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GHOSTS EVOKING GHOSTS
Phantoms of regality on Aeschylean stage, from Persians to
Oresteia”

by Monica Centanni

I. DARIUS’ PHANTOM (ON STAGE) IN THE PERSIANS

The scenic backdrop is Susa, in front of the palace of the King of Kings.
The Chorus of old Faithfuls of the Crown and the Queen are on stage,
anxious because too much time has passed since Xerses left for the West
to conquer Greece, and they have had no news of the King. In the paro-
dos, the accents are triumphal but the rhythmic step is that of a mournful
funeral procession. In the first episode, the Queen tells the Chorus the
story of her allegorical dream: the figures of Hellas and Persia, two beau-
tiful women appearing as mares, “blood sisters”, but the unruly Hellas re-
bels against Xerxes’ yoke and overturns his wagon. After the Messenger
brings the report of the incredible defeat of the immense Persian army
- assembled from all the countries of Asia on stage — the Queen, who had
retreated into the palace at the announcement of the defeat, returns once
again on stage (Aesch. Pers., ll. 607-6107):

Toryap kérevBov TV Gvev T OXNUATOV
Mg e Thig hpodev £k SOpWV ALY
£oTelAa, TOSOG TATPL TPEVHEVELG YOG
Pépovo’, Gmep VEKPOLOL HELAKTIPLC™.

1t is for this reason that I, without my chariot / and my former
pomp, have come here from the palace once again, / and bring for the
father of my son propitiatory libations, / offerings that soothe the dead.

The Queen brings what is needed for a ritual process on stage, and prepa-
res the offerings to summon the Shadow of Darius, father of Xerses: the
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center of the stage semanticizes the tomb of the old King. The Queen in-
troduces the list of materials necessary for the offering: all the sacrificial
ingredients are fluids, suitable for flowing into earth — milk, honey, pure
spring water, wine and oil — and, in addition, floral wreaths (Aesch. Pers.,
1. 609-618).

Now the Queen approaches Darius’ tomb as a “choefora”, a “libation be-
arer” (Aesch. Pers., vv. 609/610: xoag @épova’). Before the Messenger’s
announcement, the Coriphaeus had advised her to officiate a propitiatory
sacrifice to the dead, addressed to the Earth and to all its Dead. Now, the
liquid offerings of the Queen do not have the overall objective of making
the underground demons benign, but they must reach Darius, so as to
ingratiate him and attract and flatter the Shadow at the surface.

Therefore, the Queen urges the chorus to accompany the acts of the ritual
she is preparing on stage: the Faithfuls will accompany her propitiatory
ritual gestures with their song (Aesch. Pers., 11. 619-622).

SN, @ pilol, yonot taicde veptépmv
Upvoug EmevpnpeLTe, TOV Te daripiova
Aapeiov avoxoleiobe. yorotoug & €y
TIHOG TPOTEPY Thode vepTépolg Oeoig.

Come now, my dears, with these libations to the dead / chant solemn
songs, and the divine spirit / of Darius summon, / while I convey for the
earth to drink / these offerings in honour of the underground gods.

In the prelude to the song, the Faithfuls take up position in the orchestra
with an anapaestic rhythm, and then the Chorus positively responds to
the Queen’s order, confirming the different roles that have to be assumed
- both by the Queen and by the Chorus itself - for a successful ritual
(Aesch. Pers., vv. 623-627).

Baoilewa yovau, npéofog [Tépoag,

o0 te mépme xodg Boddpoug Ho yiig,

nueig 0 Opvorg aitnoopedo YOyé Vv Topmotg
ebppovag eivot kot yolag.

Royal Lady, august Queen of the Persians, / pour these libations down

to the chambers of the earth, / while we solemnly chant and beseech the
guides of the dead / to be gracious beneath the earth.
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The chorus lyrics, which are the second stasimon of the tragedy, are de-
signed as a prayer to propitiate the appearance of the Shadow. Therefore,
to help Darius emerge from the land and favor his rising up to the light,
the Chorus calls all of the chthonic gods: Earth, Hermes, and the King of
the Underworld, Hades (Aesch. Pers., 1. 627-651).

aMAG, xOOviol daiptoveg dryvol,

' te ko Eppn, Pocthed T évépwv,

mépYat EvepOev Yuxny £g paG.

[...]

oA o0 pot I'ée e kai dAAot xBoviwv ayepoveg,
daipove peyovyi

OV aivéoat £k Sopwy, [lepoty Sovotyevij Oeov,
mépmete & v

olov obmw

Hepoig o éxéhoyev.

B

Adwvetg 8 avoartoprog aveing, Atdwvelg,
[Aapeiov] Ogiov avixTopa Aapiova. 1é.

O holy divinities of the nether world, / Earth and Hermes, and you,
Lord of the dead, / send up the spirit, from below to the light. / [...] / O
you Earth, and you other rulers of the nether world, / the glorious spirit
/ Timplore, may he quit his abode, the god of the Persians, whom Susa
bore, / him send to the upper world, / him the likes of whom / the Per-
sian Earth has never entombed [...] / O Aidoneus, convey shade to the
upper air, Aidoneus,/ may our divine lord Darius come forth!

[t is only in the second part of the stasimus that the Chorus speaks direct-
ly to the King through a real summoning (Aesch. Pers., 1. 658-663):

BodArjv, apyaiog Bardiqv, 101, ikod.

EAD" &xC diepov kOpupfov 6xBov,
KkpoKOBamTov T0dOG EVHAPLY AEIPWV,
Baoiheiov TIGpag PEAAPOV TUPAOTKDV.
Paoxe marep dxaxe Aapidv, ol.

[...]

déomota Séomot’ @ pavnOL

(-]

Béoke mérep dxoke Aapiéy, ol

King, king of old, come forth, draw near! / Rise to the barrow’s topmost
point, / your saffron-dyed sandal lift, / the crest of your royal tiara, di-
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splay! / Come forth, O blameless father Darius / [...] / O Lord. my Lord,
appear! / Come forth, o blameless father Darius!

As announced by herself and confirmed by the Chorus, the Queen re-
mains on stage during the song, and while the Faithfuls sing and dance
the psychagogic anthem, she performs the material part of the rite.

The metrical composition of the song is fragmented, agitated and pro-
gressively more disjointed. The Chorus turns to Darius, firstly by in-
voking him indirectly, and only at the end turning to address the “ancient
Sovereign”, the "King of Kings”, directly. The prayer is structured like a
litany, playing on continuous counterpoints and anaphoric expressions
of exhortation and exclamatory interjections.

From the third stanza, at the point in which the Chorus is speaking di-
rectly to Darius, moving from third to second person, the Shadow gra-
dually emerges from the mound on which the Queen is officiating the
ceremony and around which the Chorus is dancing, and Darius appears
on center stage. The concert summoning ritual, by the Queen and the
Chorus, is successful. The progressive appearance of Darius is indicated
in the text with the mention of the details of his regal clothes, in reverse
order of appearance, from bottom to top, shoes to tiara. The description of
the king’s robes on the scene recalls the exotic splendor of the Barbarian
king: his crocus yellow dyed shoes and the shining tip of the tiara — the
cylindrical headpiece, flared slightly outwards -, are the typical attributes
of a Persian Sovereign. At the moment of his appearance, the ghost of the
King addresses the Chorus (Aesch. Pers., 1. 681-693):

O ToTd TOTOVY fiAkég 0 fifng éuiig
[époon yepauoi, Tiver TOALG TOVETL TOVOV;
OTEVEL KEKOTTOL Kol Xop&ooeTat tESov.
Ae0oowV & GKOLTLY TV EUNV TAPOL TEAAG
TapPe. xohg 8¢ mpevpevng £deEbunv.
Upeig 8¢ Opnvelt éyyig £0TOTEG TAPOU,
Kol Yroyorywyoig opOtdlovteg yooig
OIKTP®G KoAeio0E . ¢oti & 0K eVEEOSOV,
GAAOG TE TAVTOG Yol kata XBovog Beot
hofeiv apeivoug eioiv 1) pebiéva.

Opg & Exeivolg évduvaotedoag £Ye

fjkw. Téyuve 8 O Gpepmtog O XpOVOU.

i éomu [Iépoong veoypov euPpieg kakov;
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O most faithful of the faithful, comrades of my youth, / aged Persians,
what is it that is troubling the state? / It groans and is furrowed by the
stamp of men — the earth. / I behold my wife by my tomb, I feel alarm,
and in a kindly mood her libations I accept, / While you make lament,
standing near my tomb, / and with shrill cries that summon / the spirits
of the dead, invoke me piteously? Not easy is / the path out of the tomb,
for this reason above all, the gods beneath the earth / are readier to seize
than to release. / Nevertheless, since I have obtained dominion among
them, I/ have come. But make haste. so that I may not incur blame
regarding the time here. / What is this unexpected ill that weighs the
Persians down?

Darius is not a phantasm — a projection of the Queen’s and Chorus’ fan-
tasy and anguish - nor a vision — the materialization of the Athenian
spectators’ (the fighters of Marathon, Salamis, and Plataea) imagination,
who most likely had never seen the Great King, Darius. It is the eidolon
of Darius which appears: in the Underworld there still remains a “real”
rarefied material residue of the body of the revered and feared King of the
Persians. In Hades — the dimension of the deprivation of life -, a weak,
hypo-physical profile formally persists. And it is this form, with a pale
weak but deep voice, that echoes a historical prophecy on the stage of the
theater of Dionysus, which is the wisdom of Past and Future.

The appearance of the Shadow on the scene is a big coup de théatre. But
more importantly, besides the spectacular invention, Aeschylus also in-
vented a character for the ghost: the Phantom of the King appears on the
scene despite himself, declaring that he had to make a tremendous effort
to escape Hades, even if only for a short time. Having just emerged from
the Darkness, Darius asks the Faithfuls to account for their groans and
cries, for their distressed accents and for the alarming presence of the
Queen on his grave. The Shadow tells of all the trouble and discomfort
he had to endure on the way, and then urges the Chorus to make haste
(Aesch. Pers., 1. 692).

Faced with the hesitation of the Chorus, intimidated by its reveren-
ce for the old King, Darius shifts (also metrically) to a more inti-
mate and peremptory tone, again reminding the Chorus of the ur-
gency of the situation and at this point (Aesch. Pers., . 692, 1. 697)
the Shadow appeals to the Queen, in order to substitute the role
of dialogue that the Chorus has refused (Aesch. Pers., 1. 709-ss.)
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The Phantom opens the first dialogue that we know of between two actors:
the Shadow of Darius recuperates the thread of complicity with the Que-
en, appealing to her as “old bedmate, thou, my noble wife” (Aesch. Pers.,
l. 704). The Shadow knows nothing about what happened and asks for
information — as if to remind us that Hades is the absolute dimension of
confinement from the world, where there is complete ignorance and cold
forgetfulness of all worldly events. In an impassioned dialogue with the
Shadow, the Queen gives an account of her invocation and tells Darius
the news of the disaster: despite the mother’s justifications, the Xerxes’
total responsibility for the defeat of the Persian army emerges.

As a severe judge, the Phantom gives all responsibility for the defeat to
his son, Xerxes, who believed himself to be a god, to be more power-
ful than Poseidon himself, and who had the arrogance to symbolically
brand the sea and chain the rebel waves of the Hellespont (Aesch. Pers.,
vv. 745-ss.). While the Queen responds promptly to requests for clarifica-
tion from the Shadow, the Darius’ Phantom speaks of what happened in
an unfriendly, detached tone that sounds inappropriate to the anguished
demands of the Faithfuls. The King avoids responding to the urgency of
the events and to the Chorus’ painful “why?” (Aesch. Pers., vv. 787-799).

From a historical point of view, the Shadow’s dramatic role is just that
of providing a formal interpretation of the events: on stage, the Phantom
echoes a reading of the Past and a prophecy of the Future destiny of the
Persians. Darius’ voice, from the distance of his condition, provides an
interpretation of the Queen’s allegorical dream and sets the display for
its realization.

From a psychological perspective, the Phantom is the shape of perfect
regality, imposed on the son as an incapacitating model. Darius, the old
King, prudent, and therefore protected by Fate and Fortune, was replaced
by a young King who is insane and therefore punished by the Gods and
Fate. On the other hand, the Queen is Xerxes” mother, above all, and in
her motherly heart and mind the disastrous temerity of Xerxes is the
result of the continuous confrontation with Darius that has discouraged
her child and pushed him to resume the expedition against Greece to ma-
tch the achievements of his father (Aesch. Pers., 1l. 753-758).

At the end of his last rhesis, the Shadow descends back into
the mound. His haste and impatience reveal the radical distan-
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ce of the ghost from the anguish and the events of the wor-
Id: the Shadow is in a hurry to return to his dimension of Death.
While the Shadow disappears again, swallowed by the Earth, the episode
ends with the Queen announcing that she is retiring into the palace to
bring new clothes to her son, in order to restore dignity to the body of the
King (Aesch. Pers., 1. 846-851).

From the first superb and spectacular Aeschylean invention, the Phantom
on stage is the Phantom of the Father, with whom the Son must deal. The
first ghost in theater history that tells a truth designed to withstand in the
symbolic imaginary and to reverberate his suggestion in the history of
Western thought: the Father’s ghost says that the son is inept, inadequate
in his role.

But in the surviving Aeschylean tragedies there is another ghost Father:
a ghost upon which Aeschylus plays meta-theatrically with his own dra-
mas. A ghost not on stage.

Il. AGAMEMNON’S PHANTOM (NOT ON STAGE) IN THE LIBATIONS BEARERS
Aeschylus opens the second act of his Oresteia with a scene connoting a
strong ritual atmosphere. In center stage the tomb of Agamemnon stands
out “as an altar” (at line 106). Entering the scene, Orestes turns to the gods
of the Underworld and speaks (Aesch. Cho., 1l 1-19).:

Eppn x06vie, matpd’ énontetwy Kpaty,
cOTNP YEVOD pot EOPpaOG T  QUTOVHEVE.
K yap € yiv TNvde Kol KaTépyopot
[:-]

topPov & e’ 6y T(de knpvocw TaTpl
KAV, axodoo [...].

[--]

00 YOp map<©v> GRoEe ooV, TATEp, HOPOV
ovd’ eEéTetvar Xelp' €T €KPOPE VEKPOU.
[...]

[...] @ Zeb, 86¢ pe teicacbar popov
naTpde, yevoo 8¢ Ebppayog Béhwy Epoi.

Hermes of the nether world, you who guard the powers that are my
father’s, / prove yourself my saviour and ally, I entreat you, / now that

I have come to this land and returned / [...]. / On this mounded grave

I cry out to my father / to hearken, to hear me. / [...] / For [ was not
present, father, to lament your death, / nor did I stretch my arms to bear
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your corpse. / [...] / [...] O Zeus, grant me to avenge my father’s / death,
and may you be my willing ally.

In his first cue, Orestes turns to “chthonic Hermes”, the psychopomp god,
who escorts souls in the passage between Life and Death, invoked as
“one who oversees” his dead father, to implore the god for the necessary
intermediation to have contact with his father’s soul.

Orestes came to Argos from his exile in Phocis, accompanied by his friend
Pylades. The son of Agamemnon invokes his father in a sort of “second”
rite, not having been able to honour him properly during the impromptu
and humiliating funeral performed by his murderous mother: he cuts his
hair for the second time, after having already cut it a first time in the rite
of passage from ephoebia to youth. The act of Orestes is, therefore, both
a ritual of homage to his dead father (which echoes Achilles” homage to
Patroclus in the Iliad: Hom., Il. XXIII, 46, 150-ss.), and a repetition of the
rite of passage that entrenches the full maturity of the protagonist.

Orestes and his friend Pylades take refuge behind the funerary stele, shel-
tered from the view of a procession of women coming towards the tomb
from the Palace (Aesch. Cho., ll. 16-ss.). Electra presents herself as a mem-
ber of the Chorus, albeit the most prominent one, composed of Trojan
slaves. So Orestes sees his sister: he does not report a difference in her
role, but only in her demeanor. Dressed like the other slaves, Electra leads
the Chorus of Choephorai and is, herself, “choephora” (so Orestes calls
her at | 15, and the Chorus at 1. 23). Having arrived at the tomb, Electra
begins her ritual, pouring libations onto the Earth (Aesch. Cho., 1. 165-166

/ 125-151):

KNPUE PEYIOTE TGOV VK TE KAl KATW.
<apnkov,> Epun x00vie, knpoOEag épol
ToUg YN G £vepOe daiptovag kKAVEWY oG
£0XAG, TATPOOV SWPATOV ETGKOTOVG,
ko Todory 0Ty, 1j T TévTor TIKTETOL,
BpéYact T atbig TOVSe kOpo AapPévet.
Kary® yéovoa taode yépvifog Ppotoig
My KOAODoQ TUTEP. EMOIKTLPOV T EpE
pilov T Opéotyv [...]

Eed

eADelv & Opéotnv dedpo obv TOXT Tvi
KaTevyopal oo, kod ob KADOL pov, mhrep.
oUT]] T¢ oL SOG COPPOVESTEPOLY TTOAD
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HNTPOG yevéaBau xeipd T eboefeatépay.
Toliod’ €m ebig TGod Emomévdw X0ag.
UHOG OF kwKvTOlg £mavOilewv vopog,
mondve Tov Bavovrog eEovdwpévag.

Supreme herald of the realm above and the realm below, / come to my
aid, o Hermes of the nether world, summon to me / the spirits beneath
the earth to hear my / prayers, spirits that watch over my father’s house,
/ and Earth herself, who gives birth to all things, /and having nurtured

The ritual performed by Elektra (Federica Sandrini) on Agamemnon’s tumb. Scene from Orestea,
directed by Luca De Fusco (Teatro Stabile di Napoli production, 2015/2016).

them receives their increase in turn. / And meanwhile, as I pour these
lustral offerings to the dead, / I invoke my father: “Have pity both of me
/ and of your dear Orestes! [...] / [...] / But that Orestes may come home
with good fortune /I pray to you: oh, hearken to me, my father! / And as
for myself, grant that I may prove far more honest / than my mother and
my hand remain pure. / [...] / Such are my prayers, and over them I pour
out these libations. / [To the Chorus] It is up to you now, by rite, to crown
them with lamentations, / raising your voices in a chant for the dead.

Electra also addresses the same “chthonic” Hermes, to whom Orestes had
turned to on entering the scene (1.166: cf. 1. 1): the daughter implores the god
as a herald and an intermediary who can enable communication with the
Underworld. After this, Electraturnstoherfatherandspeakstohimdirectly.
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The ritual that involves the pouring of liquid offerings onto the land, per-
formed by the Chorus and Electra in the role of coryphaea, begins. It is
a “paean of the dead” with which the Chorus accompanies the sacrifice
(Aesch. Cho., 11. 157-8):

KkAVe 8¢ pot, kAVE, oéPag
KAD' @ déomot, ¢E dpawpds gpevog.

Hear me, hear me, o honoured Lord, / hear me, out of the darkness of
your spirit.

The scene is quite similar to that performed by the Chorus and the Que-
en in the Persians (at 1. 609-ff.). Even in this case, the actor (in the Per-
sians: the Queen; here: Electra) is officiating the rite at the tomb of the
king (Darius: see Aesch., Pers. 1. 621-622, 624; now Agamemnon: see Ae-
sch. Cho.. 1. 164), pouring liquid offerings onto the land; even in the Per-
sians, the Chorus is expressly invited by the actor to sing a "hymn" to the
genius of the Dead (Aesch. Pers., 619-621).

Furthermore, in the Libation Bearers, as in the Persians, an impressive
allegorical dream of the Queen had given away the dramatic action, the
apotropaic rite in particular. The thematic, lexical and dramatic proximity
between the scene at the tomb of Agamemnon and the scene of the in-
vocation of Darius is an Aeschylean self-quotation, but also contributes,
in this context, to making a major impact on the audience. Aeschylus
plays, meta-theatrically, with the ghosts. In fact, the summoning ritual in
the Persians was successful and, at the end of the song, Darius’ Shadow
appears from the tomb. Because of the analogy of the dramatic situation,
dramatic suspense is triggered even in the Libation Bearers: the audience
expects the Shadow of Agamemnon to appear.

However, the second invocation of Agamemnon’s Shadow, begun by
Electra (the first having been started by Orestes) is interrupted by Electra
herself, surprised at seeing the marks left by her brother on and around
the tomb (Aesch. Cho., 1l. 164-211).

At this point, instead of her father’s ghost, it is Orestes who appears:
he comes out of hiding and urges Electra to be confident in the signals
that attest to his identity, introducing the recognition scene (anagnoris)
between the siblings who had long been separated because of Orestes’
exile in Phocis.
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The anagnorisis between Oresles (Giacinto Palmarini) and Elektra (Federica Sandrini), Scene
from Orestea, directed by Luca De Fusco (Teatro Stabile di Napoli production, 2015/2016).

The third invocation of the Shadow, the most intense, can now begin: in a
long lyrical amoebeus, the voices of the children and the Chorus alternate
and blend in a piece of poetic virtuosity (Aesch., Cho., ll. 306-477): the
song is the longest kommos in all of the surviving tragedies and is very
elaborate in terms of metrics and composition.

The Chorus stages the entire repertoire of the funeral ritual gestures:
hands pounding on heads, the pulling of hair, the scratching of faces (Ae-
sch. Cho., vv. 425-427), accompanying the song with the oriental funeral
melodies that the Trojans carry as dowry of their native heritage (Ae-
sch. Cho., vv. 423-424; on oriental rhythms typical of funeral lamentation
also see Aesch. Pers., 1. 121).

It is a threnos, a funerary song (as defined both by Electra and the Cho-
rus): the rhythmic writing and the execution confirms the mournful tone
of the song that also has the function of staging a posthumous funeral to
Agamemnon, celebrated late in respect to the first dishonorable burial
carried out by his assassin bride. But the primary intention of the song is
the invocation of their father’s Shadow (Aesch. Cho., 1l. 315-496):

OPEXTHX

o méTep advomatep, Tt Got
papevog 1) Ti pé€ag

oo &y ékabev ovpicag,
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£vba o’ Exovoty edval;

oKOTR P&og GvTipopov, xapiteg & Opotwg

KEKAVTOAL YOOG EVKAENG

npoabodopolg Atpeidotg.

[...]

HAEKTPA

KADOL vov, @ mérep, Ev pépel

mohvdakputa TEVON).

dimoug toi o emrdpfrog

Oprivog avaotevalet.

[...]

OPEXTHZX o¢ to1 Aéyw, EvyyevoD, matep, pilolg.
HAEKTPA £y® & émupbéyyopon kekhawpéva.
XOPOZ

o1doLg 8¢ Tiykowvog 6’ Emppobel.

AKOVGOV EIG (PGOG HOADYV,

Evv 8¢ yevod mpog éxOpovg.

[...]

GAAG KAVOVTEG, pakapeg xOovioy, THode kaTevyhg
TEUTET APWYT)V TTOUGLY TPOPPOVEG €L ViKY

[...]

OPESTHY & Fod’, Gveg pot matép' émontedoot péymv.
HAEKTPA & Pepoépaooa, 80¢ 8¢ y' ebpoppov kpdrog.
OPEXTHY pépvnoo hovtpdv oig évoopicOng, mérep.
HAEKTPA pépvnoo & apeifinotpov og Ekaivicay.
OPEXTHY médoug & dayohkevrolg é0npetbng matep.
HAEKTPA aioxp®dg e POLAELTOIOLY £V KOADHHAGLY.
OPESTHS. &p' é€eyeipn Toicd’ Oveideoy, métep;
HAEKTPA &p’ 6p0ov aipeig pidtarov 10 ooV képo

ORESTES

O father, unhappy father, / by what word or deed of mine can I succeed
/ in sailing from far away to you, / where your resting-place holds you?
/ There is a light that opposes your darkness / yet these grateful laments
in honour of / the Atreidae / in front of our house.

| P |

ELECTRA

Hear then, o father, as in turn / we mourn with plentiful tears. / Look,
your two children mourn you in a dirge over your tomb.

[...]

ORESTES Father, I call on you: side with your loved ones!

ELECTRA And lin tears join my voice to his.

CHORUS

And let all our company blend our voices to echo the prayer. / Hear!
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Come to the light! / Side with us against our enemies! / [...] / O you bles-
sed powers below, / hear this supplication of ours, and with a favourable
will send forth to these children your aid for victory!

[-.-]

ORESTES O Earth, send up my father to watch my battle!

ELECTRA O Persephone, grant us indeed your beautiful power!
ORESTES Remember the bath where you were robbed of your life, o
father.

ELECTRA And remember how they devised a net to cast about you.
ORESTES You were caught in immaterial fetters, my father.

ELECTRA Shamefully, and in a devised fabric.

ORESTES Are you not roused by taunts such as these, father?
ELECTRA Are you not raising that dearest head of yours?

‘The invocation rite of Agamemon’s Phantom. Scene from Orestea, directed by Luca De Fusco (Tea-
tro Stabile di Napoli production, 2015/2016).

The chthonic goddesses — Earth and Persephone in particular — are sum-
moned in order to give the strength required to the Dead to materialize
himself (Aesch. Cho., at lines 489-496; Oreste vocative — nt&tep -, at line
479, is recalled by Electra at line 481).The children remind their father of
the atrocity of the murder: maybe Agamemnon, veiled in the oblivion of
Hades, has forgotten what had happened.

The siblings try to capture Agamemnon’s Shadow with the effective use
of impressive words: their bond of affection may cause the “beloved” king
to come to the rescue “of his beloved” (Aesch. Cho., 1. 355). But the rheto-
rical strategy used to draw the Shadow from Hades also uses the obsessi-
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ve re-call to atimia, the dishonor that struck the king: the lack of honour
and the funeral rites denied to the king by his murderers; death by tre-
achery, unworthy of a Sovereign (Aesch. Cho., 1. 479); the dishonorable
end that procures a status of lowered prestige, even among the Dead,
for Agamemnon. The Chorus itself contributes to provoking the Shadow,
recalling the massacre inflicted on the king’s body (especially the degra-
ding rite of maschalismos, amputation of the limbs) as the ultimate form
of dishonor (Aesch. Cho., 1. 444).

The rhythmic crescendo of the three voice song prepares for the appari-
tion of Agamemnon’s Shadow. The scene has the effect of triggering an
expectation that combines the hope of the children with the spectators’
same investment in the spectacular scenic event they are awaiting them-
selves.

But even this rite fails, even though the song is very long and rhetorically
orchestrated: not satisfying the expectations of a public that cannot for-
get the impressive appearance of Darius’ ghost in the Persians (see also
the specific references to the ritual invocation of the Persians, in particu-
lar the reference to the headpiece that rose from the tomb of Darius), no
ghost raises his head from this tomb. The children are now alone.

At this point, the purpose of the song shifts. The father denies his chil-
dren the epiphany of his eidolon and Orestes, consequently, conceives
another plan (Aesch. Cho., 1l. 479-499:

ThTEP, TPOTOLOLY OV TUPAVVIKOIG Bovdv,
QUTOVHEVE pOL §OG KPATOG TOV 6OV SOpGV.
[-..]

fitot Aiknv tahhe obppayov @ilolg,

fj TG Opoiag cvtidog AaPag Aafetv,

gimep kpotnBeig v avrvikioon OéleLs.

O father, who perished by a death unbefitting a king, / in answer to my
prayer grant the lordship over your halls! / [...] / Either send Justice to
battle for those dear to you, / or grant us in turn to get a similar grip on
them, if indeed after defeat you would in turn win victory.

The instance of a physical appearance of his father by his side is un-reali-
zed, and so Orestes diverts this invocation in another direction: to attract
Agamemnon’s power and enlist his father in the revenge party. This can
also be a chance for Agamemnon to “save himself” from Death, preser-
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ving the race in which his blood line can continue. Confined to Hades,
Agamemnon may have only one interest in this enterprise: through the
seed of his sons, Agamemnon, though dead, will not be dead forever.
In order to give figurative evidence to this act of “rescuing” their father
that the children can carry out, Orestes uses the metaphor of the net that
reveals itself to be inexhaustibly polysemic: the figure of Agamemnon’s
net, which had been used in a completely different sense by Clytemnestra
in the first act of the drama, now returns as a net brought to the surface
from the bottom of the sea by his sons, and is depicted as cork. Aga-
memnon will emerge from Hades, not as a ghost-like presence, but as an
inspiration and support in his son’s undertaking.

The strongest reason for Orestes now seems to be the restitution of glory
- the kleos that his father had won and that was taken from him through
a dishonorable death. He takes on the responsibility of making light, di-
spelling the darkness around the father figure. First, his aim is to restore
the honour of the offended Agamemnon but at the same time recupe-
rating what belongs to him. Now Agamemnon’s son is no longer “the
helpless little Eagle-chick”, curled up on his father’s grave as if to seek
shelter in the nest. The non-appearance of the ghost convinced Orestes
that he is now the hero and protagonist of the drama: he has to be ready
for action.

And it is only at this point that Orestes urges the Chorus to report the
contents of Clytemnestra’s dream. The Queen’s night-terror is finally
revealed in detail: an allegorical nightmare which woke up the terri-
fied Queen, who, however, had not yet realized its prophetic potential.
The dream is promptly interpreted by Orestes as a vision of his plan for
revenge. It is Clytemnestra, with her nightmare, who tells her child that
it will be him — and no other — that kills her. Orestes recognizes himself
in the monstrous serpent sucking a blood clot from his mother’s breast
that appeared in the dream: and, recognizing himself as the beast of the
allegorical dream, Orestes transforms into that serpent. The metamor-
phosis takes place in a symbolic scene, in which Orestes utters the fatal
formula of auto-identification with the snake: “Behold! I am that dragon”.
The women of the Chorus hound Orestes not to waste time and to follow
his words with action. Finally, Orestes does formalize his decision: as pre-
ached by the Chorus, Orestes does not surrender to the pain but he “has
learned from his anger” and is ready for action.
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Clytemnestra (Elisabetta Pozzi) exhibits her breast in front of Orestes (Giacinto Palmarini) in the
act of murdering her. Scene from Orestea, directed by Luca De Fusco (Teatro Stabile di Napoli
production, 2015/2016).

The father’s ghost does not make an appearance. But, thanks to this
subtraction, Agamemnon'’s son has now actually come home. He is a son
who has grown up and who claims his father’s throne for himself. Ore-
stes is alone and is now the director of his undertaking — the undisputed
protagonist of the dramatic action of an “Oresteia” -, a tragic saga that no
longer has the father at its core, but the son of the king.

I1l. CLYTEMNESTRA’S (UNEXPECTED) PHANTOM IN THE EUMENIDES

At the beginning of the third part of the Oresteia, the Pythia, after intro-
ducing herself, runs away in horror at the sight of the sleeping Furies who
surround the omphalos, onto which Orestes, the matricide, is clinging to.

Clytemnestra’s eidolon suddenly appears, rising perhaps from the
trap-room under the scene. Indeed, the hypothesis of an appearance of
the Shadow e machina from the Earth seems impossible by the reference
to a sudden apparition, which differentiates this scenic entrance from the
slow and progressive appearance of Darius’ Shadow (see. Pers., 1l. 661-
ss. and cfr. to the non-appearance of the ghost of Agamemnon in The
Libation Bearers, which should have been progressive: Cho., 1l. 479-ss.:
“Do you not lift your head ...?”). All of the hideous Furies - “decrepit old
girls” (so Apollo describes them in Aesch. Eum., ll. 69-72) who live in the
shadows of Tartarus and whom no one, neither man nor beast nor god,
ever approached — are the demonic mask of the Mother.
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The Shadow appears “like a dream” and introduces itself with the name
‘Clytemnestra’ only at the end of the first rhesis (Aesch. Eum., 1. 116):

ovap yop Opag vov Khutouprotpo kahd.
Dream am I, Clytemnestra — now 1 invoke you.

The Shadow claims to come from the world of the Dead in which she is
wandering, vilified and disgraced. In Hades, between the weak eidola of
the Dead, the value of honour and dishonour still maintain their power:
because Electra and Orestes had complained about the atimia Agamem-
non suffered among the Dead (Aesch. Cho., 1. 96, 1. 409, 1l. 434-ss.), the
ghost of Clytemnestra rebukes the demons for the pain she suffers, di-
shonored and adrift in Hades and in her words you hear the echo of the
reprimand of Patroclo’s Phantom that reminds Achilles of his wandering
because he is yet without funeral rites (Hom. Il., XXIII, 1. 65-ss.). These
Clytemnestra Phantom’s first cues (Aesch. Eum., ll. 95-ss):

g0doLT (v, 1), kol kebevdovo®v Ti Oel;
£yo 8 O’ DPOY OF drnTipacpévy
dAloLotv £V veRpoIoLY, GV PEV EKTOVOV
6veldog €v pbitoioty ovk ExAeimeTa,
aloypds & ahampat [...].

Wake up! Aha! Yet what need is there of sleepers? / It is due to you that
I am thus dishonoured / among the dead; because of those I killed / they
never cease to reproach me, / and I wander in shame [...]

Clytemnestra blames the Furies for their ingratitude, reminding them of
the sacrifices that she used to officiate at night: the evocation of the ima-
ge of the Queen engaged in nocturnal rites with demons adds blood to
the scene, and lends a murky and witch-like coloring to the character of
Clytemnestra’s Shadow (Aesch., Eum., vv. 106-109).

The appearance of the Phantom is justified by an urgent and precise dra-
maturgical motive: Clytemnestra must awaken the demons from their
sleep. The Shadow urgently needs to perform her task, and rouses the
demons: her wounds, on display, are a jolt that shakes the demons to their
core (mentions of the Shadow’s wounds are at line 103, and then lines 135-
136). Clytemnestra reaffirms the link that once bound her to her son, but
now she only sees Orestes as her murderer, the matricide against whom
she demands revenge (Aesch. Eum., 1. 100-102).
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nobotoo § ovte detvar TPOg TOV PIATATOV
00d¢elg Urép pov dapdvev pnvieto,
KUTAGPOYEIOTG TTPOG XEPDV PITPOKTOVEV.

And yet, although I have suffered cruelly in this way from my nearest
kin, / no divine power is angry on my behalf, / slaughtered as I have
been by the hands of a matricide.

The power of the Furies sleeps, in a deep slumber, and from that sleep,
which neutralizes their evil virtues, the Ghost of Clytemnestra tries to
wake them. Gradually, the hideous females are shaken from their slum-
ber: the first mutterings of the Chorus just mimic a dream of a chase sce-
ne, on the trail of a prey (Aesch. Eum., 1l. 130-139): the dog barks, panting
at its prey, following it closely. Finally, we hear the moans of the demons
that begin to wake up, urged to resume the hunt by the Phantom.

The demons are now awake: the Phantom of the mother can return to the
Shadow. The Furies, in her place and on her behalf, are ready to return to
hunting the matricide.

IV. GHOSTS THAT PLAY GHOST

Darius’ specter was able to weave Past and Future in the form of a
prophecy: in the Persians, the Phantom’s voice was deep and wise but
totally ineffective in the course of events: in actual fact, it resonated as a
symbol of the failure of his son, Xerxes.

The absence of Agamemnon’s ghost suggests that it is time for his son to
take his place because the “truth” is now all in the drama: the role which
Orestes can occupy in his father’s absence. Only if the Father’s ghost
remains in the shadow, can the son finally - tragically - embark upon
his own undertaking. Alone, without his paternal specter to incite him
and project his old resentments on his young will, Orestes can act out his
drama without losing himself - at least for now — in any Hamletic hesita-
tions. Straight into the heart of the drama — to matricide.

In the Libation Bearers the appearance of Agamemnon’s ghost, promised
by a summoning ritual made by his children on the tomb, did not come
to be, and the public was directed by Aeschylus to invest not in the re-
sentment of the spirit of the hero-father, but in the new heroism of his
son Orestes, acted out on stage. In the Eumenides, in an unexpected twist,
the Shadow of the murdered mother does appear: the absence of the fa-
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ther’s ghost is offset by the dramatic weight of the fantastic scene of the
mother’s apparition. In the dramaturgical composition of the Oresteia,
the paternal spirit is unable to access scenic reality but it is the mother’s
spirit that instead is able to generate ghosts.

And so Aeschylus, after having invented the dramatic character of the
Father’s Ghost in the Persians — the same Father’s Ghost that will be in-
voked in vain in the Libation Bearers —, introduces the far more terrible
and unexpected apparition: the Mother’s Phantom in the last act of the
Oresteia.
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ENGLISH ABSTRACT

In Persians, Aeschylus introduces the first appearance of a ghost on the theatrical sta-
ge. Darius’ specter is able to weave Past and Future in the form of a prophecy: the Phan-
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tom’s voice is deep and wise and, in actual fact. it resonates as a symbol of the failure of
Xerses, his son. In Libation Bearers the dramatic situation is similar to the Persians’, and
the audience expects to see the Phantom of Agamemnon, invoked by a summoning ritual
made by his children and the Chorus on his tomb. But the promised apparition of Aga-
memnon'’s ghost did not come to be: so, the public was directed by Aeschylus to invest
not in the resentment of the spirit of the hero-father, but in the new heroism of his son
Orestes, who is going to act out as the main character in his own drama. In Eumenides,
with an unexpected twist, the Shadow of the murdered mother does appear: the absence
of the father’s ghost is offset by the dramatic weight of the fantastic scene of a far more
terrible and unexpected apparition: the Phantom of the Mother.

“This paper is an extended version of the unpublished seminar presentation held during the Arc-Net
Summer School in Epidavros, July 2014. It was one of the presentations in the programme of the
Intensive Course “Challenging Limits: Performances o Ancient Drama, Controversies and Deba-
tes” that took place at Lavrion and Epidavros from 23 June to 6 July 2014, within the framework of
the "Academy of Plato-Development of Knowledge and Innovative Ideas” project.

“*For all the Aechylean tragedies quotations, I adopted the text estabilished by Martin West, Teubner,
Leipzig 1990, 1998.
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