the entire subject population. But the chorus fear that Salamis may have put a
stop to it.

592-3 people...talk freely: Aeschylus' chorus are afraid that freedom of speech will

now be impossible to prevent. This implies to the audience that hitherto subjects
of the King did not enjoy the right to express their views (in Greek ionyop{a and
nappnoia) so valued by Athenian democrats. The expression éxevbepa Bdlew
seems to be equivalent to the verbs éieuBepooTopelv (PV 180), and
&\euBeprdlery, which in political theory means 'to speak or act like a free man'
(Plato, Legg. 3.701e 5, Aristot. Pol. 5.1314a 8); 'freely' (éAeUBepa) brings to mind
the term for the Athenian political ideal of freedom. éx ubepia (see 402-5*).
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594 a strong yoke: The image of the yoke - the bridge which 'yoked' the
Hellespont, the yoke with which in the Queen's dream Xerxes tried to control both
Persia and Greece, the yoke of slavery the barbarians wanted to cast upon Hellas -
recurs insistently as a symbol of Persian despotism (see 50%).

596-7 Ajax's...island: Salamis. See 307*. remains of the Persians: This ambiguous
phrase both implies that the Persian empire and Persian hopes died at Salamis, and
also suggests the familiar gruesome image of the Persians' corpses (see 272%).

598-622: The Queen Returns

The Queen returns to the stage on foot (607-8%*), and plainly dressed; she carries
materials for the libation, perhaps in a basket or on a tray. This is a ‘'mirror' entrance,
imitating her previous arrival at 155, but drawing a direct contrast with it (see
Introduction, p. 20). The figure whose pomp represented the pride of the empire now
represents its downfall. There is apparently no prostration by the chorus.

599-600 a wave of disasters: The Queen adopts marine imagery, traditional in Greek
poetry for expressing notions about the vicissitudes of human fortunes, especially
affairs of state, but particularly appropriate to a play about a disaster at sea (90*,
433%),

601 heaven blows gently: In the English 'heaven' is a paraphrase of daimon, the
divine agent who sends a fair wind. See 158*.

604-5 hostile images...rings in my ears: An acute description of the sensory
disturbances caused by extreme anxiety. no victory-song: oV maiwdvios could
alternatively be translated 'no song to bring about healing’, but by emphasising that
the din ringing in the Queen's ears has nothing to do with victory Aeschylus would
remind his audience of the terror with which the barbarians heard the confident
Greek pre-battle mairdv (393*), also called a kérados (388).

606 terror: Fear is one of the most dominant emotions in the play: see
Introduction, p. 19. driving me out of my mind: The Greek conveys the Queen's
utter emotional distraction by a strong alliteration of 'k’ and 'p' sounds (kakdv
ékmAnéls ékdofel dpévas). On the connotations of ¢ppéves see 745-50%*.

607-8 without the chariot and finery: Incontrovertible evidence that the Queen's
previous entrance was on a chariot and accompanied by much pomp; on chariot
entrances in tragedy see Introduction, p. 22. The word for finery, A8 or its
cognates, is often found in tragic contexts evoking specifically barbarian luxury (544
above, Aesch. Suppl. 235-6, Eur. IA 74 (BapBdpw xA\idnipaTi), Rhes. 960). The
Queen's second and simpler dress may have been black (Taplin 1977, 99). Her
former x\181 may have included attendants: perhaps the contrast between her two
entrances is increased by making her return alone.

609-10 materials...libation: Before the messenger's arrival the Queen had been
advised, and had resolved, to offer a liquid sacrifice (219-20, 229, 523-4). to
propitiate: The Greek adjective mpeupeviis consistently underlines the importance
of securing the goodwill of the dead (see also 220, 685), and may, like the term
'benign' (&kakos, see 663*), be associated with apotropaic ritual.

611-18 The ingredients of the libation (milk, honey, water, wine, and oil, accompanied
by flowers) are typical of Greek libations to the dead and the gods of the underworld,
at least as represented in tragedy: Soph. El. 894-6 (milk, flowers), Eur. IT 159-66
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(milk, wine, honey), Eur. Or. 114-15 (honey, milk, wine); see Burkert 1985, 194.
The description of the ingredients, with its elaborate periphrases, is notable for its
evocation of their purity and the femininity of the natural world which has produced
them. While suitably solemn for the occasion, the expressions are also highly
appropriate in the mouth of this anxious mother-figure, and by interacting with all
the other female imagery in the play, inscribe the femininity and fecundity of Asia in
the text (Hall 1993, 125-6). The picture, suggestive of a lactating cow, hard working
bees, mature vines, abundant water, olives and flowers, is in accordance with the
Greeks' stereotypical view of Asia, regarded in the Hippocratic On Airs, Waters,
Places as blessed with a temperate climate, plentiful harvests, and fertile livestock
(see 480-514%), in contrast with the ungenerous soil of Greece (792-4). a virgin
spring: Springs appear in metaphors in the play: see 743*. garlands of flowers: As
so often in Aeschylus a pervasive verbal image is made visually concrete. This part
of the Queen's offering, visible to the audience, is a physical substantiation of the
recurrent floral images preceding this scene: she is sacrificing real flowers, but the
‘manly flower of the Persian land' (59*) has been sacrificed at Salamis.

620-1 summon up: Although the Queen has previously been advised to pray for
assistance to her dead husband (222-3), the decision, here announced, actually to call
up his ghost may have come as a surprise to the original audience. The verb used for
'to summon up', avakaieloBar (middle of dvakaieiv), makes it apparent that the
Queen requires the chorus to sing an 'anacletic' hymn (Rose 1950, 263-4). This could
simply mean a hymn calling for aid, but the chorus' appeal at 630, 'send up the soul
from below into the light', suggests that they have understood her as asking them to
perform a necromancy.

623-80: Necromancy

The necromancy is the most exciting section in the play, visually and aurally bizarre and
distinctive. Dareios is the earliest example in surviving tragedy of a ghost character;
Aeschylus used another ghost, that of Clytemnestra, fourteen years later in his
Eumenides, and Euripides' Hecuba is opened by the ghost of the murdered and unburied
Polydorus, wandering the coast of Thrace. But both of these ghosts roam abroad,
whereas Dareios' ghost 'is in no wise detached from the grave where the remains of its
carnal tabernacle are entombed' (Ridgeway 1910, 151). Seneca was enthusiastically to
adopt the Greek tragic ghost; his Thyestes, for example, is opened by the spectre of
Tantalus. Much of the evidence for ghosts on the ancient stage is gathered in Hickman
1938. It was partly Seneca's influence which made the theatrical ghost a staple of the
renaissance and Shakespearean stage.

Yet the raising of Dareios' ghost, a scene in which an afflicted, war-torn community
seeks advice from a respected dead leader, has its closest parallels in Athenian comedy:
Dionysus in Frogs seeks advice on how to save the city from the dead Euripides and
Aeschylus in the underworld (and his awareness of his debt to Persians is suggested by
his references to the tragedy, see 1071-2* and Introduction, p. 2). An even closer
parallel occurred in Eupolis' famous comedy, The Demes, in which the desperate
Athenians brought back up from Hades several of their greatest leaders, including
Pericles (Ael. Arist. Or. 3.365, Eupolis frr. 99-146 PCG).
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For ghost-raising was by no means an unfamiliar procedure to the Greek audience.
Some scholars (e.g. Headlam 1902) have argued that it would have had a distinctly
‘oriental’ significance. But in Choephori there is a vigorous (although unsuccessful)
attempt to raise Agamemnon's ghost (see especially 477, 489-90). The Greeks honoured
their dead ancestors with rituals (Hdt. 4.26); the Athenians had a festival of the dead, the
Genesia, at which they believed their ancestors returned from the underworld to haunt
the city (see Jacoby 1944).

Seeking advice from the shades of the dead had a fundamental archetype in the
Odyssey. Following Circe's instructions (10.516-37), Odysseus goes to the entrance of
Hades at the very edge of Ocean; there, by rituals including animal sacrifice and libation
(see below, 667-8*), he raises the ghost of Teiresias (and of many others including his
mother), from whom he seeks counsel (11.9-151). Aeschylus dramatised Odysseus'
raising of Teiresias' ghost in his lost Psuchagogot, 'Soul-raisers' (frr. 273-8 TgrF),
which included a speech by the 'raised' Teiresias prophesying the hero's death (as in Od.
11.100-37). This other Aeschylean necromantic play was also alluded to in
Aristophanes' Frogs (fr. 273 TgrF, Frogs 1266). Eitrem (1928, 9) speculates that
knowledge of ghost-raising was also prominent in Aeschylus' Penelope, Ostologoi, and
satyric Circe. Aeschylus may therefore have been particularly associated with stage
ghosts: he appeared as one himself both in Pherecrates' comedy Crapataloi (fr. 100
PCG), and in a lost play by Aristophanes (see fr. 696 PCG). But Euripides in Hecuba
and Sophocles in his Polyxena (Achilles' ghost) also used the device. See Green 1994,
18-19.

A story was current in the fifth century that Periander, the tyrant of Corinth, had
something of an ongoing dialogue with his dead wife Melissa at the oracle of the dead at
Ephyra in Thesprotia (Hdt. 5.92.6-7); although he had killed her and slept with her
corpse, she eventually helped him to recover lost property. There is archaeological
evidence at this nekyomanteion dating from the third century BC, but built on the same
site as the much older cult of the dead: the evidence suggests that necromantic rituals
similar to those performed by Odysseus were practised in reality (see Dakaris 1963, 51-
4).

The chorus' necromantic hymn opens with an anapaestic introduction (623-32, see 1-
154*), during which the chorus arrange themselves around the tomb of Dareios, perhaps
in a kneeling position reminiscent of their prostration before the Queen on her first
entrance. Dareios' first speech indicates the violent physical actions which had been
performed by the chorus during their ghost-raising song: pounding and scratching the
earth (see 683*). They may also have clapped their hands (1071-2*). The stasimon
proper commences with the chorus asking whether Dareios can hear them (633-6); it
then alternates addresses to the underworld gods (640-6, 649-50) with eulogy of Dareios
in the third person (647-8, 652-6); finally the chorus seem to pluck up the courage to
apostrophise his ghost directly in the second person for a sustained sequence of three
stanzas (657-77). The fundamental metre of the stasimon is the distinctive Ionic a
minore, familiar from the parodos (65-139*), although the closing epode is
predominantly dactylic.

This liturgical structure and content (on which see Citti 1962, 41-3, and especially
Moritz 1979) may correspond closely with real prayers to the dead and with the rituals
performed at oracles of the dead. The use of refrain (see 671*) and the repetition of the
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sound an- are particularly striking. The language of the entire hymn is characterised by
cxtensive repetition, inarticulate cries, and accumulations of adjectives; they make it
unequivocally, as the chorus themselves say, an utterance 'in my barbarian language,
clear, varied, ceaseless and harsh-sounding' (635-6*). It is not clear at what exact point
Dareios first becomes visible, although it is plausible to take the account of his clothing
at 660-1 as a description of what the audience are beginning to glimpse.

623 My lady...Persians: See 4-6*.

626 the escorts of the dead: These are to be named at 629 and 650.

628 You, pure gods: The chorus mark their change of interlocutor with the word ax\d,
which here has little if any adversative force. It is sometimes used, as here, to
initiate an apostrophe, which is technically the 'turning away' from one addressee
to another.

629 Earth: See 497-9*. Hermes: One of this god's cult titles was Ysuxomoumds, ‘escort
of souls’, the only Olympian who could pass in and out of the chthonic sphere (cf.
Choeph. 124 (= 165 transposed), 'greatest herald of those above and below':
Hermes leads the souls of the suitors down to the underworld in the second nekuia
of the Odyssey (24.1-14), and his special responsibility for the dead is shown by
the inscription of his name on graves (Burkert 1985, 157-8). king of those below:
Subsequently named as Aidoneus (649-50%).

633-4 Does...hear me: dier (from daiw, 'perceive’) must mean 'hear' (as often), and
provides variety with kAyer in the next question (639). Cf. Eur. Hipp. 362-3.
Haldane 1972, 43 collects evidence (e.g. Choeph. 315-19) that it was thought
necessary to shout very loud indeed in order to be heard by those in the
underworld. More honorific epithets: see 4-6*.

635-6 my barbarian language...utterances: The Greek audience could apparently
tolerate stage foreigners, who by convention spoke Greek, describing their own
language as 'barbarian’. Headlam wanted to read dpBap’ acadnvi, i.e. 'unclear
barbarian noises', like Iphigenia's 'barbaric incantations' in her ritual at /T 137-8,
the 'foreign-sounding meaningless polysyllabic words' uttered by the necromancer
Mithrobarzanes in Lucian's Menippus 9, and in spells now familiar from the
magical papyri (1902, 55). The reading is not implausible, but Headlam's theory
that there were spells in unintelligible jargon (not preserved in the text) uttered
between 632 and 633 was based on no solid evidence (see Lawson 1934). The
chorus' asyndetic piling up of five adjectives to describe their own language creates
a strange enough effect in itself. varied: Since aidlos in musical contexts means
'of changing pitch' (e.g. Soph. Inachus fr. 269¢.32 TgrF), this adjective may give a
clue to the nature of the music here (see Haldane 1972, 46).

640-1 Earth: See 497-9*.

643 Sousa-born god of the Persians: The dead Dareios is unquestionably believed to
be divine (see 156-7%*).

647-8 beloved...beloved...beloved: According to Strabo the inscription on Dareios'
tomb read, 'he was loved by those who loved him', (d{hos AV Tols oéidots,
15.730.8). The threefold anaphora (evidenced several times in this play, e.g. 550-2,
560-2), around the stem phil-, lends a liturgical and incantatory effect. Aeschylean
barbarians elswhere use extended repetition and anaphora when addressing
important figures (Suppl. 370-4, see Hall 1989, 193, 206). mound:
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Besides Dareios' mention of his 'tomb' (td¢ou, 684) this word gives us the only
clue as to the appearance of the grave scenery (see also 657-9* and especially 140-

1%).

649-50 Aidoneus: Hades; cf. Soph. OC 1559. The name seems to be a poetical

651

652

extension of the Homeric *A{8ns, a name probably meaning 'Unseeing' or
'Unseen’, from a- plus i8eiv (Farnell 1907, 282), although the meaning has been
disputed. Hades was the son of Kronos and Rhea and brother of Zeus and
Poseidon; his apportioned lot of the universe was the 'murky gloom' of the
underworld (Il 15.187-91).

Darian: The chorus here and below (671) use a form of the dead King's name
designed to lend an authentic foreign flavour. The usual Hellenisation of his name
(as elsewhere in this play) was Dareios; Darian approximates much more closely
to the Persian Darayava’us (see 16-18%).

he never Kkilled: In contradistinction to Xerxes, earlier said to have 'destroyed’
(amdheoev) his men (551).

654-6 godlike in counsel: In the military context 8coprjoTwp may call to mind Ares,

of whom an epithet was mappriotwp (‘all-counselling’, tr. fr. adesp. 129.9). he
steered the army well: Dindorf's conjectured alternative to the various
unconvincing manuscript readings has a naval connotation, 'he guided the ship by
its sheet well'": this is entirely appropriate in the context of this naval play (90%*,
767*).

657-9 Shah: This word hag been selected to translate the Greek BaiArjv in order to

imitate its orientalising effect; BaAAijv would have sounded strange and eastern to
Aeschylus' audience. It was either a Phrygian word meaning 'king' (Hesych. s.v.
Bahfv, [Plut.] de Fluv. 12.4), or derived from the Phoenician honorary title 'Ba'al'.
Sophocles' orientalised Trojans in his Poimenes used the same title, perhaps of
Priam (fr. 515 TgrF; see Hall 1989, 120-1). come, draw near, arrive: The
asyndeton and the three nearly identical imperatives sound powerfully hieratic. the
very top: The somewhat unexpected képupfov (instead of e.g. kopudri, the word
for the top of Achilles' tomb at Eur. Hec. 93) may have a naval connotation (90*):
in the Iliad its only meaning is the top of a ship's stern (9.241), and this is what
képupBa meant earlier in the play (411).

660-1 yellow-dyed slippers: The Phrygian eunuch in Euripides' Orestes also wears

'barbarian' evpdpides (1370), on which in general see M. Miller 1985, 269-72.
Later authors say that they had very thick soles (BaBimeApos, AP 7.413.3-4, Lyc.
Alex. 855), which may be connected with the later comments on the 'soft' Persian
gait (1073). See also 247* (and 814-15*, which just possibly conceals a reference
to Persian military boots). The closed shoe (as opposed to the sandal), not attested
in Greek art or literature until the beginning of the fifth century, was an idea
copied from the east (Erbacher 1914, 71). The Greeks' fascination with Persian
clothing is evinced already in fragments of the early historian Hecataeus (1 FgrH
F 284, 287), on whom Aeschylus may here and in the following line be dependent.
Yet Persian royal relief sculptures do suggest that the kings wore special shoes to
distinguish themselves from their subjects (Root 1979, 112-13, 185). It is curious
that Dareios' rising feet are described before his head.
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tip...tiara: The King's peaked head-dress excited great interest amongst the
Greeks (numerous references in Belloni 1988, 193). It was also called the
kupBaoia, and according to Hesychius (1 836) only the Kings of Persia could
wear its peak upright, while their generals wore it bent down. In Aristophanes'
Birds Euelpides says that the cock is the only bird to wear his kuppaocia upright
(i.e. to have a crest), like the Great King of Persia (486-7), so 'revealing the tip'
here may refer to the regally erect position of the peak of Dareios' hat.

come: The Greek imperative Bdoke has a specific religious resonance, since in
Homer it is used exclusively to exhort an immortal or supernatural being to
undertake a terrestrial mission (Iris, Hermes. or Agamemnon's false dream, /1.
24.144, 24.336, 2.8). See Moritz 1979, 194. benign: Raising the dead is a
terrifying task: addressing Dareios as 'benign’ may be intended to placate him, and
thus serve an apotropaic ritual function. See also 555-6*, 609-10*. father:
Although Sophocles' Oedipus paternalistically calls his subjects his children (OT
1), it is not usual for kings in tragedy, even dead ones, to be addressed as 'father’
by coevals; it implies a distinctly inegalitarian relationship (see 'mother’, 215-
16*). The Greeks may have believed that Persian kings required this form of
address, for in Timotheus' Persians, when a barbarian supplicates a Greek who
has mastered him, he calls him 'father’ (fr. 791.154 PMG).

664-6 Come: The verb has to be supplied in the translation of the antistrophe.

master of masters: The manuscripts have the meaningless 'master of master', and
Dindorf's emendation, in the light of such attested Persian phrases as 'king of
kings' (see 24*), is almost certain: cf. the skolion attributed to Hybrias the Cretan
(fr. 909.8-10 PMG), where a likely supplement makes a first-person serf-master's
voice say that people prostrate themselves before him, addressing him as 'master
of masters and Great King'. Free Greeks used the term Seondtns of gods and
expected their slaves to use it of them: the title in Persians suggests both the
servility of the chorus and the divinity of Dareios.

667-8 Stygian mist: Is this evidence for an ancient special effect? The meaning of

ax\ys is not as clearly metaphorical as LSJ (s.v. axAis 2) and most
commentators assume. The parallel text they cite is Eum. 379-80, where the
chorus (at Athens) say that 'a murky axAUs' is settling on Orestes' household. But
in Persians the presence of ax\Us is explained by the next line: 'for all our young
men have recently perished'. The only time when dxAjs hovers around generally
in Homer is in the crucial omen at the end of book 20 of the Odyssey.
Theoclymenus says that the palace entrance is thronged with ghosts speeding
down to Erebos, the sun has been eclipsed, 'and a foul axAis hovers over all'
(20.355-7). There the axAjs marks the precise point at which the living are
conceptualised joining the dead. But Aeschylus at this point in Persians
unequivocally calls the mist 'Stygian": Odysseus does his necromantic rituals at
the exact point where 'a branch of the Styx' meets two other rivers (10.513-15,
11.21-2). The chorus' entirely concrete reference to 'Stygian mist' therefore occurs
at the point where both a ghost is being raised from the underworld and young
men are going down to it. I am very grateful to my graduate student Ruth Bardel
for pointing out to me that a column of smoke is clearly depicted beneath the only
figure in Greek vase-painting which can with absolute certainty be identified as a
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tragic ghost. This is the labelled 'ghost (eidolon) of Aietes' in the illustration of
an unknown Medea tragedy on a fourth-century vase by the Underworld Painter
(no. IIL.5.4 in Trendall and Webster 1971). Aietes was also a barbarian monarch.
floating overhead: ¢mnotdopar (see also Eum. 378) is a lengthened poetic form
of ¢mmnéropay, 'fly over, towards'.

670 all our young men: The Doric noun veoha{a means something like 'the youth
of the nation (Aads)' (cf. Aesch. Suppl. 687).

671 Repeated verbatim from the last line of the corresponding strophe (663). Refrain
as a typical feature of necromantic ritual may be implicit in Circe's instructions to
Odysseus to invoke the spirits of the dead many times (moA\a 6¢ youvoioBar,
Od. 10.521).

675-7 master: SuvdTng, according to a scholion, is a variant of the more familiar
SuvdoTns. what...mistake: This sentence of the epode is hopelessly corrupt,
although the apparent reference to a 'second mistake' could be linking Marathon
and Salamis.

678-9 triple-banked: The notion of ships 'with three skalmoi' (thole-pins to which
the oar was fastened, see 375-6) comes to mean 'with three banks of oars', i.e.
triremes. The term recurs right at the end of the play (1075). have been
destroyed: The same form of this verb (ék¢8{vw) recurs in the final dirge (927).
The totality of the destruction is underlined by the heavy, doleful effect of the
unrelieved long syllables in the epode's spondaic penultimate line, especially in
contrast with the serial short syllables of line 675.

680 ships no more: The term 'not-ships' (dvaes) is a striking use of the prevalent
privative alpha, contrasting Xerxes' and Dareios' leadership (555-6*, Introduction,
p- 23).

681-851: Dareios

The ghost of Dareios, after emerging from the tomb arrayed in tiara, yellow slippers,
and presumably other kingly regalia, remains visible for some 160 lines, before
descending again to the underworld. He opens by speaking in iambics, and then has an
unsuccessful discussion with the chorus, in which they sing that they cannot bring
themselves to speak to him (681-702), and Dareios' response changes to trochaic
tetrameters. This remains the metre of the more fruitful spoken interchange with the
Queen (703-38), in which she paraphrases the news which the messenger had related to
her.

But the heart of the scene lies in Dareios' three great speeches, in which he takes his
audience through the theological reasons for the catastrophe and through the history of
the Persian empire into the future 'three generations hence' (818). The speeches are in
the iambic trimeter, to mark the change from dialogue to narrative. They are of
increasing length, and all refer the course of history and its divine authorisation
explicitly to Zeus. (i) The past: the revelation of unfavourable oracles which had
emanated from Zeus, with which Dareios was familiar, and whose fulfilment Xerxes
had precipitated by building the bridge over the Hellespont (739-52). (ii) The past:
from the empire's foundation (authorised by Zeus) until the accession of Xerxes (759-
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786). (iii) The climax of the play is Dareios' account of the present and future: the
slaughter at the battle of Plataea awaiting the Persian contingents left behind in Greece,
a chastisement for hubris to be meted out, again, by Zeus (800-842). This last speech is
distinguished by its two references to hubris (808, 821, the only occasions on which the
word occurs in the play), and by its compounds of huper- in words describing Xerxes'
arrogance and excess (820 umépoeu, 825 Umepdpoviioas, 827 dmepxdunwv, 831
Umepkdpme). Dareios the divine king-prophet has access to an understanding of the
divine order of the universe denied to all the other Persians. For discussions see
Alexanderson 1967, S. Said 1981, Belloni 1982, Fisher 1992, 258-61.

681 faithful of the faithful: See 1*, 24* (on the pist- stem and the intensifying
paronomastic genitive plural). contemporaries: Since Dareios took power in 521
BC, the chorus cannot be imagined as any less than 65 years of age at the time of
Salamis.

682 sorrow...suffering: The translation attempts to reproduce by sigmatism the
alliteration (of 'p' sounds) in the Greek, which may have been meant to suggest the
noise of the repeated striking of the earth. the city: Early in the play the chorus
had predicted that the city would resound to the cries of mourning women (115-
25), and the city is described as a woman in mourning at 944-9%*.

683 the ground groans: As often, the Asian earth is personified (61-2*). is being
beaten: Literally, 'has been beaten'. Dareios' eye-witness view of the necromancy
describes two ritual actions - the pounding and scratching (xapdooeTatr) of the
earth - which the chorus' hymn had not detailed. The accumulation of the three
verbs replicates the repeated violent gestures, which imply that the chorus is now
on the ground, either kneeling, crouching, or lying fully stretched out: in the lliad
Althaea pounded the earth with her hands 'as she called upon Hades and dread
Persephone, while she knelt and made her breast wet with tears' (9.568-70); in the
dirge at Eur. Tro. 1305-9 Hecuba says, 'I let my aged limbs sink to the ground (¢s
médov) and I beat (xTumolioca) the earth with my hands'. The chorus respond, 'T in
turn kneel on the earth (yévu T{8npr yaiq) and call upon my wretched husband
in the world below'.

684-5 fear: See 694-6*. graciously: The term npeupeviis here implies more than (as
at 224) simply polite protocol: it seems to have had a special significance in the
context of dialogue between the living and the dead (see 609-10%).

688 Leaving Hades is especially difficult: 'Hades' has to be supplied. The sentiment
is similar to Anacreon's famous formulation, 'for the recess of Hades is grim, and
the road down to it (kdTo8og) is grievous, and it is certain that he who goes down
does not come up again' (PMG 395.9-12).

691 since I have authority: Dead royalty were often conceived as retaining their
earthly status in the underworld, a conception probably connected with hero-cult.
Odysseus says to Achilles in the underworld that 'we honoured you like a god
before, when you were alive, and now that you have come here, you have great
power (péya kpatéets) amongst the dead' (Od. 11.484-5); cf. Aesch. Choeph.
354-8; Soph. El. 841.

694-702 The chorus is so overwhelmed by the appearance of Dareios that they find it
difficult to look at him (which may well imply that they perform prostration



158 COMMENTARY

(152%), or are still on the ground after the necromancy), or even to respond to him:
they express their confused emotions in a lyric strophe and antistrophe (in the
‘orientalising' Ionic a minore metre: see 65-139*), between which Dareios
addresses them in speech. He has changed his own metre to trochaic tetrameters,
perhaps implying greater speed of delivery and emotional agitation (see 155-
248*). The chorus do not regain their composure sufficiently to speak again until
line 787.

694-6 Awesome...of you: The repetition and rhyme create a semi-liturgical effect,
implying the quasi-religious awe in which Dareios, now a god (see 156-7), had
always been held. The chorus can almost certainly not be looking at Dareios. old
fear: Aeschylus carefully indicates (see also 703) that the chorus had been afraid
of Dareios, as supreme autocrat, even during his lifetime. The central emotion of
this scene is fear: Dareios had used the same word at 685. The play implies both
that the Persians feared the Greeks, and that relationships between the Persians
were characterised by fear.

699 casting aside the awe: Dareios gives the chorus 'permission’ to forget the usual
reverential attitude his presence demanded and speak to the point.

700-2: The antistrophe replicates the syntax, repetition, and rhyme of the strophe.

703 old fear: See 694-6*.

704 high-born lady..marriage bed: Dareios uses nearly as solemn titles to address
his widow as the chorus had used towards her on her first appearance (155-8). The
chorus and the Queen had also made reference to the royal marriage bed (157,
160).

706 the human condition: Note the Queen's extremely similar gnomic generalisation
at 293-4. Just as she had calmed the messenger in order to extract news from him,
so Dareios is calming her for the same reason.

707 both from the sea and the land: A fine example of Aeschylus’ ability to bring a
traditional poetic topos alive by making it peculiarly relevant to his current
aesthetic purpose. Such polar expressions involving sea and land (see.also
Choeph. 585-8) go back to Hesiod (Theog. 582) and the Homeric Hymn to
Aphrodite (5-6): the goddess subdues all the creatures 'that the dry land nurtures,
and all reared by the sea’' (more examples in Barrett 1964, 394). But the formula is
particularly appropriate in a context where military operations by land and sea
have been consistently paired (see 76-80, 102-14*).

709 O you...prosperity: A hyperbolic apostrophe even by theatrical Persians'
standards, but the word 8\Bos may be chosen carefully (161-4%*). It is best to take
'all men' to be dependent on Umepoxddv and éABov as accusative of respect.

710 while you looked: For the elaborate diction on the theme of light see 150-1%*.

711 living your life...Persians: This is the obvious way to interpret the Greek,
although it is just possible that it means 'making life pass happily for the Persians',
since the chorus begin their next chorus with an assertion of that nature (852-6).
like a god: See 156-7*. .

712 depths: On the imagery of 'heights' and 'depths' see the Introduction, p. 25.

714 Persians: The translation omits the word mpdypa8’, the 'affairs' of the Persians.
""the destroyers of cities'': This has been supplied in the translation because a
pun on ITépoar and SiamopBely (= SamépBerv) is almost certainly intended (see
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65*). On the other hand a traditional expression about the fall of Persia, with a
variable verb, may be implied: see Hdt. 7.10.y.2, 8iépyacTto dv T& Tlepoéwv
mpriypata). The play offers several pithy and memorable sayings about the
Persian wars (824*). The Queen's rider vs eimelv €mnos (not translated here),
modifies the categorical force of dia- in the verb: 'utterly destroyed, as it were'.
The same phrase modifies a similarly sweeping statement at Eur. Hcld. 167.
blasted: A okfmTos is a thunderbolt; the strong metaphor, 'thunderbolt of
plague', is comparable with Eur. Andr. 1046 (of war), and especially OT 27-8, 'the
fiery god of plague has blasted (okrjgsas) the city'. But in Persians the notion of
the thunderbolt, Zeus's prerogative, anticipates Dareios' revelation of Zeus's
prophecies at 739-40*. See also 514*. civic strife: It is revealing that Dareios
immediately assumes the crisis has been caused not by external military
campaigns but by internal sedition.

Which of my sons: The Athenians may have been aware of rumours similar to
Herodotus' later narrative of the bitter quarrel between Dareios' seven sons (three
by his first wife, four by Atossa) over the succession (7.2-3). Dareios had at least
twelve children by six known wives (Cook 1985, 228).

raging: See 73*. emptying: See 118-19*.

the front: pérwmov, properly 'forehead’, could mean a 'line' in a military sense
(Xen. Cyr. 2.4.2).

yoked: See 50*. strait of Helle: Yet another circumlocution for 'the Hellespont'
(see 67-72%). contraptions: Cf. Aaondpors Te paxavais (112-14).

actually managed: Literally, 'he accomplished this thing, so as to close...".
Bosporos: Another way of saying 'the Hellespont'. The name 'Bosporos' usually
referred to the Thracian or Tauric (Crimean) straits, deeper into the Black Sea, but
Sophocles also uses it to designate the Hellespont (Aj. 884).

724-5 one of the gods...a mighty god: On the ubiquitous daimon see 158%*.

729

whole...completely: On the play's pervasive use of the term néas (‘all', 'every') and
its cognates, which cumulatively build up an impression of the rotality of the
annihilation of Persia, see the Introduction, p. 24 by the spear: i.e. 'by the Greeks'.

730-2 Sousa...all the Bactrian people: On the Bactrians see 306*. The antithesis by

733
734
736
738

pév and 8¢ of Sousa and Bactria may mean that the Queen is thinking of Sousa
and Bactria as representative of the western and eastern parts of the empire
respectively. emptiness of men: See 118-19*. to a man: The manuscript reading
'not even an old man [sc. 'survives]' makes little sense, unless it is a uniquely
elliptical way of saying that none of the Bactrians will reach old age. There has
been continuous emphasis on the youth of Xerxes' forces (as in the next line), and
old men usually appear in such contexts as bereft parents (see e.g. 63*).

he lost: Or, 'he destroyed'.

only Xerxes: I.e. Xerxes is the sole man of high status to have escaped.

which yoked: See 50*.

disagreement: For this sense of otdoiws cf. Plato, Euthyphr. 8d, where
oTaowdlew means 'to disagree'.

739-40 oracles...prophecies: Dareios introduces for the first time in the play the

notion of oracles, received from Zeus apparently in his lifetime, foretelling the
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Persian catastrophe: Dareios thus confirms the play's thesis that the defeat of
Persia was divinely ordained. This kind of language was so intimately associated
with the tragic register in the Athenian imagination that Aristophanes makes a
character, in a parody of tragedy, say ofpol nmémpakTar Tol 6eol TO BécdaTov
(Ar. Knights 1248), 'alas. the oracle of the god has been fulfilled'. Aeschylus does
not make Dareios specify what the oracles consisted of, where he received them,
or when: in Herodotus various oracles had predicted Persian defeat (8.96, 9.42-3),
but not to Dareios. Zeus: See 532*. hurled down: The verb is dmookrnnTewv, 'cast
down from above', probably suggestive of Zeus's thunderbolt (see 715*).
hasty...assistance: The sentiment encapsulates the argument of the play, that the
Persian defeat was ordained by the gods, but that its implementation was
accelerated by Xerxes' impetuosity. The idea became typical in gnomic utterances
in tragedy: see Eur. IT 910-11, fr. 432.2 N2, and especially Aeschylus fr. 395
TgrF, 'god loves to help the one who is struggling [sc. to achieve something for
himself]'.

fountain-spring: The problems facing the Persians have previously been
metaphorically conceptualised as an 'ocean' (433*). The Athenians, in contrast
with this spring of calamity, have a 'spring' (mny1) of silver which won them the
battle (238%*).

youthful audacity: Xerxes' lack of understanding of the divine order of the
universe (1d8’ - see also 373*), and his impetuous boldness, are both here
associated with his allegedly tender years (see 13*).

745-50 constrain...Poseidon: The chorus and the Queen have both described the

bridging of the Hellespont (112-14, 130-2, 722); now it is Dareios' turn, and he
sets Xerxes' actions in their theological context. This passage probably has
nothing.to do with the famous tradition in which Xerxes had the waters of the
Hellespont flogged (Hdt. 7.35), a tradition which was either not yet current, or
was unfamiliar to Aeschylus, or which he chose not to exploit. fetters, like a
slave: Since Xerxes regarded the waters of the Hellespont, like all his other
subordinates (see 50*), as a slave, the cables and other components of the bridge
by metaphorical extension become its fetters. divine stream: Literally, 'stream of
a god', presumably Poseidon (see 750). altered the very nature: petappubpilewv
seems to mean 'to change the shape or form' of something: in Hdt. 5.58 it is used
of changing the design of the Phoenician letters of the alphabet to their Hellenised
form. mortal: Despite the attempts to extract king-worship from Persians (see
156-7*), Xerxes' human status could not be made more explicit. including
Poseidon: The ka{ marks a climax, suggesting 'even Poseidon' or ‘and most of all
Poseidon' (Denniston 1954, 291-2). Poseidon, important in Attic cult, is one of the
series of male Olympians or heroes arrayed on the Greek side in the play: see 205-
6*. disease...mind: On the vulnerability of the 'mind' (¢péves, actually innards
locatable somewhere in the midriff) to disturbance and disease in tragedy, see
Padel 1992, 20-4. Thalmann 1986 discusses the terminology Aeschylus uses for
the sentient innards.

751-2 I am afraid...labours: The effect of this change of topic is heightened by the

asyndeton and the alliteration of 'p' sounds - the latter not infrequent in this
tragedy (e.g. 205-6*, 682*). Cf. Choeph. 137. where Clytemnestra and Aegisthus
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wastefully luxuriate in the wealth which Agamemnon had laboured to accumulate
(év Tolov ools mdvoiwor xAovow péya). the first comer: The word
avBpdmots, 'for [or 'among'] mankind', is virtually redundant in English.

753-4 Raging Xerxes: See 73*. by talking with wicked men: this line introduces

755

757
760
761

the notion that Xerxes had been influenced by advisors (see Michelini 1982, 149-
50). It is very likely that the reference would have had a particular significance for
Aeschylus' audience: in Herodotus the men who encouraged Xerxes included not
only his cousin Mardonios and the leading royal family in Thessaly (Aleuadae),
but also the old Athenian tyrant family, the Peisistratids (7.6), on whom see
Introduction, pp. 3-4.

lack of manly courage: The Greek word avavépia, 'lack of bravery', literally
means 'lack of manliness'. Xerxes in the play has of course been constructed as
deficient in dvSpela in both senses of the word, especially in his reaction to
Psyttaleia (468*) and in his headlong flight from the scene of battle (469-70).
wicked men: See 753-4*.

unforgettable: On the theme of memory see the Introduction, p. 1, and 824*.

the complete emptying out: See 118-19*

762-4 lord Zeus...sceptre of authority: Dareios says that the Persian monarchy,

765

766

767

symbolised by the sceptre, was ordained by Zeus. Aeschylus is using Homeric
precedent in order to imagine how a king talked about his right to rule. In the Iliad
the supreme king Agamemnon's sceptre was derived ultimately from Zeus, and
bestowed on his grandfather Pelops by Hermes (/1. 2.101-8); Odysseus says to the
Achaeans, 'Let there be one commander, one king, endowed by the son of
crooked-minded Kronos [i.e. Zeus] with sceptre and royal rights of custom'
(2.204-5). Dareios' sceptre is conspicuous in fig. 1, which suggests that in the
fourth-century play which the vase illustrates the actor who played Dareios held a
sceptre; it would have been dramatically effective in Persians if his ghost brought
one from the underworld. a single man: The language recalls the Queen's
question about who ruled the Athenians, and the chorus' response (241-2). sheep-
rearing Asia: Archilochus had called Asia pniotpddos (fr. 227 IEG); in
Persians the fecundity of Asia is contrasted with the barrenness of Greece (480-
514%). ,

Medos: It is possible that this merely means 'a Mede', rather than an eponymous
individual called Medos. Either way Aeschylus' version shows that he was at least
aware that the Persians had taken over what was already a substantial Median
empire in 550/49. Greek genealogists had been playing derivation games with the
ethnic names 'Persian’ (see 76-80*) and 'Mede' at least as early as the sixth century
(see Drews 1973, 9): in Hesiod's Theogony Medea gives birth to a son called
Medeios (1001), and in the Odyssey her grandmother's name is Perse (10.138-9).
the first: The play's interest in counting (see Introduction, p. 25), here manifests
itself in the form of Dareios' catalogue of the Kings.

the next: It is strange that the second king is not named; Bentley thought that
dMhos  was the corruption of a proper name. If Medos in 765 meant 'a Mede',
&\\os here would mean 'another Mede' rather than 'the next'.

good sense: This translates ¢péves. This King was thus the opposite of Xerxes,
whose ¢péves, according to Dareios. were diseased (750). steered: Literally,
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'turned the rudder of his heart'. Aeschylus elsewhere used rudder metaphors (cf.
Ag. 802, mpanidwv olaka véuwv), which were particularly suitable in contexts
to do with government (Septem 3); in Persians it also contributes to the semantic
register inspired by the sea-battle theme (see 90* and Petrounias 1976, 33-5).
Kyros: The leader of Persia (or 'Persis'), one of the Medes' own dependencies,
Kyros the Great acceded to their throne in 550/49 BC. fortunate: Kyros'
el8arpovia became traditional in Greek accounts of eastern history (see e.g. Xen.
Cyr. 8.7.6-7).

Lydia and Phrygia: On the Lydians see 41*. The Phrygians (in the fifth century
often identified with the mythical Trojans: see Hall 1988), not otherwise named in
this play, had been conquered by the Lydians before the establishment of the
Persian empire and were thus assimilated into it.

Ionia: In making Kyros 'control' the Ionians 'by force', Aeschylus here implies
that the eastern Greeks had put up a strong resistance. The play effectively passes
over the numerous enthusiastic supporters of Persia who had been and continued
for many decades to be produced by the Ionian Greek cities (Lewis 1977, 115).
Kyros' son: Kambyses. who by the time of Herodotus had acquired a reputation
for having failed in all the virtues his idealised father had exemplified.

Mardos: Dareios was involved in a conspiracy which resulted in the death of the
ruling Persian king. Both Dareios himself on the Behistun inscription, and
Herodotus (3.61), claimed that the true heir to the throne, a brother of Kambyses
named Gaumata by Dareios and 'Smerdis' by Herodotus, had died. and that an
impostor had taken his place (see Bickerman and Tadmor 1973). Aeschylus, who
calls the assassinated king 'Mardos', is unique in making no suggestion that he was
an impostor. This may be important evidence that the 'impostor' theory was
invented by Dareios in order to legitimize his coup (Dandamaev 1976, part ii,
108-63). On the other hand Aeschylus may have had only the foggiest of notions
as to what had in reality taken place.

Sixth came Maraphis: This entire line has been suspected and is often deleted,
since neither the Behistun inscription nor Herodotus speaks of any kings between
Mardos/Smerdis (see 774*) and Dareios. But incompatibility with other sources is
not a sufficient reason for excising material. The events surrounding the
conspiracy and Dareios' accession were by their nature open to multiple variations
and interpretations. There is no reason to suppose that the brother of Kambyses
(called by one scholiast 'Marphios') did not reign for a short time, nor that
Artaphrenes, who in Aeschylus' version was primarily responsible for the
assassination of Mardos (776), did not briefly succeed him. The important point is
not the veracity of Aeschylus' account, but its psychological impact: the
suggestion that there had been an extremely brisk succession of kings since
Kambyses implies an unstable and bloody barbarian court, susceptible to vicious
intrigues and serial coups.

young man...young thoughts: On Xerxes' youth see 13*. A Sophoclean fragment
says that hubris 'flowers' particularly in the young (786 TgrF).

contemporaries: See 681*

787-9  The chorus has finally recovered sufficient composure to speak to Dareios (see

695, 701). Broadhead (1960, 198) may be projecting his own reaction in thinking
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that they 'speak as if they were somewhat bored by the King's excursion into
Persian history'.

Only...Greek territory: It must be remembered that the audience still regarded
themselves as at war with Persia in 472 BC: see Introduction pp. 3-5.

Persian: The Greek actually says 'Median' (see 236*).

It starves to death: See 480-514*.

the force: The play here implies for the first time that the Persians had every
intention of repeating their attempts to subjugate Greece.

796-7 the forces now in Greek territory: This line would immediately have made

799

Aeschylus' audience think of the battle of Plataeca. According to Herodotus
(8.113), Mardonios' army consisted of 300,000 selected men. to return home:
See 8*.

the straits of Helle: Yet another poetic variation on the name (68-72%*).

800-842 Dareios' last speech turns from the present to the future.

800
802
804
806

807

808

Few...many: A poignant expression; the chorus later use a very similar
formulation in response to Xerxes when he shows them his quiver at 1023.

They all without exception come to pass: More literally, 'it is not the case that
some come to pass and some do not'.

empty hopes: The man who has ‘emptied’ all Asia (119-19*) even has 'empty’
aspirations.

to fatten pleasingly: n{acpa (from maivw, make fat) would naturally seem to
be in apposition to the river Asopus. But this may be a case of rich Aeschylean
ambiguity, for a more sinister interpretation puts it in apposition to the subject of
ulpvouaor, and sees the bodies of the Persians as waiting to enrich, as corpses, the
soil of Plataea: in Aeschylus' Seven against Thebes Amphiaraus predicts that he
will die and fatten (mav®) the Theban earth (587).

pinnacle of msisery: The same expression was used by the Queen in response to
the roll-call of the dead (331%*). It is significant that Dareios delays specifying
exactly what will happen to the army in Boeotia until after his statement of
Persian culpability.

hubris: A crucial allegation, often regarded, along with the other mention of
hubris at 821-2, as the key to the play (e.g. Adams 1952). Hubris defines a
deliberate assault on the honour of someone else, whether mortal or divine, often
involving violence, and particularly often imputed to the young, rich, male, and
well-born. Xerxes' particular hubris was the desecration of Greek holy places,
which assaulted the honour of both the gods and the Greeks. On Aeschylus'
assimilation of the traditional ethics of Hesiod and Solon see Solmsen 1949, 84-
90, 114-17, 200-4. Perdrizet 1921 discusses this account of the desecration of
Athens.

809-10 to steal images: Among the statues said to have been stolen was Antenor's

famous Athenian tyrannicide group, an action which seemed to symbolize Xerxes'
intention to deprive Athens of her liberty (Taylor 1981, 45). The Persians really
did take away Greek cult images: a statue of Demeter turned up at Persepolis. set
fire to temples: The fourth-century orator Lycurgus (In Leocr. 81) and Diodorus
(11.29.3) say that the Greeks swore an oath before the battle of Plataea not to
rebuild the monuments the Persians burned down, but to leave them in their
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ruined state as a reminder of the barbarians' impiety; Pollitt (1972, 65-6) connects
this oath with the scanty evidence for building activity in Athens between 479 and
the eventual peace with Persia in 450 BC. Excavations in the Athenian agora have
revealed just how thorough the Persians had been in their destructive activities, at
léast at Athens: the acropolis was indeed looted and burned, as was the lower city;

" fortification walls, sanctuaries and houses were all demolished (H.A. Thompson

1981, 344-6).

shrines of the gods: At Ag. 339 Clytemnestra says that she fears the Argives will
desecrate the 8edv...18pipaTta at Troy. Perdrizet's interpretation of the Satpdvwv
i8pUpata here as 'cemeteries of the dead' (1921, 74-9) is thus improbable.

814-15 solid base...welling up: The translation assumes that the image is from

816
817
818

building: foundations cannot be laid in (undrained or muddy) ground because
water keeps welling up. Analogously, the problems facing the Persians cannot be
brought under control. This interpretation is by no means certain, since
¢ékmbdeTar is an emendation, but it does provide the meaning suggested by a
scholiast in 'M', 'their troubles (kakd) will increase'. While many emendations and
interpretations dependent upon them have been suggested, introducing images
from temple plinths to the bottom of cisterns and to fountain-springs. one
possibility which has not been explored is that corruption masks another meaning
of kpfims, which elsewhere often signifies a man's equestrian military boot (Xen.
Egq. 12.10, Pollux 7.85, Theocr. 15.6 with the references and discussion in Gow
1952, ii, 268), associated with effeminate Asiatic-style luxury (Athen. Deipn.
12.522a, 12.539c, Plut.Vit. Ant. 54). The word kpfimis also occurs in the context
of Plataea in a fragmentary Simonidean elegy (IEG fr. 14.9), where Parsons
wonders whether it means 'boot' or 'foundation' (1992, 42).

bloody sacrificial slaughter: Although méhavos can mean simply clotted liquid
of any kind, it probably has a resonance of sacrifice here (see 203-4).

Doric: Here the meaning is quite specifically 'Spartan' (see 182-3*), since the
Plataean victory was regarded as predominantly a Spartan one (Hdt. 9.61-5).

Piles of corpses: The same word is used in the Odyssey of the macabre pile (6(s)
of bones of dead men in the Sirens' meadow (12.45). Herodotus says that only
3,000 of the 300,000 soldiers in the Persian army at Plataea survived (9.70). three
generations hence: At least forty years after Persians sensationalist anecdotes
about the Persians' skeletons at Plataea, discovered 'long after' the battle, were in
circulation (Hdt. 9.83). There was also an impressive number of funeral mounds
to be seen there in Herodotus' time, although he says that some of them were
empty, erected by Greek states who wanted to pretend that they had participated in
the fighting (9.85).

821-2 hubris...lamentation: On hubris see 808*. The construction of the igpis -

&rtn cycle in terms of plant imagery, indeed specifically arable farming imagery,
seems to have been .traditional in Athenian poetry (Solon 4.34-5 IEG: Eunomia
('good rule') 'puts a stop to excess, confuses hubris, and withers the springing
flowers of ruin'). See also Soph. fr. 786, Aesch. Sept. 601, Suppl. 104-6,
Bacchylides 15.57-9. Dareios' theological views could not sound more Greek if he
tried. On d7n see also 96-8*. This lends another meaning in the play to
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metaphorical flowers (59*); the flowers decorating the Queen's libation (611-18*)
are probably still visible on stage.

remember Athens and Greece: The messenger had earlier 'remembered Athens'
and groaned (see 285). The theme of memory is extremely important to the play,
which itself constitutes a memorial of the wars, replete with memorable pithy
phrases (see e.g. 1013, 1025). The catastrophe Xerxes caused is to be remembered
for all time (760) and is totally unforgettable (990). Athens is rather out of place
immediately after a prediction of the 'Doric' victory at Plataeca: hence the
perfunctory addition of 'Greece'.

lust after: Clytemnestra uses the cognate term €pws of the Argive army's desire
for plunder (Ag. 341); in Herodotus the transgressive desire denoted by €pws is
attributed only to tyrants and kings (Bernadete 1969, 137-9 and n. 9, Hall 1989,
208).

pour away great prosperity: See the Queen's fear at 163-4.

chastises: The primary meaning of koldlew 1is 'to prune', but in tragedy
kohaoTris is used of individuals and things characterised as 'punishers' or
‘correctors' (Eur. Hcld. 388 (Zeus), Soph. OT 1148). Aristotle (Rhet. 1.10.17 =
1369b) distinguishes the gaining of satisfaction from a criminal from the actual act
of correction (koAdlew).

assessor: At 213* Xerxes was said to be in no way 'accountable’ (UmeUBuvos) to
the community. But he is, of course, accountable to the divine eli8uvos.

exhort: muiokew is a Homeric term meaning 'admonish’ (/1. 14.249).

834-6 More literally, 'For because of anguish at the catastrophes tearings of the

839
841

embroidered clothes around his body utterly rip them into threads'. Dareios
recapitulates the theme of Xerxes' clothes-ripping, seen by the Queen in her
dream, reported by the messenger, and soon to be given visual proof by Xerxes
himself (468*, 1028-30*). embroidered robes: According to Herodotus fabulous
Persian clothing had fallen into Greek hands, including an 'embroidered gown'
(¢oBns mowkiAn) at Plataca (9.80). Hecataecus had said that the inhabitants of
Kissia wore gowns designated by this term (1 FgrH F 284). Both éo8nua and
€o6ns may have feminine overtones: in Sophocles fr. 769 TgrF a male character
looked ‘conspicuous in woman-mimicking (yuvawopipoirs) éabrjpacv'.
darkness: {Jdos is a Homeric term for the gloom of Hades (649-50*).

pleasure: While the general sentiment is common enough in tragedy (e.g. Eur.
HF 503-5), in the Persian context Dareios' parting injunction implies an 'oriental’
preoccupation with sensual self-gratification (see also 543-5%*). In the temperate
climate of Asia, according to the Hippocratic On Airs, Waters, Places (12.40-4),
'courage, endurance, industry and high spirit could not arise, but pleasure (160v1})
must be supreme'. Later Greek writers record oriental tomb-inscriptions
expressing the same notion, e.g. Sardanapalus' epitaph, 'eat, drink, play, since the
other things in this life are not worth the snap of a finger' (Athen. Deipn. 12.530b-
¢, cf. Strabo 14.5.9 = 672).

846-8 hurts: Literally, 'bites'. The Queen has just heard that the army in Greece is

about to be slaughtered wholesale, and yet the primary cause of her anguish is her
son's scruffiness. Nothing more powerfully conveys tiie audience's view of the
obsessiveness of Persian sartorial display.
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849-50 I shall go: The Queen is removed from the stage so that Xerxes' scene is
confined to interaction with the chorus. Either the actor who played the Queen or
the one who played the messenger/Dareios could have doubled as Xerxes.
Aeschylus' decision not to include the Queen in the closing scene ensures that the
focus is on Xerxes' failure as a civic and military leader. rather than as her beloved
son; it also means that sung dirges are only delivered in this play by males, which
contributes to the overall effeminisation of Persia (908-1078%).

851 those dear to me: For the 'impersonal' neuter plural see 1*.

852-907:  Stasimon

‘With the departure of both the ghost of Dareios and the Queen, the chorus are left alone
for the first time since 597, to sing a stasimon until one of the two actors returns dressed
in the new mask and ragged costume of Xerxes. The Dareios scene had concluded with
their expression of anxiety about the present and future (843); here they reminisce
nostalgically about the prosperous days of the Persian empire under the wise leadership
of Dareios. From 867-900 this takes the form of enumerating states over which he used
to rule, allowing Aeschylus another opportunity for poeticised cartography (480-514%*).
The conspicuously dactylic metre is well suited to the catalogue form of this
geographical survey, reminiscent of similar catalogues in the second book of the Iliad,;
the dactyls provide a 'remarkable...instance of reflection of sense in metre in this
muster-roll' (Dale 1971, 4).

A striking aspect of this cartographic procedure is that Aeschylus has decided to
address the thorny issue of the Greek communities under the Persian empire. an issue
which has until this point for the most part been tactfully avoided (see 42-3*, 771%*).
But the original audience must have felt particular pleasure at hearing the place-names,
for by the time of the play's production in 472 BC most of these states were now
liberated from Persia. Moreover, the majority of them were in the Delian league, the
alliance of Ionian, Hellespontine, and island states under Athenian leadership formed in
478/7 to wage war against the Persians. The league's aims were to push the Persians
ever further eastward and to extract compensation for the losses which had been
incurred (Thuc. 1.96). The survey covers Thrace (864-70), north-western Asia Minor
and the Hellespont region (871-9), Aegean islands and Cyprus (880-95), and the Greek
cities in Asia (896-900). The play's ostensible lament for the Persians' lost domains
functions for the audience as a celebration of the regained autonomy of numerous
Greek city-states.

852-4 life of civic order: moaiocoovdpos must mean something like 'managing a
city' (mdAis + vépew); this is the implication of the expression dpxas Te
moAlooovépous at Choeph. 864 ('the authority to run a city', although
unfortunately this occurs in a corrupt passage: see Garvie 1986, 282-3).
Unfortunately the messy state of the antistrophe in Persians makes it difficult to
ascertain whether the chorus' focus is primarily on the internal management of
civic affairs or on the external imperial management of other cities. If the latter,
then 'life governing an empire of many cities' might here be the meaning.
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civic affairs or on the external imperial management of other cities. If the latter,
then 'life governing an empire of many cities' might here be the meaning.

854-6: old...Dareios: On the honorific accumulation of epithets see 4-6*. all-
sufficing: navTapkiis cannot mean simply 'all-powerful’, as it is usually rendered,
since apkelv always implies being sufficient or adequate. Hesychius m 395
glosses it as 6 maow auTapkdv. undamaging: On the use of these negativised
adjectives in reference to Dareios see 555-6*. He has earlier been called by a
variant of the same word (dkakos, 663). invincible: Dareios, the chorus falsely
claim, could not be beaten in battle, just as the army was like an 'invincible wave'
(dpayov kipa, 90). godlike: See 76-80%*, 156-7*.

857-9 proved...campaigns: anodaivopar can mean 'produce evidence' or 'prove’. a
system of laws...everything: There is certain corruption here: the metre does not
respond with that of the strophe. The sudden introduction of the idea of the
Persians' laws is also strange in the pervasively military context, and there is no
satisfactory parallel for this meaning of mipywog, although metaphorical towers
have appeared earlier in the play (192). But vop{[o]pata mipywwa might just
refer to the laws which Persian kings are thought by some to have had
conspicuously inscribed at their palace doors and city gates (see Rogers 1903).
Dareios was certainly concerned to get regulations codified and written down,
especially in the Greek cities of the empire (Cook 1985, 221).

860-1 returned to their homes: For the 'homecoming' (nostos) theme see 8*.
uninjured and unharmed: On the pervasive use of adjectives with privative
alpha used to describe Dareios' regime see 555-6*.

862-6 without even crossing...hearth: The Greeks seem to have thought that the
river Halys marked the western boundary between Persia itself and Lydia. It is not
clear precisely why the chorus should regard it as so impressive that Dareios
delegated the subjugation of the Thracian cities to others and stayed at home
himself, but a differentiation between Persian and Greek ideals of leadership is
almost certainly intended. Exactly this kind of behaviour is criticised in the hearth-
tending Aegisthus of Agamemnon by the Greek chorus; they call him a woman
who 'stays at home awaiting the return of the men from war' (1625-6). See also
169*.

867-70 Acheloian: Greek sources mention several rivers called the Acheloios, but
none is known of near the Strymon. Since 'AxeX@os came to signify any stream,
or simply 'water' (Eur. Bacch. 625), it may be that 'Axelwides here means
‘riverside [cities]'. It is much more likely, however, that it means 'coastal’: a
drinking-song calls sea-water 'dews of Acheloios' (fr. 917¢.5 PMG). Thracian:
Before the war there were Persian military governors throughout Thrace, but by
472 BC most of them had been expelled by the Greeks (see Meiggs 1972, 52-3).

871-3 lake: It has been claimed that this is Lake Maeotis, the Sea of Azov, the part of
the Black Sea to the north-east of the Crimean peninsula. But the remainder of the
strophe seems to be further describing these 'cities outside the lake', which means
that the 'lake' is the virtually enclosed waters of the whole Hellespontine and
Propontine area. Most editions read 'and' (1) after "EAAas, thus distinguishing the
‘cities...outside the lake' from those on the Hellespont etc. But the structural pattern
of the following three stanzas is to use, as here, a poetic circumlocution in the first
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line(s), followed by a specification of the proper names of the same places. encircled:
mepreavvw (here split by tmesis) also means 'build round’ in Homer (Il. 18.564):
mipyov is best taken as an accusative of respect. Towers have appeared before in this
ode (857-9%*); circles have recurred throughout the play (Introduction, p. 21).

876-8 proudly situated: cixopor, 'aver with pride', sometimes occurs without an
infinitive 'to be' (elvav); see e.g. Od. 14.199, 'T am proud [sc. to be of] Cretan descent’,
¢k Kpnrdwv yévos elxopar [sc. eivar]. Helle: See 67-72*. Some, although by no
means all, of the coastal Hellespontine cities seem to have been original members of
the Delian league (see 852-907*, Meiggs 1972, 53).

880 coast of the peninsula: The mp&Gv’ &\ov is probably the Ionian peninsula.

883-7 Lesbos....Samos, Chios: These islands are of course 'near' Asia. More
importantly, they were prominent founding members of the Delian league (Hdt. 9.106,
Meiggs 1972, 42-3). Paros...Tenos: These five islands of the Cyclades formed the
geographical and emotional heart of the Delian League: its treasury was on Delos,
curiously not named.

890-6 Lemnos: An important island which had been settled by Athenians but which
had fought for Xerxes and was by 472 required to pay tribute to the Delian League.
Ikaria...Cnidos: The islands between the Cyclades and south-west Asia Minor. the
cities of Cyprus: The Cypriots, especially the leaders of Soloi and Salamis, had
played an important and energetic role in the Ionian revolt against Persia, but had
ultimately failed. Cyprus was not free of Persia at the time of the foundation of the
Delian League, and was probably still contested territory in 472 BC (see Podlecki
1966, 159 n. 28). mother-state: For the term see Thuc. 1.24. This word suggests that
the Attic Salamis felt that it had the special claims to its namesake in Cyprus of a
mother-city to her colony. The mythical founder of Cypriot Salamis was Teucer, who
migrated from the Attic Salamis (Pind. Nem. 4.46-8; Horace, Odes 1.7.21-32). In
Euripides' Helen he comes to Egypt in the course of his journey (see 144-50).

897-900 There is certainly textual corruption in line 899-900. The translation needs to
supply the noun 'cities'. Ionian land colonised by Greeks: The Greek cities of
western Asia Minor, such as Miletus. Most of the Ionian Greek cities were in the
Delian League by the time of the production of Persians.

903-7 the gods' reversal of our fortunes: At 158* the chorus had feared that an
ancient daimon would change things for the worse for the Persian army: see
Introduction, pp. 15-16. defeat: On the connotations of padévres see 279*. blows:
See 251-2*.

908-1078: Xerxes

The young King of Persia, so long awaited, finally enters in rags (1016-18*, 1030), with
a quiver but no bow (1020*), on his (now dilapidated?) curtained car (1000-1*). He may
remain upon it for the duration of the scene: Persian kings were apparently prevented by
taboo from touching the ground directly with their feet, which helps to explain the
‘carpet’ scene in Aeschylus' Agamemnon (Hall 1989, 207 n. 25). Xerxes may, on the
other hand, descend from it to partake in the more extreme physical movements as the
lamentation grows wilder. The entire scene is intoned or sung. The chorus' attitude to
their King is not particularly accusatory, but they show him markedly less respect than
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either the Queen or Dareios, refraining from strings of honorary titles and from
prostration (see 4-6* and 152%*).

Xerxes' role demanded an expert singer; he is the only significant character in Greek
tragedy who never uses iambic trimeters, the medium of speech (see Hall 1998). This
threnos, a sung dialogue between Xerxes and the chorus (kommos), is the longest and
wildest in extant Greek tragedy. Like most of the lyrics in the play (see 1-154%), it
opens with an anapaestic section (908-30). At 931 Xerxes opens the kommos proper,
which consists of seven strophic pairs and a final epode. It falls into two distinct parts:
there is a shift in form, content, metre, and mood at the beginning of the fourth strophe
(see 1002-78*).

This tragic dirge is unusual in being performed by men rather than women, who
were usually responsible for the performance of funereal song and lamentation in Greek
life and literature generally. The idea that displays of grief were unmanly is already
present in the archaic poetry of Archilochus (fr. 13.9-10/EG, 'Quickly, endure, and put
away womanish grief', yuvaikelov mévBos). The phenomenon of lamentation in the
highly public arena of the theatre is quite remarkable, not least because Athenian
legislation attributed to Solon had severely curtailed the extent and the nature of public
lamentation at funerals (the evidence in collected in Ruschenbusch 1966, 95-7). Solon
was supposed to have 'taken away the harsh and barbaric practices...in which [women]
had usually indulged up to that time', including laceration of the flesh (Plut. Vit. Sol.
12.8): note (i) that the legislation referred directly to women (it being assumed that no
man would have indulged in such self-mutilation) and (ii) the self-mutilation performed
by the male barbarians in Persians, who blacken their flesh with blows, beat their
breasts, and tear their beards, clothes and hair (1052-3, 1054, 1056, 1060, 1062). The
legislation also proscribed the performance of set laments at funerals, limited the
number of (female) mourners, discouraged funeral processions, and forbade 'everything
disorderly and excessive'. The great dirge in Persians, which is not even performed on
the occasion of an actual funeral, not only includes many of the features of lamentation
outlawed at Athens, but is performed by men, thus gaining much of its orientalising
force. The male barbarians are portrayed as expressing their emotions through actions in
which not even women were permitted to indulge at Athens in the fifth century: even
lamentation in other tragedles (on which see Alexiou 1974, 14-23 Foley 1993), usually
performed by women, is set in the distant mythical past.

908-30 The introductory anapaests may offer an opportunity for the chorus to arrange
themselves around Xerxes, and conceivably for him to descend from his car (although
we might have expected this to be made explicit in the text). The closing line is marked
by the striking resolution of the anapaest into short syllables, producing the agitated
‘proceleusmatic’ U WU (on which see Raven 1968, 56).

908i0 : An exclamation of despair which Xerxes will repeat at 974, 1005, and which
the chorus pick up in the closing epode at 1070 and 1074.

909-10 loathsome: cTuyepds in Homer is sometimes an epithet of Hades (/1. 8.368),
or of avenging Erinyes (Od. 2.135); the Queen called the malevolent daimon
'loathsome' (oTuyvé) at 472, and Xerxes will also call Athens 'loathsome’
(oTuyvds) at 976. unexpected: The literal meaning of atékpaptos is 'unpredicted
[or unpredictable] by signs'; Pindar says that things a year in the future are
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atékpaptov to foresee (Pyth. 10.63), and Herodotus uses it of an obscure oracle
(5.92.y). Xerxes' lack of foresight has earlier been a criticism (454, 744).

911 god: The malevolent daimon again (see 158*). At 515-16 the chorus remarked
that the daimon had leapt and stamped on the Persian race.

913-14 vigour..limbs: Xerxes uses the stylised language of Homer (e.g. Il. 7.6, yuvla
MéauvTar). contemplate...advanced age: A sentiment reminiscent of Priam's hope
that Achilles will be shamed by Priam's great age (WAw{nv...yfpas) into handing
back Hector's body (/I. 22.419-20). But Xerxes has no corpses to hand back.

915-17 Zeus: Xerxes seems to be aware of Zeus' role in the disaster (739-40%).
shrouded me with death: Another expression influenced by Homeric stylisation
of death. See Il. 16.502, Sarpedon's death, puiv...Téhos 6avdTtoro kdAugsev. The
chorus have earlier said that Zeus had shrouded (katékpuisas) Sousa and
Agbatana with gloom (536). died: The mortuary overtones of oixopévwv (see
1*) are here unambiguous.

918 ototoi: The chorus respond to Xerxes' arrival much as they had to the arrival of the
messenger (otototoi, 268, 274).

919 imperial Persia: ITepoovdpou picks up earlier fears that the subjects of the
Persian empire will not tolerate it (oUkéTt mepoovopolvTar) any more (585*).

921 god: The ubiquitous daimon (158*). cut down: At lliad 16.394 Patroclus 'cut
down' (énékepoe) the enemy phalanxes. The word 'now' (viv) means that the past
perfect tense is required to make sense in English.

922 The earth laments: This picture recalls the early image of the land of Asia as the
mother of the Persians, lamenting as she yearns for her sons to return (61-2%),
except that now she laments because they will not return.

924 who has crammed: cdkTwp (from cdtTew) is a striking word. It has military
overtones (Hdt. 7.62), but also suggests that Xerxes has stuffed the jaws or
stomach of a ravening Hades with his men (LSJ s.v. odtTew II b). The metaphor
picks up the recurrent themes of emptying and filling (118-19*). Agbatana: This
is Brunck's emendation (see 16-18%) of the puzzling manuscript reading
agdabatai: nobody knows what it means. A scholion explains it as 'a Persian
people', but the Agdabatai are otherwise unattested.

925 flower of the land: See 59*.

926-7 archers: See 26, 30, 85 (Toéd8apvov “Apn). a great thicket...tens of
thousands: Literally, 'a very (ndvu) dense myriad of men'. The manuscripts say
yap ¢UoTis, and $yoTmis is an unknown word. The suggested Tapdus is an
adjective meaning 'thick’ (of densely falling arrows, II. 11.387; of hair, Aesch.
Sept. 535). See the previous and subsequent stress on the grouping of the Persian
forces into multiples of ten (puplas, 302*, pupla pupla, 980%*, 993).

929-30 The land of Asia...knees: see 61-2%, 922*: Asia is virtually personified as a
woman, physically demonstrating her humiliation by kneeling.

931-1001 In the first three strophic pairs of the lyric kommos proper the chorus take
over from Xerxes mid-way through each stanza. The first pair, in lyric anapaests often
resolved into serial short syllables (‘proceleusmatics’, see 908-30*), programmatically
announces the intention to sing a dirge, conveyed by the use of future tenses in 940,
944, and 947. The distinctive feature of the second strophic pair is the chorus'
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catalogues of the proper names of Xerxes' commanders, taking the syntactical form of
direct questions: the metre shifts into the 'eastern’ Ionic a minore first heard in the
parodos (65-139*). In the third strophe and antistrophe (974-1001) the interrogative
roll-call of barbarian names continues, but the metre reverts to lyric anapaests, again
characterised by several startling proceleusmatics.

931 Behold me: The lyrics open with Xerxes, like many characters in tragedy, inviting
the chorus (and by extension the audience) to focus their gaze upon him: this is
the force of the deictic 66e.

935-40 To salute: On the force of mpdodBoyyov, probably ironic here, see 153-4*.
your return: This picks up the homecoming theme, established in the parodos
(8*). a Mariandynian mourner: A scholiast says that the Mariandynians' pipe
(a0Nds) was especially suited to dirges. The Mariandynians were a people of
north-western Asia, named in Herodotus' catalogue of the Persians' forces (7.72):
Aeschylus may here be dependent on the early Ionian historian Hecataeus (1 FgrH
F 198). They were famous for their wild ritual laments, attested as late as first
century BC (Alexiou 1974, 11-12). Athenaeus relates the dirges to mourning for a
young man named Bormos or Mariandynos (Deipn. 14.619f - 621a): See 1054*.

941-3 Let out...noise: The diction, with its accumulated adjectives, recalls the
chorus' description of their own utterance in the necromancy (636). now: This is
the force of 66°. changed course: A metaphor drawn from changing winds; see
the Queen's comparison of changing wind and changing fortune at 601-2. This
picks up the chorus' fear about the fickle daimon at 158*.

944-9 I shall indeed...noise: auSdv has to be supplied in English: the chorus are
obeying the instruction of Xerxes at 941-2. honouring...at sea: Line 945 is
hopelessly corrupt; 'the disasters incurred at sea' are more literally 'sea-smitten
burdens'. which mourns: The term penthateros (cf. Aesch. Sept. 1062) is in
meaning, metre, and termination identical to threneteros in the same position in
the strophe (937), creating a rhyming effect characteristic of the choruses in this
play (see e.g. 551-2 with 561-2); its apposition to 'city of my birth' in effect
genders the mourner as female.

950-4 Given the shocking power of the images here, it is a shame that it is such a
difficult sentence to construe: more literally, 'The Ionian Ares...robbed [sc. us]'.
Robbed: dnnipa is the third person singular of the imperfect (with aorist sense)
of the verb (never found in the present tense) dmaupdw. the Ionian: See 178%*.
Ares: See 73*, 85*, 205-6*. with his fences of ships: See 456*, 1029, and Eur.
IA 1259. favouring the other side: At Il. 16.362 éteparkéa vikny means
'victory won by the other side'. Ares had of course been regarded as leading the
Persians into battle in the parodos (85*). ravaging: With kepodpevos compare
the daimon who 'cut down' the Persians (émékeipev, 921), and Aesch. Suppl. 665-
6,”Apns képoetev dwTov. night-dark...ill-starred shore: Cf. Eur. Med. 211,
dha viyxiov, 'night-dark brine'. Gow (1928, 155) thought that there was a
reference here to Ahriman, the principle of evil in Zoroastrianism, sometimes
associated with darkness (Plut. de Is. et Os. 369¢). But there is no reason to
suppose that there is any familiarity with the Persians' religion in the play (see
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158%*), and darkness is repeatedly associated in it with the Persian defeat (see 386-
7%).

958-61 The chorus embark on another session of cataloguing barbarian proper names
(see 21*), which lasts until 999. Pharandakes and Sousiskanes were prominent
Persian commanders in the parodos (31, 34), but the other four names are new
additions. The unmetrical ayafdras is almost certainly intrusive, suggested by
’AyBdTava in the next line, although it just might have something to do with the
obscure aySapdTar at 924*, )

963 Phoenician ships: According to Herodotus 8.85 it was the Phoenician squadron of
ships which the Athenians had faced at Salamis. Phoenician sailors were already
famous enough to make appearances in the Odyssey. The Persians were heavily
dependent on the Phoenician navy, which is probably the reason why Phrynichus
chose Phoenician women as the chorus for his play on the Salamis theme.

967-73 oioioi...where...where: The diction and structure of the antistrophe nearly
replicate those of the strophe (955-7). Five of these commanders have been
named before: Ariomardos (38), Lilaios (308) Tharybis (51), Masistras (30), and
Artembares, who led the messenger's roll-call of the dead (302, see also 29).
Hystaichmas: A convincing Persian name, a transliteration of vigtakhma, 'the
resister' (Keiper 1877, 108).

975-7 Athens: The last time this name is uttered. abhorrent: See 909-10*. at one
oar-stroke: Given that the play celebrates Athenian oarsmanship, this is a finely
judged metaphor for something like 'at one go': see also 90*, 406*. gasping: The
verb acmaipew, used of expiring sacrificial lambs (/. 3.293), or freshly caught
fish (Hdt. 9.120), perhaps here re-evokes the image of the Persians as a catch of
fish (see 424-6*); the strange cry é€ &€ may have allowed Xerxes and the chorus
to re-enact the gasps of the dying.

978-83 And what...Megabates: This entire passage is almost certainly describing a
single individual, of great importance to Xerxes and the army, but whose actuai
name, or some other word(s) describing him, may have dropped out, probably at
981.

978 the best of the Persians: dwTov is a metaphor provided by textiles; in the lliad it
signifies the soft surface of fine wool (13.599) or of the best linen (9.661).

979 faithful: See 1*. Eye: It is possible that 6¢8arpdy just means something like
'light' or 'blessing' (see 168*). But the Greeks believed that the Persian kings' most
trusted confidants and spies were called either their 'Eyes' or their 'Ears' (see Hdt.
1.114, Ar. Ach. 92, Xen. Cyr. 8.2.10-12, Hall 1989, 94 and n. 178). This may have
been a misconception arising from the Persians' own concept of Mithra, the god of
'ten thousand ears...ten thousand eyes...with full knowledge, sleepless' (SBE xxiii,
121, see Hirsch 1985, 101-39). There is some evidence for a Persian word
(*gausaka) meaning 'the King's Ear' (Eilers 1940, 22-3), but the Eye has alas not
turned up (Lewis 1977, 19-20).

980 The one...thousands: This important official was apparently responsible for
reviewing the troops in their multiples of ten, a task Xerxes oversees at Hdt. 7.60.
On the theme of counting, see Introduction, p. 25.
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982 the fairest: Or 'the favourite'. &éAmviotos (which Wackernagel argued should be
spelt &\moTos), is an adjective found qualifying dwtov (see 978*) at Pind.
Isthm. 5.12, 'the sweetest bloom' [of life]. See further M.L. West's discussion of
this Aeschylean passage (1990a, 92-3). The possibility cannot however be
discounted that the proper name of Xerxes' official is somehow concealed in this
word.

983 son of Sesames...Megabates: It befits an official of such high status as the King's
Eye that he is the only individual other than Xerxes to be given such a long
genealogy. It is sad that we do not know his name.

984 Parthos...Oibares: Neither has been previously named.

986-7 beyond evils: Or 'on top of evils'. high-born: Or 'proud'. This epithet is used
collectively of the Trojans, but never of the Achaeans, in the Iliad.

988 longing: The word is iunx, a bird apparently called in English 'wry-neck'. It was
used in spells to attract lovers (e.g. by the love-lorn sorceress Simaetha in
Theocritus' Idylls 2.17), and Aeschylus, like Pindar (Nem. 4.35. with scholia) uses
the bird's name metaphorically to stand for powerful emotional longing, the same
as that for the lost men which has been stressed elsewhere (61-2*, 992). See Gow
1952, vol. ii, 41.

990-1 unforgettable: éAaoTos in Homer is often used of grief and suffering, but the
play has consistently emphasised the theme of memory (at 760 Dareios called
the catastrophe de{pvnoTov, 'to be remembered for all time'). The repetition of
the word, and the addition of poi, are emendations designed to make the lines
correspond metrically with the strophe. loathsome: see 909-10*. It is remarkable
that Xerxes here imitates the chorus' diction as he responds to them, whereas in
the rest of the dirge he takes the lead in introducing new language and ideas. The
attribution of the lines may not be authentic.

992 long for: On the 'yearning' for the dead men see 61-2*, 988*.

993-4 Xanthes: Neither Xanthes nor Anchares has been named before. ten
thousand: see 304*. Herodotus says the Mardians were nomads (1.125). Arian:
see Choeph. 423-4, 'Arian strains of Kissia'.

995-8 Diaixis...insatiable in war: None of these names has been heard before. The
daggers enclose corrupt letters which probably conceal another proper name,
perhaps Dadakes (the chiliarch named at 304).

999-.1001 I am astounded: éva¢ov is the 'instantaneous' aorist of Té8nma.
curtained car: More literally, 'wheeled tent'. These words almost certainly imply
that Xerxes has arrived alone and not on foot, although they could just possibly be
construed as meaning that the chorus can see neither the attendant warriors nor
the car (so Taplin 1977, 123). Xerxes' 'tent on wheels' is called a appapaéa by
Herodotus, and described as an alternative to his military chariot (7.41); the play
may have presented it as a bathetic contrast to Xerxes' Assyrian war-chariot
(84*). The curtained vehicle became a stock element in caricatures of effeminate
Persians: the Athenian envoy in Aristophanes' Acharnians, who, it is implied, had
'gone native' at the Persian court, was escorted there in the same kind of vehicle,
and is comically made to complain about the hardship involved in this (to a
Greek) outrageously luxurious form of transport (69-70).
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1002-78 The fourth strophe marks a change of metre, form, content, and emotional
pitch. The dominant metre becomes the lyric iambic, as in the dirge after the messenger
scene. The antiphony quickly dissolves into single lines, sometimes interrupting the
interlocutor's sentence or line (lyric 'antilabe"), sustained all the way until the end of the
pley (except for 1005-7 / 1011-13 and 1043-5 / 1051-3). In most cases Xerxes sings
some kind of instruction or introduces a lexical item. to which the chorus respond, or
which they repeat. in the following line or lines. This is probably a reflection of a very
ancient and primitive form of liturgical antiphony. The content shifts from the
imparting of information about the casualties to more sustained threnodic language,
complete with its multiple inarticulate cries and violent gestures. The dirge reaches a
fever-pitch of emotion, culminating in the catalogue of self-mutilation in the seventh
and last strophe and antistrophe, and the density of cries in the closing epode.

1006-7 unexpected: See 909-10*. How terribly: This needs to be extracted from the
exclamatory olov. Calamity: On the goddess Ate see 96-8*. looks at us: With
the absolute and intransitive use of 6é6opkev cf. Pind. Nem. 3.84, 6é6opkev
ddos, 'light has looked forth'.

1008-9 struck down: See 251-2*. from our lifelong good fortune: West's
emendation of the problematic manuscript readings; the chorus have earlier feared
that a daimon might appear to wreck Xerxes' chances of success (158%). At
Choeph. 26 8. aldvos...BdokeTat means 'is fed always' (or 'ever’).

1011 Jonian: See 178*. sailors: The great dirge consistently reminds its audience that
they won the victory as sailors, in a sea-battle (Introduction, pp. 11-13).

1013 The Persian race...war: One of the several repeatable gnomic sayings about the
Persians and Greeks designed to stick in the audience's imagination (or which
were already in popular circulation). See also e.g. 402-5, 824*, 1025.

1015 blow: See 251-2*.

1016-18 man of great calamity: peydiatos is a formulation entirely in keeping with
the recent emphasis on “Arn (1006-7*). At Eum. 791 and 821 the chorus of
Erinyes, who fear that they have just lost their war with the younger gods, call
themselves peydhator. Do yon see: A question which would direct the audience's
gaze as much as that of the chorus. In forensic terms, Xerxes' display of his torn
gowns and empty quiver provides the final, and the most reliable, of all the pieces
of evidence (especially the messenger's eye-witness testimony, see 266*) so far
adduced of the Persian defeat (Eden 1986, 16). my outfit: Xerxes' oToA1] is
almost certainly his clothes: he is about to explain why they are in tatters (1030).
In Timotheus' Persians the vanquished barbarians rip their 'well-woven Persian
clothing (oTorrv) around their breasts' (fr. 791.167-8 PMG).

1020 this quiver: All that Xerxes retains of his arms is his quiver; it is of profound
symbolic importance that he seems not to have retained his bow (see 555-6%). It
has been suggested that Xerxes' quiver is empty, and that this 'makes it part of a
complex of symbols of outpouring, squandering, draining’, which make a moral
and emotional statement about Xerxes (Bacon 1961, 3).

1023 Little...much: See Dareios' similar formulation at 800.

1025  Tonian: See 178*. For the semi-proverbial impact of this line, see 1013%*,
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1026 warlike: The epic epithet &peros would put a Homeric gloss on the Greeks'
valour, and may recall 'the Ionian Ares' of whom Xerxes sang at 950-4.

1027 unexpected: See 909-10*.

1028-30 Do you mean...naval force: épels is an idiomatic 'allusive' future (cf. Soph.
OC 596). The expression vaddapkTov Suidov literally means 'our ship-fenced
company' (see also 456*, 951). I ripped my gown: Xerxes finally recapitulates in
lyrics the crucial detail which the Queen dreamt about, the messenger first
reported, Dareios described, and the Queen repeated (199, 468, 834-6, 847-8, see
Introduction, p. 18).

1031-2 papai papai...papai: This exclamation indicates either extreme psychological
disturbance (Aesch. Ag. 1114, Cassandra) or physical agony. In a comic parody of
tragedy a physically injured general says papai (Ar. Ach. 1214). Philoctetes,
tortured by his wounded leg, extends it to 'pappapappapai (Soph. Phil. 754). It
seems rather excessive in response to the news of a torn gown, and so it may have
struck the original audience. Xerxes. however, regards it as insufficient to the
calamity. .

1033 Twofold, threefold: Amongst the many echoes of the parodos, this expression
seems to pick up th= two-poled and three-poled Lydian chariots (47*). Sophocles'
Ajax says he has grounds 'to make twofold and threefold lament' (kal &is
atalew épov / kai Tpls, 432-3).

1034 delight: A very epic phrase. Iliadic warriors fear that they will be a cause of
pleasure (xdppa) to their enemies (3.51, 10.193).

1036 escorts: nponopundv implies both protection (Xen. Cyr. 3.1.2) and formal
procession (Aesch. Eum. 1006, Xen. Cyr. 4.5.17). It may also have funereal
overtones. mpomépmewy occurs in the dirge of Septem (1059); at Plato Menex.
236d it is used of the processions at public funerals, and at Legg. 7.800e2-3 of
hired epicedian mourners. In conjunction with threnodic cries and gestures (as at
Choeph. 23, where the chorus describe themselves as the mpomopnds  of libations
to the dead, accompanied by 'sharp blows of the hands'), the funeral overtones
become marked (see Seaford 1994, 358-9). The irony is that Xerxes' missing
(funeral) escorts are themselves the absent dead. No Persian bodies will receive
the honour of a funeral since Xerxes has 'left them behind' at Salamis. The chorus
are however about to become his substitute processional escort.

1038 Weep, weep: See 257*. proceed towards the palace: This probably suggests that
the chorus begin to arrange themselves around or behind Xerxes (and his
vehicle?), in a column or other formation, for the procession out of the theatre in
the direction that the Queen had twice departed (531, 851). From this point
onwards Xerxes' lines (except 1075) are almost exclusively orders, delivered in
the imperative, as he directs like a chorus-master the conduct of the last, frantic,
lamentation.

1040 in response: On avtiSound pou see 120*. The antiphonal dirge seems to have
been eastern in origin: a fragment from Assurbanipal's library portrays a royal
funeral, and the words upon it read 'the wives wail; the friends answer' (Jeremias
1900, 9-10). Cf. the formulae used of the laments for Hector by Andromache,
Hecuba, and Helen (/l. 24.746, 760, 776): 'Thus she lamented, and the women
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groaned in response'; 'Thus she lamented, and unceasing wailing arose'; "Thus she
lamented, and the countless people of the city wailed in response’.

1041 wretched....cries: However clumsy this sounds in English, the triple polyptoton
of kakés must have sounded distinctive to the ancient audience.

1042 along with me: 6ol T8els very strongly implies that the following wail,
ototototoi (and therefore perhaps also the otototoroi in the same position in the
antistrophe, 1051), is delivered by Xerxes and the chorus simultaneously.

1046 Row with your arms: épéooewv primarily means simply 'to row' (e.g.Il. 9.361).
In the dirge of Seven Against Thebes the chorus sings, 'wave your hands
(épéooet’) about your heads (or 'beat your heads with your hands') with the
rhythmic oar-stroke which accompanies the passage across Acheron...' (855-6, see
Hutchinson 1985, 188-9). This image could not be more appropriate in a play
about a sea-battle: at 422 every barbarian ship 'was rowed' (MpéooeTo) in
disorderly flight. There is no reason to suppose that the chorus did not obey
Xerxes and employ arm movements powerfully suggestive of rowing. In
Aeschylus' lost Phrygians the barbarian chorus certainly performed memorable
movements around Hector's corpse, 'making many gestures in one direction, and
another, and another' (Ar. fr. 696b. 3 KA); see Hall 1989, 132-3.

1049 master: On §éomoTa see 664-6*.

1051 ototototoi: Probably uttered by both Xerxes and the chorus (1042*).

1053 blows: See 251-2*.

1054-65 -The chorus' responses to Xerxes are identical in both the strophe and
antistrophe (1055 = 1061, 1057 = 1064), which pick up on the 'blackening blows'
of 1053, and accelerate the threnodic self-mutilation.

1054-5 the Mysian lament: A scholion comments that the Mysians and Phrygians
were the people most given to dirges: on the Mysians see 52*. Agonising,
agonising: The chorus repeat here, so near the end of the play, the very same
unusual word with which they first responded to the messenger's news at 256*.
Whether their response has anything to do with specifically Mysian lamenting is
not clear. Aeschylus likes to give Asiatic proper names to styles of lamentation
(cf. 993—4*, Choeph. 423-4, 'Arian strains of Kissia').

1056 ravage...beard: Beard-plucking (unlike breast-beating etc.) is not a gesture
usually found in Greek dirges, probably because they are nearly monopolised by
females. But when in the Iliad Priam in despair 'plucks the grey locks from his
head with his hands' (22.77-8) the context (see 22.74-5) suggests that it is intended
to include the hairs of his grey beard. The Behistun and Persepolis reliefs (see fig.
3) show just how imposing and elaborate Persian beards must have seemed to the
Greeks (cf. Root 1979, plates 6-7).

10571 do so: A verb has to be supplied to make sense in English. with tightly
clutching hands: dnpiy8a is equivalent to the adverb anp{¢, which means 'with
tight grip’ (from mp{ewv with intensive alpha). Ajax, when he comes to his senses,
clutches at his hair with his finger-nails anp{é (Soph. Aj. 310). See also Aesch.
Choeph. 425, ampwkTdnAnkTa, 'striking and tightly clutching', with Garvie 1986,
159.

1060 Tear the robe on your breast: Cf. 538, katepeikdpevar. The chorus-members,
like Xerxes (468*), wear a némnhos, presumably a long, flowing robe which
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looked somewhat effeminate to the audience: a Persian servant depicted on a relief
sculpture from Persepolis in Boston (31.372) wears a remarkably luxurious,
flowing garment of the kind Aeschylus may have had in mind. finger-nails: The
expression 'with the extremity (akpuf) of your hands' almost certainly involves an
idea of the sharpness of the finger-nails; in Euripides' Bacchae Agaue says that the
maenads' hunting weapons were xelp&v akuafl, 'blades of our hands' (1207), by
which she means fingers and finger-nails.

1061 Agonising, agonising: See 256*. This repeats the same words as the line in the
same position in the strophe (1055).

1062 Pluck your hair: See 1056*. The verb ydArewv suggests the twanging of a
stringed musical instrument.

1063 Repeated from 1057.

1066 Repeated from 1048.

1068 as you proceed towards the palace: See 1038*.

1070 the Persian earth is hard to tread: The audience's attention is turned towards the
chorus' gait (see 1073*), but some reiteration of the theme of the lamenting
Persian earth (61-2*) may also be intended.

1071-2 ioa...Ioa. In Aristophanes' Frogs Dionysos says that it gave him much pleasure
when watching Persians to hear the chorus saying 'iauoi' and clapping their hands
(1029). In the transmitted text of Persians this noise, ioa, most nearly
approximates to iauoi. Aristophanes may well have distorted the noise even
further for humorous effect. It is not clear at what point in Persians the hand-
clapping belongs. throughout the city: This might imply that the chorus needed
to cross the city in the course of their journey to the palace from the grave of
Dareios and their place of assembly (see 140-1%).

1073 you who tread softly: On the significance of the compound with appo- see 41*.
The chorus is presumably moving in a special 'foreign' way, like the messenger's
recognisably Persian running (247*), thus affirming Xerxes' description; the
alleged softness of their steps may have had something to do with Greek interest
in their thick-soled slippers (see 660-1*). Elsewhere in tragedy a soft tread is
usually (although not always, see Eur. Med. 830) imputed to female or effeminate
male barbarians: the disguised epicene Dionysos of Aeschylus' lost Edoni was a
'soft-stepping (aBpofdTns) prophet' (fr. 60 TgrF), Hecuba's foot walked
'delicately’ in Troy, Ganymede treads 'delicately’ on Olympus (Eur. Tro. 506, 819-
22). On the significance of gait in Greek culture generally see Bremmer 1991.

1074 hard to tread: Repeated from 1070.

1075-6 triple-banked...ships: On the non-Greek connotations of Bapis see 553*. The
Persian ships were also called 'triple-banked' right at the end of the necromantic
hymn (678-9*). It is probable that there is something slightly awry in the
manuscripts here. They lose the previously consistent line-by-line alternation of
Xerxes and the chorus, and the last line, 'T will escort you with harsh-voiced
wails', looks as though it is responding to a command from Xerxes. It is likely,
therefore, that the chorus should be given line 1076, and that a subsequent line in
which Xerxes ordered them to escort him home has dropped out. The text prints as
line 1077 West's persuasive supplement. 'Escort me home now', for the sake of
example.
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1078 escort: The chorus finally manage to obey the Queen's instruction at 530. mépgw
is possibly intended to pick up the notion of a quasi-funeral procession from line
1036*.
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Metrical Appendix

The purpose of the following metrical analysis is to scan the sung sections of
Persians as printed in this edition, and to name the predominant metres in each song,
strophic pair, and epode. A brief survey reveals that the three main lyric metres are
the 'orientalising’ Ionic a minore, lyric dactyls (which seem to be particularly
associated with the happy former reign of Dareios), and the lyric iambics which
dominate the overtly threnodic sections. Further discussion of the aesthetic effects
of the different metres can be found in the Commentary.

No attempt has here been made to label the metrical units in each individual line.
There has been controversy amongst metrical experts about how to define and label
some of the elements within the lyrical metrical systems of Persians, especially in
the closing dirge (those interested can consult the invaluable appendix in Broadhead
1960, Dale 1969, 25-33, and especially West 1990, 460-6), but this edition is not the
appropriate place for further discussion of technical metrical minutiae.

The symbols have been kept to an absolute minimum. Where two symbols
signifiying short syllables are printed closely adjacent to one another (UU) it means
that the long syllable to be expected in that metrical position has been resolved into
two shorts. Where one symbol appears above another in the analysis of a strophic
pair (V). the upper symbol represents the syllable in the strophe, and the lower
symbol the syllable in the antistrophe. It has been assumed that several of the
inarticulate cries in some of the lyric sections are not, technically speaking, to be
counted as part of the metrical system.

PARODOS: 65-139

This consists of two strophic pairs, an epode, and a third strophic pair in the Tonic a
minore' metre (see 65-139%), followed by a strophic pair almost entirely consisting
of lecythia (- U — U — U -), and a closing fifth strophe and antistrophe in lyric
iambics.

Strophe and Antistrophe 1: 65-72 = 73-80
UU--—UuU-——uUuU-—
UU--UU-——UU-—-UuU-——
VU-=-UVUU--VU—~—

VuU-VUuU-—--

UuU-VUU--VUU-UVUU~--UU—-—
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Strophe and Antistrophe 2: 81-5 = 86-92

U U ——U U —— (scan kudv- as one syllable)

UuU-—0VUuU-—-—
UuU-—-VUu-—--—
VUuU—-——VuUu-—-—

UU--—UU--UU-U-U-——

Epode: 93-101

UU-——UuU-——(scan Beol as one syllable)
UuU-—uuU-—-
UU-—UU——UU-—UUUUuU—-—
UU-—uUuU-—-—UuU-—-uUuU-
Uu-—-——-uU-—-—

VU-—VU-=-UU—-—-UU-

Strophe and Antistrophe 3: 102-7 = 108-14
UuU--—uUuU-vuU--
UuU-uvuU--uUuU-—-—

UuUu--—uvu--—

UuU-—-UU--VUuU-VU-U-U-—

Strophe and Antistu:ophe 4: 115-19 =120-5
—U—U—U——U—U-U-
4 —-U-U-U--U-U-U-

—U--—U-uU-uU-

Strophe and Antistrophe 5: 126-39
A

—U--—U--U-U-U-
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—U-—-U--U--—U-U-U-
U--—-U-U--—-UuU-vuU-
—U—U-——

EPIRRHEMA: 256-89

The dominant metre of the chorus' three sung strophic pairs. which alternate with the
messengers's spoken iambic trimeters (249-89%), is the lyric iambic.

Strophe and Antistrophe 1: 256-9 = 262-5
(VAU VLUV VAUV VAW
—U-——uU--uU-

—Vu-u--

Strophe and Antistrophe 2: 268-71 = 274-7
U - -

U v v-uU-—

—U-—vu-u-—-

Strophe and Antistrophe 3: 280-3 = 286-9

U—U=———U-—
U—-——-u U

—UU-——uU-—uU-——(scan Beot as one syllable)

STASIMON: 548-97

This choral ode consists of three strophic pairs. The first pair is iambic; the
dominant metre of the second two pairs is dactylic.
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Strophe and Antistrophe 1: 548-57 = 558-67
———U-uU-uU-

—— U —U —uU —(scan kuav- as one syllable)
-——uU-u- ool

-——U-u- ToTOU
——U-—U-U-U-

wu-u-u-
—U—-U-uU-——uU-uU-u-

U U=——

—U-vuU--

Strophe and Antistrophe 2: 568-75 = 576-83

-—Vu-vu-y del
-———Vu-- né
-———Vu-- oa

———UuU-uU—-——uvu-u-—-
-V uU- 04
-Uyu-—-u-—-—

U--—uU-uU--—

Strophe and Antistrophe 3: 584-97
-—UuU-uUuU-u

—UuU-uvuuU--

—yuUu-—vu-—-—

—VuU-—vuU-—-—

———Vvu-uyu

———yUuU-—-—

-VuU-VvVUu-—-—
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STASIMON: 633-80

The necromantic chorus appeals to Dareios' ghost in three predominantly Ionic a
minore strophic pairs, and a concluding epode featuring both dactyls and iambics.

Strophe and Antistrophe 1: 633-9 = 640-6
—UU--—UU-—UU--UuU-
—Uvu--
———UU-U--——-—-UuU-uUuyv
-—VUuu-

VO U—-—

—U-Vvu--

Strophe and Antistrophe 2: 647-51 = 6526
—VuU-—UuU--

vuU-uU-u-—-
UU--—UuU-UuU-——UuU--—

—UuU-—uuuU-uU-—-— né

Strophe and Antistrophe 3: 657-63 = 664-71
U--U-uU-uwuu-

—VuU-uU-uU--

UU--—UuU--—UuU-—
VU--—U--UuU-uU--—

— VUV U - — ot

Epode: 672-80
alol atod
A VAVEL UAWUE_SWUAW

f ?
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STROPHE AND ANTISTROPHE: 694-702

The metre in which the chorus responds to the ghost of Dareios is, once again, the
Ionic a minore: he replies to them in the spoken trochaic tetrameter. See further
694-702*.

694-6 = 700-2
UUl——UU——
vuuUu—-——0uvu—-—

W —--Uu--

STASIMON: 852-907

Lyric dactyls dominate this entire choral ode.

Strophe andAntistrophe 1: 852-6 = 857-61
—UuU-UuU-uUuU-uyu
—UU-UU-UuU-—UuU-UuU-——
-———UuU-UuU- -

—UuU--—-—U-uU--

Strophe and Antistrophe 2: 862-70 = 871-9
-——UU-uUuU-UU-UuU-UuU-yY
-—U-u-uv u
———UU-uUuU-uUuU-UuU-uUuU-——
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Strophe and Antistrophe 3: 880-7 = 888-96
-———UuU-VUuU-VUuU-—-

—U-uU-u-

—Ww-uUuU-UuU-vu-
UU-—UU-UU —UuU-

——UU-———U-—U-—-—

Epode: 897-907
———UU-—UU-—UU-JU-UuU——
t ? t

—-VU-VUuU-VU—-—

———VUuU-VUuU-VUU-VU-VUU—--—

———UU-——U-U--—

KOMMOS: 931-1078

185

There are seven strophic pairs in this lyric dialogue, and a closing epode. The first
three pairs consist of lyric anapaests, the Ionic a minore, and lyric anapaests
respectively: thereafter the metre changes into lyric iambics, which continue until

the end. For further discussion see 931-1001* and 1002-78%.

Strophe and Antistrophe 1: 93140 = 941-9
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Strophe and Antistrophe 2: 950-61 = 962-73

Xe. vu-uUuU-—-—

Strophe and Antistrophe 3: 974-87 = 988-1001
Xe. U-uU-—-—
W -vu-vu-—-—
U-uU-——-—uuuuu-—
U-U-——UuU-—-UuU--—

Cho. —--—--vuU--

VUV UV —==-U-—

[CEVEIVIVIC VIS SIO R
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Strophe and Antistrophe 4: 1002-7 = 1008-13
Xe. U-U--U-U-U-
Cho. V-U--U-
Xe. U-U-U-U-
Cho. U-U--U-
—UUU——U~—

—UU——U-U—— (scan 8ia- as one syllable)

Strophe and Antistrophe 5: 1014-25 = 1026-37

Xe. U-uU--U-
—U—U-——

Cho. V-U--UVU-U--

Xe. U-U--UU-U-U-

Cho. U-U-

Xe. —vVU-U-U-

Cho. vuwLU-U-U-

Xe. -U-UuU--—

Cho. —U-VLU--

Xe. —-uU-vVU--

Cho. V—=--U-U--

Strophe and Antistrophe 6: 1038-45 = 1046-53

Xe. U-U-U-U-U-UU (scan second &talv- as one syllable)
Cho. U-U-U-U-

Xe. U-U-U-U-

Cho. u-U-U-UU

Xe. U-UWWI U-U-

Cho. U U-
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U-U-uU-uU-

—yuU-uU--

Strophe and Antistrophe 7: 1054-9 = 1060-5

Xe. —-—-uU-U-U-U-U-—(scan-Boa as one syllable)
Cho. UL ULLU

Xe. —-—U---U-U-UU
Cho. U-—--vUUU-U
Xe. U---uU

Cho. —u-—--

Epode: 1066-78

Xe. U-U—-U-U-

Cho. U-U-

Xe. —-—-U-U-UU

Cho. V-U--U-U-U-
Xe. U-=—-U-uU

Cho. U—=--U-—-

Xe. Uu-vUU-

Cho. U-U--U-U-U-
Xe. ———————-

Cho. ——-—- (VOIS WAWEY

Xe. U-uU-uU--

Cho. ——-U-U-U-
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Abbreviations

The abbreviations of the names of ancient authors and works normally follow those of
the Oxford Classical Dictionary? (Oxford 1970). Other abbreviations are as follows:

Austin C. Austin (ed.), Nova Fragmenta Euripidea in Papyris Reperta (Berlin
1968).

DK H. Diels and W. Kranz (eds.), Die Fragmente der Vorsokratiker (Dublin/
Zurich 1951-29).

EG D.L. Page (ed.), Epigrammata Graeca. (Oxford 1975).

FgrH F. Jacoby (ed.), Die Fragmente der griechischen Historiker
(Berlin/Leiden 1923-58).

IEG M.L. West (ed.), lambi et Elegi Graeci (Oxford 19892).

MW R. Merkelbach and M.L. West (eds.), Fragmenta Hesiodea (Oxford
1967).

N2 A. Nauck (ed.), Tragicorum Graecorum Fragmenta, second edition, with
supplement by B. Snell (Hildesheim 19642).

PCG R. Kassel and C. Austin (eds.), Poetae Comici Graeci(Berlin/New York
1983-1989).

PEG A. Bamnabé (ed.), Poetarum Epicorum Graecorum vol. i (Leipzig 1987).

PLF E. Lobel and D. Page (eds.), Poetarum Lesbiorum Fragmenta. Oxford.

PMG D. Page (ed.), Poetae Melici Graeci (Oxford 1962).

RE A. Paul, G. Wissowa, and W. Kroll (eds.), Real-Encyclopddie der
classischen Altertumswissenschaft (Stuttgart 1894-1980).

SBE F. M. Miiller (ed.), Sacred Books of the East (Oxford 1879-1910).

SM B. Snell and H. Maehler (eds.), Pindarus, vol. ii (Leipzig 1975).

TgrF B. Snell, R. Kannicht, and S. Radt (eds.), Tragicorum Graecorum

Fragmenta (Gottingen 1977- ).
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AESCHYLUS

THE PERSIANS, edited by Edith Hall

A ghost summoned with bizarre rituals from the underworld, the elaborate protocol
of the Persian court, desperate lamentation, self-mutilation, and a thrilling eye-
witness account of the battle of Salamis - these are some of the features of
Aeschylus' Persians which make it one of the most exciting examples of ancient
theatre. As the earliest surviving European drama it is of incalculable interest to
students of ancient literature: as the only extended account of the Persian wars by an
author who fought in them, it is a unique document of the Athenian historical
imagination. In this, the first English language edition of the text with a
commentary for thirty-five years, the particular focus is on the visual and aural
effects Aeschylus created, his extraordinarily rich imagery, and the play's unrivalled
contribution to Athenian democratic ideology.

Edith Hall is fellow in Classics at Somerville College, Oxford, and author of
numerous publications on Greek literature and society, including Inventing the
Barbarian: Greek Self-Definition through Tragedy (Oxford 1989).

Other plays in Greek include

AESCHYLUS: EUMENIDES, ed. A.J. Podlecki

ARISTOPHANES ed. Alan H. Sommerstein: ACHARNIANS; BIRDS; CLOUDS;
KNIGHTS; LYSISTRATA; PEACE; WASPS; THESMOPHORIAZUSAE
EURIPIDES: ALCESTIS, ed. D. Conacher; ANDROMACHE, ed. Michael Lloyd;
ELECTRA, ed. M.J. Cropp; HECUBA, ed. C. Collard; ORESTES, ed. M.L. West;
PHOENICIAN WOMEN, ed. E. Craik; TROJAN WOMEN, ed. Shirley Barlow,
SELECTED FRAGMENTS |, eds. C. Collard, M.J. Cropp, K.H. Lee
MENANDER: SAMIA, ed. D.M. Bain; BAD-TEMPERED MAN, ed. S. Ireland
SOPHOCLES: ANTIGONE, ed. A.L. Brown; PHILOCTETES, ed. R.G. Ussher

For details of these and other Classical Texts, you are cordially invited to write to
the publishers

ARIS & PHILLIPS Ltd, Teddington House,

Warminster, Wiltshire, BA12 8PQ.

Cover illustration based on a vase in the Royal Museum of Scotland, Edinburgh
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