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MONICA CENTANNI

“VITA ACTIVA” AND AUGMENTED REALITY

THE CASE STUDY PROVIDED
BY AESCHYLUS’ PERSIANS IN 472 BCE

ABSTRACT: This paper examines how classical tragedy can inform modern
pedagogy, guided by Hannah Arendt’s concept of vita activa and the immer-
sive potential of augmented reality. Far from being mere fiction or escapism,
theatre is a dynamic space where collective memory and myth confront the
present. It reinterprets the past —whether mythic or historical— not to evoke
nostalgia but to engage today’s audiences in meaningful reflection. Diverging
from the didactic model propounded in antiquity in philosophical and reli-
gious milieus, we argue that theatre fosters experiential learning: a space for
shared emotion, catharsis, and moral insight. Aeschylus’ Persians illustrates
this power vividly. Staged only seven years after Salamis, it centered not on
Greek victory but on the Persian enemy’s suffering. The backdrop was a city
still marked by war, yet the audience —many of them veterans— was invited
to feel compassion for their former foes. This reversal underscores tragedy’s
civic function: to unify, humanize, and provoke reflection rather than glorify
conquest. In this sense, tragedy belongs to the vita activa, namely the realm
of public life and civic participation. The spectator is not merely a passive ob-
server but an engaged citizen, emotionally and intellectually involved. Tragedy
thus becomes both aesthetic and political: a vital space where the polis imagi-
nes itself anew through shared, transformative experience.

O NE OF THE THEMES of this conference is the educational potential of
the works of ancient theatre. It is widely believed that fifth century
Athenian theatre had an ethical educational function and a pedagogical role
in the cultural and political formation of citizens. This is a somewhat banal
view, based on an idea of “state’ education that is incoherent and anachro-
nistic, since the very idea of the ‘state’ is entirely modern and alien to Greek
political thought. Greek culture had invented and promoted the idea of
the polis and the politera, the specific constitution of each city, but not the
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1dea of the ‘state,” which is a modern concept, (except in the utopian design
philosophically sketched out by Plato in his Politera or parodied by Aristo-
phanes in Birds).!

On the contrary, it should be remembered that a line of censure against
the not-very-pedagogical, and indeed anti-pedagogical influence of the the-
atre goes back to the theatre’s first origins. In particular, it is worth recalling
the already ancient criticism of the theatre precisely because of its anti-peda-
gogical effect. We are not thinking of the Christian censorship of the theatre?
that was directed against plays that probably had nothing to do with the trag-
edies and comedies of Athens in the fifth century BCE. Instead, we are refer-
ring to the attacks of Solon (through Plutarch) and, above all, Plato — attacks
that were formulated at the same time as the invention and culmination of the
theatre itself. My hypothesis 1s that, paradoxically, the critics of ancient the-
atre were somewhat right; but Greek theatre, and tragedy in particular, did
not have an educational function in the current (and very banal) sense, but
Greek theatre, and tragedy in particular, did function to promote and train
an aesthetic and cultural intelligence in the political community of citizens.

1. For a definition of politeia in relation to modern definitions of ‘state’ and ‘constitution’,
see Centanni (2009) and Centanni (2024), with Bibliography.

2. The main reference text for the first Christian censorship of theatrical performances is
Tertullian’s De spectaculis. Of particular interest is the passage in which Tertullian asserts
that the introduction of theatre construction in Rome was made possible by Pompeius
the Great, with an escamotage both religious and architectural: Itaque Pomperus Mag-
nus solo theatro swo minor cum illam arcem omnium turpitudinum extruxisset, verttus
quandoque memoriae suae censoriam animadversionem venerts aedem superposuit et ad
dedicationem edicto populum vocans non theatrum, sed veneris templum nuncupavit,
cut subtecimus, inquit, gradus spectaculorum. Ita damnatum et damnandum opus tem-
pli titulo praetexit et discrplinam superstitione delusit. Sed veneri et Libero convenit.
Duo ista daemonia conspirata et coniurata inter se sunt ebrietatis et libidinis. Itaque
theatrum veneris Liberi quoque domus est. De Spect. X, ed. M. Turcan (1986); transl. T.
R. Glover (Tertullian, Minucius Felix, Cambridge, MA 1931, Loeb Classical Library):
“So when Pompey the Great —and there was nothing greater than himself except his the-
atre— had built this citadel of all impurity, he feared that the censors might one day con-
demn his memory. So, he built a chapel to Venus on top of it, and when he summoned the
people to its dedication by edict, he called it not a theatre but a temple dedicated to Venus
‘under which’ he said ‘we have placed seats to watch the performances.’ So, a structure
condemned, and deservedly condemned, he screened with the title of a temple, and humil-
iated morality with superstition. But Venus and Bacchus go very well together, demons of
drunkenness and lust, two yoke devils sworn to either’s purpose. So, the theatre of Venus
is also the house of Liber. Liber and Venus are the patrons of the arts of the stage.”

On the spread of theatrical performances within the culture of the Roman Empire,
which was to become the terrain of medieval “diffuse theatricality”, see Allegri (1988)
7 ff.; for a summary of Tertullian’s arguments against the theatre, see Menghi (1992).
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The case study to which I will apply the coordinates of my hypothesis
1s found in 472 BCE, when Aeschylus staged Persians and chose to place the
battle of Salamis at the centre of his tragedy. Doing so raised a crucial chal-
lenge: the victory at Salamis 1s in fact a ‘middle point’ in the Persian wars:
neither the first, epic battle of Marathon, nor the last, decisive victory on the
field of Plataea, after which came the final defeat of the mighty invaders and
their retreat to Asia. For his mythos,” Aeschylus chose the Athenian victory
at Salamis, around which he constructed the dramatic structure of his play.
As the drama unfolds, a plot is woven where the time of the on-stage events
—the announcement of the Persian defeat at Salamis— is linked by flash-
backs and flash-forwards to the (relative) past and (relative) future of the
other phases of the Persian wars (the battle of Marathon, fought in 490 BCE;
the battle of Plataea, fought in 479 BCE).* In this way, Aeschylus includes in
his plot the possibility of having a “prophecy of the past” sounded on the
stage through the mouth of the ghost of Darius recalling Marathon, and a
“prophecy of the future,” with which the ghost announces Plataea. For the
Panhellenic audience attending the play during the Great Dionysia, Ath-
ens and its naval battle are presented as the decisive victory, in which the
first and last meaning of the hoped-for but unexpected final victory of the
Greeks, due to their courage and strategy against the immense forces of the
enemy army, is concentrated.

The choregia of the Persians was the first public act of the young Per-
icles. Only four years earlier, in 476 BCE, Themistocles had been the offi-
cial sponsor of the Phoenissae, the tragedy composed by Phrynichus about
the battle of Salamis. In Aeschylus’ Persians, the architect of the Athenian
naval victory 1s not named; however, according to a prominent reading of
the play and its political undertones, Aeschylus may have staged the Per-
stans in part to glorify Themistocles’ role in the battle’s strategy and, above
all, to rehabilitate the Athenian leader who, at that very moment —despite
his immense success and popular support— had fallen into disgrace and

3. According to the definition in Aristotle’s Poetics, 1450a10-1450b1, the mythos [ plot is
the first element in the construction of tragedy.

4.  For the commentary of Persians by Aeschylus, see Hall (1996); Centanni (2003), in part.
707-762; Garvie (2009). The reference edition for the text of Aeschylus is West (1998).

5. T adopt the term “prophecy of the past” in relation to Darius’ evocation of the battle
of Marathon (which precedes the subsequent “prophecy of the future” of the battle of
Plataea). The notion of the “prophecy of the past”, based on Aristotle’s Rhetoric 1418a
23-25, is elaborated by Santo Mazzarino in his study of the political use of historical
narrative; see Mazzarino (1990) I, 29 ff.
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may already have been exiled from Athens.® In particular, the Messenger
recounts in straightforward form the short, uplifting speech that the leader
of the naval armada (anonymous in the tragic text) is said to have delivered
to the Greek fleet before the battle, which even the barbarians would have
heard because it was delivered in a loud voice; the text of the appeal echoes
the words that Herodotus attributes to Themistocles in the speech he 1s said
to have delivered to the assembled fleet at dawn before the attack.”

Leaving aside the undeniable link between Aeschylus’ drama and
Themistocles’ activities, what is most important in this context is the in-
version of the figure of the ship in the imaginative and rhetorical repertoire
evoked by the tragedy. In the mouth of the enemy, who recounts his dis-
astrous and bloody defeat, the ship, the Greek trireme, becomes the first
mstrument of death. Thus, it appears in the chorus’s repeated apostrophes
to the agile triremes, presented and evoked on stage as “vehicles of ruin”:

[...] xvavomides

veg uéy dyayov, momor,

vaec 6 amawiecay, ToTol,
vées mavwiégoiow Eufolals,
owa 8’ Tadvaww yépag.®

6. Aeschylus’s intention to rehabilitate Themistocles and exonerate him from the charge
of collaborating with the enemy, and more generally the pro-Themistocles spirit of the
Persians, 1s now almost unanimously accepted by critics. On the relationship between
Aeschylus’ Persians and Themistocles, see Centanni (2020) 289 ff.

7. Aesch. Pers. 402-405: & maides EAdpvaw ite, | levlepotte matpid’, éAevlegodte 64
| maidag yvvaixags, Oedv té matodwy &0n, | Ofxac Te mpoydvwy - viv Dmép mAvTwWY Gy dv.
“Come on, sons of the Greeks! / Free your fatherland, and free your children, / your
wives, the temples of your paternal gods, / and the tombs of your ancestors! Now the
struggle is for all!”. Cf. Herodotus VIII, 83: meonydpeve b &yovra uév éx mdvrwy O¢-
uioTorAéng, ta 08 nea fy mdvta xpéoow toiot fioooot dvtitibéueva, doa o dv avbpdmov
VoL xal xataotdol dyyivetar magawéoag 0¢ TodTwy Ta xpéoow aipéecbar xal xaramAélags
T ofjow, éofaivew énéleve &g Tag véag. xail odTol pév On éoéfawov, xai fxe 1) dr’ Aiyivng
Toujong, 1) xata Tovs Alaxidas dredrjunoe. Trans. A. D. Godley (Herodotus, The Persian
Wars, vol. IV, Cambridge, MA 1925, Loeb Classical Library): “[in the assembly of the
fighting men] Themistocles made an harangue in which he excelled all others; the tenor
of his words was to array all the good in man’s nature and estate against the evil; and
having exhorted them to choose the better, he made an end of speaking and bade them
embark. Even as they so did, came the trireme from Aegina which had been sent away for
the Sons of Aeacus.”

8. Aesch. Pers. 559-562.
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Flaxen wings, dark eyes on the sea
The ships —ah— led them,

The ships —ah— destroyed them
The ships with their deadly attacks,
We, destroyed by Ionian hands.’

The triremes are animated creatures, ominous beings looking out to sea from
the “eyes of the ships” — the painted udzia that were also hawseholes in the
bow through which the anchor chains passed.'” Meanwhile, if the Athenian
triremes are machines of destruction, the great Persian ships, thanks to a
particularly successful lexical choice, are presented as “funeral ships”:

viw yap 01 medmaca uév otéver
yai’ Aoig éxxevovuéva.

Eéoénc uév dyayev, monol,

Eéoénc 0’ andeoey, ToTol,

-~/ \ / 5> 3 / 4
Eépénc 0¢ mavt’ énéome dvopoovws
Bagideoor movriaus. "

The whole land groans

The land of Asia was emptied.
Xerxes had led it (woe!),
Xerxes had ruined it (woe!)
Xerxes decided it all recklessly
with these funeral ships.

Bdocs is a type of Egyptian ship'* and according to Diodorus, “the boat that
carries corpses is called fdgic”."” The term Bdgug thus evokes the image of
both an exotic vessel and a funerary vehicle. A funereal image is also found
in the finale of the second stasimon of the Persians: it 1s an unprecedented

11.
12.
13.

All translations are by the Author of this text.

. Aesch. Pers. 559: the same figure, more explicit, is found in the Suppliant Women, line

716 (with reference to the threatening ships of the sons of Egypt). In the text, the image is
strongly emphasised by the anaphora (ll. 560-562).

Aesch. Pers. 548-557.

Bdoudec are the ships of the Egyptians in Aesch. Supp. 836, 873, 883.

Diod. I, 96: 70 uév yap duaxouilov ta oduata mhoiov fagw xaleioha. fdpus is also called
Charon’s boat in the Palatine Anthology VII, 67, 635.
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rhetorical figure, vaeg dvaes,'* which speaks of the latest, most recent misfor-
tune; but it 1s also, almost, an onomatopoeia of lament.

At the end of the tragedy, when Xerxes enters the scene, alone, naked,
and deprived of his entire army, he thus seals the victory of Athens over the
Persian navy:

S\ 37 7

i i wol pou
TaG AYyvyilovs xaTidvTeg

\ 3, /7 /7 ¢\ /
orvyvag Abdvag mdvreg évi mrdio,

2V 37/ 7 > 7 7 15
1) 80, TAdpoveg Gomaipovot yéea.

Woe, woe

they saw ancient

cruel Athens! A stroke of the oar and all of them

—woe, woe— wretched men, like fish on the shore, to die of
convulsions.

The funereal strokes of the oar also reappear in the final exodus led by the
King, as a metaphor for the gestures of mourning, mstructions to the chorus
for the funeral procession:

b4 > \ / > 3 \ /
— &peoo’ Epeaoe xai oTéval’ unpy ydouw.
— dwadvopar yoedvog dw. o

XERXES: Beat upon beat, like the beat of an oar: beat, weep for me!
CHorus: I weep! I am all lamentation!

Finally, the image of the trireme appears in Xerxes’ last words to the mourning
chorus:

7m0, ToLordAuoiow,
7 7, fdoiow Aduevor."’

Ah, for the triremes ...
Ah, for those fatal ships, they died!

14. Aesch. Pers. 680.

15. Aesch. Pers. 974-977.
16. Aesch. Pers. 1046-1047.
17. Aesch. Pers. 1074-1075.
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In the words and 1mages of the defeated enemy, the Athenian trireme, the
victorious weapon of the Greek people against the barbarians, is an icon
transformed into a figure of death. Naec dvaeg: the unprecedented rhetori-
cal figures that Aeschylus places on the stage of the Persians are projections
of powerful mental images, but the high semantic frequency and poetic
quality of Aeschylus’ text must not cause us to forget that what we are read-
ing are only the words that eloquently accompany, as ‘captions’, what the
spectators have already seen with their eyes and physically touched with
their bodies.

In fact, the emotion generated by the text is added to the effect generat-
ed by the scenic elements of the performance setting. In this sense, if we pay
attention to the implicit stage directions included in the text of the Persians,
the first element that emerges 1s the possibility of recognising the presence
of a three-dimensional set representing the palace of Susa.' Its function
could have been to semanticise the theatrical space by recalling the model
of the Achaemenid palaces, for the construction of which Darius and Xerx-
es had called on Greek architects and workers;'® but the set may also have
played a practical role in facilitating the entrances and exits of the actors.*

A punctual reference to a oxnpij can be found in the Exodus of the Per-
stans, when the chorus expresses disbelief at seeing Xerxes alone and unac-
companied, without his escort, “behind the ox%v1) drawn on wheels.”*' The
description must be intended as an implicit stage direction and may refer to
a small theatrical machine pulled by Xerxes, representing the King’s ‘tent’.
An mmportant lexical fact should be recalled at this point: this, at 1. 1000
of the Persians, is the first ever occurrence of the term oxnp1 in the Greek
language. In Homeric texts the Achaean field tent 1s commonly referred to
as xMoin, whereas the term vy “may have had an exotic, and specifically

Persian connotation.”??

18. A three-dimensional reconstruction of the Persians’ oxnwy, including the central practica-
ble door for entries and exits, is proposed in Bakola (2014) 10.

19. Seaford (2012) 208: “The numerous kinds of contact, from the sixth century onwards,
between Greeks and Persians included Greeks working on the construction of the com-
plexes at Susa and Persepolis, and some of the experience of Greek visitors and craftsmen
surely reached Greece. Aeschylus does show some knowledge of Persian royal institu-
tions” (with Bibliographical References).

20. Seaford (2012) 206-214; Bakola (2014) 1 ff.

21. Aesch. Pers. 1000-1001: odx duei oxnrais [ tooynidroiow Smiley § Emouévovg.

22. The lexical datum, and the fact that in the Homeric texts the Achaean field tent is called
xAtoin, while the term oxnyi} may have had “a specifically Persian connotation”, is em-

phasised by Broneer (1944) 309.
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According to Herodotus, the spoils plundered from the Persians at
Plataea in 479 included the precious royal oxnyy —the wooden palace on
wheels that accompanied the Persian King on long military campaigns—
which Xerxes had entrusted to Mardonius in his hasty retreat after the de-
feat at Salamis.” According to a hypothesis originally proposed by Oscar
Broneer in 1944** (and recently revived with new arguments),* this very
trophy —extremely important not only for the value of the artefact and its
furnishings, but above all for its symbolic meaning— transported to Athens
and installed in the Theatre of Dionysus, may have provided not only the
ideal model and name, but also the material structure for the theatrical ‘set’
that constituted its prototype. The real oxnvs of Xerxes, then, in its material-
architectural substance and with its exceptional symbolic value, would have
been the first ‘scene’, perhaps, of Phrynichus’s Phoenissae (staged with
Themistocles’ choregia in 476) and then of Aeschylus’ Persians (staged with
Pericles’s choregia in 472).

A confirmation of the presence of Xerxes’ real ox»v# among the scenic
elements can be found in Plutarch’s account of the Odeion® later built by
Pericles for the new musical competitions he introduced, but which was al-
so used for other functions, such as a place of assembly, a courtroom, and
even a rehearsal hall for performances.?” Plutarch states that the architectur-
al form that Pericles wanted for his new building for musical performances
was designed in the image and imitation of the Persian royal tent: eixéva

23. The source of the conquest of the oxnp1} by Mardonius after the battle of Plataea is Hdt.
9, 70. In Plutarch we find a description of the gxnw# of Darius III, which the king left on
the field after the battle of Issus: dyet Te xai ueyéber xai Td mepl Ty oTpwuUviY xai Toamé-
Cag xai T0 deimvoy adtod xéouw Haduatog aéiav (Alex. 20, 8). See also the description in
Diodorus 17, 35, 1 with the image of the Macedonians engaged in plundering the royal
tent dua 70 wAijhog molvteldeiag.

24. Broneer (1944); the hypothesis has been challenged by Miller (1997) 235-236, and by
Mosconi (2000) 257, who doubts the very presence of Xerxes’ tent in Athens after the
Persian wars. The hypothesis is taken up by Nielsen (1994) 49: “It would have been very
appropriate, for example, when Aeschylus’ Persae was performed, since the tragedy took
place in the palace of the Persian king”.

25. Kenner (1986-1987) 56-63; Seaford (2012) 210; Trainor (2016) 28-31; Centanni (2022)
70-72.

26. Plut. Per. 13.5.

27. A gloss by Hesychius defines the Odeion as the place where “rhapsodes and citharodes
competed [trained] before the theatre was built” (ddeior émoc év @ moiv 76 Oéatpor xazra-
oxevaslijyar of paywdol xai of xbapwdol ywvilorro) is already mentioned by Wilamowitz-
Moellendorf (1886) 601-602.
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[...] %ai ulpnpa tijs faciréws oxmpijc.?® Even if, as Mosconi has argued, the
meaning of this “imitation” could be understood in a symbolic sense* —as a
reprise of the trophy image of the victory over the barbarians— the allusion
to “imitation” can also be seen as an important clue to the fact that the orig-
inal trophy of Plataeca must have been —or was— visible and, in any case,
available to the Periclean architects as an inspirational model, imitated and
reproduced in the new construction. Thus Aeschylus, and perhaps even
Phrynichus in his earlier Phoenissae, may have envisaged for the Persians a
staging involving the real oxnp of Xerxes, brought into the drama to rep-
resent the Palace of Susa. In this project, the small ox»v1) that, according to
the text of the tragedy, marches behind Xerxes, 1s to be imagined as a minia-
ture replica of the real Persian oxnw, the trophy of Plataea, physically pres-
" The hypothesis that a unyav (representing
the oxnv] that the King had in fact abandoned after Salamis) appeared on
stage behind Xerxes, could also provide an explanation for an inconsistency
that 1s qualitatively different from other inconsistencies that are compatible
with dramaturgical fiction. The spectators of the performance staged in 472
were well aware that the oxnvi] had been captured by the Greeks and was
the most valuable piece of Plataca’s booty, and for this reason Xerxes’ arriv-
al in Susa with his ‘tragic toy’ creates a kind of multi-reflective mirror effect.
The “oxnvi) on wheels” that Xerxes drags behind him duplicates in minia-
ture the oxnwi of Plataea’s spoils, which in its materiality is the backdrop
against which the tragic scene is set; this in turn represents, on a smaller
scale, the facade of the Palace of Susa. It is a psychological game between
Aeschylus and the audience that is at once cruel and moving, as the com-
plex allusion to a second —if not a third— level stimulates the spectators’
imagination, provoking a multiplication of alienation while simultaneously
intensifying the proximity of the Other.

Another element of the theatrical staging is very important for recon-
structing the psychological effect of the staging on the spectators. Accord-
ing to Vitruvius, Themistocles salvaged and reused wood from the wrecks of

ent in the performance space.

28. Plut. Per. 13, 5: 70 8 Qudeio, ©jj pév évrog duabéoer moldedgov xal moldorviov, Tfj 6 doé-
el EQUnAES xal nATAVTES 8% LGS %0QUYTjG TTETOUEVOY, eindva Aéyovar yevéslhou xal ui-
unua tijc facidéws oxnpijc, dmotatotvrog xal 1oVt Ileouxdéovs. Paus. I, 20,4 repeats
the idea that the Odeion was built t7jc oxnpijc ... 8¢ uiunow tijc Zép&ov.

29. Mosconi (2000) 246-257

30. Broneer (1952) 172: “There would have been no reason for copying an object long since
lost and all but forgotten in the time of Pericles”; cf. also Broneer (1944) 311.
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Persian ships destroyed at the battle of Salamis to construct the roof of a thea-
tre building in Athens, which he identifies in De architectura as the “odeum”:

Odeum | ...] Themistocles [ ...] navium malis et antemnis ex spolits Persicis
pertexit.”!

In his precious report, Vitruvius probably confuses three different things.
First, the concrete reuse of wood from Persian ships, starting with the re-
covery of the huge amount of wreckage after the battle of Salamis; second,
the presence, near the Theatre of Dionysus, of the Persian oxn»#, the tro-
phy from Plataea; and third, the architectural form of the Odeion designed
and built by Pericles “in the image and imitation of the Persian tent”. How-
ever, it 1s highly unlikely that the large quantity of wood retrieved from the
1207 Persian ships destroyed at Salamis had been stored for more than thir-
ty years, waiting to be recycled.’ Instead, as has recently been argued, it is
highly likely that the wood was repurposed immediately. Implicit but com-
pelling evidence is provided by the economic and functional data regarding
the availability of the conspicuous wrecks of the destroyed fleet in the years
immediately following the Persian Wars.? It is therefore highly probable

31. Vitr. V, 9. However, as is well known, Vitruvius’ information poses a problem of chron-
ological congruence. In fact, Themistocles, having reached the zenith of his political
fortunes after the Persian wars and in particular the battle of Salamis (which had been
his reckless but successful strategic masterpiece), fled into exile from Athens around
471 BCE, on a route that would later take him to Persia, exiled to the court of the Great
King. Pericles’s Odeion, however, was built many decades later, after 440 BCE. Vitruvius’
error in dating the Odeion early and in attributing its construction not to Pericles, but
to the leader to whom the victory at Salamis was due, depends on the formal relation-
ship of Pericles’s Odeion to the Persian oxnw# but also on the ideological continuity that
Pericles traces between his work and that of the previous generation. As we know from
Thucydides, even decades after the Persian wars, the war against the Medes was “one
of the arguments that is constantly repeated” (Thuc. I, 73,2: ta 6¢ Mydixa xai doa adroi
Ebviote, &l xai 00 Eylov parlov Eotar aiel mpofaliouévorg) as one of the refrains in Peri-
cles’s rhetorical repertoire. This is the short—circuit that Pericles himself generates in the
construction of his propaganda, between his own figure and that of Themistocles, who
de facto also inherits the legacy of the victory over the Persians (Trainor 2016, 35: “As
the actual veterans of Salamis began to disappear from public life, Pericles may even have
usurped in the public imagination the heroic credit belonging to the admiral Themisto-
cles. Thus, Pericles might have made himself, retroactively, into the hero of the Persian
War who emerged victorious over Xerxes.”).

32. Trainor (2016) 21-22, 34-35; Centanni (2022) 70-72.

33. On the reuse —whether material or indirect, through the monetisation of booty— of Per-
sian spolia for the construction of monuments in Athens in the fifth century BCE, see

Mosconi (2000) 259, 263.
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that this material was reused, not for the Odeion (to which Vitruvius inac-
curately refers), but for the Theatre of Dionysus itself, particularly to create
the wooden seats temporarily erected on the slopes of the Acropolis during
the theatre festivals.”* The remains of Xerxes’ ships became the very real
stage — the building material for the scenario of the tragedy.

According to the hypotheses that we have recalled here, Aeschylus
would have used the symbolic icon of triumph over the enemy —Xerxes’
tent looted at Plataca— as the axmp1) for the staging of his Persians in 472,
while at the same time using materials salvaged from the battle of Salamis for
the scaffolding, the stage and, in general, for the wooden structures of the
theatre and the seats themselves. Within this framework, the Persians must
be re-read with special attention to the relationship between the text —the
words spoken on stage— the elements of the set, and the very wood of the
seats upon which the spectators sit.

Aeschylus, the veteran of Marathon and Salamis, makes the drama of
the war unfold 1n front of his fellow citizens, who themselves had experi-
enced the same war, but each in their own intimate, individual and per-
sonal way: he returns to the city and the Panhellenic community a ‘true’
representation of the war, and in particular of the battle of Salamis, making
what had not yet been consigned to historical narrative (Herodotus would
write about it twenty years later) ‘happen’ theatrically. The evacuation of
Athens, the seemingly impossible gamble of Themistocles, the hoped-for
but unexpected victory, became ‘real’ shared facts for which the citizens no
longer had to rely on their personal memories or the more or less mytholo-
gised tales that circulated. All that the war had been only seven years earlier
—its horrors and the joy of liberating the city from barbarian occupation—
became ‘real’ because it was played out in the Theatre of Dionysus, with the
Acropolis and its temples desecrated and destroyed by the Persians in the
background. The enemy palace, Darius’s own oxnvij, left by the Persians
on the field of Plataea, was exhibited as a trophy and as a ‘scene’, making it
‘real’. Even the seats themselves were made from the very wood of the Per-
sian ships wrecked at Salamis. If this is accurate, imagine what it must have

34. Thus O’Neill (1942) 425-426, in relation to Phrynichus’ Phoenissae and Aeschylus’ Per-
stans: “We may suppose that Themistocles was largely responsible for the restoration of
the theatre, that the use of Persian ship timbers for the ¢kria was his idea and served as
a memorial to Salamis, his greatest achievement [...] Under these circumstances it was
natural that Themistocles should have borne the expense of producing Phrynichus’ play.
Four years later Aeschylus produced his Persae.”
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been like for the spectators on that March day in 472 BCE. Eugene O’Neill,
writing during the Second World War, described it thus:

“More important [...] is the extraordinary impression that the Persae (and
presumably the Phoenissae also) must have made on the spectators [...] the
play must have deeply thrilled them. [...] The performance of the Persae
must have been a splendid experience indeed for that fortunate audience. But
if the seats on which they sat were constructed of timbers from the very ships
they had defeated at Salamis, the play must have come even closer home
to them, with an immediacy that greatly fires the imagination even at these
late days. Our effort in reading the Persae, more than any other Greek play,
should be to transport ourselves to its performance, which was a very special
sort of experience for those privileged to be present. We should, therefore,
try to react to the Persae, so far as we can, as the Athenian did in 472. If the
tkria at that time were such as Professor Allen suppose, we have an addition-
al imaginative effort to make; every reader of the Persae should keep in mind
the clear possibility that if he had attended the performance, he would have

been sitting on seats made from Persian ship timber.”?

Having entered the realm conjured by the theatre —built on signifiers and
evocative relics of war, and thus blurring the boundary between artifice and
reality, reconstruction and presence— the spectators must have found them-
selves immersed in a climate of intense emotional temperature. This would
have excited the double pathos to which Aristotle gives the aesthetic names
of phobos and eleos, and which are released by the theatrical experience.
Aristotle’s reference to the relationship between the visual dimension and
catharsis 1s important: “It is possible that what moves fear and pity is pro-
duced by the effect of sight.”?°

We see phobos, first and foremost, in the spectators, who are made to
echo the temperament of the days of the city’s evacuation. The luxury of
Xerxes’ tent, at once seductive and terrifying in its splendour, inaccessible
to the Greeks, must have made a considerable impression: a terror so strong
that it was attractive, not least because of the seduction that the exoticism of
the barbarians exerted on the Greeks.?” Equally terrifying is the necromantic

35. O’Neill (1942) 426.

36 Arist. Po. 1453b 1-14.

37. On the Persian as a figure of Otherness, see Hall (1989), especially pp. 76-98; and more
recently, on the seduction of Persian exoticism, Giordano (2019), with an annotated bib-
liography that also emphasises the Homeric key in the Aeschylean representation of the
Enemy.
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rite: the appearance of the shadow of Darius must have reified the appar-
ent power of the Great King of the Barbarians, over and above the simply
impressive effect of the Phantom appearing on the stage. Eleos then brings
total immersion in the mental landscape of war, as pointedly evoked in the
choral songs. But it is not only the war that devastates the land of the enemy.
It is the climate of war, universal and cruel in every latitude, that plunges us
back into the temperament that dominated Attica at the time of the invasion:
the cities emptied of young people; the “mismatched” brides in the nuptial
beds;*® the aged parents forced to bury their children, against all the laws
of nature. Finally, the vision, brought to the stage by the words of the mes-
senger, of the spectacle of the day after the battle: the sea off Salamis littered
with wrecks and corpses.”

Hatred of the enemy who invaded the city and destroyed the Acropolis
1s mixed with the attraction of the dimension of otherness —cultural, so-
cial, aesthetic and political— that the Persians embody. Aeschylus supports
these mixed feelings of hatred and attraction with real substance and mate-
rial, especially through the use of scenery and spectacular staging. These
include the o7, the majestic entrance of the Queen at her first appearance
(and the exotic and magnificent robes), the ghost, and Xerxes’ dress, which,
despite its tattered state, is made of precious fabric.*” The work evokes two
ambiguous, double-edged emotions: on the one hand, a sense of pride and
relief at having escaped danger and emerged victorious from the ordeal; on
the other, a desire to forget the terrible images that characterise any theatre
of war and remain indelibly etched in the memories of the survivors.

All these elements —words, images, the very situation of the perfor-
mance— evoke the memories of the spectators who were warriors at Salamis
and fire their imagination: it excites and moves them, but can the experience
of the tragedy even ‘educate’ them in any way? In fact, what the audience
is stimulated to do is to “weep and rejoice together”*! — to see the enemy
on the stage, to weep over him, but also to weep with him and for him. To

38. Aesch. Pers. 133-139: Aéxtpa & avdpdw nole | niuniarar dangduacw-| Iepaides 5 apoo-
nevlels éndota | 6l gildvopr [ Tov alyudevra Boboov edvarij’ dromepyauéva | Asimeron
1ovdCve.

39. Aesch. Pers. 419-421: Odlacoa 6 0dxér’ 7y ideiv, | vavayiwy niiifovoa xai pévov fotdv. |
axtal 0& vergdw yoipddes T &mlnifvoy.

40. Aesch. Pers. 835-836: daxides ... mowilwy éoOnudro.

41. Thisis a quotation from another verse of Aeschylus, from Seven against Thebes; thus says
the Messenger to the chorus of Theban maidens, announcing the double fratricide of
Eteocles and Polynices, and at the same time the salvation of the city: Toatra yaigew xai

darpbealar wdpa (Aesch. Sept. 814).
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weep and rejoice together over the horrors of war but even rejoice together
in being liberated from war. The spectators-citizens experience the effect of
theatrical catharsis on their nerves, on their emotional chords. This is not a
pedagogical effect; it 1s the dangerously pedagogical effect of tragedy — the
very effect Plato stigmatized in the Philebus:

3 7 C ~ ~ / / \ ¢ ~ \ /
SQKPATHE: &t Toivoy nuiy Tdw peilewv Abmng te xal ndovijc Aown pia.
IPQTAPXOX: mwola, @fic;

e\ > \ \ \ €~ ' / /
SQKPATHE: fjy adTa Ty poyi adtfj moAddxis Aaufdvew obyxpacw
Epape.

~ 3 \ ~ 5 > \ /

[IPQTAPXOE: 78ég 0Dy 01) 1007 adtod Aéyouey;
SQKPATHE: 6pyn xai péfov xai wdbov xai Opivoy xai Eowta xai (ijAov xai
@0ovoy xai Goa Towadta, Go” 0dx adtijc Tie yuyijc Tileoa TadTag Mmag Tiwdg;
IPQTAPXOZ: Eywye.
TQKPATHE: 00%0Dy adtag 0ovdy pueotag edgfigouey qunydvov; [...] xal
Tag &v Tolg Opiyois xai méboig Hdovag év Amaig oboag dvausuery uévag;
[...] %ai iy xai Tdg ye Toayinas Oewgnosis, Stav dua yaipovtes xAdwort,
uéuvnoa;
NPQTAPXOS: T( & of};*?

SOCRATES: One further mixture of pain and pleasure is left.

PROTARCHUS: What is that?

SOCRATES: That mixture of one’s own feelings which we said the soul often
experiences.

PROTARCHUS: And what do we call this?

SOCRATES: Do you not regard anger, fear, yearning, mourning, love, jeal-
ousy, envy, and the like as pains of the soul and of the soul alone?
PROTARCHUS: I do.

SOCRATES: And shall we not find them full of inexpressible joys? [...] and
of those joys mixed with pains which we find in sorrow and longing? [...]
And do you not recall the tragic spectacles when one cries and at the same
time feels pleasure?

PROTARCHUS: It’s true.

The analysis of the effects of this mixture of emotions on the spectator leads
Plato to stigmatise the dangerousness of dramatic art, especially tragic art,
masmuch as it is capable of inducing in the souls of its participants a state of
excitement of the passions, which can vent itself in an uncontrollable frenzy.

42. Plat. Phileb. 47c-48a.



Moreover, for Plato, the practice of citizens attending the theatre 1s harm-
ful because it puts everyone on the same level, democratically blurring the
distinction between those who teach and those who learn.*” The demos is
no longer a passive recipient of clear and linear pedagogical lessons, but 1s
instead called upon to participate actively in what happens on stage: all cit-
izens are invited to judge, to engage their passions. According to Plato, this
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1s ‘theatrocracy’ — the mother and original matrix of democracy.

On a slightly different line, but still in the sense of censuring the theatre
for its anti-pedagogical effect, 1s an account by Solon that is referred to by
Plutarch: Solon, in his old age, had already warned against the “deceptive”

aspect of the theatre, which confuses the true with the false.

3> / \ ~ \ / 5/ \ / ~ \ \ \

Goyouévaw 0¢ T mepl Obomw 7j0n Ty Toaywdiay xwelv, xai dia THY xau-
YTNTA TOVS TOAAOVS dyovTog Tob medypatos, odnw & eic duillay évayd-

3 / / / o\ \ \ < 4 b4 ~ 3
viov EEnyuévov, pioet pilnroos & xai prlopalng 6 Loiwv, Eri uailov év
yioa oxo0Afj xal maudid xai vy Ala méTois xai povowf] magaméumwy Eav-
Tdv, &0edoato Tov Oéomy adTov dmoxgwiouevoy, domep Eog v Tois ma-
Aawols. uera 0¢ T Béav mpooayopeboas adTov fodTnoey &l ToG0dTWY
dvavtiov 0dx aioytvetaw TnAnadTa Yevdouevos. prioartos 0¢ Tob Oéomidog
un) dewov elvau 10 peta maudidg Aéyew ta Totadta xal mpdooew, opidpa Tf
/7 \ ~ < 7 /7 13 \ / \ /3
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113 / 3 ~ o \ ~ c 7 3 ~ I 2 44
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At that time Thespis and his circle were beginning to develop tragedy, and
his style attracted most people because of its novelty, even though theatrical
plays were not yet in competition at the festivals. So Solon, who by nature
loved to hear and learn new things, and who in his old age indulged more
than ever in leisurely amusements, wine and song, (and for Zeus because he
was devoted to drink and music), went to see Thespis act in his own play, as

43.

Plat. Laws 701: Oéatga & dpdwaw pavievt’ dyévovto, wg &raiovta év uodoais 16 e xalov
xal pn, xal Gyl oiotoxpatios év adtij Deatpoxpatia Tic movnea yéyovey. el yap On xai
dnuongatio dv adtf] Tig uévov yéveto Elevbépwy dvdpdv, 0ddty Gy mdvy ye dewov Ny To
yeyovds: vov 0¢ fjpke uév Huiv 8x povouxijc 1) mavTwy el ndvta copias d6&a xal magavouia,
ovvepéometo 0¢ éAevlcgia. dpoflol yag &ylyvovto dg eiddTeg, 1) ¢ ddeia dvaioyvvtiay évé-
texey. “Thus the theatres, instead of being silent, became filled with deafening shouts,
as if the people were capable of understanding what is beautiful and what is not. Thus,
in place of the aristocracy of art, there arose a bad form of theatrocracy. And if at least a
democracy of free men had grown out of this theatrocracy, it would not have been so bad:
instead, from such an attitude to art, we [the Athenians] developed the conviction that we

knew everything about everything, arrogance and unbridled freedom.”

44. Plut. Solon 29, 7.
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was the custom of the ancient poets. After the performance, he approached
Thespis and asked him if he was not ashamed to tell such lies in the presence
of so many people. Thespis replied that there was no harm in speaking and
acting like that because it was a play. Then Solon struck the ground with his
staff and said: — But if we encourage and praise this kind of jest, the same
jest in relations and exchanges (public acts, treaties and political pacts).

This 1s not the moralistic attack on the lascivious and corrupt aspect of (Ro-
man) theatrical performances that was to become the cornerstone of Chris-
tian criticism (for example by Tertullian). Solon and Plato’s attack and
censure is much deeper and more insidious. In short, theatre miseducates
citizens by deceiving them with fiction, as well as by means of the fictional
complicity between audience and stage (Solon apud Plutarch); by mixing
different passions, such as joy and sorrow, and thus “confusing” people’s
souls (Plato, Philebus); and by producing phenomena of democratic engage-
ment with the spectacle and thus with “theatrocracy”, which is a prelude to
democracy (Plato, Laws).

The first argument about the danger of the theatre 1s answered by Gor-
gias, who argues that:

4 /7 3> / e\ </ - / 4 ~ \ >
7 Toay@dia [...] amatyy [...] v 6 T° drnarroag duxardtegos Tob pr dma-
Tijoavtog, xal 6 drmatnbelc copdTegos Tob un dmarnhévrog.®®

Tragedy is a deception in which the deceiver is more just than he who does
not deceive, and the one who is deceived is more wise than the one who is
not deceived.

Tragedy, and more generally Dionysian wisdom, is the profound insight in-
to the Double, into the irreducible ambiguity of reality.

Aristotle responds to the second argument —the danger of confusing the
passions— with his theory of catharsis, found not only in the well-known
synthetic phrase in the Poetics,*® but also in a passage from the Politics.
There, he explicitly polemicizes against “those philosophers” (almost cer-
tainly referring to Plato), who draw distinctions between “ethical melodies”,
“action melodies”, and “enthusiastic melodies”. He critiques those who fail

45. Gorgias DK 76 B 23 (= Plut. De glor. Ath. 5, 348c).
46. Arist. Po. 1449b 24.
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to appreciate the contradictory emotions —and consequently the catharsis—
that passionate melodies evoke, especially in tragic performances:

2 \ \ \ s > 7 ~ ~ ¢ ~ / ~ >
émel 0¢ Taw Owaipeowy amodeyoueba Tw ueAdv w¢ diatpotai Tves T@Y v
7/ \ \ 3 \ \ \ \ \ 3 3 \ /
pthooopia, Ta uey NOua ta 8¢ mpaxtixa ta & évbovortacTixa TifévTe,
xal T@Y Gpuovidy Ty PHow THY mPos Exacta ToVTWY olxeiav, dAny mog
aAdo uégog, Tibéact, pauty 8 0d uidg Evexey dpeleiag T uovouxij yoijolat
Oely GAAG xal mAeibvwy ydow xal yap mowdeiag Evexey xai xabdoosws —Ti
8¢ Aéyouey T xdbagaw, vov usv anids, maiw & &v Tolc mepl ot TIXT|C
dootuey capéotegov— Tpitov 0¢ mEdc daywyny meo¢ dveaiy Te xai mEdg
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xTuxals xal Tals &vovoiaotixais. [...] Tadto o1 Tobro avayxaiov wdoyew
xal Tovg Edenpuovag xal Tods pofnTixods xai Tods GAwg malnTixods, Todg
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With reference to the distinction made by some philosophers between ethi-
cal, action, and passionate melodies, and the distribution of the various har-
monies among these classes, as being in their nature akin to one or the other,
we say that music should be used not on account of one benefit which it
confers, but on account of several for it serves both for education and for
catharsis (the term ‘catharsis’ is used for the present without explanation,
but we shall return to its meaning more explicitly in our treatise on Poetics),
and thirdly, for amusement, which serves to relieve our tensions and give us
rest from them. It is clear that we should use all harmonies, but not all in the
same way, using the most ethical for education and the most active and pas-
sionate for those who attend performances [...]. The same experience has a
greater effect on those who are more prone to pity or fear, and who are gen-
erally more prone to pathos: these emotions, such as pity, fear and enthusi-
asm, each to the extent that they affect their souls, but for all they provide a
cathartic lightness along with pleasure.

Aristotle agrees with Plato insofar as he too argues that the emotional agita-
tion provoked by pathetic melodies, which occurs to the highest degree in
tragedy, does not have a restraining effect on the passions, and therefore does
not have an educational or pedagogical effect in a constricting or repressive

47. Arist. Pol. 1341b 32-1342a 16.
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sense. But Aristotle defends the contradictory emotional storm that trage-
dy provokes because, through phobos and eleos —that 1s, through the move-
ment of identification and repulsion in relation to what unfolds on stage— it
brings about the release of these very passions. In this way, tragedy elicits
a powerful aesthetic response and achieves, for all, the beneficial effect of
catharsus: the purification and liberation of the soul from its own passions
through those enacted on stage.

The controversy about the beneficial or aesthetic effects of the emotion-
al storm caused by tragedy lasted for many centuries in the debate between
the Platonic and Aristotelian schools. Olympiodorus, writing in the 6th cen-
tury CE, testifies to the duration of the polemic on tragic art:

ioTéov 0 8tu T TeayWdiow xal Ty xwuwdioy EEépepey Tijc Eavtod moli-

telag 6 ITAdTwy dua i pév oy xwpwdioy 67jdov [...], T ¢ Teaywdiaw,

dreldn) Tijc EavTod NUDY éxralelrar xal TO Avaneov To év nulv atéel. of

0¢ Oélovtec ciopépeclon, modTov pév Emeidn fpwind medyuata piueiTal,
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Aeirar adta xal dxfdAler.®®

It must be known that Plato banished tragedy and comedy from his city:
as for comedy, the reason is clear [...]. But as for tragedy, he banished it
because it provokes our passions and increases the feeling of pain that is
already in us. On the other hand, those who want to admit tragedy defend
it by saying that it must be accepted, first of all, because it is a mimesis of
heroic acts; and then because it does not allow the passions to burn within
us, but, by exciting them, attracts them and then expels them.

Tragedy, through the double movement of phobos and eleos it evokes in the
spectator, produces catharsis precisely because, by arousing the passions,
it enables their release — passions that would otherwise burn within us.*
In this sophisticated aesthetic theory, achieving the cathartic effect re-
quires that between the spectator and the event lies not the immediacy of re-
ality, but the filter of fiction, which serves two seemingly opposite functions.
First, it provides the necessary barrier of psychological detachment, allow-
ing the spectator to gain distance and recognize rationally what 1s happening

48. Olymp. In Platonis Gorgiam 1, 172.
49. Thave discussed this topic and compared the relevant passages from Plato and Aristotle
in Centanni (1995) 75-88.
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on stage as_fictum (but, according to Gorgias, both the tragedian and spec-
tator become wiser and more just as a result). Second, this distance enables
the dual movement of phobos and eleos and, consequently, the free and full
release of subjective emotions that would otherwise burn within us. It is
precisely this action of detachment and mimetic activation —which Aris-
totle notes in an implicit polemic with Plato— that allows these passions to
be identified with those represented, and those who experience the tragic
performance to vent their own passions and free themselves from them. The
spectators thus emerge from the tragic experience having rediscovered the
harmony of the soul and the proper “temperance” of the humours and in-
tellect: vented, rebalanced, and ultimately “saved” from their own passions.
The invention of theatre, then, is the creation of a space and time in which
such a process can unfold.

Plato, in contrast to the actual practices of Greek culture and life, empha-
sizes in various passages the educational function that all public activities, es-
pecially artistic ones, must fulfill. However, the cultural and political life of
fifth-century Athens had a very peculiar character. It is important to note that
the political dimension of life was essentially invented in fifth-century Athens,
where the citizen’s duty extended beyond managing domestic, administra-
tive, legislative, and governmental affairs. It also encompassed participation
in shared public and artistic activities,”® which we might anachronistically
call ‘recreational’ or ‘leisure’ activities. Theatrical form 1s a uniquely Greek
invention — an assertion that must be strongly affirmed and distinguished
from the concept of ‘theatricality’, which is shared by various forms of cul-
tural and religious expression both in ancient Greece and in other cultures.

In fact, in order to understand how theatre functioned in the sensibility
and culture of the spectator (both in ancient Greece and in our own time),
we must consider two concepts in addition to the direct and immediate ‘ed-
ucational’ function of the theatre. First, theatre is not a form of ‘distraction’
from reality, nor a form of ‘“false’ fiction. In the theatre, stories and events
that belong to the repertoire of shared legends and myths enter —indeed,
break into— the present. Even in the case of ancient myths, and even more
so when recent events are staged, the goal is not to evoke legends and he-
roic figures from the past, but to update names, characters, and stories in a

50. On the “political art” of Greek tragedy, see Meier (1988); on the revolution implied in
the participation of citizens in public life, see Meier and Veyne (1988). For a recapitula-
tion of the theme of the political dimension of Athenian life in the context of the invention

of the Democracy, see Centanni (2024) 7-25 (with Bibliography).
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contemporary, current context. Second, tragedy has a beneficial effect not
because 1t ‘teaches’ or ‘educates’ the citizen (as the Platonic totalitarian state
would like and impose), but because it is the spatio-temporal dimension in
which events —the ancient stories of myth and even very recent history—
take place in a dimension of augmented reality, in which it is possible to suf-
fer and rejoice together and to vent one’s passions. Theatre produces both
the individual catharsis of each citizen and, at the same time, the collective
catharsis of the polus.

The tragedy of Aeschylus re-enacts the battle of Salamis seven years af-
ter the event, in front of an audience of Greeks who had fought there and
lost friends and brothers in the battle (as had Aeschylus himself). Behind
the spectators stands the Acropolis, burned by the invading barbarians. Yet,
on stage, the protagonist is the enemy, weeping his grief and defeat, and in-
viting the audience to weep with him.

Theatre 1s a mode of the vita activa of the citizen: the spectators are
not passive subjects, but bring into play their knowledge, feelings, passions,
pity, and fears. Theatre, especially tragedy, is an aesthetic experience that
shapes and transforms the spectator’s soul and mind. Theatre educates, but
in a very special way: what was once a purely intimate and individual expe-
rience, or even a completely fragmented and unshared historical experience
(such as the battle of Salamis), becomes common knowledge and feeling.
Theatre 1s an artistic-poetic creation: it is the most human mode in which,

through fiction, things ‘really happen’.

REFERENCES

Allegri, L. (1988), Teatro ¢ spettacolo nel Medioevo, Rome.

Bakola, E. (2014), “Interiority, the ‘Deep Earth’ and the Spatial Symbolism of Darius’
Apparition in the Persians of Aeschylus”, Cambridge Classical Fournal 60, 1-36.

Broneer, O. (1944), “The Tent of Xerxes and the Greek Theater”, California Publi-
cations in Classical Archaeology 1, 305-312.

Centanni, M. (1995), “L’eccitazione e la temperatura delle passioni: ’estetica del tra-
gico da Platone ad Aristotele”, 4.1.0.N. XVII, 75-88.

Centanni, M. (2003), Eschilo, Tutte le tragedie (saggio introduttivo, traduzioni e com-
menti), Milan.



“VITA ACTIVA” AND AUGMENTED REALITY 25

Centanni, M. (2009), “Politerai da Crizia ad Aristotele. La polis e la sua costituzione”,
in C. Vinti, F. Minazzi, M. Negro and A. Carrino (eds.), Le forme della razionali-
ta. tra realismo e normativita, Milan/Udine, 423-440.

Centanni, M. (2020), “Paralos. La citta & una nave, la nave ¢ la citta”, La Rivista di
Engramma 174, July / August 2020, 249-304.

Centanni, M. (2022), “H 8¢ dyic yoyaywywéy (Arist. Poet. 1450b 16). Dimensio-
ne visuale ed estetica nella drammaturgia dei Persianz di Eschilo”, QUCC 130,
49-82.

Centanni, M. (2024), La nascita della politica. La Costituzione di Atene [2nd ed. 20111],
Venice.

Garvie, A. F. (2009), deschylus: Persae, Oxford/New York.

Giordano, M. (2019), “Aeschylus’ Persians. Empathizing with the Enemy, or Orien-
talizing Them?”, in J. Cahana-Blum and K. MacKendrick (eds.), We and They:
Decolonizing Greco-Roman and Biblical Antiquities, Aarhus, 11-26.

Hall, E. (1989), Inventing the Barbarian. Greek Self-definition trough Tragedy, Ox-
ford.

Hall, E. (1996), deschylus: Persians, Liverpool.

Kenner, H. (1986-1987), “Zur Archiologie des Dionysostheaters in Athen”, Jakres-
hefte des Osterreichischen Archiologischen Institutes in Wien 57, 55-91.

Mazzarino, S. (1990), Il pensiero storico classico [1st ed. 1965-1966], Rome/Bari.

Meier, C. (1988), Die politische Kunst der griechischen Tragidie, Munich.

Meier, C. and Veyne P. (1988), Kannten die Griechen die Demokratie? Zwei Studien,
Berlin.

Menghi, M. (1992), “Tertulliano e il De spectaculis”, Lexis 9-10, 189-209.

Miller, M.C. (1997), Athens and Persia in the Fifth Century BC. A Study in Cultural
Receptivity, Cambridge.

Mosconi, G. (2000), “La democrazia ateniese e la ‘nuova’ musica: I’Odeton di Peri-
cle’”, in A. C. Cassio, D. Musti and L. E. Rossi (eds.), Synaulia. Cultura musica-
le in Grecia e contatti mediterranei, Naples, 217-317.

Nielsen, 1. (1994), Hellenistic Palaces. Tradition and Renewal, Aarhus.

O’Neill, E. (1942), “Note on Phrynichus’ Phoenissae and Aeschylus’ Persae”, Classi-
cal Philology 37, 425-427.

Trainor, S. (2016), “The Odeon of Pericles: A Tale of the First Athenian Music Hall,
The Second Persian Invasion of Greece, Theatre Space in Fifth Century BCE
Athens, and the Artifacts of an Empire”, Theatre Symposium 24, 21-40.

Turcan, M. (ed.) (1986), Tertullien. Les Spectacles, Paris.

West, M. (ed.) (1998), deschylus. Tragoediae, Stuttgart.

Wilamowitz-Moellendorf, U. von. (1886), “Die Biihne des Aischylos”, Hermes 21,
597-622.

UNIVERSITA [UAV DI VENEZIA

centanni@iuav.it



AOTEION Zto mepiodikd dnuoaielovtal MPWIGTUTIEG EMOTNHOVIKEG EPYATIES,
ol oroieg avagpépovtal oe OAeg TG OYEeIG Tou apxaiou EAANVIKOU Kal pwHaikou
Bedtpou kal dpdpatog, otnv mMpdoAnYr tou amd to vedtepo B€atpo, tn Aoyo-
Texvia, Tov KIVUatoypd@o Kai Tig dA\eg Téxveg, kabBwg Kal otn oUyKpIor Tou He
1o O€atpo AAWV TTEPIGSWY KAl YEWYPAPIKWY TIEPIOXWV.

LOGEION A Journal of Ancient Theatre publishes original scholarly articles on
every aspect of ancient Greek and Roman theatre and drama, including its re-
ception in modern theatre, literature, cinema and the other art forms and media,
as well as its relation to the theatre of other periods and geographical regions.

MEPIEXOMENA / CONTENTS

AGIS MARINIS ANDREAS FOUNTOULAKIS
Introduction From the Schools of Rhetoric

to Lucian’s Satire: Menander in Second
MONICA CENTANNI Sophistic Contexts
“Vita activa” and Augmented Reality:
The Case Study Provided by Aeschylus’ SOPHIA XENOPHONTOS
Persians in 472 Bce The Didacticism of Greek Drama in Galen
ELIZABETH SCHARFFENBERGER DIMITRIOS KANELLAKIS
The Dynamics of didaskalia in Aristophanes’ Aristophanes in the Greek Curriculum:
Thesmophoriazusae 8461159 A Teacher under Suspension
IOANNA KARAMANOU - STAVROS ANNA NOVOKHATKO
TSITSIRIDIS Aidaokalia kar ekAaikeuon Twv Xapévwv
Beyond the Canon: The Role of Non-Select TPAYIKWV €PYWV: XUYXPOVEG TIAPACTACEIG

Euripidean Plays in the Education of Antiquity = Spapatikv amocmacpdtwy

CRETE UNIVERSITY PRESS

ISSN: 2241 -2417





