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ABSTRACT OF THE DISSERTATION

The Horrors of the Unseen: Depictions of Violence in the Iliad and Greek Tragedy
By
Aleah Hernandez Hernandez
Doctor of Philosophy in Classics
University of California, Irvine, 2017
Professor James Porter, Co-Chair

Associate Professor Zina Giannopoulou, Co-Chair

In the Poetics, Aristotle states that “pathos is a destructive or painful deed, such as deaths
on stage, excessive suffering, wounding and things of this sort” (1452b). Yet despite the
philosopher’s assertion about the possibility of death and wounding on stage, the extant corpus
of Greek tragedy presents onstage violence and death as rare occurrences, and scholars, in turn,
have taken the infrequency of these phenomena as a sign of theatrical convention. This
dissertation seeks to complicate the idea of this convention and to make a case for narrated tragic
violence as the conscious preservation and refinement of narrated Homeric violence.

| contend that visualization, narration and space are the basic characteristics of a narrated
scene of violence in epic and in tragedy. The convergence of these characteristics creates a locus
violentus—a visualized, narrative space which heightens the effects of violence by bringing
listeners into close, imaginative proximity with the details of violent acts. | maintain that the
locus violentus forms a sort of “poetics of violence”: it offers a paradigmatic structure of narrated
violence whose origins can be found in scenes of violence in the lliad and whose influence

continues to be seen in scenes of violence in tragedy. To support these claims, | begin with an

Vi



analysis of Iliadic battle scenes, which illustrates the form and function of the locus. Next, | take
the foundational form of the epic locus and use it as the blueprint for the tragic locus. Through an
examination of the characteristics of tragedy, | find that the tragic locus consists of five essential
characteristics—violence, narration, visualization, space and suspense—and three supplementary
characteristics—similes, metaphors and the presentation of the victim. The essential and the
supplementary characteristics yield the theoretical apparatus and affective scope for the tragic
locus. Finally, I advance two case studies of, respectively, the minimal and the maximal tragic
locus. These case studies show that narrated violence is not simply a convention but a potent
means of enhancing the audience’s cognitive engagement with the scene in which violence is

enacted.
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Introduction

uivv dee Bed InAnidoewm Ayiiiog
ovlouévny, f| popi’ Ayonoig dAye’ E0nke,
TOALOG &7 1pBipovg youyoc "Aidt Tpoioyev
NPO®V, aDTOVG O& EAMPLU TEDYE KOVEGTLY
olovoiot te maot.. ..
Wrath—sing, goddess, of the accursed wrath
of Achilles, son of Peleus, which brought
countless sufferings to the Achaeans and sent
many brave souls of heroes to Hades, and
made them prey for dogs and all the birds....
lliad, 1.1-5"

Mijviv—as the first word of the Greek canon, pijvig, or wrath, provokes a visceral
reaction in a listener. From its very first utterance in the epic, wrath is a term loaded with
meaning not only because of what the Homeric narrator says will result from it—countless
sufferings (uopi’...dAye’, 2) and the deaths of many men (moArag 8’ ipOipovg yoyog Aidt, 3)—
but also because of what a listener knows of wrath. Wrath is an emotion associated with
vengeance, and as it pertains to the epic, vengeance is the impetus for violence. Thus, the proem
also speaks to violence as a larger theme in the Iliad. It points to the ways in which violence
becomes the driving force of the epic, and by extension, it highlights why this theme survives in
the work of the tragedians of the 5™ century BCE. Violence in epic and tragedy is largely the
means by which they affect their audiences; it is the crux and climax of their stories. Warriors
kill one another on the battlefield, wives kill husbands, parents kill their children and the chain of

violent acts seems never-ending. Throughout all these acts, one thing appears to remain constant:

scenes of violence are narrated rather than acted out in front of an audience. What begins

! The text from the Iliad comes from the 1920 Oxford version edited by David B. Munro and Thomas W.
Allen. The translation is my own.



naturally in Homeric epics as a convention of oral composition continues on in the work of
tragedians as a concomitant of performance.

Yet, the correlation between the epic and the tragic depiction of violence has not received
much attention in recent scholarship. James Barrett’s seminal work investigating the role of the
tragic messenger in relation to the Homeric narrator has come closest to providing a link between
the genres’ narratological presentation of themes and concepts. However, the basis of his work
centers more on the rhetorical and epistemological aspects of the messenger than on the issue of
violence.? Conversely, scholars whose work does delve into the characteristics of violence tend
to eschew the narratological components of the concept in order to treat it as part of a much
greater socio-cultural context. Rene Girard and Walter Burkert, for example, approach violence
in terms of its role in sacrifice and religion, and they use it to address larger concerns about the
development of Greek society and culture.® Working with Iliadic violence, Simone Weil
examines the theme of force and its potential to dehumanize through acts of war.* And in less
ethnographic terms, scholars have used violence as a means to discuss other topics, such as the
expression of pain and suffering,” the realism and artistry of Iliadic wounding scenes,® and the
particulars of Homeric battle formations.’

In the realm of tragedy, violence has also been used to emphasize the origins of the genre
or the conventions of the theater. Terry Eagleton, for instance, studies violence with a view to
making greater claims about the role of tragedy, as form and concept, in the development of

Western literature,® whereas Alan Sommerstein provides various accounts of the reasons for

Z Barrett (2002), xviii.

® Girard (2007); Burkert (2001).
* Weil (2007).

> Holmes (2007).

® Friedrich (2003).

” Albracht (2005).

& Eagleton (2003).



which violence cannot be performed on stage.® While studies such as those of Eagleton and
Sommerstein speak to the significance and cultural relevance of violence, they leave out of
consideration the possibility of narrated violence as a deliberate, aesthetic choice. Very few
scholars have considered the idea that tragedians purposefully chose to forego onstage violence
because of the advantages it afforded their plots and the effects it would have on their
audiences.™ The increased level of suspense which an unseen act of violence produces, or the
ways in which narrated violence grants audiences deeper engagement with the perpetrators and
the victims of violent acts, for example, are left out of the discussion about tragic violence.
Moreover, because most scholars overlook the possibility of narrated violence as a choice, they
fail to form a connection between the narratological presentation of violence in epic and tragedy.

It is precisely this omission which provides the impetus for my investigation.

Objective

This dissertation endeavors to establish a sort of “poetics of violence.” More specifically,
| aim to show that narration, visualization and space form the conceptual basis for epic
depictions of violence. They create what | call the locus violentus—a visualized, narrative space
which enhances the effects of violence by bringing listeners into close, imaginative contact with
the details of violent deeds. I also contend that narration, visualization and space are taken up
from epic and expanded upon in tragedy to create the tragic version of the locus. In accordance
with this bifurcation of the locus, | have organized the dissertation into 3 chapters. Chapter 1

locates the locus violentus in epic and explains its purpose; Chapter 2 then establishes the

° Sommerstein (2010), 30-46.

1% pathmanathan (1965), to my knowledge, is the rare scholar who discuses the lack of violence on stage as
a decision consciously made by the tragedians. He, however, attributes this decision to plot structure (the act of
violence occurs too far away, there are too many people involved in the act) or the logistics of “miraculous” acts,
and not to a Homeric precedent of narrated violence.



theoretical framework and affective scope of the locus violentus in tragedy; and Chapter 3
presents two case studies which apply and use the framework from Chapter 2 to illustrate the

minimal and maximal cases of the tragic locus.

Delimitations

First, a clarification of the type of violence pertinent to this study is in order. Considering
the sorts of scenes found in Homeric epic and in 5 century tragedy, acts of physical violence are
the most fruitful for my study because they are the easiest to identify in a narrative. Physical
violence is an action whose characteristics can be objectively described in a scene, whereas the
beginnings and endings of, say, psychological violence are debatable. Furthermore, throughout
both genres, there is no shortage of cases in which one person inflicts bodily injury upon another,
and in instances where a character decides to commit violence against himself or herself (as in
cases of suicide), physical wounding is also often the intent. Moreover, the effects of physical
violence—namely, physical injuries and corpses—are easier to represent imaginatively or to
depict outright. As such, my investigation focuses on scenes in which characters use violence for
the purposes of causing physical harm or death.

Next, it is important to determine which of the two Homeric epics offers the paradigmatic
structure of the locus violentus. Although violence is prevalent in both the Iliad and the Odyssey,
only the Iliad contains an extensive number of violent scenes and displays a somewhat consistent
“form” of violence. As Albracht notes, Iliadic battles progress in sections with each commander

leading his contingency onto the battlefield in a relatively uniform manner.'* Battle scenes and

1 Albracht, 49-51. Here, Albracht discusses the use of battle lines as overlying idea behind the skirmishes
between the Achaean and Trojan armies, but he also acknowledges that the smaller groupings of warriors need not
enter all together. They may go into the conflict in different “phases,” but their entry is similar, hence my comment
about them being “relatively uniform.”



duels, in particular, appear to follow a general pattern which delineates the “typical” beginning,
middle and end of an Iliadic act of violence—a confrontation leading to a battle and ending in a
death seems to be the most prevalent form of violence in the epic. Kirk, moreover, notes that
battles rarely go beyond the first assault'? but that if warriors do exchange attacks, one of six
possible outcomes is possible. The six outcomes are as follows: (1) Hero A misses hero B, B
kills A; (2) A misses B, B hits but fails to penetrate, A kills B; (3) A hits B but fails to penetrate,
retreats, and is then killed or wounded by hero C; (4) A misses B, B misses A, A kills B with
second shot; (5) A misses B, kills C; (6) A hits B with spear or stone, then kills B with sword or
C with spear.'® There are “standard elements” and a seemingly limited range of outcomes during
the depiction of a battle scene. Variations do not affect the presence of these elements, only the
arrangement of their respective enhancements (taunts, assistance from a god and the like).**
Thus, when an audience encounters one of the myriad battle scenes in the Iliad, there is the
assumption that it can effectively foresee the general progression of this scene regardless of
whether the specific details relating to the methods of death and destruction vary from conflict to
conflict.

Scenes of violence in the Odyssey, on the other hand, are few and far between. The battle
against Polyphemus in Book 9 and the fight against the suitors in Book 22 make up the bulk of
the epic’s violence, and even though both episodes involve death and mutilation, they represent
the evolution of the foundational Iliadic paradigm as they take violence outside of the regimented

context of war. Upon first glance, this advancement would seem to be beneficial to my study

2 Kirk (1990), 22.

* Ibid, 24.

 Ibid, 24-26. See the note above for an example of some of the limitations which could be imposed on a
battle scene. As Kirk also states, “An opponent can try to retreat, or he stands firm; but he could also throw while the
other is challenging or boasting, or resort to subterfuge, for example by trying to distract the attacker’s attention—
but these things never happen...[the material] had to be kept to manageable proportions, as well as being made to
serve his underlying literary ends.”



since tragedy, too, portrays acts of violence outside of wartime. However, if one takes into
account the plots of many extant tragedies and the characters present in those tragedies, it is
evident that there is a distinct group of “Iliadic” tragedies but no group of “Odyssean” tragedies.
To be sure, Odysseus is present in several tragedies (Ajax and Philoctetes, for instance), but he
typically appears as part of an Iliadic cast of characters. More importantly, however, the
storylines of Iliadic tragedies often expand the characterizations of these epic figures and treat
more thoroughly events which are chronologically proximal to the events of the Trojan War.
Accordingly, the continuity in epic and tragic plotlines allows me to consider how tragedy can
play upon expectations by making changes to the established Iliadic material. As a result, it is
preferable to base my examination of violence on the events of the Iliad because it not only
possesses a plethora of scenes to choose from but also offers a more concrete link between epic

and tragedy suitable to my study.

Definition of Terms
With the Iliad as the epic component of the study, let us take a look at the locus violentus
as a “visualized, narrative space.” In Homeric epic, visualization is the Homeric rhapsode’s
ability to construct mental imagery through the details of narration; in tragedy, visualization is a
character’s capacity to convey mental imagery through narration and through the manipulation

of other theatrical features. Visualization is vividness, or évapyewa.*> More to the point,

' For an recent treatment describing the importance of évapyeto in ancient literature, see Plett (2012), 7-21.
For specific discussions of é&vapyeia, see Aristotle’s Rhetoric (ed. Ross), 3.11.1-2: 811 u&v obv té dotela dk
UETAPOPAC TE TTiG AvaloyoVv AEYETOL KOl T@ TPO OUUATOV TTOLETY, gipeTol AEKTEOV 08 Ti AEyOUEY PO Oupdtov, Kol Ti
7010061 yiyverol 1odT0. AEym 6n mpd oppdtov tadta motely 6o évepyodvta onuaiver (the quality of Homeric
vividness is specifically referenced in 3.11.3-4: kai ®g kéypntatl ToAloyod Ounpog, 1O Té Gyvya oy Totely S
TG LETOPOPAC. &V TAGL d& T Evipyelay Tolelv gvdokiuel); Demetrius’ On Style (ed. Roberts), 209-220: TTpdtov ¢
nepl Evapyeiog: yiyveral &’ 1) Evapyeio mpdta pev €€ dkpiBoroyiog kai T0D Tapareine undey und’ EKTEPVELY. ..
(several references to Homeric epic are made throughout these sections). Also Longinus’ On the Sublime (ed.
Russell), 15.1: otte yodv [ueis] eidwromotiog [8°] adtag Evior Aéyovot: KaAETTaL HEV AP KOWADG @avTacio miv TO

6



visualization is the enhancement of narrative which leads an audience to actively use its
imagination to enliven the scenes being depicted.*® When listeners visualize a scene, they are
attentive to both the entirety of the scene and to its constituent parts. It is not enough to say, for
instance, “Polyxena was sacrificed.” Along with that overarching statement, listeners need to
know about the setting of the sacrifice, the actions and thoughts of those involved, and the
responses to her death to gain a more vivid image of the sacrifice.

The listeners’ investment in these visualized details, moreover, makes them susceptible to
the emotive effects of the images they have created because the narrator explicitly gives them
emotional and visual cues in his account and/or highlights the affective implications of the scene.
Returning to the sacrifice of Polyxena, a narrator may tell the audience that the scene is pitiful
and provide visual details which support this feeling (people crying, for example), but the
narrator could also potentially leave these out and emphasize the fact that the audience is
envisioning Polyxena, and not an animal, being sacrificed thereby implying the inappropriate
nature of her death and eliciting an emotional response. Visualization, then, is not merely the
transmission of information for the sake of creating a picture of violence but rather the means by
which epic or tragedy activates the imaginations of their listeners so that they may envision the
act of violence and register, epistemologically and emotionally, its impact. This conception of
visualization—the calculated use of narration for the purpose of creating dynamic, mental

imagery—informs the locus in both epic and tragedy.

OG0TV Evvonua YEVYITIKOV AOYOV Taplotapevov: f1on &’ tovtov kekpatnke tobvopo dtav a Aéyelg vm’
gvBovotoonod kai Tabovg PAETEL dokiic Kol vi” dyv TBfig TG dKovoVGLY.

1% The idea of “enlivening”, or more precisely, enacting mental imagery is a concept I have adopted from
the 2001 work of Alva Noé who (working with J. Kevin O’Regan) developed the “enactive” theory of mental
imagery. | detail the features of this theory later while delineating the theoretical framework of the dissertation. For
now, | can say that I use this theory as part of the basis for my analysis of epic and tragic scenes of violence. Other
scholars working with cognitive theory also factor into my work, of course, and their influence is noted in the
outline of the dissertation.



Additionally, visualization in tragedy must account for the physical perception of the
theater and actors. As features of the tragic performance, the skene and the actors’ masks are
both directly observable and imaginatively malleable. An audience can perceive the skene and
tragic masks exactly as they are (scene painting and masks), but it can also view them for their
symbolic value. If the setting needs to change, as in Ajax or as in Eumenides, the audience is able
to imaginatively shift the location to advance the tragedy’s plot. Likewise, the emotions
“expressed” through the tragic mask are the mental projections of viewers who combine the
actor’s gestures, head movements and body position in order to infer the feelings being
presented.’’ In this way, visualization in tragedy is the product of the audience’s direct, visual
interaction with these theatrical features and of its mental reconstruction of the scene depicted
through a locus.

Narration in the epic version of the locus consists of the words conveying the appearance,
motivations, actions, etc. of characters involved in a battle scene. Narration of the epic locus
begins when the Homeric narrator explicitly names at least one hero as he moves to confront
another and progresses until violence is inflicted and/or the scene moves to a different group of
warriors or to a different location altogether. Moreover, as mentioned above, the narration of the
locus must provide listeners with details which will help them actively engage with the scene
they are imaginatively rendering. An epic locus cannot be a brief statement of killing like
“Achilles killed warrior A, then warrior B, and finally warrior C.” It must be an extended scene

which gives the audience time to develop a mental image.

" This point is most convincingly argued by Meineck (2011). On page 124 of his article, Meineck says,
“Speech, song, gesture, and dance support [drawing the spectator’s eye to the actor], in that they are all subservient
to the mask,” and while discussing the plasticity of the tragic mask, he states, “Although the features were not
exaggerated, forehead, eye sockets, eyebrows, cheeks, and lips were pronounced, and...it appears that these were
intended to assist the mask in seeming to change emotions.” Cf. 134: “Thus, expressive ambiguity in faces leads to
increased spectator engagement, as our visual processing systems work to complete the picture and make emotional
and situational judgments. The schematic painted surface of the Greek tragic mask provided such an ambiguous
facade.”



In tragedy, the locus’ narration also describes the development of an act of violence. This
description, however, largely comes from a character in the tragedy who is proximal to the
violence taking place. This means a character can be near enough to hear the act happening and
describe the violence he imagines occurring. Additionally, this character can be present for or
participate in the violent deed and give a firsthand account of it. Other than this, narration can
come from those who have knowledge of an “established” act of violence—a character may
describe a violent scene which is known to have occurred in the past regardless of whether or not
the character was present at the scene. Therefore, narration of the tragic locus begins when a
character on stage makes a statement about violence that he or she has seen or knows about and
ends when this character leaves the stage, and/or makes an overarching comment about what he
or she has depicted, and/or moves to another topic of discussion.*®

Lastly, space in the epic locus comprises the beginning and the end of a battle scene. It is
the narratively constructed space which enables listeners to visualize warriors doing battle. Yet,
the space of the locus is not envisioned as the battlefield at large but rather as a separate location
imagined to be within the battlefield. It is a narrowed, imaginative space the Homeric narrator
creates so that he can hone in on a confrontation between two warriors and describe their actions
at length. The narrator begins the construction of this envisioned space by presenting the
audience an overview of the Achaean and Trojan armies and then naming the specific heroes
who will battle against each other. Identifying these warriors by name immediately prompts
listeners to focus on the area taken up by these characters—instead of keeping listeners at an
imaginative distance, the narrator urges listeners to “enter” the battlefield and visualize

themselves moving near the designated heroes.

18 In the specific instance of the suicide scene in Sophocles’ Ajax, narration ends when the hero commits
suicide.



With the two warriors forming the boundaries of the imagined battle space, the narrator
bolsters the warriors’ relative proximity to one another by either explicitly stating that they
approach each other and narrowing the locus’ space further, or by providing details which
emphasize their focus on each other. For instance, the narrator may tell the audience how a
warrior observes his opponent, the words he speaks to him, or even how his weapon enters the
other warrior’s body. These sorts of details allow listeners to imagine themselves so close to the
battle that they can imaginatively look into a warrior’s body to see which of his organs is
pierced. An example of a delimited narrative space can be seen in Book 5 during the battle
between Sarpedon and Tlepolemus (628-667). Although both the Achaeans and the Trojans are
fighting en masse, the Homeric narrator turns away from the larger skirmish and focuses on these
two heroes. He describes their taunts, their movements toward each other and finally their
attacks. While Sarpedon and Tlepolemus fight one another, there is no mention of the larger
armies’ tactics (though it can be assumed that the Achaeans and Trojans are still fighting).'® The
two warriors are narratologically isolated until their battle is over.

Conversely, space in the tragic rendition of the locus is both physical and narratively
constructed. Because tragedy is performed within the confines of the theater, there are physical
spaces in which violence can take place. The stage and the area behind the stage as defined by
the presence of the skene are two such spaces. Furthermore, the skene also marks the separation
between the theatrical setting and the physical landscape which exists beyond the theater. From a
narrative standpoint, tragic space emphasizes the imagined aspects of the stage, backstage area
and the greater landscape. The skene characterizes what the audience should envision for the

space on stage (palace courtyard, encampment, etc.) and, by extension, what the space behind the

¥ Kirk, 22.
10



skene should represent (palace interior, tent interior, etc.), and it denotes what landscape the
audience should visualize in the surrounding area (countryside, battlefield, etc.).

More specifically, however, tragic space as it pertains to the locus is the precise,
imaginative location in which violence occurs. It is the space within the unseen area behind the
skene or in the area beyond the boundaries of the theater?® which emerges through the details
offered in narration. These details—about distinct rooms, landmarks, or objects—mobilize the
audience’s imagination SO that only a small area needs to be envisioned; they give context to the
locus and potentially add significance to the scene. A narrator stating that the scene of violence
occurs in a grove, for instance, enables listeners to bypass the larger landscape from their
imaginative focus, and a narrator highlighting the presence of a bed in a locus brings associations
(intimacy, marriage, etc.) which can amplify the effects of violence. Additionally, the mention of
specific objects allows listeners to create a focal point around which they can visualize characters
moving or actions occurring. In Aeschylus’ Agamemnon, for example, the skene shows the
audience that the area backstage represents the interior of Agamemnon’s palace, but when
Cassandra and Clytemnestra describe the details of Agamemnon’s murder, they narrow the space
of the scene to his bath. The space of the locus, then, is only the area immediately around the

bath and not some larger room in the palace.

Theoretical Framework
Throughout, | have emphasized the role of narration in the development of the locus, but
at the same time, | have made references to visualization as a mental act whereby listeners can

“see” characters performing actions within a delimited space. As such, this study is not purely a

? The stage is excluded here because the space of a locus formed on stage does not need to be visualized in
the sense that no additional, imagined space needs to be envisioned. The stage itself would be the space of the locus
and would be immediately observable.

11



narratological one. Alongside the narratological aspects of the locus, there is also a consideration
of mental imagery as represented in contemporary classical scholarship and in the field of
cognitive science. Earlier, | briefly cited No&’s enactive theory of mental imagery as one of the
methodologies for the study of my passages.”* No& argues that people are able to perceive mental
imagery because they are effectively “seeing” the imagery as they would in the physical world.?
When one physically observes a person, object, etc., he or she mentally explores and asks
questions about what he or she sees. This exploration and inquiry are largely subconscious
activities, but nevertheless, the experience of observing things in the physical world creates a
corresponding memory in the observer’s mind.® The observer can then use this memory to
construct a mental image which he or she may manipulate so that other features of the image, or
actions performed by the image, or actions performed on the image can be visualized.?

Take, for instance, a person sitting at a desk in an office. When one sees such an image in
the physical world, the seated person’s legs are typically occluded. Yet, one does not
immediately assume the seated person has no legs because memory dictates that, barring
unforeseen circumstances, a person sitting at a desk has legs and that once he or she stands up,
his or her legs will come into view. Similarly, enactive theory postulates that when an observer
wants to visualize a person sitting at a desk, the observer constructs the image based off of the
memory of seeing a person sitting at a desk, with all its constituent parts (sitter, desk, chair) and
setting (office). The observer may then choose to change the perspective and observe the sitter
and the desk from above, behind, etc. Furthermore, the observer is able to manipulate the image

in this way because he or she has previously viewed people, desks, chairs and offices from

2L Cf. note 16.

2 0’Regan and Nog (2001), 970-971.
% Ibid, 950.

* Ibid, 948.
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different angles. In addition, the observer may also decide to give the sitter a gender with specific
traits (short hair, glasses, fancy clothes, etc.), move the sitter to a new location, make the sitter
get up and run away, or even remove the sitter’s legs.

In contrast to the enactive theory, the quasi-pictorial theory of Kosslyn and the
propositional theory of Pylyshyn offer other concepts of mental imagery. The quasi-pictorial
theory of mental imagery states that mental images are surface representations akin to pictures,
which are stored in an observer’s memory and recalled in a “visual buffer.”* A visual buffer is a
brain-state which holds the image in the mind of the observer—if mental imagery is like a
picture, then the visual buffer is the canvas on which the picture is painted.? Like a painting, the
buffer exhibits the spatial properties inherent to the picture being imagined; objects are
envisioned in relation to other objects in order to create the overall spatial layout of the picture.?’

Applying this theory to the person sitting at a desk in an office, an observer creating a
mental image of this will first recall the image and then place it in the visual buffer. With the
visual buffer, the observer lays out the spatial relationships between the sitter, desk, chair and
office (the desk is in front of the sitter, who is in front of the chair, which is in front of the office
wall). To change any of these details, the observer constructs a new mental image. So, for
example, if the observer wants to view the sitter from behind, the observer merely replaces the
original, anterior image with a new, posterior image. Intermediate images leading to the new
perspective are not necessary: to be sure, the observer could include these images to visualize the
movement needed to acquire the new view and, in so doing, create a sort of mental film strip, but
these intermediate images are not required if the observer only wishes to switch perspectives.

Likewise, adding traits, changing locations, putting the sitter to flight or removing the sitter’s

% Troscianko (2013), 182.
% Ibid, 183.
% Thomas, “Mental Imagery, The Analog-Propositional Debate.”
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legs is a matter of the observer constructing new mental images—replacing the original image
altogether, not seeing the image differently as enactive theory would have it.

Alternatively, the propositional theory contends that mental images emerge as “linguistic
descriptions™ first and as images afterwards.?® Just as a sentence is composed of words whose
order and meaning are determined by the rules of English (Spanish, Italian, German, etc.)
grammar, a mental picture is composed of verbal symbols which the brain organizes and
interprets according to the rules of a “hypothetical internal brain language” or “mentalese.”?®
Plainly stated, an observer needs words to activate his or her imagination. In terms of the person
sitting at a desk in an office, no image of this can exist until the observer reads the words on the
page or hears the words uttered. An observer cannot form any mental image unless he or she has
the verbal description of that image in mind.

In terms of the locus, propositional theory falls short because it would imply that violence
can only be conveyed through verbal means. The non-verbal elements of a performance, such as
music, gestures, or audible cues (screams, exclamations of sorrow, etc.), would not factor into
visualization, and what is more, memory would have no bearing on a narrative’s impact. That is
to say, the listeners of epic or tragedy would not use memory to enhance their understanding of
violence, just the words of the epic narrator or tragic character. Thus, propositional theory is too
limiting to be applied to the locus. Quasi-pictorial theory and enactive theory work better with
the concept of the locus, but of the two, enactive theory is most fitting. Both theories permit
visualization by verbal and non-verbal means, but enactive theory alone makes visualization a
matter of dynamic, cognitive interaction. The images evoked through enactive theory are

envisioned as pictures with dimension; they are not flat or static, as quasi-pictorial theory

%8 Thomas, “Mental Imagery, The Analog-Propositional Debate.”
# Thomas (2008), 452.
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contends. Furthermore, the spatial component of enactive theory places listeners inside a scene,
not at a distance from it; it enables them to actively and cognitively engage with the scene rather
than merely observe it imaginatively. For these reasons, enactive theory is the framework | use to
analyze scenes of violence.

Additionally, I consult scholars who work in or adopt concepts from the fields of
cognitive narratology, cognitive psychology and cognitive neuroscience. Paivio’s neuroscientific
Dual Coding Theory,® for instance, is referenced, and Tsagalis’ work combining classical
studies with cognitive narratology contributes to my discussion of Homeric similes.® Paivio’s
theory argues that when people want to recall a concept, they can choose to think of the word for
the concept, an image of the concept, or both. This idea, then, is applied to the role of memory in
the performance of Homeric epic. Tsagalis uses concepts of space from cognitive narratology to
illustrate how Homeric similes offer their own form of space. These spaces are aligned with the
greater Homeric narrative and provide layered visual units which enhance the comprehension of
Homeric scenes—a concept which is analogous to my view of similes as supplementary loci.
Others’ contributions are noted below and in the following chapters. On the whole, however, |
contend that the pairing of contemporary classical scholarship with studies and theories of
mental perception from cognitive science offers a more thorough view of the steps listeners take

as they endeavor to engage with a locus.

Outline of Dissertation
Chapter 1 begins with a discussion of audience engagement in Homeric epic.

Specifically, 1 address Homeric epic’s ability to make listeners imaginative viewers and examine

% paivio (2013).
%! Tsagalis (2008) and (2012).
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how the convergence of narrative, visualization and space comes to form the structure of the
locus violentus. During the treatment of these characteristics, | look at the work of several
contemporary scholars. For the study of Homeric narrative, | consult the work of de Jong, in
particular her comments on the pictorial characteristics of Homeric narrative.*? At various points,
I also cite Bakker’s work on Homeric composition and performance to bolster my points on
narrative engagement.® In terms of space, | look to the work of Purves who discusses the
visualization of epic space and movement®* and to Ryan’s studies in cognitive narratology which
treat the imaginative construction of space.®

With these attributes laid out, | go on to explain the methodology for the selection of
passages and give an overview of other epic characteristics which pertain to the locus. Among
these discussions, special consideration is given to the work of Moulton,*® Minchin®” and
Bezdek.*® Moulton provides the basis for my analysis of similes; Minchin’s work combining
cognitive theory and Homeric poetics, specifically as it refers to the role of memory, is
invaluable for the examination of similes as well; and Bezdek’s study on the cognitive processes
involved in the feeling of suspense contributes to the ideas of suspense and spatial focalization
within the locus. Finally, to argue for the validity of the locus, | engage with Auerbach who
argues that the use of conjunctions, adverbs and “other syntactical tools” in Homeric epic

5939

naturally delimit “persons, things, and portions of incidents in respect to one another”” and with

Bakker’s*® comments about the use of “speech units™ in the framing of Homeric episodes.

%2 de Jong (1997), (1999) and (2004).

% Bakker (1993), (1997) and (2005).

* Purves (2010).

% Ryan (2003).

% Moulton (1974).

" Minchin (2001).

% Bezdek et al. (2015).

% Auerbach (2013), 6.

%0 In particular, his work from 1997 and 2005.
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After defining the characteristics of the epic locus, | move to close readings of battle
scenes in the lliad. To establish a sort of “control case” for the locus | examine the formal duel
between Paris and Menelaus in Book 3. Since a duel explicitly creates a scenario which
emphasizes combat between two characters in a designated area, | use the scene as an example of
the base form of the locus and as a counterpoint for the other loci | analyze in the chapter.
Following this scene, I examine part of Agamemnon’s aristeia in Book 11 and the famed battle
between Hector and Achilles in Book 22 to highlight all of the locus’ characteristics at work.
Lastly, | analyze the role of internal spectators—characters within the epic who observe acts of
violence—as a way of extruding the potential effects of violence upon the audience and as a
segue to the discussion of tragedy. I link the internal viewer of violence to the tragic messenger
using the work of Barrett as my template, and through this association, | make the first
connection between the presentation of violence in epic and that in tragedy.

Chapter 2 sets up the theoretical apparatus | use to describe the particular features of the
tragic locus violentus. | open the examination of the locus by briefly outlining the concept’s
essential and supplementary characteristics. | argue that the essential characteristics—violence,
narration, visualization, space and suspense—are the traits needed to construct a tragic locus,
while the supplementary characteristics—similes, metaphors and the presentation of the victim—
bolster and add greater complexity to the locus. Next, | explain my methods for discussing each
of these characteristics and note the importance of establishing a distinct set of “Iliadic”
tragedies. lliadic tragedies, | contend, maintain continuity between epic and tragedy and grant me
the opportunity to examine how shifts or modifications of epic attributes enhance the depiction

of violence within the tragic locus.
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Although I single out the significance of the Iliadic plays, | commence the extended
discussion of the tragic locus’ essential and supplementary characteristics with selections from
across the tragic corpus so that, as in the previous chapter, | can discuss these features in terms of
genre. | begin with an examination of tragic violence and use Aristotle’s comments about
violence and conflict in the Poetics (via Halliwell)** to support my emphasis on physical
violence. For the analysis of space, I adopt Rehm’s categories of space in the tragic theater,
specifically his ideas about scenic, extrascenic and distanced space.*? During my discussion of
narration, | return to the work of Barrett so that | can explain why characters other than the tragic
messenger are possible narrators for the tragic locus and then focus on the narratological work of
Markantonatos*® and Goward** to highlight the narrative techniques which may be useful during
the presentation of a locus. After this section, I turn to visualization. There, | highlight the work
of Meineck* who employs a cognitive slant to discuss issues of visibility during a tragic
performance. And rounding out the study of the tragic locus’ essential characteristics, I discuss

suspense and use the work of Goward, Hall*

and others to show how this characteristic develops
before and during the depiction of the locus. Thereafter, | describe how similes and metaphors
have changed in the transition between epic and tragedy and demonstrate how these two
characteristics and the presentation of the victim can boost the effects of the locus.

Finally, Chapter 2 turns back to the group of Iliadic tragedies in order to provide the

affective range of the tragic locus and to determine which tragedies represent the minimal and

maximal cases of the locus. | define minimality and maximality in a locus by the number of ways

“ Halliwell (1998).

2 Rehm (1992) and (2002).
¥ Markantonatos (2002).

“ Goward (2004).

% Cf. note 17.

“® Hall (2007).
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in which a locus uses its essential characteristics to establish complexity and the level of
engagement necessary for an audience to grasp the details of a violent act. The presence of
supplementary characteristics may add to the intricacies of a violent scene, but they do not factor
in the overall determination of minimality or maximality. With this in mind, | first examine
which of the Iliadic tragedies have loci, and then | organize the remaining selection of plays in
order of increasing cognitive engagement. The suicide scene in Sophocles’ Ajax and the
mutilation scene in Euripides’ Hecuba, | ultimately argue, respectively represent the minimal and
maximal cases of the tragic locus violentus.

With the theory of the tragic locus in place, Chapter 3 goes on to illustrate why Ajax and
Hecuba offer the least and most cognitively engaging instances of the locus. The discussion of
Ajax starts with a brief synopsis describing the circumstances of Ajax’s madness and a quick
overview of Ajax’s narrative capabilities. From here, I do an in-depth analysis of the locus of
Ajax’s suicide. I delineate the structure of the locus by highlighting the use of essential
characteristics, but the main emphasis of my examination soon becomes Ajax’s use of
visualization. Ajax intends to commit suicide on stage, so in essence, there is nothing to recreate
mentally. Nevertheless, Ajax frequently asks his viewers to look at him not as he is, but as he
was (a warrior on the battlefield) or soon will be (a corpse). Thus, I contend that Ajax is still
prompting his listeners to interact with the locus cognitively. Auditors may be able to physically
see Ajax preparing for his death, but the mental reimagining of Ajax is what is truly significant.
Tecmessa’s narration after Ajax’s suicide further supports this idea. Tecmessa repeatedly urges
the audience to view her as an emblem of Ajax’s death. She uses visualization to put forth the
notion of her symbolic death. Taken altogether, then, the two narrative depictions of the locus

offer an impactful but ultimately less cognitively complex scene of violence.
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My analysis of Hecuba similarly begins with a rundown of the death of Polydorus and
the sacrifice of Polyxena. These two events are crucial not only for the development of suspense
in the play but also for the development of Hecuba as a narrator. As such, | follow the discussion
of these events with a quick analysis of Hecuba’s dialogue with Agamemnon and with
Polymestor to show how the subtleties in her speech complicate the narration of the locus.
Before discussing narration, however, I describe how Hecuba and Polymestor’s departure from
the stage transforms the area behind the skene into the extrascenic space of the locus. Then, |
organize my analysis according to the different narrative renditions of the scene. I start with the
chorus’ synchronous portrayal of the locus and point out the assumptions this narration brings
forth. Next, I focus on Hecuba’s synchronous and proleptic narration of the scene. During this
discussion, I note how Hecuba’s version of the locus modifies the depiction of violence and
frustrates the chorus and audience’s understanding of the scene. Lastly, I examine the
presentation of Polymestor as the victim of the locus and analyze his analeptic narration of the
locus. While highlighting the extensive details of his account, I also comment on Polymestor’s
use of similes and note how the inclusion of this supplementary characteristic adds complexity to
the locus. Finally, | describe how each stage of narration causes the audience to be exceedingly
attentive to the shifts in the locus’ depiction and how the proximity of the locus enhances the
audience’s understanding of violence. With these ideas in mind, | argue that this locus represents
the most cognitively sophisticated depiction of violence.

To conclude, | summarize the findings of each chapter and discuss the contributions of
the locus violentus. As fodder for a future investigation of the locus violentus, I consider how
other forms of violence may affect the concept of the locus and examine other fields of study in

which | believe the locus can be applied.
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The Space in Between: The Formation of the Locus Violentus in the lliad

In this chapter, | examine the characteristics of epic and discuss how these traits lend
themselves to the formation of what I call the locus violentus—a visualized, narrative space
which emphasizes the qualities of scale, suspense and, to a lesser degree, similes and anecdotes
in order to create a cognitively engaging scene of physical violence. With the characteristics of
the locus defined, I go on to illustrate the concept by analyzing specific battle scenes. | begin
with the formal duel between Menelaus and Paris in Book 3, and using this scene as a point of
comparison, | move to an examination of a battle scene from Agamemnon’s aristeia in Book 11
and the battle between Achilles and Hector in Book 22. Through these scenes, | endeavor to
elucidate the importance of the locus to the epic and to enhanced audience engagement.
Additionally, the chapter also examines the significance of internal viewers—in particular, the
Trojan royal family (Priam, Hecuba and Andromache) in the aftermath of the battle from Book
22 and Athena and Ares during Diomedes’ aristeia in Book 5—relative to the tragic messenger.
This figure is central in subsequent chapters not only because he maintains the connection
between narrative and violence but also because it is through this character that the tragic locus

violentus finds its outlet.

Narrative Engagement
As with most scenes in the Iliad, there is more to violence than the facts of its execution.
If one examines the composition of a violent scene more closely, it becomes apparent that the

Homeric narrator” is also concerned with displaying events which elicit a visceral reaction.

! Throughout the chapter, the terms “Homeric narrator,” “rhapsode,” “singer” and the like are used to
describe the performer of the lliad.
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Granted, the narrator does highlight the most minute details in scenes involving violence—the
sounds of war as Achilles drives the Trojan forces into the Scamander (21.9-11), Patroclus’ rout
of the Trojans across the battlefield (16.399-418). At every opportunity, the epic narrator
undoubtedly activates the senses, but he does so not only to enhance the vividness of the epic but
also to draw the audience into the space of the narrative itself. Initially, this occurs when the
audience is able to orient itself to the narrator’s perspective.” It envisions figures, locations and
situations with the broadest of strokes,® and then as the Homeric rhapsode continues to narrate
the epic, the space becomes more defined as people’s imaginations accommodate new
information. So, for instance, the audience hears about Odysseus and Ajax departing for
Achilles’ tent on a path generally described as being “by the shore of the loud-roaring sea” (mopa
Oiva tolvproicPoro Bardoong, 9.182), and then at the heroes’ arrival, it is given a view of
Achilles’ tent, the Myrmidons’ ships and Patroclus playing a song on a lyre (9.185-187). In all,
general features are progressively refined into precise details which listeners can more easily
envision. Thus invested in this “perceptual experience,” the Homeric narratees are gradually
enveloped by details to the point that they seem to be participants rather than merely passive
listeners.> As Stambovsky notes (albeit in an author-reader context):

By his complementary participation in the literary enterprise, the

reader celebrates artistic vision in the only way that the

communicative endeavor of the artist is ever actively celebrated.

The degree to which a literary metaphor’s thematic meaning

takes place prereflectively, depictively...determines the extent to

which its transformational power is realized...there are [no

bounds] to limit metaphor’s power to transform us by being our
means of assimilating novel and ever more richly discriminated

2 Clay (2007), 241.

® Hofmeister (1995), 293. While describing the effectiveness of images he states that “the advantage of
imagery...resides in its power to make an impact upon the consciousness of a reader, or listener, on an immediate,
pre-critical level.”

* Ibid, citing the term from Phillip Stambovsky’s The Depictive Image.

® Bakker (1993), 2-3.
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data of awareness.®

Likewise, in the context of oral poetry, an audience’s ability to consistently assimilate
new information, combined with the epic rhapsode’s ability to provide further detail, accordingly
creates a scenario in which listeners are greatly encouraged to engage with the material of the
narrative. While listeners inhabit the space laid out for them by the words of the rhapsode, the
figures and objects encountered take on a physical presence even if they are not actually present
because they are imaginatively proximal. What begins with the epic narrator recreating the
images bestowed upon him by the Muses and continues as an audience is tasked with reenacting
the same imagery produces a chain of perception intimating the notion of witnessing the events
of the epic first-hand.” In this way, both the narrator and narratees are metaphorically and
immediately present; they are consciously tied to the narrative and subject to its emotive effects.

Furthermore, the Homeric narrator assists the reconstruction of details in a narrative
space by including imagery which comes from a familiar “stock class of subject matter.”® These
“stock’ images act as cognitive anchors which members of an audience can latch onto regardless
of their level of experience with war or violence. They are visual touchstones that provide
momentary respites within the narrator’s depictions of mutilation and slaughter. And because the
epic narrator is more likely to delve deeper and repeatedly ask the audience to imagine acts of
brutal violence than to relent, the presence of recognizable markers becomes highly significant
because the points of contrast they offer solidify the impact of the violence being inflicted. The

audience may take solace in certain aspects of a scene, and epic narrator may lead listeners “by

® Hofmeister, 294. Cf. Prier (1989), 167-168. On these pages, Prier makes several remarks concerning the
empirical qualities of the lliad. To offer an example, on page 168 he states, “What is important is not the ‘subject’
but the experience...an extended experience of sight and light that as ecphrasis creates picture-visions in the
intermediary realm.”

" Bakker (1993), 15.

8 Coffey (1957), 116. Coffey reserves the “stock class of subject material” designation for similes, but other
non-war scenes, such as those which refer to distant family members, can also depict conventional or typical subject
matter.
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the hand and...[conduct them] safely through the fiery heart of battle,”® but soon after the
narrator will refocus their gaze directly on the killing blow in order to jolt them back to the
reality of the narrative and to punctuate the effect of the violent act as it comes to fruition.'

Throughout the process of enhancing the audience’s participation in the epic, it is
important to note that Homeric narrator gives priority to sight, and in particular imaginative
sight, above all the other senses. Every step, from the adoption of the narrator’s point of view to
the reconstruction of “typical” stock imagery, arises from the ability to “see” with the mind’s
eye, and this ability to visualize is directly linked to the possibility of having a visceral response.
Or more plainly stated, a visceral reaction is inherently related to an enhanced sense of visual
engagement—to feel, the audience must be willing to commit its sight to the narrative. Although
it can be argued that the aural components of the narrative are most significant to the
understanding of oral poetry,'* the act of listening, in and of itself, does not bring about
comprehension.*? The acoustic attributes of the epic are intermediary; they are the means through
which imaginative vision, and so visceral understanding, takes hold.

This point becomes even more apparent if one observes the epic from a temporal

standpoint. The timeframe of the Iliad has a natural tendency to pull away from the audience’s

° Clay, 237-238.

1% de Jong (1999), 374. According to her analysis, there are specific passages in Homer which either use the
vocabulary of perception or highlight the understanding of certain figures in the epic. These “perception-passages”
are the “hinges of the story.” They fulfill three functions, one of which is signifying “the emotional effect on events
on characters.” In terms of violence, it appears that the perspective of characters is meant to be mimicked by the
audience as it listens. The audience’s emotions align with the narration Homer provides, and as a result it is more
affected by the violence taking place.

L Kitts (2005), 12. Instead of sight, Kitts argues that a “listener will notice that death tends to be focalized
with an ear for the victim’s last breath.” The interplay between sight and hearing is, of course, crucial since the
visualization of a scene is largely dependent upon the sophistication of the listener. Moreover, | do agree that a
listener is attuned to the moment of death, but I argue that the visualized image takes precedence over the aural
comprehension of death because the imagined visual is more effective.

12 Richardson (1990), 178-182. The Muses are the “repositories of story knowledge.” They alone have
direct access to the information the epic narrator requires to tell the story. They see all, they know all, and in
granting the narrator the ability to see, they give him the ability to let the audience see as well. As Richardson notes,
“he can see so that we can hear” and “[we] see only through hearing.”
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attempts at visual involvement.'® Even as the rhapsode uses images to grant listeners access to

»14 or the idea that what Homeric

the narrative, those images are the products of “epic distance
rhapsode is memorializing belongs to a long bygone era.™ The characters in the epic, for
example, are not the rhapsode’s or our or even the ancient audience’s contemporaries. They are
akin to gods in their almost superhuman attributes, and their exaggerated abilities help emphasize
the fact that “the heroic world” is “clearly separated from the poet’s present.”*® Thus, an
audience needs to visualize in order to ground the more remarkable features of the epic.

One area where this is possible is in the culture of the narrative itself. The world of Iliadic
heroes can be made familiar because it follows a relatable, inherent logic.'” The rules by which
the heroic society operates are not so different that they can be considered unrealistic. They exist
in conditions which “permit the reconstruction of an historical society which we can fit into the

social development of ancient Greece.”® Therefore, the society which the Homeric rhapsode

represents in the Iliad is a construct with elements that are familiar enough to envision but

3 Bakker’s 1997 and 2005 works counter this statement. In his estimation, the performance of the epics
drives the past into the present so that the mere utterances of the words create a new form of present. While previous
scholars have made the mistake of viewing epic language according to the standards of written language, Bakker
argues that the epic contains certain markers which show that the audience’s experience of the performance is based
on an ever present “mindset” rather than the familiar cues of “more contemporary” language within the poem. |
stated something similar when I mentioned that visualization makes things “imaginatively proximal,” but I also
contend that epic possesses certain characteristics that prevent the experience from being wholly present. | discuss
what these characteristics are above and in greater detail later when | examine the essential characteristics of epic.

Y Raaflaub (2008), 472.

1> de Jong (2004), 13. de Jong highlights the small clues Homer gives in the proem of the Iliad which
indicate the difference between the figures in the poem and Homer’s narratees. Her analysis of these lines is largely
based on the temporal language of the proem, whereas Raaflaub’s discussion relies on the exaggeration of specific
details.

16 Raaflaub, 472-473. Some of the qualities Raaflaub deems extraordinarily exaggerated or fantastic are: the
size of Ajax’s shield, the weight of Achilles’ ashen spear, the warriors’ amount of wealth, the number of men
fighting, the number of slave and herds, and the time span in which Homer’s epics occur (i.e. ten years each). Cf.
Richardson, 66-67 and 177-178, for another reason for the differentiation between the contemporary performance
and the heroic narrative.

7 Raaflaub, 473. Here, Raaflaub cites Donlan who states, “The society depicted in Homer may be, as some
maintain, a fictional construct: if so, it is an internally logical one, whose complexities, throughout 28,000 lines of
epic verse, form an intelligible and coherent pattern. To that extent Homeric society is ‘real’; and it is more likely
that such a social structure existed in space and time than that it was made up.”

18 Raaflaub. Cf. Hainsworth (1993), 223: “It is characteristic of oral poetry that it tends to substitute the
familiar (i.e. what is contemporary with the poet or within the memory of his audience) for the archaic.”
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detached enough that what is envisioned can be extraordinary and monumental. And taken
altogether, it is possible to see how visualization is a matter of constant negotiation, an essential
management of the inherent push and pull of the epic’s extensive span of time and the

preternatural attributes of its characters.

The Locus Violentus and its Significance as a Narrative Form

Having detailed the importance of visualization, | can now explain how it relates to my
previous discussion of space and imagery. On the whole, it would be a monumental undertaking
to attempt to envision the scale of the Iliad—the sheer number of men and ships is enough to
overwhelm anyone who would venture to imagine them in the mind’s eye.'® The enumeration of
the Catalogue of Ships in Book 2 (484-759), for example, is something akin to a superhuman act
requiring “a hypothetical part-mechanical, part-mathematical version of [the Homeric
narrator].”? It is something requiring an augmented sense of mental vision. The narrator’s
appeal to the Muses at the beginning of the Catalogue (484), then, is a plea to be imbued with
their divine sense of sight and also a plea to make the list of ships a manageable task. In addition,
it can be argued that the Catalogue is actually based on a mental map. From this standpoint, the
epic narrator emphasizes the geographic origins of the Achaeans rather than their specific
numbers, which again makes the Catalogue easier to handle.?* The development of

compartmentalized, cognitive regions is not exclusive to extensive lists within the epic however.

9 Purves (2010), 3-9. This point is debatable, as Purves notes. There are those who agree with Aristotle that
the Iliad is eusynoptic (ebovvomntog, “easily seen at one glance™), while others such as Nietzsche believe the idea of
visual unity is only a “myth.” In my estimation, the epic has too many details to absorb in a single glance which is
actually beneficial to the narrative because it forces listeners to approach scenes as focalized units.

%% 1bid, 7 and 9-10.

21 Minchin (2001), 84-87 (also noted by Purves, 37). Both Minchin and Purves, moreover, draw much of
their discussion from Rubin (1988), which discusses the spatial characteristics of oral performance. While Rubin’s
work is valuable, | consider the more recent work of Marie-Laure Ryan (2003) who also acknowledges the role of
space, and specifically maps, in memory. For more on the role of the Muses, see Minchin, 64 and the pages
mentioned in note 12.
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The narrator also frames battle scenes in such a way that the audience only has to visualize a
specific area in the field.

Often, clashes between the Achaean and Trojan forces are limited to a select group of
men, and among these men are the most notable warriors from both sides of the conflict. Their
presence, in particular, determines the boundaries of the battle space. To wit: even if the
audience is to understand that the larger Trojan army is fighting, the epic may direct listeners to
primarily focus on, for instance, Hector and the group of men he is leading. Consider Book 15 of
the epic. There, the epic narrator describes the Trojans’ assault on the Achaean ships (328-654)
and the weariness the Achaeans feel as they encounter after wave after wave of the Trojans’
forces (655-658). Although the battle narrative momentarily stops to focus on the Achaeans’
recovery (659-670), Hector quickly becomes a focal point in the scene since it is he whom the
narrator singles out at the front of the Trojan army ("Extopa 8¢ ppdocavto Boryv dyabov, 671).
Furthermore, he is the figure through which the audience can produce half of the impending
skirmish’s frame. The same is also true for whomever Hector is fighting. In the case of this
scene, Ajax is the central figure from the Achaean side (008’ ép’ &1’ Alavtt peyaAntopt fivoave
Boud €otauev, 647-675), so he and the forces accompanying him produce the other side of the
scene’s frame. Consequently, the precise area to be envisioned is not the battlefield as a whole
but the area taken up by Hector, Ajax and their respective armies. It is a space which is
purposefully limited. Hence, the scene unfolds in the following manner:

®¢ Alag énl moAAd Bodwv Tkplo vrdv (685)
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Thus, as Ajax was striding long to and fro across the

many decks of the swift ships, his voice went up to

heaven, and shouting terribly as always, he

ordered the Danaans to defend the ships and the

camp. Nor did Hector stay among the throng of

stoutly-armed Trojans; but just as a tawny eagle

rushes upon a flock of winged birds while they feed

near a river, wild geese, or cranes, or swans, so did

Hector dash straight at the dark-prowed ship,

darting against [it]; and from behind, Zeus pushed

him with his exceedingly great hand, and at the same

time, he roused the army with him. (15.685-695)%
By placing direct emphasis on the movements of Hector and Ajax, the Homeric narrator makes
the Trojans’ rout cognitively manageable for the audience. Rather than attempt to delineate all
aspects of the attack, it is able to focus its attention on the most important warriors in the field
and extrapolate the intensity of the overall battle through their actions.?

Narratively speaking, this means that the audience’s visual frame of reference during a
battle scene is gradually being narrowed. The space of violence is constantly moving inward; it is
shifting away from an assembled mass of warriors to a distinctly condensed confrontation
between a hero and his opponent(s). Duels between warriors are the focus regardless of whether
the larger army does or does not act in concert with these particular heroes. As such, the violence

inflicted by prominent warriors during a duel remains front and center. It is largely as Auerbach

states, namely that Homeric narrator “knows no background.” Everything described in Homeric

22 Al passages from the Iliad are from the 1920 Oxford version of the text edited by David B. Munro and
Thomas W. Allen. All translations are my own.

2 Although the book ends with the two armies clashing, it is important to note that as the heroes within this
delimited space move, they are also defining another enclosed area, namely the space in which they specifically do
battle.
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epic is “only present, and fills both the stage and the reader’s mind completely.”?* And this is
especially the case when the narrowed space of a duel places the audience within close
imaginative propinquity with the violence inflicted by a hero. For this reason, | argue that
violence is most effective when it takes place in an exclusive, focalized space—a narrative zone
which is markedly separate from the larger field of battle and an area which calls for an
amplified sense of participation through detailed visualization—the space of a duel, a locus of
violence, or what | designate hereafter as the locus violentus.

At this point it would be natural to ask why the locus violentus is most significant
representation of violence. Simply stated, the locus imparts the strongest cognitive connection
between a narrative and its audience. Violence is a ubiquitous aspect of Greek literature, but
violence within the confines of a specific locus brings it finer focus, a level of grotesque
intimacy, which is the defining characteristic of epic duels and, later, the climactic force of
tragedy. Thus, the locus is essential because it is a narrative feature which places a narratee at the
crux of a story. Without the locus, the Iliad would be left with battle scenes too large in scale to
visualize, and its hallmark vividness would be diminished because warriors’ actions on the
battlefield would be impressionistic at best. As such, | argue that violence thrives when its
effects are seen as one opposing figure comes to confront another in an enclosed setting, not
when these figures are enveloped within a myriad of other warriors on the battlefield.

Along with the question of the locus’ significance, it is also fitting to question its validity.
Is it possible to distinguish the locus as a form specific to violence especially when scholars such

as Bakker note that the epic naturally tends to isolate certain imagery as it moves from one

2 Auerbach (2013), 4. While it does seem that violence is, indeed, in the foreground of a listener’s mind, it
also appears that there are instances in which the rhapsode layers the imagery in a scene (similes are the most
explicit example), and in these moments there is effectively a “foreground” and a “background” scene to take into
account. How these concurrent scenes are created and how they work together is something discussed later in the
chapter.
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scene/unit to another?® In order to answer this crucial question and overcome any other
challenges the locus may possess, it is very important to look closely at the characteristics of epic
and to choose passages that demonstrate how the formation of this separate space of violence
sets it apart from other passages. Moreover, since | am equally concerned with the effects of the
locus, | must look at the techniques the Homeric narrator uses to compel an audience to

participate in scenes of violence.

Selection of Passages
Earlier, | argued that scenes of significant violence®® are not likely to be found in broad,
imagined spaces. Instead, significant acts of violence are likely to appear in scenes which are
focused and have a high level of detail. As such, I turn to longer passages because passages of
greater length are more likely to afford a greater number of details. | omit what Kitts calls “short,

»2T__scenes in which Warrior A cuts down Warrior B and rapidly moves

formulaic dying scenes
on to kill Warriors C and D. These scenes, though valuable as quantifiable expressions of a
warrior’s bloodlust, do not possess the multilayered details necessary for a listener’s heightened
sense of involvement. Appropriately, then, the first set of passages consists of extended scenes

that highlight the characteristics of the locus violentus, which | more thoroughly define as: a

visualized, narrative space consisting of duel between at least two warriors which remains safe

% Bakker (2005), 67-68, and (1997), 80, 86-87. | discuss these pages in greater depth when | describe how
the locus violentus distinguishes itself from other scenes. In the meantime, Auerbach also seems to imply there is a
progression of scenes which is inherently related to his idea of a “perpetual foreground.” On page 6 he states, “The
separate elements of a phenomenon are most clearly placed in relation to one another; a large number of
conjunctions, adverbs, particles, and other syntactical tools, all clearly circumscribed and delicately differentiated in
meaning, delimit persons, things, and portions of incidents in respect to one another, and at the same bring them
together in a continuous and ever flexible connection...a continuous rhythmic procession of phenomena passes by,
and never is there a form left fragmentary or half-illuminated, never a lacuna, never a gap, never a glimpse of
unplumbed depths.” This idea, along with those presented by Bakker, I contend with later during the discussion of
epic’s notable characteristics.

% Read scenes involving prominent Achaean and/or Trojan heroes.

7 Kitts, 12.
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from encroachment until some form of violence is inflicted or there is a call to end the duel by
external or often divine intervention.?® Qualitatively, the locus shows elements of scale, suspense
and aggression directed against the audience, either by content or by feature of imagery (as in
divine or cosmic light), and optionally, it includes similes and anecdotes which serve to
supplement the locus’ space or amplify the effect of scenes. In order to elucidate the importance
of these features, |1 examine one of the formal duels in the Iliad along with other significant
battles. With both, I highlight the form and function of the locus, the audience’s cognitive
engagement, and the manner in which the intensity of the violence influences the intensity of the
imagery in the scene.

Following this section, the next selection of passages examines the role of the internal
audience. Given that the locus violentus produces an area of narrowed focus, it is possible for
those who are excluded from this area to become spectators in their own right. In spite of their
relative distance from the violence taking place within the locus, these viewers are similarly
important because their reactions denote the sort of responses the epic rhapsode is seeking from
his listeners. This is especially true when internal viewers possess intimate bonds with those they
are observing. Figures, such as Priam, Hecuba and Andromache, are notable even though they do
not participate in battle because their engagement is fueled by their familial connection to Hector
and others. These connections are valuable because they are representative of associations which
are more likely to pertain to the members of the audience. There is a greater likelihood of a
listener understanding the role of a parent or a spouse than perhaps the role of a warrior. Ergo,
these “noncombatant” characters figure into a larger emotive framework which prompt the

audience to have a response to the violence taking place.

%8 | deem the locus most successful when violence explicitly results in some form of bodily harm because it
produces a sustained visceral effect upon a listener. Otherwise, the emotional effect is stilted and the duel is a locus
only in form, which while important may not be as effective.
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Finally, it is important to consider another form of internal audience, namely that
composed by the Olympian gods. Their role in the narrative is unique in that they are equal parts
invested and detached from the action of the epic. For them, the act of observation is all-
encompassing. They are ideal witnesses to violence and other events, and they are unencumbered
by mortal sentimentality. Their function in the epic presents a counterbalance to the more
emotional function of characters like Priam, Hecuba and Andromache. As a result, examining
both types of internal spectators enables one to see their roles in the epic as prototypical, as
something which tragedy takes note of to create one of its most characteristic figures. Therefore,
the final passage analyzing the role of the gods provides a fitting segue between this chapter and

those to follow.

Characteristics of Epic Pertaining to the Locus Violentus

Scale
As it stands, | have given form and definition to the locus violentus, but I have not
thoroughly explained why certain epic traits call for the creation of this specific narrative area.
To remedy this, | begin with one of the most defining features of epic—its scale. Epic has few
limits when it comes to the locative or temporal components of its narrative. Unlike tragedy
which almost always requires everything to take place in a single location within the span of a
day, epic can travel between various locations and time periods at will. For example, an audience

can follow a god from Olympus to the battlefield at the speed of thought,?® and the narrative can

% One of many examples of this sort appears in Book 5, lines 866-867 in which Ares flies away to
Olympus after he is wounded by Diomedes: toiog Tvdeion Atopndel yaAkeog Apng eaived’ Opod vepéesov idv &ig
0vpavoOV 0PLV.
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transport listeners to the time of a hero’s birth® or even glance forward to view a hero’s legacy.*
In these and many other instances, epic shows how its scale increases the scope and versatility of
its narrative. Nevertheless, the same cannot be said about the vastness of its imagery, especially
when it involves violence. When there is a mass of men on the battlefield or there are
innumerable deaths to render, scale becomes a hindrance because epic is forced to employ
outlines or, as Richardson calls them, “action summaries” to illustrate the actions taking place.*
Under these circumstances, there is no detail to keep an audience visually or emotionally
invested. Both the narrative and its narratees lose focus, and so another of epic’s distinctive

traits—the extended simile—must come into play.®

Similes
Similes in the lliad provide some of the most engrossing imagery in the epic because they
provide an alternative to war. They are gateways to the familiar,** and often the dynamics of
their imagery offer unique counterpoints which cannot necessarily be replicated within the
boundaries of battle. That is, their presence is one of the very things which proffers epic its
aforementioned narrative flexibility—the space of similes is the area in which epic scale

becomes apparent because similes have the potential to form imagery which can extend beyond

%0 As in 4.474-477 which describes the birth of the Trojan warrior, Simoeisios, after he is struck down by
Ajax.

®! Take, for instance, the Homeric narrator’s comment about Phainops in Book 5. As the epic rhapsode
states, Phainops was worn down by old age and begat no other children (6 6¢ teipgto yfpai Avyp®, viov 6’ o TékeT’
arhov émi ktedtecot MmécBon, 153-154) after his sons, Xanthus and Thoon, were killed in battle by Diomedes.

32 Richardson, 14-17. Richardson deals with “action summaries” as a means to examine narrative
progression. His concern is not the precision of narrative details per se, and yet he astutely remarks upon the “visual
impression” left by summaries, which seems to speak to the loss of visual acuity an audience encounters when
confronted with a scene presented on a large scale.

% What | designate as an “extended simile” is similar to what Moulton (1974), 383, n. 10, describes as “full
similes” (a term derived from the work of D.J.N. Lee). According to him, full similes are those which “[extend] over
several verses, as opposed to short comparisons” which are brief and fully expressed in roughly a single line, as in
ohovi gikelog ‘Hoaiotoo doPéotm (17.88-89) to describe Hector’s cry during battle.

A more thorough examination of this quality is discussed in subsequent pages detailing the significance
of memory to the epic.
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the land of Troy or even the timeframe of the main narrative. And yet, in relation to the
quantitative aspects of the epic they may serve an opposite purpose. They may reconfigure the
enormity of a scene with images which confine the range of the audience’s imagination; they can
narrow the scope of visualization so that, as Coffey states, “the whole picture of the simile
explains the whole picture of the event.”*® Thus, even if the Iliad itself is not eusynoptic,®
similes can give the epic eusynoptic qualities. They enable the audience to see an
overwhelmingly expansive scene through a frame of reference that can be understood and
imagined in more tenable terms. It is hardly a coincidence that the majority of extended similes
appear during battle.*” To describe the motions and acts of heroes on a large scale, the Homeric
narrator draws imagery from other, more self-contained settings, such as specific scenes from
nature or from domestic life. Consequently, the audience sees the throng of Achaeans preparing
for battle in Book 2 appear as flock of wild geese or cranes (459-463) or a swarm of flies on a
farmstead (469-471);® the Myrmidons rallying to re-enter the battle in Book 16 become a pack
of ravenous wolves (156-163) and are later seen fighting like wasps (259-265); and the epic
narrator compares the multitude of Trojans being slaughtered by Achilles in Book 21 to an
onrush of locusts (12-14) and a school of fish (22-24).%

Conversely, if the audience is already within the confines of a defined space, as it would

be within the locus, similes can expand the visual scope of a precise feature as well. For

* Coffey, 117.

% For the discussion regarding the eusynoptic properties of the lliad, see note 19.

¥ Moulton, 382-383. While discussing the variety of imagery in similes, Moulton notes that “over three-
fourths of the full similes of the Iliad occur in battle scenes.” The full similes in these scenes do not automatically
indicate an issue of scale since they also encompass similes referring to single combatants, so I soon highlight those
scenes in which scale is the quality re-presented by the simile. Cf. Tsagalis (2012), 277, which states, “the spatial
component of [similes] is stronger than the spatial indicators of [battle narrative].”

% Despite the relatively few lines taken up by these two examples, they can still be considered extended
similes because their subject matter seems to deal exclusively with the numbers of men entering the fray. Coffey,
125, in particular, notes the numerical aspects of these lines.

% For an extensive analysis of beast similes, see Clarke (1995). Other notable examples which present
domestic scenes can be found at the beginning of Agamemnon’s aristeia in Book 11. Due to the importance of other
details in those scenes, the aristeia is discussed in later pages.
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example, the Homeric rhapsode can describe a warrior or his arms with the utmost detail, as he
does in Book 18 when he describes the arms of Achilles, but in order to fully highlight the
warrior’s ferocity or the arms’ significance, he may use a simile as a means of enhancement. In
such scenes, the subject matter of the similes can be as mundane as those formerly mentioned or
as far-reaching as those offered by comparisons to cosmic forces (stars and supernatural sources
of light).*® As a result, in their capacity to encapsulate or expand certain scenes, they are both the
symptom and the solution for epic scale.

Furthermore, relative to the notion of space, similes presage and gradually supplement
the locus by designating another area of narrowed focus.** When juxtaposed with the locus,
similes make it possible to layer imagery so that an audience can treat contrasts as similarities, as
divergent images which can be made terrifyingly analogous to each other.*? Or, they can cause
the narrator’s listeners to treat differences as amplifiers of contrast which can elicit a greater
degree of pathos, especially when the epic sets scenes of peace against the backdrop of battle
imagery.*® Whatever the case may be, the comparisons in similes are predicated on the idea that
an audience possesses some form of experience which can be set against the events within the
narrative, which draws my attention to another important feature of epic and its similes—the use

of memory.

“0 Of all the heroes in the Iliad, Achilles is the best example of this type of comparison, and as such, much
of the discussion surrounding the “cosmic” category of simile is reserved for later pages. In those pages, Prier’s
work is paramount.

“! Minchin, 25. The spatial or visual components of imagery are some of the “most powerful mnemonic
aids,” and since similes and the locus both operate with these same premises, they form an especially powerful scene
when they are brought together. Cf. Tsagalis (2012), 274-275. On these pages, Tsagalis examines the comparative
techniques the Homeric narrator uses to describe the suffering of Ares (5.858-867) and notes that “when the
narrative space changes, then the simile space changes too. In other words, each narrative space corresponds to a
single simile space.” With similes, there is the possibility for a series of smaller “visual frames” within a larger
“visual unit.”

*2 Tsagalis (2008), 284. Here, he states, “By keying the audience on a narrative register distinct from the
external narrative, the similes allow the audience to participate in a dynamic interplay with their own experiential
universe, which consists of multiple image-mappings, both converging on and diverging from the visualizations
suggested by any given simile.”

* For a useful analysis of Homeric similes’ comparative range, see Ready (2011), 14-26.
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Memory and Anecdotes

Although the purpose and validity of Homeric similes have been much debated,* the
fundamental link between memory and similes is undisputable. Compositionally, similes are
innately versatile. They are “omnitemporal,” occurring at indistinguishable times, and as such
they are able to “link the heroes of the past, the narrator and his narratees, and us, the later
readers.”*® Moreover, Homeric similes also take place in indefinite settings. If one looks back to
the battle scene from Book 15, it is possible to see that the simile comparing Hector to a tawny
eagle attacking a flock of birds (6pvifwv netenvdv aietdg aibmv £Bvog Epoppdtor motapov mapo
Bookopevawmv, 690-691) gives no indication of when this attack is happening or where the river
the birds are feeding at is. This lack of definition, both in time and space, means there is yet
another reason why the narrative possesses great flexibility, namely because the visualized space
of the simile is not exclusively tailored for any singular experience. The simile is “universal”
through its ability to be conceived and perceived by every listener and ironically “personal” for
the very same reasons.

An audience, whether ancient or modern, has the capability to imagine, and what it

envisions and visualizes through the imagination becomes personal because the images evoked

** Moulton, 384-386. His seminal work on the lliad’s similes discusses the various “problems” some
scholars find in the similes’ composition, and Bakker (2005), 114-135, also addresses these problems and drives the
discussion forward with some points of his own.

“* de Jong (2004), 14. Bakker (2005), 131-133, offers a contrasting view of the “timelessness” of similes.
He contends that this idea, as well as the belief in the “gnomic” nature of similes, shows scholar’s inherent bias
toward the “literate conception of language” because it turns similes into proverbs which, in turn, makes the content
of similes into “generic types.” Rather than use similes in this manner, Bakker argues that the utterance of similes
makes them “highly specific” to the present circumstances of the epic performance. It seems, however, that the fact
that the scenery of similes draws from images which have cultural capital, or are “stock” images, means that they are
images which have existed, do exist and will exist within and without the performance of the epic. Therefore, their
presence is a marker of a continuum of experience. Similes are simultaneously pertinent to the individual and the
collective.
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emerge from memory.* I already noted the Homeric use of “stock” imagery, but now | can
definitively state that the reason such imagery is commonplace is because of memory. Memory
is what allows an audience member to draw a line between the common and the uncommon
aspects of a narrative, but most importantly, memory is an inherent part of epic performance.
For, as Bakker asserts, without memory, “the past does not even exist in oral societies, and
without the ‘mind act’ of remembering the speech act of poetry would be impossible.”*’
Therefore, the act of performing the Iliad is not a matter of oral reproduction but an
acknowledgement of mnemonic tradition.*® And if the entirety of the epic is an act of
remembrance on the part of the rhapsode, then similes represent a microcosmic view of that act
on the part of the audience; id est, while the Homeric narrator activates memory over the course
of the entire narrative for himself and for his auditors, similes are especially delineated for
listeners because they appeal directly to their experience.

Other than similes, the epic narrator can also utilize anecdotes to appeal to narratees’
memory. Stories such as these typically refer to a moment in a warrior’s history or to a warrior’s
temporally or physically distant family member,* and while prominent warriors are mentioned

in their roles as hushands and sons, anecdotes are most often used in relation to warriors who are

not well-known.*® Regardless of renown, these stories are significant because, like similes, they

“® Rose (1966), 348. Cf. Vernant (1991), 68, which notes how memory is intrinsic to the singing of epic,
“The hero is committed to memory, memorized, in the field of epic song which, to celebrate his immortal glory, is
placed under the sign of Memory, making itself memory by making him memorable.”

* Bakker (2005), 95.

“® Ibid, 167. While discussing the optical traits of history and epic, Bakker states, “The epic poet, too, has
access to knowledge, which involves a kind of memory very different from the personal memory of the messenger:
the knowledge deriving from the epic tradition.” Then, on pages 174 and 175 he makes his point explicit: “the singer
[of epic] draws on previous and previously accumulated knowledge—the tradition of which he is part”; “Homeric
poetry is not a report on a memory; it is memory. Its focus is not the event remembered but the act of remembering
itself.”

* As in the description of the family line of the warriors, Crethon and Orsilochus in 5.541-560. After
Aeneas strikes them down, the epic rhapsode details their father’s lineage and how the two warriors came to be
involved in the fight in Troy.

%0 Richardson, 44-45.
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represent circumstances which are focused away from war. They reframe the warrior in terms
which are inherently relatable and memorable because his role in the anecdote is that of a person
within a larger community. He ceases to be defined by his ability, or inability, to kill and is re-
presented as a person whose loss will be felt as a matter of extreme consequence to those in his
sphere.® As mentioned earlier, whether or not an audience member knows the perils of war, he
is likely to understand his or her role within a family or within a community. So an anecdote is,
at once, a powerful tool which can appeal to a listener’s memory of the interpersonal
relationships he or she has had or still has after the performance of the epic is over. Additionally,
the self-contained quality of an anecdote is also comparable to that of the locus which, just as a
simile, fittingly allows it to be juxtaposed and used as an amplifier of contrast for the sake of
pathos.

On the whole, then, memory dictates experience. Memory creates what Minchin calls,
“structures of expectation.”* If one encounters something analogous to a previous experience or
image, he or she approaches the new experience or image with a predetermined set of
reactions.”® In the same way, anecdotes and similes put memories to use and offer listeners the
opportunity to visualize things which align more closely to their experiences.>* Hence, memory
influences how deeply an image or a story will affect a listener or the audience as a whole. The

degree to which a commonplace detail will have an effect on a person or a group is relative, but

*! Richardson, 46.

%2 Minchin, 13.

%% Ibid, 37. Minchin describes “scripted knowledge” as the sort of knowledge which people acquire through
daily routines throughout their lives. These “scripts” are commonly shared among people so that they can begin to
predict the outcome of certain experiences, whether they exist in the real world or are fabricated in a fictional
narrative.

> Bassett (1921), 137. As Bassett states, “in the similes the materials are all taken from the listener’s own
experience, and the appeal is to the associative, rather than the creative, imagination, which is more easily
stimulated, and requires less mental effort.” Cf. pp.45, “[The poet] takes the simple and familiar elements of nature
and human life, things to which his listeners have become so habituated that their sensuous reaction to them has
become dulled, and selects and combines these into a picture that seems completely new. This stimulates the
calloused sensibilities and sets imagination in motion.” Even though his comments are only explicitly about similes,
they can also be applied to familial anecdotes.
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when this detail is unexpectedly combined with the violence, the contrast is universally
unsettling and wholly effective.> In the end, the overall image composed in the mind’s eye is
multilayered—it is an amalgamation of the information the epic narrator provides and the details
the audience extrudes from juxtapositions. In battle scenes, similes, and anecdotes, listeners are
tasked with drawing the information which is most significant to their experiences. It is as Rose
states: “the imagination accepts subject and object together, mind and nature, the self and the
world, as constitutive elements in experience, and accepts them in their full existential
complexity and richness.”® Similes and anecdotes give narratees the opportunity to tether
themselves to the narrative, and when members of the audience encounter scenes of violence,
similes and anecdotes are the means by which each person can attain a greater understanding of
the narrative because the most horrific or extraordinary aspects of violence are now aligned with

other, more familiar aspects of the scene.

Suspense
In conjunction with the concept of memory and the epic narrator’s ability to depict the
unexpected, one finds the concept of suspense as well. According to Auerbach, suspense “is very
slight in the Homeric poems.”’ Because he believes the Homeric narrator consistently presents
the audience with “foreground” instead of various layers of imagery, there is no way for

suspense to be a be a distinct trait of epic. “Digressions,” such as the washing of Odysseus’ feet

% Minchin, 134. Minchin makes this point specifically about similes. She notes that differences between
the imagery of a simile and that of its target scene take greater time to process cognitively and, as such, will produce
a focused effect due to the novelty of the comparison. The notion of the unexpected is also at work with this
juxtaposition. See pages 18-20 for Minchin’s take and cf. Herman (2003), 3, who also notes that in order to be
considered a narrative “an event-sequence must involve some kind of noteworthy (hence ‘tellable”) disruption of an
initial state of equilibrium by an unanticipated and often untoward event or chain of events.” As the lliad itself
represents a unique presentation of the concept of the Trojan War, similes offer similar opportunities for innovation.

*® Rose, 352.

%" Auerbach, 4.
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by Euryclea which he cites, are not present to delay the narrative and to create tension but to do
the exact opposite—to inculcate its imagery in the minds of listeners and relieve any possible
strain, to “win the reader over wholly to itself as long as he is hearing it, to make him forget what
had just taken place during the foot-washing.”*® Narrative detours, among which similes and
anecdotes have been previously considered, do not stall progression towards the work’s
dénoument because the goal of the epic is ever-present; to Auerbach, a “digression” is yet
another foreground.*® This argument, noteworthy as it is, nevertheless flies in the face of
narratological studies which show that narrative plots form out of causal relationships. They
center around the notion of action and reaction—cause and effect—and a general thread which
the audience can logically follow.®® Though, as stated earlier, the narrative cannot only be
composed of this thread; there need to be elements of the unforeseen to make the “script” of the
plot worthy of telling, and out of these unpredictable components conflict—and so, suspense—
materializes.

Suspense, for that reason, is an inherent feature of the Iliadic narrative because its plot is
fraught with conflict. From the initial confrontation between Agamemnon and Achilles in Book
1 to the eventual duel between Achilles and Hector in Book 22, the Iliad is teeming with the
prospect of suspense. It is full of instances in which the audience experiences the moment of
collision between hope and fear.®* That is to say, the audience may hope that it knows what will
happen next, but soon after, it must acknowledge the frightening possibility that it actually does

not. As Minchin notes—suspense is not “the anxiety of the ignorant but the dread of the

%8 Auerbach. Contra Auerbach, Minchin, 103.
% Auerbach, 5-8.

8 Minchin, 104. Cf. Herman, 10.

®1 Bezdek et al. (2015), 338.
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informed.”® And looking back to the discussion of similes, one can see how suspense relates to
similes because both concepts thrive off of the interplay between memory-based expectations
and the potentially unanticipated reality of the narrative. More importantly, however, it is
possible to see why suspense is also intricately linked to scenes of death and violence. In duels,
the audience may have foreknowledge about who is going to die, but the particular manner in
which this happens is essentially unpredictable. Scenes of violence and similes, then, are
appropriate areas for the examination of suspense.

In addition, it is also important to be attentive to the fact that suspense lends itself to an
imaginatively narrowed focus. Whereas the general course of the epic and scenes without
narrative tension supply an expanded view, scenes with suspenseful elements place themselves
centrally in the imagination of the audience. The periphery disappears, and immersion in the
narrative increases.®® Likewise, if the audience feels greater participation in the action of the
epic, the force of the visceral response is also enhanced. Thus, the effect of suspense appears to
arise most potently out of a defined, narrative space. And together with a simile or a duel,
suspense seems to fit well with the tenets set out for the locus. But this being said, | must
consider the work of Bakker and others®™ who have argued that other scenes in the epic also take

place within specific narrative “frames” before | can make a claim about the locus’ validity.

®2 Minchin, 129, n. 56.

% Bezdek et al., 342. M.A. Bezdek and his colleagues conducted a study which theorized that a person’s
attention is narrowly focused when he sees something suspenseful. In order to test their hypothesis, they placed each
subject in an MRI machine to test the which visual regions of the brain were at work when viewing scenes with
varying levels of suspense. During scenes with little suspense, the subjects still employed the parts of their brain
which were aware of external (read peripheral) stimuli (in this case, flashing checkerboards present on the borders of
the viewing area). Conversely, during moments of elevated suspense, these same subjects showed an explicit
reduction in activity in those regions. Because of these results, they concluded that suspense significantly narrows
visual scope and, as such, creates an increased sense of participation in the viewer. Even though this study deals
exclusively with the responses to visual narratives, the results are still applicable because cognitive studies have
shown that imagination employs the same areas of the brain which are responsible for visual understanding. Cf.
Paivio (2013), 7-9, for his discussion of imagination as it relates to imagery (and language).

% Auerbach can be considered among the “others,” but his work was already discussed earlier (note 25) so
I refrain from restating his position.
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Upon examining some of Bakker’s work on Homeric poetics, it becomes apparent that
the fragmentation of scenes or “speech units” is embedded in the language of the Iliad itself.
Particles, such as pév and o8¢, are markers of progression from one oral “stepping-stone” to
another.®® As such, a moment like the conversation between Athena (in disguise as Phoenix) and
Menelaus in Book 17 employs these particles to distinguish the difference between one figure’s
speech and that of another:

ool pgv on Mevélae katneein kol dvedog

gooetat €1 KW AyAfog dyowod moTtov £Taipov

teiyel bmo Tpdwv Toyéeg KOVEG EAKNGOVGLY.

AL Exeo kpatep®ds, dTpLVE € AaOV mavTaL.

v &’ avte mpocéeue Borv dyadog Mevéhaog: (560)

Doivig dtta yepare maAaryeveg, el yap A0

doin kdptog poi, ferémv &’ dmepvkol Epdnv

“For you, Menelaus, there will be dejection and

rebuke, if swift dogs tear the trusted comrade of

noble Achilles asunder beneath the wall of the

Trojans. But hold fast bravely, and rouse the

entire army.”

Then Menelaus, good at the war cry, answered her:

“Phoenix, aged father born years ago, would that

Athena give me strength and ward off the force of

arrows....” (17.556-562)
Furthermore, the general spatial considerations a listener must make in order to be involved in
the narrative require an “orienting unit” to provide the direction and context of a scene.®® This

results in the epic forming various “frames” which give auditors a general view of a scene’s

settings and also offer them a “close-up” view of certain details.®” During her abovementioned

% Bakker (1997), 80-81. Much of Bakker’s view of these markers is influenced by the work of the linguist
Wallace Chafe. For Bakker’s detailed discussion of Chafe’s work, see pages 44-53. These ideas are also present in
Bakker (2005), 48, but their purpose in that work is to argue against the tendency to view Homeric epic in terms of
literary, or written, ideas.

% Bakker (1997), 87.

%7 |bid, 100-106. Other than uév and 8¢, Bakker sees a hero’s name as another orienting marker which sets
the sequence of specific frames.
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discussion of “structures of expectation,” Minchin also describes how general knowledge
consists of episodes which the rhapsode draws from later while performing the narrative. Rather
than describe every detail to the fullest, the narrator triggers the audience’s memory of the
episode and gives only the most necessary details in order to keep listeners engaged.®® These
select narratives are highly significant because they align with the concept of natural cognitive
limits, or the idea that human consciousness can only retain so much information/detail.®® Ryan
describes the process at length, stating:

Reading also involves two levels of memory: Whereas the global

representation is stored in long-term memory, smaller textual units

affect primarily what has been called the sketch-pad of short-term,

or episodic, memory. It is on this sketch-pad that readers form their

most detailed visualizations.™
Additionally, the visualizations created within the short-term memory are constantly replaced as
more information reaches the audience. In her estimation, this creates a cognitive map which
orients each detail spatially and allows members of the audience to move from one “site” to
another without necessarily having to envision the entire path between sites.”* Yet, this is not to
say that the spaces created by specific details are meaningless because they are impermanent but
rather to say that the spaces are noteworthy in the moment of their creation because of the detail
they offer. And it is also not to say that listeners cannot layer similes with their referent scenes

because they are frequently replacing one another but to say that similes pose a different scenario

because they juxtapose their long-term imagery with the short-term visuals of the scenes to

% Minchin, 13 and 114-116. Cf. Bakker (2005), 68, “little blocks of experience or parcels of experience.”

% Bakker (2005), 67-68, also mentions the limited capabilities of the human mind, but Ryan’s account is
more thorough, so her work takes precedence.

0 Ryan, 234. While Ryan is working with readers rather than listeners, her thoughts on visualization are
equally relevant to the present discussion.

™ Ibid, 235. Although Ryan specifically cites Kosslyn to explain the idea of moving from one image to
another, | believe the same point could be made using enactive theory. Enactive theory does not assert that mental
imagery cannot suddenly switch and be “replaced,” only that an observer continually interacts with an image for as
long as the image is envisioned.
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which they allude. As such, the overall idea of a “sketch-pad of short-term memory” is still
pertinent to the discussion of selective narrative spaces.

So far, each author’s work appears to show that the locus violentus is merely one of many
types of loci which can be found in the Iliad. And in truth, they are not mistaken. The locus is an
innate product of epic and cognitive processes. That fact notwithstanding, if it is an example of a
quintessential epic trait, then it is the instance in which that trait is turned on its head. It is a
feature whose main emphasis is not only the construction of images but also the subsequent
destruction of these images. The locus presents a moment of chaos—bodies are pierced,
destroyed and mutilated from Book 4 onward, parents watch their sons perish in front of them in
Book 22—it highlights the circumstances in which order is eliminated so that violence can come
to the fore. What is more, the locus violentus is not easy. It is a challenge for and a constant and
unrelenting attack upon narratees’ imaginative sight. Alongside other tests within the narrative
(for example, epic distance), the hostile nature of violence itself poses a distinct cognitive hurdle.
In all, the locus violentus differentiates itself to the point that it needs to be treated as its own
entity. It engages elements of scale, memory and suspense and, more often than not, similes.
Therefore, it offers an audience a unique fusion of epic traits which, in turn, provide insight into

the most salient aspect of epic—violence.

Formal Duels
To examine the structural characteristics of the locus, let us first look at the
characteristics of a formal duel. Formal duels, in and of themselves, are scenes with a
recognizable form—they are highly organized, ceremonial and marked as separate, inviolate

spaces. They are pertinent representations of the locus’ construction, but interestingly enough,
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the two formal duels in the epic are otherwise lacking in terms of a successful execution of
violence. For this reason, an assessment of this type of scene will also illustrate how the form
and function of the locus is affected by the execution of violence. With that point in mind, |
analyze the duel between Paris and Menelaus in Book 3 and see how the various traits of the
locus come into play:"

"Extop 8¢ [prapoto mdic kai dlog Odvocedg

YAPOV HEV TPATOV deuétpeov, avtap Enctto, (315)

KAMPOLG &V KLVED Yok pel TdALOV EAOVTEC,

onndtePOG O1 TPOGHev Apein yaAkeov Eyy0C.

And Hector, son of Priam, and noble Odysseus were

first marking the space, and then taking the lots in a

bronze helmet they shook [them to determine] which

of the two would let fly his bronze spear first.

(3.314-317)

While the formalities of the duel are being set by Hector and Odysseus, the Homeric rhapsode
immediately establishes a narrow area of focus for the audience to envision. The space is clearly
demarcated and, as one would expect, undoubtedly reserved only for Paris and Menelaus (y&pov
uev mpdtov dtepétpeov, 315). Furthermore, the Homeric narrator introduces an element of
anticipation in the scene by emphasizing the drawing of lots (kKAnpovg &v kvvén yahknpel TdAAov
éhovteg, 316) and the warriors’ prayers for a resolution to the overarching conflict of the war
(320-323). Within both of these details, there is the implicit look forward to the result of
violence—the former detail opens the possibility for a successive chain of violence until the
latter foresees the loser of the duel descending into Hades. This prospect elucidates the quality of
suspense in the scene, and adding to this tension is the subsequent arming of Paris:

avTap & 7’ AU’ dpototy £000eTo TEHYEN KAAX

dtog ALéEavOpoc ‘EAévng mooig KOO0,
KVNUidag pev Tpdto tepi kvnunow €onie (330)

"2 Because much of the language of this duel is replicated in the duel between Hector and Ajax, it is
sufficient to thoroughly examine these lines in order to describe the characteristics of the formal duel.
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KOAGG, dpyvpéototy Emepupiolg apapuiog:

Sevtepov o Omdpnka mepil otNdecsy Eduvey

010 KactyviTolo Avkdovoc: fipproce 8 odTd.

apoel &’ ap’ dupotsy Pareto Eipog apyvpoéniov

YGAKeoV, avtap Enelto 6akog péya te otifopov te- (335)
Kkpoti &’ €’ 1pOipm xuvény edtuktov EOnkev

immovpv: devov 0& AOPog KabvTepBey Evevev:

gileto 6 dAkiov £yyoc, 6 ol TaAduNELY apnpEL.

0¢ 8’ abtwg Mevélaog apniog &vie’ Eduvev.

Then noble Alexander, husband of lovely-haired
Helen, placed his beautiful arms around his
shoulders. First he set the beautiful greaves, fitted
with silver ankle pieces, around his shins; next he
placed the corselet of his brother Lycaon around his
torso and fitted [it] on himself. Then around his
shoulders he cast his silver-studded bronze sword,
then his great and sturdy shield; and upon his strong
head he placed his well-made, horse-haired helmet;
the terrible crest nodded from above; and he seized
his brave spear which fit the palm of his hand. And
likewise did warlike Menelaus place his armor.
(3.328-339)

When the narratees switch their view to Paris, there is a description of each piece of

armor as he is placing it on his body. The audience looks at the armor—the materials from which

it is made, the way it gleams and how it fits—and through careful word order the Homeric

narrator brings auditors further into the scene. The narrator begins with the piece of armor

(kvnmuidag, Bmdpnkoa, 330 and 332 respectively). Afterward he follows with the word for the

proper part of the body (kviunow, otfecov). Finally the verb setting the armor in place

encloses the word associated with the body part so as to make a sort of linguistic shell (£0nxe,

govvev). While the audience is listening to the narrator recite these lines, it follows Paris’

movements, and overall, the narrative gives every listener the opportunity to visualize each step

in the process of arming. Because listeners imagine each piece so closely during this process, the

Homeric narrator makes it seem as if they are looking at things through Paris’ eyes. They mimic
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his perspective, and though Paris is the one who is “physically” arming himself, the progression
of the scene seems to prepare the listeners for battle as well. So as a consequence of the suspense
brought about by the scene and the intense visualization of his armor, the epic narrator enhances
narratees’ engagement and sets them firmly within the confines of seemingly well-constructed
locus. This fact changes, however, once the fighting begins.

After Paris’ opening volley, the violence which seemed to be so imminent suddenly
becomes stifled:

poche 6’ AAEEavOpog Tpoict dorrydokiov Eyyog, (346)
Kol Barev Atpeidao kot’ domida mhviooe iony,

000’ Eppnéev YaAKOG, aveyvauedn 8¢ ol aiyun

Gomio’ évi kpatepty. ..

d10 v domidoc NA0e pacviic dPpiuov Eyyoc,

Kol 010 OdPNKOg ToALSASEAOV NP PELGTO"

AVTIKPY 0€ apol Aomdpnyv ddunce yrtdva

&yyog: 0 6’ &khivOn kol dAievato kijpa péravay. (360)
Atpeidng 0¢ épvocdpevog Elpog dpyvpomAov

TAEEV AvaoyOIEVOG KOPVOOS PAAOV: Al O’ dp’ aOTO
TpYOa 1€ Kol TETPaYOa S1aTpLPEY EKTECE YEPOG.

First, Alexander let loose his long-shadowed spear,
and he struck against the son of Atreus’ shield, equal
on all sides, [but] the bronze did not break through,
and its point bent back on the sturdy shield...

And through the shining shield went the sturdy

spear and through the richly-wrought corselet had it

pressed; right beside his flank did the spear cut

through his tunic, but he bent aside and avoided

dark death. And drawing his silver-studded sword

and rising up, the son of Atreus smote the peak of

his helmet; but around it, [the sword] broke into

three and four pieces and fell from his hand.
(3.346-349, 3.357-363)

Even though Paris’ throw strikes his target, the audience is able to see that he ultimately fails to

cause any damage. The point of his spear bends, but it does so not because of the force of Paris’
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throw but rather because Menelaus’ shield is exceedingly durable (003° €ppnéev yaikoc,
aveyvapeon 6¢ ol aiyun domnio’ vi kpatept], 348-349). This contrast between an object that
yields and one that does not is metaphorically representative of the warriors in the duel. While
Paris is typically known to be “light armed””® and a coward because he prefers to use a bow,
Menelaus is doubly superior because he is one of the primary leaders of the Achaean forces and
as such, a fighter in the vanguard. Therefore, the violence Paris attempts to inflict is lacking any
sort of physical or narrative strength because he himself is lacking. This fact, as of yet, has no
bearing on the effectiveness of the locus since one warrior in a duel is, or will be found to be,
invariably weaker than the other, but as soon as the listeners turn to Menelaus’ actions, it
becomes clear that there is more to the suppression of violence than Paris’ physical deficiencies.
When Menelaus begins his counterattack, he seems close to ending the duel. His spear
breaks through both Paris’ shield and corselet (516 uév donidog A0e @acivijc dPpiuov Eyyog, Kai
da Odpnkog ToAvdadarov Nprpetoto, 357-358), and the audience even visualizes the spear
coming very close to piercing Paris’ skin (&vtikpV 8¢ mapai Aamdpny didunoe yrrdvo &yyog: 0 6’
EKAivOn kol arevato kijpa uédawvay, 359-360). Violence at the hands of Menelaus appears to
bring the possibility of relief for the tension and suspense found earlier in the scene, but Paris’
narrow escape prolongs these feelings a moment longer. Then as Menelaus raises his sword to
deal an assuredly mortal blow there is another potential realization of violent intent, but this too
is denied by the solid craftsmanship of Paris’ helmet. The sword shatters, and with that, all
implements of death are unusable or out of reach (duei 8’ ép’ avtd Tpryd te Kai TeTpayda
datpueey kneot xepog, 362-363). The only weapon at hand is Paris’ sword, but he is so

stunned by the events of the duel that he has no opportunity to draw it against Menelaus before

¥ Kirk (1985), 315-316. Kirk’s commentary on the arming notes Paris’ martial deficiencies. As an archer,
he owns no corselet and needs to borrow one from his brother in order to duel. This fact stands in stark contrast to
Menelaus who arms himself without any dramatic flair because he is primed for battle at all times.
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he is seized.” Under these circumstances, the battle has no rhythm; outside of the first exchange,
there is no back-and-forth between Paris and Menelaus. Indeed, this is partly because Menelaus
quickly proves he is a better fighter, but even so, that quality cannot explain the stilted nature of
his offensive. Each attempt to inflict a fatal blow has been thwarted by Paris’ good fortune, and
unfortunately for Menelaus, this trend is exacerbated by the presence of Aphrodite.

Since the rhapsode renders Menelaus frustratingly’® weaponless, the Achaean has no
choice but to try to end the duel by literally taking hold of Paris’ helmet:

...k6pvbog AdPev inmodaceing,
Ehke &’ émotpéyag pet’ Ebkviudog Ayotovg: (370)
dyye 0 v moAVKESTOG 1HAG AaAV VIO de1pnV,
Og ol V1’ AvBepPedVOG OYELS TETOTO TPLPAAEING.
Kol v kev €lpuocéy te Kol domeTov fjipato KV,
el un &p’ 6EL vonoe Awog Buydnp Appodit,
1 ol PRev ipdvta Podg ipt ktapévoro- (375)
Kewn 0¢ TpuedAetla G’ Eometo yelpl moyeln.

...and having rushed forth, [Agamemnon]
seized his helmet, bushy with horse hair, and
turning him around, he dragged him toward the well-
greaved Achaeans; the well-stitched leather strap,
the strap of his helmet which had been stretched
under his chin, was choking him under his soft neck.
And now would [Agamemnon] have dragged [him]
and won unspeakable glory, if Aphrodite, daughter
of Zeus, had not quickly perceived and snapped by
force the strap [made from] a slaughtered ox; and
the empty helmet followed his stout hand.

(3.369-376)

Whatever formalities existed at the outset of the duel are no longer at work because, at this point,
the Homeric narrator has denied both Menelaus and the narratees the fulfillment of their

expectations. Now the aim is violence by any means, and because of this, Menelaus

74 s
Kirk, 316.
" Ibid, 319. The commentary on Menelaus’ call to Zeus clearly emphasizes the fact that he has been
annoyed to the point at which he would dare to swear at Zeus. Usually, Kirk states, this would result in some sign of
anger from Zeus, but in this instance, Menelaus’ complaints are understandable.
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unceremoniously strangles Paris as he walks towards his fellow warriors (k6pvboc Aapev
innodooeing, EAke 0’ Emotpéyoc pet’ Edkviudag Ayaiovg, 369-370). Ironically, it is possible to
view Paris’ throttling as a reflection of the suppression of the locus’ function since the narrator
has deprived the scene, and the audience, a concluding act. And yet, in the same act the epic
narrator offers listeners one last chance for relief—a chance to finally envision the duel’s
climactic force and to end the locus—until Aphrodite’s influence changes the tenor of the scene.

The introduction of the conditional clause (373-376) instantaneously and abruptly ends
the duel. There is no further possibility for violence, and the tension which pervaded the scene
turns to anger’® as no one achieves catharsis. The duel becomes a spectacle, an affront to the
heroic sensibilities of those still on the battlefield, and for the epic’s listeners, a less effective
locus because the sudden conclusion makes their investment in the duel futile. Even though the
form of this locus successfully produces suspense, the “reward” for that engagement is
frustration, and the audience’s experience of the locus is superficial since Aphrodite makes the
events of the duel insignificant. Just as the Achaeans and Trojans bristle at the sight of the duel,
the audience is unable to see the very thing it wanted to see—violence—but this is not an attack
on its imaginative sight so much as it is a denial of sight altogether. Thus, the absence of

violence in this scene deals a serious cognitive blow to the locus.

Locus Violentus in Form and Function
In contrast to the events of Book 3, I can turn to the book which I initially left out of my
discussion about similes: Book 11. At its outset, Agamemnon is rallying his companions and

preparing them for battle, but rather than drive him and the other men immediately into battle,

"® Book 3, lines 453-454: ov pév yop eAdtiy’ dkevbavov &l Tic 1810to oov yap v mioty dmydeto
Knpi peraivn.
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the epic narrator focuses exclusively on Agamemnon and presents an extended arming scene. It
IS a surprising turn considering that the advent of violence is so near, but its presence imposes an
effective level of tension for the scene:

ATpeidng 6’ EBomoev 16 Ldvvuchar dvayev (15)
Apyeiovg: €v 8’ anTOg £60DGETO VOPOTAL YOAKOV.
KVNUidag pev mpdto Tepl kviunow £0nke

KOAGG Gpyvup€oioty Eme@upiolg dpopviog:
Sevtepov av Ompnka mepi oTHdecTY EdVVE,

oV oté oi Kivopng ddvke Ecwvijiov eivar. (20)

And the son of Atreus shouted and commanded the
Argives to gird themselves; and among them, he
himself put on his flashing bronze. First he placed

the greaves around his legs, beautiful and fitted with
silver ankle pieces; he then put around his torso the
corselet which Cinyras once gave him to be a guest-
gift. (11.15-20)

Straightaway, it becomes apparent that the lines of Agamemnon’s arming scene are almost
identical to those seen earlier with Paris,”” and unsurprisingly, their effect is essentially the same.
As before, details in the scene pull narratees in by allowing them to mimic Agamemnon’s
actions. The hearers “arm” themselves, but in spite of this imaginative action, the rhapsode
wards off the prospect of entering the field of battle by introducing another item which
emphasizes the challenge of imagining violent imagery.
After delving into the aspects of the corselet, the epic narrator directs his hearers toward

Agamemnon’s terrifying shield:

M & éni pev l'opyd Procvpdmig éote@dvarto

devOV depropévn, mepi 08 Aeindc te POPog te.

i 8 £ dpydpeog TeEdapav fv- odTap €n’ odTod

KLAvVEOG EAEMKTO Splkmv, Kepahai 8¢ ol oo

TPELG AUPLOTPEPEES EVOC aDYEVOG Ekmepuuiot. (40)

Kpoti 6’ €’ dpeipaiov Kuvény BETo TETPa@AAN POV
immovptv: devov d& AOPog KabvTEpBeY Evevey.

" Kirk, 314. Kirk supplies a chart with the breakdown of the similarities found in the two arming scenes |
have discussed as well as those in Books 16 and 19.
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elleto O’ Ak 60DPpe dVM KEKOPLOUEVO YOAKD

0&éa- thAe 6& YOAKOG A’ avTOELY 0VPAVOV EIGM

Adum’- €mi & éydovmmoav Abnvain te kai "Hpn (45)

Tiu®dcu faciiijo ToAvypveoto Muknvng.

And upon it, a grim-looking Gorgon was crowning

it, glaring terribly, and around it [was] both Terror

and Fear. Out from it there was a silver strap; on it

had whirled around a cyanus serpent, and it had

three heads turned all around, having grown from a

single neck. And upon his head he placed his two-

horned, four-knobbed horse-tailed helmet; and the

terrible crest nodded from above. And he seized

two stout spears, sharp and headed with bronze; far

off, the bronze shone from that very spot [up] to

heaven; at this, both Athena and Hera clamored,

honoring the king of gold-rich Mycenae. (11.36-46)
Unlike the simple description of Paris’ shield, the depiction of Agamemnon’s shield is much
more detailed and much more than ecphrastic because it possesses its own aggressive gaze (tfj &’
éni pev Fopyd Proocvpdmic €0te@dvmto devov depkopévn, 36-37). The Gorgon’s head cannot be
acted upon; it counteracts passivity and challenges listeners’ sense of sight as it dares them to
visualize its horrific visage. Moreover, the Gorgon offers the audience a preliminary test—if it
can meet the terror which the Gorgon embodies, then surely it can imagine the terrors of war
when Agamemnon returns to the field and the locus begins its work.

Following this detail, the epic narrator complicates the process of visualization again by
including Terror and Fear on the face of the shield (mepi 6& Agipdg te ®6Poc te, 37). Terror and
Fear are the emotions that the Gorgon should produce, and they are the feelings the audience can
expect when the narrative finally reaches the battle. They, along with the Gorgon, are cues not
only for Agamemnon’s opponents but for the audience as well, and altogether, they present a sort

of archetypal response to a violent scene—what begins with an attempt to visualize something

horrific ends with something felt on an emotive plane once visualization has been achieved. In
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other words, while these characters offer moments of adversity, they also provide the framework
for how to overcome the scene’s emotive tribulations. The Gorgon deters hearers from
envisioning it, as do Terror and Fear, but Terror and Fear also lead hearers to the emotions which
come about when they successfully visualize the image. They indirectly allow each audience
member to bypass the point at which he would freeze in terror at the sight of figures on
Agamemnon’s shield.

Because Terror and Fear grant listeners access to visualization, the narrative continues to
the details of Agamemnon’s helmet. Just as Paris’ helmet before it, Agamemnon’s helmet is
brilliant and shows a high level of craftsmanship (kvvénv 6éto tetpapdinpov inmovpry, 41-42),
and as it moves, it becomes a terrible sight to behold.” Nonetheless, this emotion can no longer
deter the audience from maintaining its gaze because Terror and Fear have mitigated any
potential panic the armor may cause. Now what the rhapsode presents to the audience is a full
view of Agamemnon as an emblem of fear and simultaneous splendor. Throughout this scene,
the epic rhapsode has made them pause and absorb both the beauty of the armor and, conversely,
each piece’s connection to violence or the emotions violence evokes. By constantly drawing out
this connection, the rhapsode has also preemptively established a feeling of suspense. While the
production of this sentiment is no different than what occurred before Paris and Menelaus’ duel,
the suspense in this scene is heightened by the explicit references to the horrific figures present
on Agamemnon’s shield. They are figures which create the expectation of not only violence but
horrific violence. So with this in mind, listeners are undoubtedly ready to face scenes of violence

to come. They clamor for battle, just as Athena and Hera do while they await Agamemnon’s

"8 Hainsworth, 222. “The nodding plume...was a characteristic enhancement of the warrior’s fearsome
appearance from the earliest representations to the close of the Geometric period.”
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presence in battle (éxi &’ éydovmmoav Abnvain te kai "Hpn tyudoat aciifja tolvypdcoilo
Mvoknvng, 45-46).

Though the previous imagery’s aim is to repel and assault listeners’ imaginations, the
epic’s auditors, nevertheless, move forward because they seek to envision violence and its
resolution. As with the formal duel, ending the battle’s narration before the appearance of
violence would remove the crux of scene and, more importantly, the locus. Therefore, even if the
epic narrator shocks or disgusts members of the audience with early imagery, they continue to
accept more abhorrent visuals because they are invested in the fulfillment of violence. They have
come to know its emotive characteristics so intimately that all there is left is to see the violence
taking place. Consequently, the Homeric narrator directs his audience to the assembly of
warriors on the battlefield, and along with that view, he brings in the first of a series of similes:

O10’, &g T’ auntipeg évavtiot AAAAOIGLY

dypnov EAadvecty avopog Lakapog Kat® dpovpav
TUPAV N KpOAV- T0 0& Spdypato TopPEa TmTEL
g Tpideg kai Ayaroi én” aAinrotot Bopdvreg (70)
dnovv, ovd’ €tepot pvwovt’ dAooio eoforo.
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And just as reapers against each other drive the
swathe of a fortunate man through the field of wheat
or barley, the thick handfuls fall; thus did the
Trojans and the Achaeans cut each other down as
they leapt, neither of the two was thinking of deadly
flight. And the battle was keeping equal heads, just
as wolves, they were rushing; steadily gazing,
mournful Eris was rejoicing; for of the gods, she
alone was among those doing battle.... (11.67-74)

As noted in the discussion of epic scale, similes are able to narrow the focus of a scene in order
to make it easier for a listener to visualize. Furthermore, an extended simile taps into narratees’

collective memory and, in so doing, forms the transition point between a large scale battle and a
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locus. Here, the simile accomplishes those very things: in place of a description of Agamemnon
or the other warriors, the rhapsode offers hearers the self-contained image of a field and turns
their focus toward the reapers working within it. There is no sign of war or any indication of a
specific time or place. What are most certain in this simile are the actions taking place—the men
reap and gradually approach each other, and as they do, the narrator depicts their reaping as a
constructive deed through which a fortunate man (&vopog pdxapog, 68) prospers. On the surface,
this image seems simple and easy to understand, but upon closer inspection, a much more
complex picture is taking shape.

Within the perspective of war, the space of the simile is overlaid onto the field of battle,
and through this layering, the rhapsode creates something more gruesome and chaotic because
the workers who, at one time, reaped the field together transform into the Achaeans and the
Trojans who stand in the place of not only the reapers but the grains they reap as well.”® While
the men approach each other from opposite sides, the narrator places his listeners at the center of
the men’s confrontation where the battle is thickest. There, the warriors’ “reaping” has no part in
a continuous cycle of growth.® Instead, their actions are almost wholly destructive, and
suddenly, the audience sees the notion of persistent growth, which is conveyed in the simile,
superimposed on the repeated advances of the Achaeans and the Trojans. The “bounty” of the
prosperous man’s field is effectively neutralized by that of the battlefield.

In the course of this comparison, the Homeric narrator has also formed a point of

transition between the implicit violence of reaping and the explicit and unremitting assault of the

" Hainsworth, 228. The shift from the reapers to the soldiers as reaper and crop, he states, sets the tone of
the subsequent battle. Whereas Book 10 offered “fame and profit and little risk,” in Book 11 “[all] that now
disappears.” The ensuing battle will abandon decorum for a “horrendous” and “brutal” account of war.

% Garcia (2013), 22-23. On these pages, Garcia emphasizes the idea of a cycle of “need and fulfillment” as
a marker of life. Those who lie outside of this cycle are typically gods who require no bodily nourishment. Mortals,
too, can temporarily be spared the “biological economy of human life” if they have access to ambrosia or nectar. In
terms of the passage above, however, the men’s exclusion from this cycle comes about because the cycle itself has
been extinguished.
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warriors on the battlefield. They relentlessly propel themselves forward, and the force of their
offensive culminates in total dismemberment. The rhapsode reduces them to “equal heads” (icag
d...xkepaAag, 72), and through this reduction, the audience acquires a precise view of all out
violence.®! There are no more hints or general descriptions of battle. Now the epic unleashes a
moment of completely unrestrained terror by highlighting the outcome of battle, namely the
decapitated heads of fallen warriors. What began with the simple—albeit horrific—comparison
between the work of the reapers and the deeds of the men advancing against one another, ends
with the specific juxtaposition of the “products” of each group’s tasks. In this case, the epic
narrator brings out the blatant hideousness of the dismembered heads by equating them with the
bundles of grains falling wantonly on the ground (ta 6¢ dpdypoata tapeéa mintel, 69). The
simile’s imagery bleeds into the details of the battle, and the rhapsode compels listeners to view
the scene through a dual lens, from a viewpoint consisting of two seemingly disparate but
harshly comparable scenes.®

Accordingly, the actions within both the simile and the scene of battle are to be taken

simultaneously.® The reaper’s work does not stop as soon as the rhapsode asks the audience to

8 Hainsworth, 228. On these lines: “Neither army will give ground..., ‘held their heads on a line’ (trans.
Lattimore), ‘locked them head to head’ (trans. Fagles), is one of those expressions whose force is evident but which
defy rational analysis.” A rational analysis seems to exist if | take the phrase icog kepoAag &yev as an indication of
decapitation and an extension of the image of harvested grains. By doing so, the rthapsode’s narration stays
consistent and portrays both the force of the men’s assault and the continuation of the horrific nature of this
particular battle.

8 Karanika (2014), 215-216. On these pages, Karanika notes the frequent metaphorical interplay between
death and harvesting, and in particular, she cites the work of Mike Turner which discussed the concepts behind the
figure of the Grim Reaper.

8 Zielinski (1899-1901), 320. Zielinski discusses what he calls the “law of psychological incompatibility,”
the eye’s incapability of processing and perceiving multiple things occurring at the same time. In his estimation,
temporal simultaneity is an illusion. One is only aware of something else occurring at the same time through
markers given by the Homeric narrator which would logically indicate simultaneity. In other words, the rhapsode
cannot present or narrate events occurring simultaneously, so instead he presents them in sequence and uses details
to show that one event has to take place alongside another. By this logic, the argument above would appear to be
incorrect, but Zielinski seems to err in two ways: first, he appears to underestimate the sophistication of the ancient
listener. The ancient audience was highly attuned to subtle shifts of tone, theme, etc. and would not have as much
trouble “seeing” a variety of objects working all at once. Secondly, Zielinski’s case studies do not account for the
temporality, or lack thereof, of similes. Similes seem to be used very deliberately by the Homeric narrator as means
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focus on what is taking place on the battlefield.?* Even though Homeric narrator’s overall
narrative centers around battle and the actions of the warriors contained therein, the presence of
similes alongside such deeds also calls for an equal level of attention because similes offer
listeners a way to reframe and organize the chaos of violence. In this way, the reaping of Book
11 imposes a semblance of order upon the image of countless men killing and being killed. And
yet, this implied order still produces shock—shock that the violent can so simply be cast in the
light of the familiar and be considered mundane or typical, and shock that materializes when the
audience realizes that it, too, can play the role of Eris and rejoice as it imagines or “watches”
horrible acts of violence ("Epic &’ &p’ &xoupe molvotovog eicopoémaoa, 73).

As the audience continues with the narrative, the narrator finally narrows the scope of the
narrative to the space of the duel. In this space, Agamemnon takes center stage, and his rampage
forms the basis of a definite locus violentus. If one examines Agamemnon’s battle against
Iphidamas and Coon, it is possible to see how the level of visual intensity increases when the
audience’s scope of visualization is explicitly framed.

018’ 8t O oYedOV Noav £n” GAAGAOIGLY iOVTEC,
Atpeldng pev duoapte, mapai 0 ol Etpanet’ €yyog,
Tewapag o0& kot {ovny Bdpniog Evepbe

Vo€, €mi &’ avtog Epetoe Papein xepi mONnoag: (235)
o0d’ &tope (woTtipa mTovaiodov, GAAL TOAD TTPiv

ApyVP® AvTopEVT LOAPBOG DG ETPATET’ aiyun.

Kol T6 Y€ el AaPmdV 0P Kpeimv Ayauéuvaov

B émi ol pepamg Mg te Mg, 8k & dpa xe1pog

ondoocato: TOv &’ dopt TANE avyéva, Aboe 6¢ yvia. (240)

And when they drew near as they rushed against

to convey movement, appearance, etc. which one should directly align with other things occurring in the epic. The
rhapsode’s frequent use of the word &g and the like bolsters this notion. Moreover, despite the fact that a simile and
its accompanying scene are also presented in sequence, their order does not preclude a listener from responding to
one simultaneously with the other. Cf. Whitman and Scodel (1981), who use Zielinski’s notions of “apparent time”
and “real time,” and offer another method to affirm narrative simultaneity.

8 Tsagalis (2012), 348-349. Tsagalis argues that Homeric similes have inherent “visual motion,” meaning
that the Homeric narrator is constantly “following a path with his mind’s eye” as he aligns the simile with the larger
narrative.
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each other, Agamemnon missed and his spear was

turned aside; but Iphidamas struck [him] from

below, underneath the belt of his corselet, and

trusting in the weight of his hand, he himself

pressed down upon [Agamemnon]; he did not

pierce the glancing belt, but being met much before

the silver, the point of the spear was turned just as

lead. And having taken the broad spear in his hand,

Lord Agamemnon was eagerly drawing [it] toward

himself like a lion, and he tore [it] from

[Iphidamas’] hand; [Agamemnon] struck his neck

with his sword and loosened his limbs.

(11.232-240)

Unlike the larger battle which required a simile to describe the force of the armies’ assault, the
locus brings listeners into close proximity with every action taking place. They follow
Agamemnon’s spear as it misses its mark and falls to the ground (Atp&idong pev Guapte, mapai 6¢
ot &tpanet’ &yyog, 233); they track the movement of Iphidamas’ spear and can even envision
where it strikes Agamemnon’s armor (Teapoag 8¢ kata (dvnv 0dpnkog Evepbe vo&’, 234-235).
Every detail in the scene is specific, and furthermore, the intent behind each violent deed is laid
bare. In general, this point may seem trivial—more often than not, the intent of violence is not a
mystery—but when this intent does not produce the expected result, the failed act of violence
may produce an element of pathos where there was none before. Therefore, Iphidamas “trusts”
(mbnoac, 235) that he will wound Agamemnon, but very quickly that trust leads to disbelief as
listeners envision the point of his spear bending (uéABog ig Etpdmet’ aiyun, 237). With this
unexpected detail, Iphidamas’ attack is rendered impotent, and the warrior himself is made
vulnerable. The precise details, which the locus affords, highlight the odds set against the Trojan.

Iphidamas is not only contending with Agamemnon but with the craftsmanship of his armor as

well.
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Conversely, Agamemnon’s half of the locus emphasizes the ferocity of his counterattack.

Whereas Iphidamas’ actions were matters of faith, Agamemnon’s violent retorts are matters of

certainty. As such, the focus on Iphidamas’ hand switches to emphasis on Agamemnon’s hands

as he tears the spear away from its owner and then strikes with his own sword (238-240), and

piteous expectation is overtaken by the assuredness of a mortal blow. Unlike the stilted and

frustrated nature of the duel between Paris and Menelaus, the successful implementation of

violence in this locus enables the audience to fully understand the subtle details of the scene

alongside those which are more explicit. Moving forward, the scene also illustrates the effects of

a new warrior entering the locus and what occurs when he attempts to leave it without adhering

to its tenets.

oTh &° evpa& oLV dovpi Aabmv Ayauéuvova diov,
VvO&e 0¢ v Katd xelpa péonv aykdvog Eveple,
AVTIKPY 0& O1€YE PaevoDd S0VPOG AIKMKT.
piyncév v’ ap’° Encrta dvos avopdY Ayouépuvav:
GAL 008 Qg méAnye pdymg N8 mrorépuoro, (255)
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Then [Co6n] stood on one side with his spear,
escaping the notice of noble Agamemnon, and he
stabbed him through the middle of his arm, below
his elbow, and straight through did the point of the
shining spear go. And there and then did
Agamemnon, king of men, shudder at [it]. But even
so, he was not desisting from the battle and the war,
but bearing his wind-fed spear, he leapt upon Codn.
Indeed, [Co6n] was earnestly drawing by the foot
Iphidamas, his brother by the same father, and
calling out to all the best men; but [Agamemnon]
struck him while he was dragging him through the
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throng with his bronze-tipped spear beneath his
bossed shield and loosened his limbs; and standing
over Iphidamas, he lopped off [Coon’s] head. There,
the sons of Antenor, fulfilling their fate at the hand

of the king, son of Atreus, descended to the house

of Hades. (11.251-263)

After his brother’s death, Coon takes his place, but unlike Iphidamas, Codn does not
intend to duel Agamemnon. Instead, Co6n’s acts are driven by sorrow (248-250). Thus, he enters
the locus lacking the courage to face his opponent head on. He maintains his position on the
edges of the locus (o717} 6 €0pa& oLV dovpi Aabmv Ayouéuvova diov, 251) and denies the
audience a view of a direct confrontation. Codn strikes Agamemnon more successfully than his
brother (vi&e 8¢ pv katd xgipo péonv aykdvog Evepbe, Avtikpd 6 d1€oye Paevod dovpog
axwkn, 252-253), but he does not commit to the battle. From the perspective of the audience,
Coon is a ghost—he disappears immediately after he stabs Agamemnon through the arm. The
rhapsode may narrate the motion of Coon’s assault, but then all focus is suddenly placed on
Agamemnon’s arm and the path Codn’s spear takes through it. The effect of such a blow is
supremely graphic in its precision, but the intent behind it is nonexistent. Despite the fact that he
has entered the space of battle, Codn refuses to play the part he implicitly assumed when he
entered the locus—opponent. Nevertheless, the narrator does not simply let him leave the locus.
As he states, Coon struggles to leave the space and tries to call others to help him (256-258).

Alternatively, the audience can see that Agamemnon is under no illusions about what his
role in the locus is. For him, the battle did not end once he killed Iphidamas because Co6n
unwittingly stepped in before he could move on to face a different opponent. Therefore, Coon’s
presence in the dueling space transforms him into an extension of his brother and, in turn, makes

him Agamemnon’s opponent. For this reason, Agamemnon does not hesitate to respond to

Coon’s attack as soon as he musters up the strength to continue fighting. He is direct—he attacks
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and means to kill—and this time, the audience has a clear view of both the mortal blow and its
effects (tov 6’ €lkovt’ av’ dphov U1 domidog opParoéoong ovThoe EVOTM YOAKNPEL, ADGE 08
yvia, 259-260). Coon falls, and if there was any doubt before that this is what Agamemnon
intended, his subsequent act puts it to rest once and for all. He lops off Codn’s head in the
immediate presence of Iphidamas’ corpse (toio &’ én’ Tedauavtt Kapn ArEKoye TOPUCTAC,
261). He resets the purpose of the locus by gathering his opponents together, and he ends it by
killing them both.

With the passages above as models, it is possible to see that visualizing heightened
details within the locus forms the crux of a violent event. The more an audience is compelled to
participate within its borders, the more acutely different emotions are felt. This is especially true
when the violence involved is more than an act of aggression. When violence is a matter of
uncontainable rage and cruelty, it becomes an overwhelming act of personal imposition. In Book
22, the locus of the duel between Hector and Achilles shows how intense rage fuels Achilles’
need not only to defeat his opponent but to obliterate his being as well.

"Q¢ dpa pwvnoag ipVocato PAcyavov &Y,

16 01 V7O Aamdpny tétato péya 1€ oTPapov Te,
oiunocev 8¢ Aheic MG T aleTOC VYIMETNELS,

8¢ 1’ lot mediov 88 d10 vepémv Epefevviry
apma&wv f| Gpv’ apoiny fj ttdka Aaywov: (310)

¢ "Extop oiunoce 1ivascmv edoyavov 6&v.

And so, having spoken, [Hector] immediately drew
his sharp sword, a great and broad [sword], which
had hung along his flank, and having drawn himself
together, he swooped like a high-flying eagle, which
flies to the plain through dark clouds seizing either a
soft lamb or a cowering hare; thus, did Hector

swoop after brandishing his sharp sword.
(22.306-311)
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Similar to Agamemnon in Book 11, the Homeric rhapsode has instilled Achilles’ role in the war
with a definite sense of suspense. This suspense, though, has been augmented by the amount of
time which has passed since the events of the Iliad’s first book. By this point in the epic, the
audience has been awaiting Achilles’ return to battle for the greater part of twenty books.
Throughout this time, listeners have heard several mentions of Achilles’ ruthless and unrelenting
nature. They understand Achilles’ wrath and his potential for violence. And once the rhapsode’s
hearers reach the moment of his duel against Hector, they have run the gamut of shorter, violent
acts. They are perhaps overly prepared to visualize the violence of battle, but on the other hand,
they are not completely prepared to imagine the full force of Achilles’ ferocity. To do so, the
Homeric rhapsode begins organizing the space of the locus. All the preliminary events of
Achilles and Hector’s confrontation—the chase around the walls of Troy, Hector’s appeal
regarding the loser’s body, Achilles’ callous retort, and Athena’s deception—establish the locus’
frame and effectively limit the scope of the audience’s field of vision to the plain in which
Achilles and Hector are about to fight.2> No other space matters, and so the rhapsode can take his
time with the locus and complement it with a series of suspenseful similes.

One of the most salient aspects of these preceding similes is the manner in which they
highlight the disparity of power between those who possess it and those who do not.®® First, the

Homeric narrator aligns Achilles’ pursuit of Hector with the image of an eagle swooping upon a

® |t is important to note that the space of the duel, and thus the space of the locus, does not have to be
narrow or, in other words, small. The focus is narrow in the sense that the narrator does not place any attention on
other battles while the duel is taking place, but the “physical” space can be either narrow or vast (as is the case here).

# Richardson (1993), 137. Although the commentary on this page refers to a later passage, the inequality it
emphasizes appears much earlier, namely in the similes describing Achilles pursuit of Hector. There, the similes
offer another direct view of one man/animal being far superior to another man/animal. When these similes are
combined with the passage originally mentioned in the commentary, they form what seems to be a tricolon
crescendo of nature-based similes.
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timorous dove; then he presents the image of a fawn being pursued by a hunting dog.®’ In each of
these similes the Homeric rhapsode forms a supplementary locus which is exemplified by a
predator and its prey, and when the narrator pairs these images with the duel between Hector and
Achilles, he frames their battle in such a way as to suggest that their actions are akin to those of
the animals within the similes. As such, the violence within the duel takes on a different form
because instead of it arising from a heroic society of men, it seems to fall completely in line with
the tenets of nature. From this perspective, the battle is not just violent, but necessarily violent
because the natural interactions the rhapsode describes in these similes reflect a penchant for
violence.®® Just as listeners can imagine an animal unleashing its ferocity against its prey, they
can envision Achilles and Hector accessing their baser instincts to commit violence. Thus, it is
with this idea in mind that the rhapsode introduces the next set of similes, and through brief
misdirection®® and an expansion of the notion of predator versus prey, the epic rhapsode
underscores the brutality of the duel as it echoes the violence of nature.

When the focus of battle switches to Hector, it seems as if the scene repeats the formula
for this supplementary locus. Every aspect of Hector’s simile above is comparable to the features
of the earlier passages, but in spite of those similarities, the narrator makes Hector’s attack more
vicious by amplifying the simile’s details in such a way that it makes Hector’s assault appear to

not only match that of Achilles but surpass it as well (oiunoev 8¢ dheic ¢ T’ aieTOC VYMETHELS,

8 Book 22, lines 139-140: fjijte kipkog... ofumos petd tpipova tékeway, and 189-190: dg & dte vefpov
Opect kKHmV ELAPoto dintat dpoag €€ edViig b T dykea Kai did friocog.

8 Gottschall (2008), 163-164. Gottschall discusses the importance of seeing warriors and animals as beings
playing the same role during acts of violence. The heroes of the Iliad are not infallible; they are striving to move out
of the “limbo between the brute and the sublime human ideal.”

% de Jong (1997), 321. In her brief discussion of misdirection, de Jong notes that the scholia were highly
aware of “the phenomenon of drpocdoxntoc.” Despite the formulaic nature of Homeric epics there is still room for
what James V. Morrison calls “false anticipation,” which occurs when the fulfillment of a prophecy is delayed. In
the case of the duel between Hector and Achilles, there are no explicit prophecies regarding Hector’s fate, but
Achilles’ assertions of Hector’s defeat and, more overtly, Zeus’ consultation of his golden scales enable us to expect
Hector’s death. Furthermore, Morrison’s idea of “epic suspense” is another form of delay and misdirection which is
frequently used by Homer to heighten the experience of violence and other features in a scene.
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8¢ T’ elotv mediov 88 10 vepéav EpePevvidv apralmv fi dpv’ duoAny fi ttdka Aaywov, 308-310).
Because of the subtle change in each supplementary locus’ presentation of predators and prey,
the Homeric narrator leads listeners to think that they can place Hector on an equal footing with
Achilles. And based on the precedent set by the details in Achilles’ similes, they wouldn’t be
without merit to think Hector could defeat Achilles in battle. This idea, however, is contingent on
the details of his simile repeating the same dynamic as before. If this were the case, Hector
would be as dominant as Achilles proved to be in previous scenes, but the Homeric rhapsode

eliminates this possibility by introducing another simile and using it to elevate Achilles to a

cosmic level.*°

After Hector’s simile, the epic narrator immediately shifts listeners’ attention toward
Achilles, and they finally get a glimpse of him fighting at full force:

Oopunn 0’ Aythevg, uéveog &’ umincato Gupov
aypiov, Tpodchev 6& 6hKOC GTEPVOLO KAAVYE
KOAOV SadaAeov, kKOPLOL &’ Eméveve aEVN
TETPOPAL® " KaAai 0& Tepiooeiovto E0gpat (315)
xpYoeat, ¢ “Hoaiotog et Adpov aupl Bopeldg.
010¢ 8’ AT £lo1 PET’ AGTPAGL VOKTOG GLOLYE
€omepog, 0G KAAAIGTOG &V 0VpOVG ToTaTaL AGTHP,
O¢ aiyufic améhapm’ evfkeog, v dp” AytAhevg
whAAev 0elitept

And Achilles was urged on, and he filled his heart

with savage rage, and before his torso, he placed his
beautiful and cunningly-wrought shield as a

% Moulton, 393. On this page, Moulton describes how the similarity of images in similes can produce a
more variegated form of comparison. He states, “The similes of the Iliad provide some indication of deployment
through the association of ideas. For example, when Achilles and Hector attack in book X, they are both compared
to birds of prey (X 139; 308). This technique is more remarkable, however, when it leads to the juxtaposition in the
poem of two similes related in content which are not prompted by the same occasion in the narrative.” While he says
that the innovative aspects of comparison appear when similes refer to unrelated scenes, it seems that, at least in the
bird of prey example, there is more subtlety and innovation to examine. This example is much more complex, as the
analysis above argues, because even though Hector’s simile arises from circumstances almost identical to those of
Achilles, the Homeric narrator uses these similarities to produce pathos—not terror—once the limitations of the
simile’s imagery are able to be seen. There is more to be said about this point, but for now, it seems even more
noteworthy to see how the Homeric rhapsode can manipulate and produce differing emotional responses from
similar events.
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covering, and he was nodding forward with his

shining, four-horned helmet; and floating all around

was the beautiful, golden horsehair, which

Hephaestus was making flow compactly around the

crest. And just as a star goes among [other] stars in

the dead of night, an evening star, which is set as the

most beautiful star in the sky, thus was he shining

from well-pointed spear, which Achilles was

brandishing in his right hand... (22.312-320)
From a compositional standpoint, the decision to have péveog (313) and dypiov (314) bookend
Bopov (313)—the principle of life, feeling and thought—is symbolic of the overwhelming
presence of Achilles’ violent fury. Much like the earlier discussion regarding the lexical armor of
Paris and Agamemnon, this construction creates a metaphorical shell around the core of
Achilles’ being. In this moment, the narrator envelops whatever thoughts or emotions Achilles
may have had with sheer anger, and in doing so, the Homeric rhapsode seems to emphasize the
fact that Achilles is not only encased in beautiful, elaborate armor but his entire body is also
consumed by relentless rage. At the forefront of the auditors’ minds, the narrator places not
physical characteristics but intensified emotional details which prompt listeners to imagine and
relate to Achilles viscerally. Their focus turns to the force of uévog as the core of Achilles’
assault and, furthermore, as a subtle call back to the heart of the Iliad itself.

When audience members look at pévog and its context, it is unsurprisingly similar to the
beginning of the lliad where they encounter the word ufjvig (1.1). Like pévog, pijvig has
immediate evocative power because, at once, listeners are urged not just to imagine but to feel. It
is the focal point of the epic and represents the origin of the audience’s endeavor to experience
the narrative on a more emotive plane. In relation to the above passage from Book 22, it is

synonymous to pévog in meaning and similar to it in sound. Yet, when listeners hear pévoc, the

term is not merely another way of portraying rage. Rather, its meaning and effect are augmented
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by the severity of all the events which have come before. Mévog is striking in this passage
because it is emblematic of a dramatic increase in the amount of violence attached to the
terminology of irrepressible anger. Therefore, by hearing pévog in this particular scene the
Homeric narrator brings the audience back to the start of the Iliad, but it returns with its
perspective fundamentally changed. After traversing the landscape of war and violence, the
audience encounters Book 22’s expression of rage with its experience transformed because the
visualization of this emotion is more nuanced.” In this way, pévog represents the completion of a
compositional ring of wrath. In other words, pévog is a culmination—a re-collection and re-
presentation of ufjvig as it is finally expressed in the battle between Hector and Achilles.

With Achilles’ anger firmly established, the Homeric narrator is now free to move the
listeners’ view away from the internal aspects of Achilles’ person to the more ostensible details
of Achilles’ armor. First, the Homeric rhapsode guides their gaze from Achilles’ torso to the
shield which he uses to protect himself (mp6cbev 6& chkog oTépvoto KdAvye KoAOV Saddreoy,
313-314). In the simplest terms, the mention of the shield only seems to indicate Achilles’ desire
to guard himself while he drives against Hector. But in actuality, the mention of the shield serves
a dual purpose because, in addition to being a description of Achilles’ charge against Hector, the
reference to Achilles’ shield is both a nod back to the ecphrasis in Book 18 and a preview of the
simile to come. At that time, the epic’s detailed description of the shield contained a number of

celestial bodies and constellations alongside scenes from everyday life. These cosmic features

%! Prier, 169. On the return to pfjvic, Prier writes, “the beginning words of the Iliad, ménin aeide, ‘Wrath,
sing,” gain a central significance from their formal, metrical placement. The lexical material lodged in the place of
most common colonic transfer introduces the point of eternal place (ménis) and the way (hodos) by which this return
must be accomplished throughout the creation of the bard and the audience: the act of singing (aeidein). It is in their
recognition of return to the Iliad’s central, protonarrative focus, a focus that loses its luster if looked upon as
thematic in the modern sense of that term but gains its proper power and definition if perceived as an experienced
phenomenological revelation. The lliad is, then, an archaic creation that returns to the recognition of Achilles’
wrath, not to, say, some modernly conceived ‘characterization’ of the heroes predicated on ‘force,’ in itself an
argument more psychophilosophical than linguistic. The phenomenology of wrath far exceeds an annotation of
character and plot. It must ultimately deal with the affective effect, the effective affect of language.”
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were a means to conveying a more expansive view of the world, but more importantly, these
details were indicators of Achilles’ inherent link to the gods. To be sure, this in itself is not
unique—many others can claim ties to the gods, directly or otherwise. What sets Achilles apart,
however, is the manner in which he is able to take advantage of that connection. Unlike others,
Achilles is able to call upon his mother who, in turn, is able to appeal directly to the Olympians
on her son’s behalf. Her connections to gods, such as Zeus and Hephaestus, instill Achilles with
a sense of divine credence.® Thus, whenever listeners encounter Achilles there is the feeling that
what he does—or does not do—carries more weight because his actions merit the support of at
least one of the gods. Additionally, in the examination of other parts of Achilles’ armor, the
Homeric narrator continues to enhance the association between Achilles and those representative
of the greater cosmos.

Following the mention of the shield, the epic narrator directs the audience to the features
of Achilles’ helmet (314-316). Just as others’ helmets inspired fear in those who looked upon
them, Achilles’ helmet nods forward and elicits otherworldly terror.*®* The Homeric narrator does
not evoke this fear through Achilles alone. Though Achilles is a fearsome warrior and a force to
be reckoned with, the fear which arises from seeing him and his armor comes about because the

light emanating from both is, as Prier states, “a séma.”** It is a symbol for the power of the gods

% Achilles’ ability to drive the gods to action for his benefit gives him a level of privilege unprecedented
among the heroes at Troy. Interestingly enough, this privilege, or entitlement, seems to act as a sort of mythological
recompense for losing the role he was meant to have, namely the subjugator and successor of Zeus. Because Zeus
devises a way to prevent Thetis’ child from continuing the cycle of divine sons overthrowing their divine fathers,
Achilles was denied his full potential. It is as Holway (2012), 20, states: “Zeus must honor Thetis’s son to
compensate her for exchanging superiority to Hera for the humiliation for the humiliation of mortal marriage. He
owes Achilles honor for accepting the loss of immortality and the kingship of the gods that Achilles would have
wrested from Zeus as Thetis’s divine son.”

% Prier, 52-53, explains how Achilles’ armor and even he himself radiate light which is characteristic of the
“other/that world.” This “other” or “that” encompasses what is projected at a viewer rather than what the viewer
himself gazes upon—it is the phenomenon of light emerging from an external source, namely the gods, whose
brilliance is meant to impress upon the viewer the fact that their power is overwhelming. This point will become
clearer ing}he subsequent discussion of the details of Achilles’ helmet.

Ibid, 52.
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projected upon the figure of Achilles.’® Therefore, when Hector and others see the bright gleam
of Achilles’ helmet in this scene, they are not only seeing him; they are seeing Achilles’ manic
rage augmented by the blinding, overwhelming force of the gods. There are layers of imagery at
work which propel Achilles’ power beyond that of mortal men. The effect of this layering is
terror compounded with awe—a brilliant manifestation of violent intent—or, as Prier states, it is
light which “creates an archetypal experience of war.”

Here, too, the epic presents a challenge—to see, or in the audience’s case, imagine the
overwhelming luminescence of Achilles’ armor. When the Homeric narrator describes the
helmet’s gleam, the audience endeavors to visualize Achilles, and it is successful to a point
because it can undoubtedly imagine Achilles’ bright armor. Yet, in spite of the relative ease with
which hearers envision his radiant helmet, the degree of brightness is what is difficult to
visualize. Since the narrator enhances the intensity of the armor’s gleam through Achilles’
connection to the gods, he asks listeners to grasp an image which is essentially too overwhelming
to be seen. That is to say, the narrator confronts auditors with a sort of light which is startling in
its divinity and devastating in its likeness to the sun.®” When the Homeric narrator first describes

Achilles charging through the plain (131-135), he strikes the mind’s eye with the severe glare of

Achilles’ helmet (apoi 6& yaAkog EAauneto gikelog oyl i} Tupog aibouévou i feriov aviovtog,

% There is also precedent for this is effect in Book 18. There, Athena enveloped Achilles’ head with golden
glow and augmented his voice to such an extent that the sight of him and the amplitude of his shouting drove terror
into both the Trojans and their horses (18.203-214).

% Prier, 52. Prier discusses the effects of light which is associated with Achilles” armor and highlights a
central attitude regarding Achilles’ armor. He states that when Achilles “presents his armor to Patroclus, he boasts
that the Trojans are so bold and successful because they do not see (leussousi) the front of his blazing helmet
(korythos...lampomenés) (11. 16.70-71)... Note here especially the staggering importance Achilles attributes to his
arms; their light holds sway over armies of men.” According to Prier, the luminescence of the armor seems to
represent the fear of violence which either stirs men to action or to flee. In terms of the gods, it appears that the light
they overlay onto Achilles is meant to be equally alluring and terrifying. One cannot help but try to gaze upon the
brilliance of Achilles/the gods even though one is likely to be completely consumed by it. Moreover, the mere
attempt to visualize this sort of light poses its own challenge. An explanation of this point follows shortly.

°" Ibid, 55. Here, Prier discusses the use of the term phaos and its cognates, phaeinos and phainein, and he
notes that these terms are most often used by Homer to denote the light of the sun.
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134-135) and tests the listeners’ ability to visualize the full vividness of the gods. They cannot
run or recoil from the sight of the combined powers of Achilles and the gods like Hector does
("Extopa &°, dg évonocev, £le tpopoc...pN 6¢ poPndeig, 136-137); there is no reprieve until the
Homeric narrator finally relents and eases the intensity of the imagery by turning to the features
of the horsehair crest. Thus, the details about the gleam of Achilles’ helmet here represents an
attack on an audience’s sense Of sight. What began with Achilles as a terrifying godlike figure of
unstoppable rage and power, the Homeric narrator augments when he drives listeners to imagine
the burning and blinding light which bounds off Achilles’ helmet. Surely, these details establish
Achilles” dominance in the coming battle, but the last image in the passage above truly
underscores the finality of Achilles’ supremacy through direct cosmic association.

After the epic narrator tempers the sun-like qualities of the helmet, a simile for Achilles is
introduced which presents the audience with the contrasting image of a night sky (olog 8’ dotip
glo1 PET’ AoTPAGL VOKTOG GpoAY® Eomepog, 0¢ KGAMGTOC 8V 0Vpavd Totatal dotp, 317-318).
Like Hector’s simile before, the audience begins this scene in movement. This motion, however,
is different and does not evoke the liveliness of nature. Instead, the motion that members of the
audience envision marks an immediate shift in perspective because the narrator asks them to
follow the trajectory of a star. Within this environment, the scene expands its scale rather than
compresses it. In that respect, everything that they imagined before—the act of predator against
prey and even the loudness of the Achilles’ armor—appropriately gives way to the intangibility
and deafening silence of the evening sky. And altogether, this skyscape seems to have little to
compare to Hector’s simile, but a glance back to the details of the eagle within it gives the

audience the link through which it can form a comparison.
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As Hector runs toward Achilles, the predatory eagle associated with him lends him an
especially threatening and powerful appearance. But, again, these heightened qualities only exist
as long as the imagery of Achilles’ current simile either matches or falls short of Hector’s.
Unfortunately, it is now possible to see that Hector lays his odds on an imposing eagle while
Achilles counters with an entire sky and a single, remarkable star (kGAMotog év ovpavd...actnp,
318). Indeed, the eagle is a menacing hunter, but its power is still curtailed because its abilities
fall under the domain of the sky. If this simile and Hector’s earlier simile is considered in terms
of space, or again as supplementary loci, the subservience of the eagle to the sky is clear. While
Hector’s locus would encompass the area in which an eagle hunts its prey, Achilles’ simile
would create a locus which extends to the furthest limits of the sky and anything within those
limits. The two loci would not be opposed to each other. Rather, Hector’s locus would exist
within the space of Achilles’ locus because Achilles’ imagery would completely envelop the
space taken up by the eagle.

The light portrayed in this simile also plays a part in emphasizing Achilles’ deadly
superiority. As noted above, his simile highlights the movement of a single, conspicuous star.
While it moves, this star is striking because its beauty far exceeds that of all the others
(kdAMotog, 318), and in terms of light, the star’s exceptional brilliance is the result of a
compression of images. What the audience had before—the elaborate shield and the dazzling
helmet—acted as implicit signs of violence. The simile, on the other hand, is explicit. Light
becomes violence at the edge of Achilles’ spear (¢ aiyuf|g anélaun’ evnkeoc, 319). It is a threat
which, in the transition from star to spear, has maintained its intensity and increased its
immediacy. The Homeric narrator may ground the stellar imagery of the simile by returning to

the spear, but through that process, listeners are prompted to realize that the light they formerly
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saw at a distance is, at present, all too close (Ayi\levg nahAev de€itepi), 319-320). The light
which began at Achilles’ shield has slowly grown to encircle other aspects of Achilles’ form
until it augments Achilles’ side of the locus violentus with the power of the stars.

From the ecphrasis of Book 18 to the duel between Achilles and Hector, all these images
have worked together to associate Achilles with notions that extend beyond the realm of men.*®
Regardless of the similarities between prior similes, Achilles, at present, is completely out of
reach. He is superhuman, akin to the cosmos, and Hector is ultimately no match for him in battle:

epovémv kakov “Extopt diw (320)
glcopdmv ypda Kardv, Omn eilele pdora.
10D 0¢& Kol GAAO TOGOV eV Exe YpOa. YAAKED TEHYEN
KaAd, T [Tatpoxioro Binv EvapiEe katoktig:
Poiveto 8’ N KAnideg am’ duwv avyéy’ Exovot
Aovkaviny, iva te yoyilg driotog GAebpoc: (325)
T P’ éml ol pepadt’ Elac’ Eyyet Slog Ayilede,
AvTIKPY O’ amaAoio U avyévos A8’ dxwkn:
o0d’ &p’ an’ aceapayov pelin taue yolkofapeta,
dopa i pv Tpotieinot ApelPouevog EMEEcoy.
fipute 8 €v koving: (330)

...intending evil for noble Hector,
and looking upon his beautiful skin for which part
was most possible [to strike]. Beautiful bronze
armor was holding so much of his other skin,
[armor] which after having killed [him], he stripped
from the strength of Patroclus; there appeared where
the collar bones keep the neck and throat away from
the shoulders, where the destruction of life is
quickest; there, having eagerly pressed upon him,
noble Achilles drove forth with his spear, and
straight on through his tender neck went the point;
there and then the ashen spear, heavy with bronze,
did not cut his throat, so that responding with words,
[Hector] might say something to him. And he fell
into the dust.... (22.320-330)

% Richardson, 137. In contrast to the straightforward simile attached to Hector, the elaborate description of
Achilles’ armor and the simile which refers to it emphasize Achilles’ superiority.
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Immediately after the simile, the narrator positions hearers directly in line with Achilles’ vantage
point. From here, they join Achilles as he readies his attack, and together they look for a
vulnerable place to strike. In the middle of their search the listeners get a glimpse of Hector’s
skin, and suddenly it is surprising to hear the narrator describe it as beautiful.*® Kaxoév (320)
unexpectedly becomes ypoa kaAdv (321), and Achilles’ violent intentions momentarily give way
to a consideration of Hector’s beauty. Even as wrath drives Achilles to strike and destroy, his
sight and proximity compel him to admire the skin he is about to pierce. In this way, violence
and beauty are given the time to coexist and comingle within the mind of Achilles and that of the
audience. With such a confluence of ideas, the confrontation between the two warriors is
suddenly jarring—the epic rhapsode seems to give the audience a reprieve precisely when the
decisive act of violence appears most imminent—»but a closer look at the juxtaposition reveals
how Achilles uses the idea of beauty to exact an even more terrible form of violence.

After commenting on Hector’s beautiful skin, the narrator pulls away and turns to the
armor Hector is wearing. This, too, is beautiful—it is ydikea tedyea kara (322-323)—and
immediately the repetition of kaAdg would seem to indicate that the rhapsode wants listeners to
continue examining the aesthetic aspects of the scene, but the armor itself is a hindrance because
it is also a reminder. In simplest terms, the armor signifies war and the present duel, but more
than this, its presence prompts the audience to recall Patroclus as its former owner. This fact
steers hearers back on the course of violence because it forces them to return to his death which,
in turn, compels them to remember the source of Achilles’ anger. Wrath re-emerges, and the
Homeric narrator also returns the audience to the aim of it, namely xaxog. It is no coincidence

that the rhapsode describes Patroclus’ death with the participle kotoktdg (323). Throughout all

% peponi (2012), 6-9. Here, Peponi describes the effects of the aural components of narratives. From her
perspective, these components share a strong connection to the concepts of beauty and pleasure which are prevalent
in the above passage.
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of these lines, the epic presents a succession of sounds which evoke the sound of kakd6g. Even
though this term is left behind to visualize imagery which reflects the meaning of xaiodg, the
repetition of kaAdg and other words create a circuit of consonantal sounds which implicitly retain
the presence of kaxog in the passage. As the rhapsode narrates this passage he embeds kako6g in
the utterance of other words so that it is subliminally present in the scene. Thus, kakdg remains
the goal. Achilles never strays from it, but the audience, on the other hand, loses sight of this for
a short time because the Homeric narrator successfully lures it away to focus on the beauty of
Hector and the armor he is wearing. Charmed and placated by their appearance, the audience
stares aimlessly until Achilles finally discovers the weakest point on Hector’s body (paiveto &’ 1y
KMideg am’ dpov avyév’ Exovot Aavkaviny, tva te yoyfic dkiotog Shebpoc, 324-325). Then it
returns its full attention to the task at hand.

Now that the Homeric narrator resets the narratees’ perspectives, they can visualize the
angle of Hector’s neck, and through the rhapsode’s precise description of it in lines 324-325, the
audience can expect that Achilles only needs a single strike there to immediately end Hector’s
life.2%° But it is not enough for the strike to come quickly if the audience cannot envision the
brutality of Achilles’ rage. The violence Achilles inflicts must be prolonged so far that members
of the audience can imagine the details occurring with a heightened sense of anger.
Consequently, when they visualize the spear point pierce all the way through Hector’s neck, the
narrator also gives them an interior view of the wound. The spear does not sever Hector’s throat
(dopdapayov, 328), and the Homeric rhapsode tells listeners that it remains intact so that Hector

can speak to Achilles again. At once, the audience can see that the rhapsode plans to extend the

199 Richardson, 139. On a different note, Richardson notes the “assonance of initial alphas” in line 327.
Like the earlier lines which had a prevalence of the letters kappa and chi to signal the presence of kaxéc, the
frequency of alphas could act as an audible nod to the sounds of mourning. Further research would have to be done,
however, to make a more definitive statement.
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very things it expected to occur quickly—both the violence of the wound and Hector’s death will
be mercilessly delayed.

When Hector falls to the ground, the epic’s listeners get a further glimpse at the level of
Achilles’ hatred. Hector pleads for a proper burial, but Achilles rejects him outright and instead
proclaims that he would rather carve into Hector’s body and eat his flesh raw (ol yép mwg avtov
He pévog kol Bupdg v G dmotapvopevov kpéa Edpevar, 346-347).°! He also condemns
Hector’s body to be eaten by dogs and large birds (kdveg te kai oimvoi katd mavto ddoovtal,
354)'%? and refuses to let his parents have his body (349-353). Since Achilles has already
wounded Hector physically, he proceeds to harm Hector verbally, and the images the audience
receives through Achilles’ imprecations are especially graphic because they depict things which
are contrary to custom.'® Unlike Book 7, which shows the Achaeans and the Trojans
establishing a truce in order to retrieve their dead companions, Achilles defies convention to
torment and increase Hector’s agony. If there is any solace for the audience in Achilles’ words it
is in the fact that they remain threats. This changes, however, as soon as Hector’s dies.

Even as Hector lies dead on the ground and the duel comes to an end, the Homeric
narrator maintains the listeners’ view on Achilles. They watch as Achilles strips the armor off of

Hector’s corpse (367-369), and they stay with him when the other Achaeans rush to join him

101 Segal (1971), 38. Segal believes these lines are the “most savage utterances in the poem.” They
emphasize Achilles’ lack of restraint and act as verbal precursors to the “physical” expression of savagery.

192 Richardson, 141. The summary of these lines notes that Achilles’ rejection of Hector’s requests gains
vehemence through the use of gutturals in this line. This perhaps is a continuation of the aural signifiers examined
earlier.

103 Segal, 14. Segal offers an example from the Odyssey which is comparable to the scene here. Near the
end of the epic, the suitors threaten to allow dogs or vultures to “eat the corpse of Eumaeus (21.363-4) or Odysseus
(22.30),” and as Segal notes, “both cases these threats of mutilation are expressive of the lawlessness of the suitors
at the very point when they are about to pay the penalty for their reckless violation of established sanctions.” In this
scene, Achilles is guilty of the same violation on a more extreme level because he compounds his initial crime by
actually committing violence against Hector’s corpse. For a view on the overturning of biological norms, cf. n. 79
and also Garcia’s treatment of bodily decay on pages 65-94. Garcia’s comments about the abuse and restoration of
Hector’s corpse (90-91) is especially useful as well since they relate to the actions and frustrations of Achilles.
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(369-371). Together, the epic listeners and the Achaeans gaze at Hector’s corpse,'® and while
they are doing this, the narrator draws out another stark contrast. He places the marvel of
Hector’s stature and wonderful beauty alongside the Achaeans’ callously indifferent stabs and
their mocking tones (370-374). Their actions reflect the mentality of a “low mob” which greatly
contrasts with the beauty and heroism evoked by Hector’s death.'® But more so, their deeds
remind the audience of the coming onslaught of Achilles’ final act of violence. Achilles, as the
embodiment of wrath, still demands satisfaction, and as such, the Homeric rhapsode forces the

audience to proceed and see beauty as the catalyst which drives Achilles to a greater form of

violence in the mutilation of Hector’s corpse:'*®

"H pa, kai “Extopa Siov detcéa uideto Epya. (395)
ARPOTEP®V HETOMIGHE TOODV TETPNVE TEVOVTE
€6 oQUPOV K TTTEPVNG, Podovg & é&fimTey pavTag,
€K dlppoto &’ Edmoe, kapmn 0’ ElkecOou Eocev:
€G dlppov 6’ avafac ava te Khuta Tevye’ delpag
naoTiEEY P’ ENdav, To 6’ ovk dékovte Tetéatny. (400)
100 & v EAkopévoro kovicaAoc, dpel 8& yoiton

KLAvVEUL TTVOVTO, KapN O’ dmav €v kovinot
KEITo Tapog yopiev:

Thus [Achilles] spoke, and he was planning
shameful deeds for godlike Hector. He pierced the
tendons of both feet from behind, from his ankle to

104 peponi, 19. According to Peponi, stillness and silence mark a clear-cut response to beauty. Here, the
Achaeans are taken aback by Hector’s appearance, so for a moment their reactions act as aesthetic and narrative
cues. These sorts are highly significant to the reception of the locus, a point which is argued later in the discussion of
the roles of Priam, Hecuba and Andromache.

1% Richardson, 144.

1% Vernant, 62-63. “While the warrior is alive, his youth appears primarily in vigor (bié), strength (kratos),
and endurance (alke); when he has become a weak, lifeless corpse, the glow of his youth persists in the
extraordinary beauty of his body... After being the subject of and medium for various actions, more or less
spontaneous, [the corpse] has become wholly an object for others. Above all, it is an object of contemplation, a
visual spectacle...this is truly Patroklos, and this Hektor.” It is important to note that Hector’s “beautiful death” is an
affront to Achilles as long as Patroclus remains unavenged. For this reason, Achilles reminds the Achaeans that
Patroclus remains unwept and unburied (&xAioavtog &0omtog Tatpoxhog, 386-387). Moreover, there is an explicit and
implicit layering of imagery in Achilles’ statement. Explicitly, the Homeric narrator uses a repetition of phrases to
link the duel between Hector and Patroclus with the duel between Hector and Achilles. This parallel then contributes
to the complexity notion of ownership concerning Achilles’ first set of armor—Patroclus fights Hector while
wearing Achilles’ armor and later, Hector wears the same armor to battle Achilles. The epic rhapsode conspicuously
intertwines the images of these three warriors so that one is always seen in terms of the others.
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his heel, and he was fastening [them] to ox-hide
straps; then he was tying [them] to his chariot, and
he allowed [Hector’s] head to be dragged; and
mounting his chariot and raising up the glorious
armor, he then whipped into motion [his team],
both willing to rush off. There was a cloud of dust
from [Hector] as he was dragged, and on both sides
his dark hair was being spread out, and his entire
head, formerly beautiful, was lying in the dust.
(22.395-403)

As Achilles looks back to Hector’s body, his thoughts return to violence. From the
perspective of the audience, this is not new, but because Hector is clearly dead, the Homeric
narrator treats this turn to violence differently. Achilles’ intentions were kokdg, but his actions

107

are now shameful (éewcéa, 395)." The Homeric narrator shifts listeners’ view from threats and

stationary observations to rapidly paced deeds of violence, and for this reason, they quickly
move away from the language of intent (uideto, 395) into a “concrete and dramatic”*® space
overtaken by Achilles’ vengeful acts. To start, the audience sees Achilles cut into Hector’s feet.
The listeners follow the course of the incision through and then up from Hector’s heel to his
ankle (396-398). With each detail, the rhapsode is precise, and audience members can envision
the damage being done, but up to this point, it is not apparent what they are observing. Next, the
narrator describes the leather straps and the way Achilles attaches Hector’s feet to the end of his
chariot (Boéovg &’ é&fjmtev pdvtag, £k dippoto &’ Ednoe, 397-398). With this addition, the
audience begins to understand the sort of brutality Achilles plans for Hector’s corpse, and it is

able to realize that the narration of this scene is developing in a completely different way. Rather

197 Richardson, 147. The commentary refers to the scholia for this word and offers two interpretations for
its use. In each it is difficult to ascertain whether the Homeric narrator is attempting to condemn Achilles’ actions on
moral grounds. This idea, of course, is the central theme of Segal’s work, and still has no definitive answer.
Regardless of what it may be, it is important to use this word as a way to contrast it with his previous use of kakog
and with other terms used to qualitatively describe violent acts.

198 Segal, 34. Here, Segal rightly illustrates the importance of foreboding threats. Once there is a
preliminary image threatening future violence, or the results of impending violence, the Homeric narrator brings “us
a degree closer to the reality of the agony inflicted on the victims.” Likewise, Achilles’ threats of violence to
Hector’s corpse become exceedingly terrifying when they are fulfilled.
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than proceed with each action as it happens, this scene unfolds having already been imagined.
Because what is happening has been planned by Achilles, the epic rhapsode does not narrate
Hector’ mutilation but reveal it. Thus, aforementioned details have gradually uncovered the
presence of an implicit locus, and through this form, the narrator has been able to evoke the
terror of violence without the bloodshed the audience would expect. He has shown violence in its
cruelest form, violence which emerges as mutilation from sheer malice against an inactive

opponent.

Internal Spectators of the Locus Violentus
After Achilles drags Hector’s body away, the Homeric narrator composes a scene in

which the spectators’ response to the battle and the locus contribute to the overall effect of
violence. As mentioned earlier, the reactions others have to the space of the locus is significant
because they provide narrative cues for the audience at large. These responses are almost purely
emotive, and as a consequence of that quality, members of the audience may see themselves
represented in the narrative if characters confirm their responses with those of their own. The
visceral association between listeners and the internal viewers is accordingly enhanced as
emotions are reduplicated within the epic itself. This connection can be seen at work in Book 22
when the observers on the ramparts of Troy respond to the death of Hector:

"Q¢ 10D pev kekdviro kapn dmav: fj 8¢ vo ufnp (405)

T{iAAE KOUNV, Ao O€ Mmapnv Epprye KOAOTTPNV

AOGE, KOKVoEV 0¢ pdAa péyo Toid’ Ec1dodoa

dumev &’ ghegva motnp eilog, apei 0¢ Aaoi

KOKLTO T° €(yovto kol oipmyt] Katd dotv.

@ 0& pdAot’ Gp’ Env évoliykiov og &t droaoca (410)

"TMog 0ppvodecsa Tupl opidyotto kat’ dKpng.

And so, [Hector’s] entire head had been covered
with dust; his mother was tearing her hair, and she
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cast her brilliant veil far off and shrieked

exceedingly loudly as she saw her son; his dear

father piteously wailed aloud, and all around the

people were bearing with the wailing and

lamentation throughout the city. In this way it was

most similar as if all of beetling Troy were

smoldering from above with fire. (22.405-411)
In these moments, the audience is able to see how what the epic narrator once described as
beautiful is, in death, gradually succumbing to the effects of violence. Just as the brilliance of
Hector’s head is lost in the dust, the beauty of Hecuba’s veil is lost because its splendor means
nothing in the context of Hector’s death. Therefore, Hecuba casts it off at the sight of him (a0

199 and in doing so, she indicates not only her

8¢ Mmapnv Epprye KaldTTpny thAdoe, 406-407),
hopelessness at the loss of Hector but the hopelessness of Troy as well."*° Adding to the
desolation of her gesture is the mention of her familial bond with Hector—he is explicitly
identified as her son (naid’, 407). This detail would typically, and momentarily, unite the two
figures in the audience’s mind, but the reality of scene sets far more space between them.

The moment Hecuba throws her veil far off (tnAdce, 407), the narrator signals back to the
physical distance between her and Hector. In this newly expanded space the rhapsode’s focus
turns away from Hector. An6 (406), apart from indicating the place from which the veil was
taken, seems to direct the audience to abandon the sight of Hector because the loudness of
Hecuba’s cries suddenly compels it to gaze back in her direction. With this in mind, the use of

the phrase kdxvoev 6& paia péya (407) transitions the scene into a space of sound, and when

Priam joins Hecuba in her lamentations (duméev 8’ élesva matnp eikog, 408), they augment the

109 Segal, 17. Segal argues that the Homeric narrator places Hector’s death away from the view of Priam
and Hecuba as a way to spare them “the grisly details of mutilation.” It seems, however, that Hecuba sees Hector’s
body at once since the epic follows the image of Achilles binding Hector’s feet immediately before this. It does not
appear that Achilles had to drag Hector’s corpse far for his parents to see what transpired. The idea of Hector
fighting within view of his parents would seem to make his death more tragic because it would emphasize their
overall helplessness in the matter.

9 Richardson, 150. His commentary on lines 407-409 notes that “the repetition of nouns in 409, after the
verbs in 407-8, and the spondaic hemistich, add to the mournful effect.”
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scene’s aural component further. Moreover, he and Hecuba introduce a new bond—as parents
and man and wife—to replace the one lost between Hector and Hecuba. The space they now
inhabit is filled with groaning and sorrow, and because of their royal status, their grief becomes
the grief of the Trojan people (Guei 8¢ Aaol kokvtd T° €lyovTo Kol oipwyT| katd dotv, 408-
409)."* As Priam and Hecuba affect more and more people, they create a chain of sound whose
sole purpose is to announce Hector’s death to his wife, Andromache.

Once the sorrowful news reaches Andromache, her reaction is immediately frantic and
belies a more hopeful result:

Q¢ papévn peydpoto diéoovto povaot ion (460)
moAlopévn kpadinv: dupa &’ dupgirolot kiov adTh
adTap mel Topyov te Kol dvSpdv iev Spihov
€otn momtNvac’ €Ml TelyEl, TOV 08 vonoev
EAKOpevoV TpOchey mOMOG: Tayéeg O€ pv inmot
EAKOV AKNOE0TMG KOTANG €l vijag Ayoudv. (465)
TV 0 Kat’ 0pOaApdV EpePevvi) VOE EKGAvYEY,
fpure 8’ €€omicm, AmO O YuynV EKATVOOE.

ThHAE &’ amo KpatOg PAAe décpaTa OIyaAdOEVTA,
dumoKo KeKpOEOAOV T€ 10€ TAEKTNV dvadéouny
KpNoepuvov 0°, 6 pa ol ddke ypvoty Appoditn (470)
Aot T@ 6te Py kopvbaiolog Nydyed’ "Extwp
€k dopov ‘Hetimvog, énel mope popia E6va.

And so speaking, she was darting through the hall
quivering in her heart like a madwoman; and at once
her attendants were going along with her.
Nevertheless when she came to the tower and the
crowd of men, she stood upon the wall looking
around, and she understood that he was being
dragged before the city: the swift horses were
dragging him ruthlessly toward the hollow ships
of the Achaeans. Gloomy night covered her over
her eyes, and she fell backwards and breathed out
her spirit. Far off from her head she cast her

11 Richardson, 150. In addition to the aural components of the passage, it is important to note Richardson’s
remarks on the “untypical language” of line 411. He believes this unique line augments the solemnity of the Trojans’
lament which, in turn, makes it more memorable. Moreover, he cites Bowra who comments on the effects of the
word oppuvodecca, stating that the epithet “not only conveys a vivid impression of Troy on its ridge overlooking the
plain but helps by contrast to strengthen the note of menace in its coming doom.”
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glittering headdress, the frontlet, the netting and

both the plaited band and the veil which golden

Aphrodite gave her on that day when Hector with

the glancing helm led her from the house of Eetion,

when he gave [her] countless wedding gifts.

(22.460-472)
When Andromache is walking toward the walls of the city, the sounds emanating from people
outside are echoed in the quivering of her heart (raAlopévn kpadinv, 461). Her rapid pulse
becomes the pace at which the audience can envision her movements through the palace. The
listeners move along with her, just as her attendants do (aueirolot kiov avtij, 461), and all
together they imbue the loud atmosphere of the scene with frenzied tension until she finally
reaches the walls and comprehends what the audience already knows—Hector is dead. Despite
having heard the wailing of others nearby, she fears the worst but does not wholly believe
because she herself has not seen Hector die.*'? The chain of audible wailing does not have an
effect until Andromache returns to the walls and the audience joins Andromache and looks over
the wall.
As soon as Andromache witnesses Hector’s mutilation, the scene seems to grow silent.

There is no somber wailing or movement within the city, but there are Achilles’ movements
beyond the city walls. While he continues to enact the savage defilement of Hector’s corpse, his
actions show Andromache the horrible and ruthless visual proof of Hector’s fate."™* Like the
people of Troy, the audience is prompted to await Andromache’s reaction, understanding what

the expected response appears to be because of Hecuba, Priam and other Trojans’ previous

lamentations. Surprisingly, the epic rhapsode does not describe what Andromache sees but

12 Richardson, 156. Richardson’s commentary on line 463 quotes the scholia (bT) which states, “it is well
observed that she [Hecuba] does not ask the truth of others: it is the mark of an agitated spirit to want to be an
eyewitness.”

'3 |bid. The commentary on lines 464-465 takes the repetition of éAkopevov... Elkov as explicit evidence
of the “horror of the sight.”
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rather, the gloomy night which envelops Andromache’s eyes (v 8¢ kat’ 0QOaANDY EpePevvi)
v ékahvyev, 466). In this moment, the unexpected onset of darkness seems akin to turning
one’s gaze from something abhorrent. The Homeric narrator seems, if only for a passing
moment, to mercifully turn the audience’s view away from Hector’s corpse, while Andromache
unfortunately has no choice but to feel the brunt of what she has seen.

Similar to Hecuba, Andromache’s final act involves the tossing of a headdress (468-475).
In Andromache’s case, however, the Homeric rhapsode uses this action to relay an anecdote to
the audience. Once Andromache faints and she casts off her headdress, the narrator describes
each part of it as if flies through the air. With each detail, the headpiece does not appear to retain
its shape but rather, to separate and come apart. The frontlet (&unvka, 469), netting
(kexpO@ardv, 469), plaited band (miextyv avadéounv, 469) and veil (kprdeuvov, 470) all fall,
and as they do, they travel forward in time. But conversely, the scene which follows gradually
moves backward in time since the epic gives the audience a glimpse of the joyous beginning of
Hector and Andromache’s marriage (fjpatt t@ éte piv kopvbaiodog ydyed’ “Extop €k 660
‘Hetiwvog, 471-472). There, the headdress represented their union and the start of Andromache’s
life under Hector’s care. Here, the casting of the headdress represents loss and the downturn of
fate—Andromache’s acknowledgement her marriage’s end and, by extension, her life as a free
woman.'*

Therefore, the radiance of Andromache’s headdress acts as the crux which holds the

entire scene together. Its presence mirrors not only the brilliance of the goddess Aphrodite and

14 Kardulias (2001), 29-30. Kardulias discusses the importance of clothing as social signals which denote
status, gender, class, age, etc. In terms of Homeric society, the veil was an important symbol of “intactness” and in
the case of women, chastity. Therefore, the casting off of a veil represented not only general destruction but the loss
of women’s aidd¢. In the above passage, both ideas are represented by the fact that several things are broken or are
in danger of being destroyed (Priam and Hecuba’s family, Andromache’s family, the city of Troy) and the loss of
women’s propriety is imminent since Hecuba and Andromache will soon become spoils of war.
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the gleam of Hector’s helmet, but it also recalls the shine of Hecuba’s veil
(Mmopnv...kaAotpny, 406) and the befouling of Hector’s head (405). It stands as the point of
transition,"*> marking the moment when a more idealized view of the past becomes the
recognition of the tragic, realized present—when Aphrodite’s luminosity transforms into the
mournful gleam of Hecuba’s falling veil, or when the image of Hector’s shining helmet is
exchanged for the view of his head sullied with dirt. Each juxtaposition heightens the contrast of
these images which, in turn, amplifies the effect of the violence inflicted upon Hector. In other
words, all the preceding comparisons magnify Hecuba’s sorrow and the savagery of Achilles’
treatment of Hector’s body until the point crystallizes when the audience sees the anecdote about
their budding marriage ironically become the horrible sight of Hector being led away behind
Achilles’ chariot.

Along with the “civilian” response to the locus, the epic offers yet another group of
internal spectators—the Olympian gods. They play a special role in the narrative because they
are not burdened by the lack of knowledge. They are omniscient and ever-present, and more so
than their mortal counterparts, their presence in the epic offers a supplement to the epic
rhapsode’s narration. To illustrate, consider the opening moments of Book 5. As the book begins,
Athena marks Diomedes as her chosen hero and sets his aristeia into motion (1-8). While he
charges into battle, she turns to Ares, her compatriot in all martial matters:

atop yAavk®dmg AOnvn
XEPOG EModo’ énéecot mpoonvda Bodpov Apna- (30)
Apec Apeg PpoTororye LOQOVE TEYECITATITA

ovK av on Tpdoag pev Edcaey kol Ayoiovg
napvacd’, OTmotépolot Tatnp Zevg KDO0G OpEEN,

15 McCoy (2013), 27-28. On these pages, McCoy discusses the liminality of a corpse before burial and the
liminality of the mourners as they see said corpse. While the corpse is in between the stages of life and death, the
mourners are in between memorializing the deceased (that is, remembering the past) and eventually moving forward
with life. Unfortunately for Hector’s family, “moving forward with life” means a life of servitude, or for Priam,
looming death.
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vt 08 yolopesta, Adg 6’ dredpeda pfviv;

Q¢ gimoboa paymg e€nyaye Bodpov Apna- (35)

TOV p&v Encrta kabeioev € NIOEVTL ZKOUAVIP®,

Tpdog 6’ EkAvav Aavaoi-

...nevertheless bright-eyed

Athena, grasping his hand, addressed furious Ares

with the words, “Ares! Ares, bane of men,

bloodthirsty stormer of cities, should we not allow

the Trojans and the Achaeans to fight, whichever

of the two father Zeus would give glory, and draw

back and avoid the wrath of Zeus?” Having spoken

thus, she led furious Ares away from the battle; then

she sat Ares down upon the high-banked

Scamander, and the Danaans turned the Trojans....

(5.29-37)

Throughout Book 5, gods such as Apollo and Aphrodite have been part of the battle (431-518
and 297-351, respectively), but Athena in particular has had a definite impact on what has
happened. She is instrumental to Diomedes’ current rout of the Trojans, but more so, she is a
significant player in this scene because her point of view contrasts with that of the mortal figures
around her. Whereas people like Andromache and the men on sidelines of the battle feel terror at
acts of violence, Athena is not surprised or shocked by them. Instead, she calmly addresses Ares,
another god participating in the battle, and convinces him to stay out of the fray ("Qg inodoa
naymg é€nyaye Bodpov Apna, 35). Before she takes him away, however, Ares seems intent on
relishing everything that has just happened in the battle. Every epithet Athena uses to describe
him shows Ares’ penchant for destruction (Bpotolorye pongove terygecimhiiita, 3 1).1° But in

spite of his proclivities, Athena convincingly lures Ares away by offering him a way to

participate without incurring the wrath of Zeus—he can watch.

18 Kirk, 56-57. Kirk, while commenting on Athena’s appeal to Ares, mentions that Ares “would enjoy the
savage epithets.” Furthermore, Kirk supports the idea of the gods’ aloof view of violence by noting the “partly
comical” and “almost obsequious” nature of Athena’s address to Ares.
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As Athena leads Ares away and sits him down near the banks of the Scamander (tov pév

17 the epic narrator provides another group of

gnerta kabeioey €n” Midevtt Tkoudvopm, 36),
spectators for the locus. The pair’s view is detached and has little investment in the people
fighting in the battle. The viewpoint of the gods is distinct because they possess no fear of death.

18 their wounds are

Even though they may suffer bodily harm, as Aphrodite does so later,
momentary annoyances which are immediately relieved. And although the gods choose certain
men to be their champions, they do not mourn the same way mortals do when they die. Their
concern only extends as far as the chosen mortal’s interests align with their own. Because of this,
Athena and Ares become interested, yet distant observers. In this way, they are similar to the
epic narrator in that they have a vested interest in the observation of violent acts. The Homeric
narrator, despite his physical and temporal distance from the narrative, strives to make the
audience visualize or “observe” violence as much as possible because visualization leads to an
acute visceral response. He comments on what the gods and mortals have seen, but it is the gods’
perspective that provides the most uninhibited view of violence. They are able to observe all
aspects of the battle, and thus, they confer the most complementary view for the epic narrator’s
commentary.

Athena and Ares’ roles as involved, but separate observers of violence call to mind
another figure whose function is almost completely defined by his ability to observe—the tragic

messenger.'*® In tragedy, the messenger speech is almost exclusively reserved for the description

of violent acts. Violence rarely occurs onstage, and as such, the messenger is responsible for

Y7 Kirk, 57. Yet another example of the gods’ detachment from the violence occurring around them comes
in the form of Athena sitting Ares down by the Scamander and Ares allowing himself to be led away and sat down.
Kirk says these two things creates a scene which “is surely humorous.”

18 gpecifically, 5.335-342.

119 Barrett (2002), 98. As Barrett notes, there is “no ‘pure’ messenger” but rather a figure which takes up
the “conventional” characteristics of a messenger in his speech acts. Therefore, the term “messenger” above is used
in a more general sense to designate a character who announces and describes acts of violence without necessarily
having the title of messenger/herald.
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forming the tragic version of the locus. Through it, he offers the tragic audience the opportunity
to experience tragic violence through the visualization of the details he provides. Similar to
Athena and Ares, the messenger stands aside but is present during a violent event. His
involvement is largely defined by his ability to be present for every aspect of the violent act. As a
result of this, the messenger also takes a role which is similar to that of the epic narrator because
his description of the violent scene has to include as many details as possible in order to help
others get a better sense of how violence is committed. Therefore, the messenger of tragedy takes
the most important aspects of the epic narrator and an internal viewer and combines them in a
way to present the most vividly violent scene possible. Consequently, whenever the epic
rhapsode offers an internal spectator/narrator, he is supplying a model for description, or a meta-
narrator, through which an audience can take cues and better envision the details of the scene,

violent or otherwise.

Conclusion

In each of these selections, the Homeric narrator shows that violence is not simply an
aspect of an epic about war. Violence is the medium through which the Iliad affects its listeners.
It is the idea which tests an audience’s resolve as it forces listeners to come into close,
imaginative contact with the chaos of war. But even as it challenges listeners, violence is also the
thing which enriches their experience of the narrative because it fully involves them in the
creative (and destructive) process. During moments of violence, the narrator asks his narratees to
have the utmost focus and to actively visualize images which emphasize death and annihilation.
This is an imaginatively involved process which requires its own space to be fully immersive. As

discussed above, the locus violentus is that very space. It is the space in which the words of epic
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transform into cognitive actions which produce an effect on both the figures within the narrative
and the audience as well. In the following chapters, | explain how this process continues to occur
as the locus violentus supersedes the boundaries of genre. Within tragedy, the locus violentus is

the source of its dramatic force. It is its climax and its most horrific aspect.
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Communing with the Dead: the Locus Violentus in Tragedy

Earlier, | emphasized the development of the locus violentus via an analysis of epic
attributes, and | measured its effectiveness by examining specific battle scenes. This chapter
continues in a similar vein but does so through an analysis of the characteristics in tragedy.
Overall, the qualities which produce the tragic version of the locus are not drastically different
from those of its epic counterpart—uviolence in tragedy preserves a sense of challenge and allure
in its presentation, and it continues to construct its own narrative spaces. But these narrative
spaces have elements which are both cognitive and physical. They are the products of significant
advances which affect the form and function of the locus, and so, they necessitate their own
study, separate from epic. To begin, | provide the defining characteristics of the tragic locus
violentus. There are five main pillars which constitute the essential characteristics of the tragic
locus, namely a physical act of violence which results in the injury or death of a tragic figure, a
site which isolates the figure or figures involved in the execution of violence, and a narrative
which details the elements of the violent deed through visualization and the use of suspense.
Besides these attributes, the locus may also include other, supplementary characteristics to
augment the delineation of a violent event. These are: similes, metaphors and the presentation of
the victim.

Given the essential and supplementary characteristics of the locus violentus, it is
beneficial to explain how these characteristics are employed within tragedy at large. In the
sections that follow, the examination of each characteristic begins with a brief overview of the
trait within the genre and then moves to that characteristic’s function specifically within the

locus. At this point, | analyze various scenes of physical violence from across the extant tragic
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corpus in order to illustrate their contribution to the development of the locus. Some plays, such
as Sophocles’ Oedipus and Aeschylus’ Agamemnon, appear in more than one section, and others,
such as Euripides’ Heracles, appear only once, but the number of appearances (or lack thereof)
should in no way indicate the significance of one scene over another. That said, in light of
Chapter 1 and the constant interplay between epic and tragedy, particular attention is paid to
those tragedies which exemplify the link between these two genres.

The establishment of this criterion is useful because allows me to highlight the
development of the locus in the transition between the two genres, and in particular, it helps me
focus on the ways in which tragedy chooses to reconstruct epic characters and storylines.
Furthermore, because Chapter 1 was exclusively a treatment of the Iliad and very few plays’ deal
with the affairs laid out in the Odyssey, my discussion favors plays whose source material is
Iliadic, meaning | focus on tragedies whose characters and plot have direct links to the events in
the Iliad. This does not mean to suggest that the material of these plays consists of narrative
episodes referenced only in the epic but rather, that they relate to circumstances that are
chronologically proximal to the events of the Trojan War.

The sacrifice of Iphigeneia represents an appropriate starting point for this timeline since
it is one of the most significant events leading up to the Achaean fleet reaching the shores of
Troy, and the death of Agamemnon serves as the culminating Iliadic event because it portrays

the definitive end of the conflict through the hero’s nostos.? With this in mind, the Iliadic plays

! The only play with an explicit reference to the events of the Odyssey is Euripides’ satyr play, Cyclops,
which due to its genre is naturally not included in this study. Other plays are tangentially related to the Odyssey
either through the inclusion of Odysseus as one of the dramatis personae or by oblique references to specific scenes
in the epic. Lowe (2000), location 2309, for instance, argues that Sophocles’ Trachiniae employs “an Odyssean
narrative template” in its characterization of Deianeira and Hyllus.

2 Although the Mycenaean queen, Clytemnestra, can be considered an lliadic figure, her death at the hands
of her children, Electra and Orestes, represents an inherent generational, and so temporal, shift. The rationale behind
her death has less to do with the Trojan War and more to do with “contemporary” (read: 5™ century BCE)
considerations regarding revenge and the establishment of the Athenian judicial system. Consequently, Sophocles’
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are the following: Aeschylus’ Agamemnon, Sophocles’ Ajax and Philoctetes, and Euripides’
Hecuba, Helen, Iphigeneia at Aulis, and Trojan Women. These plays feature prominently in the
examination of the locus’ characteristics, and at the end of the chapter, these plays set the
parameters by which | establish the tragedy with the least cognitively engaging form of the locus

and the tragedy with the most cognitively engaging form of the concept.

The Essential Characteristics of the Tragic Locus Violentus

Violence

Violence, as a formal concept, changes very little in the transition from epic to tragedy. It
continues to be the product of conflict and continues to result, more often than not, in one
character inflicting bodily harm upon another. The emergence of this concept, however, differs
between the genres because the situations reflected in each are largely distinct. For instance,
scenes of violence within epic typically ensue to highlight the innate physical prowess of heroes.
Achilles and Hector in the Iliad commit acts of violence as a demonstration of their martial
abilities, while Odysseus in the Odyssey inflicts violence as a means of establishing or restoring
his heroic stature, as in the raids against the Cicones in Book 9 and the slaughter of the suitors in
Book 22, or for the sake of survival, as in the blinding of Polyphemus in Book 9. Furthermore,
the characters committing violence against one another usually have no pre-existing relationship

but are often compelled to such acts because of considerations for war or some other overarching

and Euripides’ Electra plays and Euripides’ Orestes and Iphigeneia in Tauris are excluded from the list of tragedies
above. Furthermore, despite having a number of Iliadic players, Euripides’ Andromache is several years removed
from the events of the lliad, and the violence which occurs within its plot places focus on Orestes once again.
Therefore, it, too, is omitted from the selection of plays.
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circumstance.® Hence, external forces justify epic deeds of violence; there is a set framework
within the epic storyline which calls for the frequent execution of violent acts.

Conversely, violence in tragedy does not necessarily emphasize the physical strength or
prowess of the characters inflicting it. Instead, the central concern surrounding tragic violence is
not only how a character commits it but why he commits it as well.* The messenger appearing
near the end of Oedipus (1237-1284 and 1286-1296), for example, comes in to tell the audience
about the death of the Theban queen, Jocasta, and the gruesome self-blinding of the Theban king,
Oedipus, and among the details he provides his audience is the rationale behind both of their
acts. Jocasta, he states, commits suicide out of the shameful realization that her current husband
is not only her first husband’s killer but also her son (yodto 8’ gdvdg, &vBa dvotnvog dumhodc €&
avopoOg avopa kai Tékv’ €k Tékvav Tékot, 1249-1250), while Oedipus chooses to gouge out his
own eyes because he now understands his dual crimes of murder and incest (&pog éroicev GpOpa.
6V 00Tod KOKAV, add@V To10d0’, 6000vek’ 0VK dyotvtd viv obf’ ol Emacyev ob0’ Omoi” Edpa.
kakd, 1270-1272). With the inclusion of these details, the messenger augments the impact of
Jocasta’s and Oedipus’ actions since he is able to describe why violence becomes their only
recourse to relieving their changing circumstances. He is able to delineate how both characters’
fates have turned for the worse and why the extent of that turn leads them, respectively, to death

and self-mutilation.

® While the examples of all-out war and violence in the Iliad are plentiful, there are some instances in
which heroes specifically choose not to commit violence against one another even in the midst of battle. Most
notably, the scene between Diomedes and Glaucus in Book 6 (119-236) of the Iliad explicitly illustrates a case in
which established ties cause the warriors to forego fighting and exchange gifts. Many thanks to Professor
Andromache Karanika for highlighting the importance of this exception. Another example, albeit with a less amiable
result, appears in Book 21 (34-119) of the epic. There, Achilles encounters Lycaon, a Trojan prince whom he had
previously captured and sold. Worn out and showing no intention of fighting, Lycaon comes to Achilles and
supplicates him, but Achilles disregards his request and kills him anyway. Interestingly, at the moment of their
encounter the Homeric rhapsode relates the journey Lycaon took in order to return to Troy, and Lycaon gives a brief
account of his lineage, making this scene into a sort of bitter recasting of the meeting from Book 6.

* Hall (2007), 20.
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Another scene which emphasizes the reasoning behind violence can be found in the
messenger speech in Heracles (922-1015). Here, the messenger outlines Heracles’ turn to
violence as a result of a fit of madness. He begins by detailing the sudden change in Heracles’
demeanor. He notes the turning of Heracles’ eyes (év otpo@aictv dppudtov Epbamuévoc, 932),
their bloodshot appearance (pilag t° év doocoic aipatdnag, 933) and the foam dripping down his
beard (dppov katéotal’ evtpiyov yeverddoc, 934). He also describes the hallucinations Heracles
is suffering.” Lastly, he illustrates how these images lead Heracles to attack his own family. His
sons flee to escape their father’s grasp (o1 8¢ TapBodvteg POPw dpovv GALOG BALOG’, £¢ TETAOVC
0 HEV UNTPOG Tahaivg, 0 8’ VIO Koivog oKldv, GALOG 6 Popov Spvig ¢ Entné’ Hmo, 971-974),
but one-by-one they and their mother, Megara, are all cut down.® With the stages of Heracles’
insanity laid out, the messenger enhances the effects of the violence he reports. He can juxtapose
the strength and frenzy of Heracles with the helplessness and fear of Heracles’ family and show
how Heracles’ capacity for violence loses its grandeur when it is used against his loved ones.
Thus, with these scenes in mind, it becomes apparent that physical strength and prowess are only
two of many possible contributing factors which can be considered during a violent act.

Additionally, the boundary between the perpetrator of violence and the victim is not
always clearly defined in tragedy. In fact, many tragedies center on the idea of victimizers

becoming victims.” Agamemnon, for example, shows Agamemnon, the sacrificer of his daughter

® Among the visions Heracles sees are a chariot (a0tod 82 Paivev dppat’ ovk Exov Eew Epacke, dippov 8
eloéParvev Gvtuyac kdbewve, kévipov dfev ag Exwv, yepi, 947-949), the city of Nisus (uécov 8’ &g avdpav’
géoneodv Nicov moAw flikew Epaoke, 954-955), a wrestling match (mpog ovdéy’” UIALETO KAKNPVGOETO AVTOG TPOG
antod KaAAivikog ovdevag, axory vremdv, 959-962) and the father of his enemy, Eurystheus (6 8¢ viv Ebpucbimg
dok@v matépo TpotapPfodvd’ ikéctov yavew yepdc, mOel, 967-969).

® The first of Heracles’ sons is killed by an arrow to the heart (évavtiov otadeic Badiet mpdg Arap, 978-
979); the second dies when Heracles smashes his head with his club (Orép képa Borav Eddov kabiijke mardog &¢
EavOov kapa, Eppnée 8’ 0o1d, 992-994); and the third is crushed alongside his mother (cxdmnter poyrever Bvpetpa,
KakPaAmdv otafud dduapto kai Toid’ évi katéotpooey Béret, 999-1000).

" Sagan (1979), 142. Sagan argues that “cruelty needs a victim.” Suffering often causes the victim of
cruelty to seek vengeance and so become the victimizer of those who have caused the suffering in the first place.

91



(224-225), become the victim of violence at the hands of his wife, Clytemnestra (1372-1398),
and Sophocles’ and Euripides’ Electra plays see Clytemnestra become the victim of murder after
her murder of Agamemnon (1398-1418 and 1142-1231, respectively). Likewise, the examples
above illustrate another particularity of tragedy, namely the genre’s affinity for featuring conflict
among characters who are connected through kinship or some kind of friendship.® Unlike
violence between known enemies or violence by happenstance, which are two situations limited
in their affective scope, acts of interpersonal violence® have greater narrative potency because
they destabilize associations which, by their nature, are meant to epitomize stability. In other
words, the more tragic violence accentuates the significance of characters’ bonds the more it is
able to strain them. Accordingly, one can say that tragic violence appears to thrive in conditions
which are somewhat contrary to those in epic—if epic violence profits from external influences,
tragic violence profits chiefly from internal influences. Even if there is an all-encompassing
concept like war governing the need for violence in a tragedy, the play stands to benefit further

by taking advantage of internal sources of conflict.

This is naturally the case in Hecuba, which is the play he is analyzing when he makes this statement, but to make his
assessment applicable as a general quality of tragedy and tragic violence, in particular, it would seem to be more
accurate to state that the perpetrators of violence tend to become victims.

8 Halliwell (1998), 147. Halliwell only mentions “tragic myths [which] revolve around family
relationships” during his discussion of Chapter 14 of the Poetics, but it would behoove us to also consider the
@Maig (1453b19) Aristotle mentions in this section with the more common translation of “friendship.” This
inclusion is essential not only for the sake of thoroughness but also because there are moments in which significant
actions (read: violent actions) explicitly occur between people who are not related by blood. Heracles’ actions
against his herald, Lichas, in Trachiniae (772-782) and Hecuba’s violent deeds against the Thracian king,
Polymestor, in Hecuba (1044-1055 and 1148-1177) are but two examples of this sort.

% Krug et al. (2002), 6. The term “interpersonal violence” comes from the World Health Organization’s
typology of violence. Interestingly, the definition the organization provides nearly correlates directly with the
Aristotelian conception of pity- and fear-inducing action. Like Aristotle, the organization divides this type of
violence into two categories. The first category, family and intimate partner violence, consists of “violence largely
between family members and intimate partners, usually, though not exclusively, taking place in the home,” and the
second, community violence, designates “violence between individuals who are unrelated, and who may or may not
know each other, generally taking place outside the home.” Of course, as the organization defines each of these
categories further, they lose some of their applicability, but nevertheless, they are broadly pertinent.
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That said, the internal forces accompanying a scene of impactful, tragic violence do not
have to be so overwhelming that a character is rendered completely passive by them. A tragic
figure must continue to have some agency, and he or she must still have the chance to take some
decisive action amidst the trials and tribulations he or she is confronting.'® Plainly stated, if a
tragic scene of violence demands an emotive response, its characters should be able to evoke
some form of tension which prevents the scene from simply progressing to its potentially-fatal
conclusion. A character’s capacity to shape the outcome of violence, whether as a victimizer or a
victim, is precisely what makes violence worthy of attention; it is what makes a locus violentus a
vital attribute of a narrative and not a wanton aspect of it. Moreover, it is the reason why it is
especially beneficial to examine scenes of physical violence. Scenes of physical violence
emphasize action, both potential and actual. They portray faculty, intent and ideally, the
enactment of violence. When all three of these ideas work in concert with one another, the
effects of a scene are enhanced and an audience’s engagement with that scene is deepened.

If one examines the messenger speeches from Euripides’ Bacchae and Trojan Women,
one can see how one scene amplifies the significance of its violence by bolstering tensions
within the act, while another diminishes its violence’s potency through the removal of tension
from the scene. In Bacchae, a messenger appears near the end of the play to announce the death
of the Theban king, Pentheus (1043-1152). As he explains, Pentheus has gone into the mountains
to observe the activities of the Bacchae, the female followers of Dionysus (1048-1057).
Unfortunately, Pentheus is soon discovered (d@0n 6& pnaAlov 1| kateide porvadag, 1075) and
finds himself assailed by the women—specifically, his mother and her sisters—after Dionysus
rouses them from their rest (&g & éyvopioay cagi kekevopdv Baxyiov Kadpov kdpar, néav,

1088-1090). When the women take hold of Pentheus, the messenger recalls Pentheus’ exact

10 Halliwell, 145-148.
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pleas to his mother (Eyo o1, pfjtep, eipi, moic 6é0ev IevOeic. .. olktipe 8 @ pijtép pe, unde taig
guaig apaptionot Toida cov katoktdvng, 118-1121). The messenger’s quotation here is
important because it highlights the bond between mother and son and how Pentheus endeavors to
use that bond to stop his mother’s assault. He is not quickly overtaken but has some time to
attempt to forestall his own death. Thus, Pentheus creates a moment of tension within the scene
when he is given a slight chance to affect his fate and the audience is given the opportunity to
consider the prospect of violence.

In Trojan Women, one sees the aftermath of the Trojan War and the fates which befall the
women of Troy. Andromache, the wife of Hector, is now a widow, and as such, she is at the
mercy of the Greek army. Talthybius, the Greeks’ messenger, tells Andromache that her young
son, Astyanax, is condemned to die by being thrown from the city walls (725-739). The news
brings Andromache great sorrow, and she laments for the impending loss of her son (740-779).
Yet, when Talthybius returns after Astyanax’s death, he does not dwell on the act of violence. He
confirms that Astyanax is dead and has the body brought back as evidence of the fact,'* but the
brunt of his message is concerned with the suffering of Andromache as she is forced to leave
before she can bury her son’s body (1130-1146). The fact that Astyanax is only a boy and cannot
change his circumstances and the fact that Talthybius does not describe the proceedings of
Astyanax’s death at length means the scene develops without much tension with which to engage
the audience. Needless to say, the scene is impactful and evokes deep feelings of pity, but the act
of violence itself is not the primary factor eliciting these feelings. It is secondary to the

misfortunes of Andromache.

1 Even though Talthybius’ speech consists of 33 lines (1123-1155), he references the killing of Astyanax
in only three: xal ¢’ ToaTo OGyat vekpov TOVS’, O¢ TEcOV €K TEE®V YoMV defikev "Extopog T0D 6od yovog,
133-1135.
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With this in mind, my examination of the tragic locus also places focus on the tragedies
which can objectively portray characters in conflict who successfully inflict the violence they
intend. This, then, begs the question of which characters fulfill these terms. In epic, the
perpetrators of violence are almost exclusively male heroes because a majority of the action
takes place on the battlefield, but as the examples above show, tragedy lessens this restriction
and includes women and those who are not necessarily from established heroic stock.** To be
sure, this does not mean that anyone in tragedy can fulfill the role of the victimizer in a locus.
Choruses, regardless of their gender, are generally excluded from being murderers and/or
mutilators, but aside from these figures, most others are viable enforcers of violence in a locus.
Furthermore, as tragedy expands the definition of the victimizer, it also extends the possibilities
for what can be defined as a conflict. Rather than limit scenes of violence to duels, tragedy

allows for self-directed and collective violence as well.*®

A tragic locus does not need to produce
a conflict by offering a character a single opponent or an opponent at all. It only requires that

there be conflict and that that conflict lead to the completion of a violent deed.

Space

12 One example of “non-heroic” killers is the aforementioned group of Theban women in Bacchae who
rather handily inflict violence upon different groups in the play (against herds and a group of men, 734-768, and
against Pentheus, 1088-1147).

B3 Krug et al., 6. The terms “self-directed violence” and “collective violence” are the two other categories of
violence from World Health Organization’s typology. In contrast to interpersonal violence, the organization defines
these concepts in the following manner: self-directed violence pertains to “suicidal behavior and self-abuse,” and
collective violence is “violence committed by larger groups of individuals or by states.” The organization also adds
the social, political and economic subcategories for collective violence. For my purposes, | limit self-directed
violence to self-abuse since, as | explained above, a locus requires intent and the execution of violence to work, and
I restrict the definition of collective violence to acts of social violence committed by large groups because the other
subdivisions reflect modern concerns. Furthermore, “large groups” must also be limited in scope because they must
be able to be envisioned clearly. This does not mean | have a set quantitative range in mind, only that the group
cannot be excessively large. Instances of self-directed violence are those similar to the scene I discussed in Oedipus
in which a tragic figure commits violence against himself, and cases of collective violence are analogous to the
scene in Bacchae which portrays groups fighting against a common enemy.
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Just as in epic, the purpose of space in the tragic locus continues to be to limit the
audience’s imaginative field of vision. In the Iliad, this was essential because without it, the scale
of the epic would make the process of visualization too difficult. In tragedy, scale is not a factor
since its very form resists expansion. That is, the scope of tragedy is tempered by the
configuration of the theater. Despite the fact that a tragedy’s narrative offers it the chance to
expand the scope of its performance, the theater sets the main boundaries within which a tragedy
can portray its story, and it also provides a play the opportunity to define its spaces further. Three
spaces, in particular, develop within the frame of the theater. These are: scenic space, extrascenic
space and distanced space.™* Each of these zones is important because it can more narrowly focus
the extent of theatrical space, but more importantly, each is significant because it affects how a
messenger reports a scene of violence and how an audience visualizes and engages with that
narration.

Scenic space, for instance, seems to complicate the idea of a locus. Since scenic space
pertains to the area which is visible to the viewers,"® a locus would technically need to appear in
front of the audience as well. This goes against the general consensus regarding onstage
violence, but this does not make it an impossibility. Violence and suffering can, and have,
appeared on stage in select plays to great effect. Ajax and Philoctetes, for example, do not shy
away from presenting the full brunt of violence and suffering, respectively, in front of their

audiences, and in fact, they utilize the openness of their protagonists’ circumstances to enhance

“ Rehm (2002), 1-2. Rehm details several scholars’ approach to the categorization of theatrical space.
Admittedly, there is no “correct” way of separating the theater, but Rehm’s three major categories appear to offers
us the simplest and most productive way of delineating the possible spaces of the locus. Furthermore, it is important
to note that Rehm actually names four areas and not three. The fourth, theatrical space, simply pertains to everything
which is housed within the theater.

> Ibid (2002), 20.
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the effect of the rest of the play.'® Questions of convention aside, a locus in scenic space is a
locus which seems to have no need of a messenger, narration and/or visualization because the
viewers themselves have direct visual access to the violence at hand. Thus, the thought of a
scenic locus does not appear plausible if the overall concept depends on offstage violence to
produce the characteristics of narration and visualization. Luckily, this need not be the case.
Even if someone commits a violent deed on stage, a messenger may still cause audience
members to envision and “re-animate that violence in their minds’ eye.”*’ Provided that the
messenger’s speech is vivid enough to activate the listeners’ imaginations, the possibility of a
locus has validity. Thereafter, the task of the scenic locus is to relate its own effects in the face of
what happens before those in the audience. In other words, it must transform some aspect of the
scene so that the audience may be able to imaginatively reconstruct it in terms of the violence
committed on stage. The scene cannot remain exactly as it was before the violent deeds
happened; the rarity of onstage violence necessitates a fundamental change in the scene’s
affective composition. This change comes not only from the violence itself but also from the
techniques the messenger(s) employs to reconfigure the audience’s cognitive interaction with the
scene.

Looking back on Ajax, one can observe this process at work. After Ajax commits suicide
on stage, his concubine, Tecmessa, discovers his body and quickly concludes that the hero has
taken his own life (898-907/908). As she observes his corpse, Tecmessa notes the position of

Ajax’s body (kpveain eacydve nepurtuyne, 899) and that of the sword upon which Ajax has

1® Specifically, Ajax portrays the hero’s suicide in a short interlude between lines 865 and 866, and
Philoctetes depicts Philoctetes explicitly speaking about his physical suffering while he is on stage in lines 255-3186,
468-472, 649-650, 674-675, 732-826, 874-878 and 1170-1172. Technically, any time Philoctetes appears on stage
he is in a constant state of pain, but the line numbers provided indicate which statements of his are a direct
acknowledgement of his suffering.

" Rehm (1992), 62.
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impaled himself (év yap ot y0ovi mnktov 166’ £yyog tepumetodg katnyopet, 906-907/908), and
through these details, she enables the chorus accompanying her to reconstruct the hero’s death.
She allows the chorus to know what the audience has seen, but more than this, Tecmessa
highlights how Ajax’s death affects her in particular. Without Ajax, both Tecmessa and the
chorus are rendered powerless, but she especially has no safeguard against Ajax’s enemies (dpot
EUDV VOOTOV" DL, KATETEPVES, Gvas, TOVOE cuvvadTay, TdAag ® TaAaippmv yovr, 900-903).
Tecmessa brings attention to this fact by aligning her sorrows with the image of Ajax’s corpse so
that the chorus and the audience come to regard her as a stand in for the fallen hero.*®
Tecmessa’s narration of the scenic locus functions to recreate Ajax’s suicide and to re-envision
Tecmessa herself as an emblem of Ajax’s death; she affects the presentation of the scenic locus
by specifically reconfiguring the listeners’ view of her. Therefore, she continues to engage the
audience with the locus even though it did not originally need to visualize the act of Ajax’s
suicide.

The second area in which a tragic locus can manifest is extrascenic space. Extrascenic
space consists of the area immediately behind the skene.™ It is the location which typically
houses the interior of a building or structure, as in the palaces of Aeschylus’ Choephori and
Euripides’ Hippolytus, and it is the realm which is simultaneously conspicuous and

inconspicuous because it often hides what eventually demands to be seen.?’ This duality is most

18 After describing the state of Ajax’s body, Tecmessa distinguishes herself from the chorus first by
keeping the chorus away from Ajax’s body (o%tot Ogatdc: GAAG viv TeptTLyel PApEL KAADY® TMOE Tapmidny, 915-
916) and then by prompting the chorus to regard her misfortunes (yopsi npdc Rmop, 0ido, ysvvaio d01...008év ¢
amotd kai dig oipudEant, yovat, 101008’ dnofrapdeicav dpting gilov, 938 and 940-941) with repeated expressions
of sorrow for herself (id poi pot, 937 and 939). The alignment between Tecmessa and the fallen Ajax is something
treated extensively in Chapter 3, but for the time being, it is more important to demonstrate how scenic space still
allows for the development of a locus.

¥ Rehm (2002), 21.

% Ibid. Rehm notes other scholars’ comments on this sort of space and states, “Lefebvre puns on the ‘seen
and the obscene,” implying that what lies immediately offstage is physically dangerous and must be kept out of
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notably encapsulated by the stage’s central doors. More than forming the boundary between the
“inner” and “outer” sections of the stage, the doors mark the gateway to knowledge, and that
knowledge largely concerns itself with violence. Hence, the audience is drawn to this part of the
stage when it is about to learn the details behind a violent act. For instance, a servant in
Choephori pleads for someone to help him open the palace doors in order to reach his fallen
master, Aegisthus (aAL’ avoilote dmwg TdyioTa, Kol yuvarkeiovg Tolag poyroig xardte, 877-
879), and a short time later, those doors are opened so that Clytemnestra can see his corpse (ol
yo. té0vnkag, eidtat’ AiyicOov Pia, 893) and hear why he has been murdered (905-927). In
Hippolytus, a similar process takes place as the Athenian king, Theseus, calls upon his servants
to open the doors of his palace when he first hears news about the death of his wife, Phaedra
(yordte KAOpa, TpOGTOLOL, TLA®UATOV, EKADED’ appove, d¢ Idm mkpav BEav yuvaikog, 808-
810). After the servants do so, Theseus is able to ascertain Phaedra’s reason for taking her own
life (877-886).%

In terms of the locus itself, extrascenic space gives it the opportunity to be experienced
on a variety of levels. For one, the locus is surely experienced cognitively. Since the locus
materializes outside of the view of the audience and those on stage, narration and visualization
are necessary to bring the effects of violence forward. This call for narration and visualization is
not limited to the messenger speech after the fact. It may similarly include a preemptive
description of the locus which seeks to prepare listeners for the events to come. Moreover,

because the locus is just behind the skene, there is also the possibility that the audience can

sight. In similar vein, Ruth Padel sees tragedy’s expulsion on the ekkukiéma of what lies within as a visual metaphor
for exposing the hidden workings of the mind.”

21 Of course, the closing of the stage’s central doors can also be associated with the notion of violence,
especially when the play’s storyline concerns the notion of revenge. In Agamemnon, for example, the prophetess,
Cassandra, gives the chorus the first of many warnings about the murder of Agamemnon after the doors of the
palace are closed (1107-1111).
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perceive it aurally. In such circumstances, the comprehension of the victim’s cries or the
perpetrator’s exaltations immediately thrusts audience members into the middle of the act of
violence. Granted, they actually have no direct involvement or knowledge of the deed, but they
are nevertheless complicit by their proximity. From that position, they experience the act of
violence at the height of its emotional core, at the moment of extreme downfall or triumph, and
S0, this addition acts as the catalyst for visualization as well.

One instance which employs anticipatory visualization, aurality and a subsequent
reassessment of violence within extrascenic space can be found in Hecuba. There, the chorus
provides the audience with a preliminary vision of violence after the Trojan queen, Hecuba, lures
Thracian king, Polymestor, away in order to take vengeance upon him (1018-1034). The chorus
is unable to see within the locus, which in this case consists of a tent, so its rendition is based on
the expectation of death (yeboet 6° 680D tH68” Amic fi 6 émfyaryev Oavaciuov mpodg Aidav, @
TahOG, amoAépmt ¢ yepi Asiyelg Biov, 1032-1034). Even though Hecuba later appears and
reveals that she has chosen to blind and not kill Polymestor (1049-1055), the chorus nevertheless
prompts the audience into first imagining Polymestor being murdered. The chorus maintains this
image until Polymestor cries out from within the tent and explicitly states that he has been
blinded (dpot, Tveroduat éyyoc oppdtmv tadrac, 1035). From here, the image of the scene
changes to account for Polymestor’s statement—the audience and the chorus immediately have
to reconsider the chorus’ initial account—and the remainder of the locus re-engages the audience
as it learns the exact details of Hecuba’s plot (1148-1177).

The third area available for the production of a locus is distanced space. This region

pertains to any and all spaces which lie outside of the theater but are still narratively linked to the
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events of the tragedy.? The setting in distanced space, like Phocis in Oedipus, Thrace in Hecuba,
the lands surrounding Trachis in Trachiniae or Mount Cithaeron in Bacchae, is usually brought
before the audience by means of narrative and is generally not clearly defined. A locus set in
distanced space, however, gives the locale form and emphasizes specific features within the
larger locale. So, the locus limits Oedipus’ Phocis to the three-forked road (tpumAfic 6t 7
KkeAevBov 60’ 0doumopdV méAG, 800-801) for Oedipus’ account about the murder of the
Theban king, Laius (800-813), Hecuba’s Thrace to the burial mound of Achilles (maptjv pev
OyAog mag Ayokod otpotod mANnpNg Tpd TOUPov, 521-522) during the sacrifice of Hecuba’s
daughter, Polyxena (518-582), Trachiniae’s Trachis to altars in a sacred grove (§vOa matpdm Ad
Bopovg opilet tepeviay te pUALGSa, 753-754) in the description of Heracles’ mutilation and the
death of Lichas (749-806) and Bacchae’s Mount Cithaeron to a grassy grove (0Dv mompov
i{Copev vamog, 1048) for the depiction of Pentheus’ murder (1043-1147). In all, the locus in
distanced space forms a delimited area which brings focus to the messenger’s speech and focus
to the audience’s attempts at visualization.

Another quality of events described in distanced space is that they can be temporally
flexible. A messenger describing a locus in distanced space can narrate anything from matters of
historical importance to those occurring contemporaneously with the plot of the tragedy. There
are layers of distance in this locus, and these layers can be used to buffer or magnify the effects
of the violence being inflicted; they offer a brief semblance of safety since the violent deed is
“physically far” from the stage, but at the same time, they can illustrate the far-reaching and
psychologically immanent force of violence as it inevitably comes to the fore. Thus, the
“historical” murder of Laius in Oedipus becomes, in its delivery, the scene which begins to

unravel the mystery of Oedipus’ identity and to elucidate the severity of Oedipus’ crimes (1182-

2 Rehm (2002), 22.
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1185), and Polyxena’s sacrifice in Hecuba comes to affect and compound Hecuba’s suffering
after she realizes that Polyxena is one of two children she has lost (681-687).

Taken altogether, scenic, extrascenic and distanced space offer audiences different points
of contact through which they can feel the effects of violence. Scenic space places the audience
directly in front of the violent act, whereas extrascenic and distances spaces allows some
separation from violent deeds. Regardless of which one is used to portray the acts of a locus, all
three are significant because they provide a framework which affects all the other characteristics
of the locus. A messenger needs to be aware of the site he is working with before he can decide
which methods he will use to present the locus, and moreover, an audience needs spatial focus

before it can fully engage with the details the messenger provides.

Narration
In the preceding sections, | have made mention of narrative in messenger speeches and in
characters’ accounts of violence, but | have not discussed how narrative is specifically used
within a locus. To do so, | need to discuss who in a tragedy are the sources of narrative and what
kinds of techniques these sources employ in their presentation of violent scenes. First and
foremost, the overall storyline of a tragedy owes its development to a tragedian acting as the
chief, external narrator.® He is the “commanding intelligence” which dictates the kinds of

narrative which are used throughout the course of his play,?* but unlike the narrator in epic, he is

% The designation of narrators (and narratees/audiences) as “internal” or “external” comes from the work
of de Jong, Niinlist and Bowie (2004). There, they describe “internal” narrators as characters who are present or are
directly involved in the events they are describing. In contrast to these characters, “external” narrators are figures
who are able to provide accounts of events but lack any sort of participation in them. Thus, the Homeric narrator
would be an example of an external narrator, while the messenger describing the death of Jocasta and the blinding of
Oedipus in Oedipus would be an illustration of an internal narrator. It is important to make these distinctions clear
because, as | soon note, tragedy can complicate the idea of “internal” and “external” narrators/narratees, especially
when the subject of narration is violence.

 Markantonatos (2002), 4.
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not explicitly at the forefront of conveying those narrative forms. Once he has determined the
overall structure of his play, the tragic playwright effaces his own presence from his work and
leaves the task of narration to his characters.”

Placing the characters in a tragedy in the position of a narrator opens the range of
possible narratives which an audience can receive during the course of the performance.
Alongside common, narrative techniques like analepsis and prolepsis, there are also prologues,
choral odes and other forms of narrative discourse to consider. As Goward notes, each of these
narrative forms “communicates to the internal and external narratees in its own particular way,
with different truth effects and emotional colouring.”? Thus, within the span of a single
performance, audiences turn to different characters at different times and receive a variety of
perspectives and responses. No single figure in a tragedy lays claim to overarching, narrative
significance or the undisputed truth.?” All are valid sources of narration. Nevertheless, the
previous sections in this chapter have shown that there is one character who is frequently
designated as the figure who presents a professedly objective narrative relating to violence—the
tragic messenger. In Chapter 1, I described the messenger as a figure who was able to view and
describe a scene with a high level of detail. In retrospect, this description for the tragic
messenger was appropriate in the sense that it mentioned the fact that the definition of a

“messenger” should also include characters who are not clearly designated as such, but it did not

% Goward (2004), 12. As Goward notes, the decision to allow characters to narrate is not exclusive to
tragedy. One can consider Odysseus and Nestor as examples of epic utilizing other narrators alongside the epic
singer, but nevertheless, at no point in the course of the epic is one led to believe that these heroes are on the same
“narrative level.” The Homeric narrator continues to dictate when his heroes begin and end their narration through
various techniques and with phrases, such as “so he spoke.”

% bid, 12.

%" Ibid, 10-11. Goward addresses the problem surrounding the veracity of tragic narratives by contrasting
the “definiteness” of epic focalization, which emerges with the “two-fold, overlapping authority” of the epic narrator
and the divine Muse, and the “multiple focalisations” which come from the many physical presences in tragedy. At
first, she states that tragedy’s lack of a singular narrative source may be a disadvantage, but after analyzing the
genre’s “hybrid form,” she comes to the conclusion that these varied sources of focalization are constantly re-
engaging the audience as it attempts to grasp the meaning of each source’s narration. Cf. Barrett (2002), 6-7.
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adequately explain why this is the case or account for the expansion of narrative styles in
tragedy. Now that | have connected the plurality of narrators with the variety of narrative forms,
however, | can go on to do so.

If the main function of the tragic messenger is to recount a scene of violence in extreme
detail, it becomes apparent that any character who is capable of this sort of retelling has the
potential to act as a messenger. Violence is the narrative equalizer of tragedy because it is a
pervasive enough theme that most, if not all, characters on stage can discuss their experience of
it. Clytemnestra in Agamemnon, for instance, can recount the murder of Agamemnon in vivid
detail; Deianeira in Trachiniae is skillfully able to describe Heracles’ slaughter of the centaur,
Nessus, and Bacchae can show a messenger giving his listeners an excruciatingly grotesque
account of the dismemberment of Pentheus. In these examples and many more across the tragic
corpus, different characters become the prime conveyors of violence; they become “messengers”
even if their form of narrative is not explicitly rhesis because their knowledge and relation to
their messages’ content grant them the ability to speak and disclose information to an audience.
Therefore, the figure of the tragic messenger cannot be exclusively defined by either his title or
by the kind of narration he uses.

Considering the above in relation to my discussion of the locus, it is now possible to see
that not only is the locus presented by a variety of “messengers” but it is also narrated using a
variety of methods which exhibit their own form of authoritativeness. Consequently, it is useful
to organize my discussion of narration in broad categories which I can then break down and
analyze. Since the locus begins and ends with a messenger, it makes the most sense to form the

basis of my categorization around this figure. On the whole, there are three messenger types: the
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heraldic messenger,”® the chorus and the perpetrator/victimizer. Each approaches narration
according to the role he plays in the locus, so one can expect to see certain narratives appearing
with certain messengers. Next, because the heraldic messenger is most often associated with “the
truth,” I can begin the classification of messengers with this character and take note of
subsequent messengers according to their ability to relate “truthful” events. This ordering is
important because it helps me elucidate not only how narrative has developed from epic to
tragedy but also how the varying levels of credibility can affect the narratives of each messenger.
Altogether, this schema enables me to elucidate the most important aspects of narrative in a
locus, and this analysis of narration, in turn, helps me explain why other aspects of tragedy
pertain to the locus.

As the designated reporter of “facts,” the role and narration of the heraldic messenger is
very much akin to that of an epic narrator. Like the epic narrator, the heraldic messenger is
responsible for a narrative that brings the audience into close imaginative contact with the details
of a violent event. This figure’s narration illustrates not only clarity of view but flexibility of
discourse. Just as the epic narrator moves within a locus and takes on the point of view of the
people he is describing, the heraldic messenger also maintains command over the perspectives
presented to the audience. The heraldic messenger maneuvers through and around a scene freely,
to the point that he or she may emphasize and de-emphasize his or her role in the action at will.?°

As such, this figure can extrude details, emotions, thoughts and the like from any and all

% From this point, | refer to characters who are explicitly labeled as heralds/messengers with either the term
“heraldic messenger” or by their name, if provided. Under this term, | also include minor characters whose sole
purpose in the tragedy is to relay an account of violence. By “minor characters” I mean those figures who deliver
their message and immediately leave the stage and are never heard from again. In all other instances, the terms
“messenger,” “narrator” and the like are generally used to designate characters who narrate the locus. For an
analysis showing the particular importance of the “herald” in relation to the epic rhapsode, see Barrett (2002), 56-
69.

% Barrett (2002), 37. According to Barrett, the messenger has “omnipresence” and “nonpresence.” The
messenger is able to minimize or even remove himself from a scene, and for this reason, he has ultimate control of
his perspective of events within the play.
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characters in a scene. The narrative the heraldic messenger offers, then, is both visually and
narratively multifaceted. It consists of multiple narrative codes which he or she can access and
switch between at any given time.

Still, there are limits to the authority of this figure, and these limits specifically come
about because of his or her relationship to the narrative itself. As stated earlier,® the epic
rhapsode receives his vision from the divine inspiration of the Muses. Through them, the
rhapsode is able to give listeners the impression that he has seen everything he is describing with
the utmost precision. Even though the epic rhapsode acts as an intermediary figure, the locus he
presents communicates the truth of the divine and is, therefore, incontrovertible. Alternatively, a
heraldic messenger like Hecuba’s Talthybius has no such connection to the Muses or the
divine.®* Nonetheless, he is able to deliver his message as a version of the truth because the
details of his speech appear to come from actual circumstances.

Talthybius confers a detailed account of Polyxena’s sacrifice (518-582) because he is
present within the locus. At different points in his narrative, Talthybius emphasizes his presence
in the scene—he stands near Polyxena after she is led to the top of Achilles’ burial mound
(Aapav 6’ Ayidiéwmc aic TToAvEEvny yepog oo’ €n’ dpkov yduotog, Télag 6’ £ym, 523-524);
he calls for silence when the sacrifice is about to begin (Zvyat’, Ayaioi, 6iya wdig E6Tm Aemg, oiya
owoma, 532-533); and he sets himself among the mourners after the sacrifice ends (vdv te yap

jJ

Aéyov kokd T€YEm 168’ dupa Tpog Taem 0’ 6T’ dAAvto, 519-520). Overall, Talthybius has a role

%0 Cf. note 27.

%1 Barrett (2002), 44. Barrett does not view the herald’s lack of divine access as an issue. Instead, he argues
that the messenger, while formally echoing the epic narrator, makes his participation in the events he is reporting a
means of making himself an analog to the Muses. This gives his report authority and the appearance of truth. On
pages 57-60, Barrett also explains that the figure gains privilege by presenting himself as one who reports on behalf
of another with greater authority which, again, is comparable to the way the epic narrator presents himself as an
emissary of the Muses. There is validity in this line of argumentation, but it is also important to resist a full
comparison of the two in order to allow for the possibility of bias or greater personal reflection within a heraldic
messenger’s report.
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in what happens; he has seen and perhaps participated in the event itself. This is the main
distinction between the epic rhapsode and the heraldic messenger—the heraldic messenger is a
member and a product of the locus. He or she exists to be part of the locus’ proceedings and to
bring the details of the locus to light. After the heraldic messenger accomplishes this, there is
little else for him or her to do, and he or she leaves the stage.

For this reason, the heraldic messenger must make his or her presence and his or her
narrative about the locus as impactful as possible. While on stage, every aspect of the heraldic
messenger’s speech has to be calculated to evoke the fullest experience of violence. This
messenger must exert full control over every detail in a scene, but more importantly, the figure
must exert full control over the audience. Yet, the power which the heraldic messenger holds
over listeners does not merely stem from the fact that the form of his or her message is
comparable to the form of the epic rhapsode’s narration. It comes from the fact that his or her
message is essentially filling a cognitive gap. Because violence in tragedy is usually an act
undertaken in areas unseen by the majority of the people within a tragedy, there is a conspicuous
narrative, visual and temporal rift which can only be closed through the reconstructive efforts of
the heraldic messenger. In other words, the heraldic messenger’s report holds sway over the
audience because it offers knowledge in the face of the ignorance that arises from an
imperceptible violent act; it reclaims the time unaccounted for when violence is committed.
Accordingly, it makes sense that the techniques the heraldic messenger typically employs in his

or her narrative have specific temporal components.*

% Markantonatos, 13. Here, Markantonatos describes the constant temporal shifts an audience may
encounter throughout a tragedy’s narrative. He singles out prolepsis and analepsis in particular and states, “the use
of prolepses lets the audience the audience glimpse the outcome before they have grasped all the causal chains that
lead up to it, and the use of analepses only gradually reveals a prior event, so as to tantalize the audience with
reminders of their limited knowledge.”
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The use of analepsis, for example, allows a heraldic messenger to retrospectively
construct the details of a locus. While this messenger shifts the timeframe of the scene backward,
he or she acquires “infinite power” over the narrative since he or she can “elide, magnify, pause
[or] move anywhere instantaneously.” The heraldic messenger chooses which parts of the locus
are most important to divulge and decides how to re-present them before the audience. It is
through this method that the heraldic messenger determines where listeners focus their attention
and which elements best illustrate the effects of violence. Moreover, analepsis is also what
enables this character to switch between different narrative modes. In lieu of “pure” rhesis, or
straightforward narration, the heraldic messenger can directly quote himself/herself, or others in
the locus, or even recreate dialogue to add depth and nuance to the proceedings surrounding the
violent event. As long as the temporal dimension of this messenger’s report is situated in the
immediate past, the heraldic messenger’s narrative has the utmost flexibility and the utmost
dominance over the audience because each analeptic detail introduces a semblance of stability to
the chaotic void of unknown violence.* If violence, in and of itself, represents a moment of
chaos, a conspicuously absent instance of it is doubly so. Analepsis, then, is not the imposition of
order on the content of the locus but the establishment of order on the form of the locus’
narration.

Again, Hecuba’s Talthybius offers a prime example of this technique’s versatility. When
he narrates Polyxena’s sacrifice, he immediately sets the scene by emphasizing the Achaean

army’s position (521-522). They surround the mound of Achilles and so, they effectively

% Goward, 20. Goward makes these statements about narration in general, but these traits are being
attributed to analepsis specifically because this technique shows more versatility than the others.

% Barrett (2002), 73. As Barrett notes, the tragic messenger generally occupies an ambiguous position in
that he is forced to abide by the constraints of the theater while simultaneously claiming to supersede those
constraints through his narrative. His narrative, in theory, is emblematic of the narrative control, but the control is
limited in timeframe and scope because of his lack of Homeric divine inspiration.
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establish the frame of the locus’ space. Within this space, Talthybius is then able to direct his
listeners to focus on the interaction between Achilles’ son, Neoptolemus, and Polyxena. He takes
hold of her and places her atop the mound (523-524), and afterward, he orders a group of
Achaean soldiers to restrain her (525-527). From here, Talthybius shifts his audience’s view to
the cup Neoptolemus is holding (527-529) and switches to a direct quotation of himself and the
prayers Neoptolemus offers to his father (532-533 and 534-541, respectively). A few lines later,
Talthybius includes the exact words of Polyxena in the moments before her death (546-552), and
with the inclusion of Polyxena’s words, Talthybius places supreme emphasis on her stature. He
prompts his auditors to focus intently on her and the actions which follow. Thus, they receive a
narratively enhanced, cognitive view of Polyxena when Talthybius describes her stripping her
torso bare in preparation for her death (557-561). At this point, he augments Polyxena’s status
again by including another direct quotation (563-565) and noting the Achaeans’ reactions
immediately after her speech (566-568) and in the aftermath of her death (571-580). By
recreating the events of Polyxena’s sacrifice in his narration, Talthybius brings out the effects of
her death so that they may be felt by all on stage and all in the audience. Through his narration,
he brings nuance and depth to a scene which, on the surface, would likely evoke horror above all
else.

Next, the heraldic messenger may also make use of synchronous narration and prolepsis
to bolster his narrative. Synchronous narration indicates the moment when “the brief time-lapse
between the offstage event taking place and its onstage narration is entirely collapsed.”*® That is

5936

to say, this form of narration can be generally characterized as a “blow-by-blow description”*” of

violence. As such, there is little time for the heraldic messenger to expand upon what he is

% Goward, 32.
* Ibid, 34.
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narrating because his attention is split between hearing/viewing and disclosing the deeds
occurring within the locus.*” His narration is cursory at best. Consequently, synchronous
narration alone does not form the basis of a locus. Something else, like proximal, auditory cues,
IS necessary to engage the audience with this type of narrative.

To illustrate this, one can look to Sophocles’ Electra in which Electra® describes the
death of Clytemnestra as it is occurring (1398-1418). After her brother, Orestes, lures
Clytemnestra into the palace, Electra is effectively standing at the edge of the locus, and so, she
must look inside in order to relay her narrative outside to the chorus. With this in mind, Electra
immediately tells the chorus that it must be quiet while she observes the actions of Orestes and
his friend, Pylades (1398-1399). The dynamics of her narration here are different than those seen
earlier in Talthybius’ narration because Electra’s narration depends on her quickly acquiring
successive waves of information from within the locus; she herself must have time to focus on
the proceedings at hand. Thus, there is a distinct pattern in Electra’s narration—she supplies a
simple description or comment on events (1401-1402, 1403/1404, 1406, 1409, 1411-1412, 1416,
1418), and then she waits until she hears Clytemnestra cry out (1404/1405, 1408, 1410, 1415,
1417) or she receives a response from the chorus (1403, 1407, 1413-1414). There are no
extensive details on her part, only short bursts of information which relate the progression of
Clytemnestra’s murder. Luckily for the audience, however, Clytemnestra’s shouts of terror and
the chorus’ comments support her narration so that the entire scene continues to offer the

audience an enthralling experience of violence.

%" Goward, 33-34. Goward cites both Sophocles’ and Euripides’ Electras as examples of characters who use
synchronous narration, while Markantonatos, 11, marks the teichoscopia in Euripides’ Phoenissae as an illustration
of this narrative mode.

% Even though Electra is not a heraldic messenger, her narration of Clytemnestra’s death is an important
instance of synchronous narration, as the note above highlights, and so, it is the example | use to explain this
narrative technique.
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Similarly, prolepsis tends to come into a heraldic messenger’s speech as a means of
reinforcement for a more substantial analeptic report. As Goward notes, “proleptic narratives
create a structure of expectation.”® They shift the temporal frame of reference forward in order
to elucidate its outcome. In this way, the heraldic messenger provides audiences a preliminary
view of the victim or results of the violent deed. This messenger brings the impending future into
the anxious present and assists the audience as its method of perception transitions from aural to
visual. Furthermore, the heraldic messenger’s decision to employ prolepsis in conjunction with
analepsis and/or synchronous narration enhances the audience’s understanding of the locus by
repeatedly presenting the same material in a variety of ways.*’ Violence is made potent by the
increased frequency of its presentation. It becomes something recollected and experienced and
also potentially anticipated as the heraldic messenger elects to modify the form of his narration.

One example of extensive analeptic narration bolstered with proleptic narration appears
in the aforementioned messenger speech near the end of Oedipus (1237-1284 and 1286-1296).
The messenger begins by giving his listeners an account of Jocasta’s death (1237-1251). First, he
tells the chorus that upon discovering Oedipus’ true identity Jocasta rushes through the palace’s
antechamber and into her bedroom (1241-1243). Once there, Jocasta establishes the site of the
locus—it is in this location that she will commit suicide and Oedipus will subsequently mutilate
himself. Within this space, the messenger also directs his listeners to regard the marriage bed
(1242-1243). This object has particular importance within the locus because, as the messenger

notes, it is the object which prompts Jocasta to recall Laius’ death and the fact that she has had

% Goward, 35.

0 Markantonatos, 14. Here, Markantonatos states, “The very act of filtering events through multiple levels
of editorial screening allows the mind to make connections between different narrative moments, to see past, present
and future as a chain of events with strong causal connections between each link. Story-lines gain meaning by their
repetition, which is both a recall of an earlier moment and a significant variation of it. The specific timing of the
insertion is often of particular importance, given that the plot moves forward and thus our appreciation of scenic
action changes accordingly, sometimes to a considerable degree.”
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children with their own son (1244-1247). From here, the messenger delves deeper into Jocasta’s
shame by describing how Jocasta now sees her marriage bed in twofold terms, namely the place
where she has given birth to “a husband from a husband and children from her child” (1250).

After Jocasta’s statement, the messenger turns his audience’s attention away from her and
toward Oedipus (1251-1284). With Oedipus at the center of the proceedings, the messenger
describes the ferocity with which Oedipus rushes into the locus and sorrow he feels when he
finds Jocasta hanging from a noose (1260-1266). Next, the messenger details Oedipus’ actions.
He tells his listeners that after Oedipus lays out Jocasta’s corpse, he takes the brooches from her
gown and suddenly drives them into his own eyes (1266-1270). As Oedipus does this, the
messenger enhances the gore of the imagery by comparing the blood streaming from Oedipus’
eyes to hail (1275-1278). Lastly, the messenger ends his analeptic narration by giving his
listeners an overarching statement about the events which have occurred and the mournfulness of
the scene which Oedipus and Jocasta have created (1279-1284). Altogether, then, the
messenger’s analeptic narration enables his auditors to gain insight into the intense shame and
guilt which Jocasta and Oedipus feel. It allows them to experience the characters’ acts of
violence in an intimately visceral way.

Before Oedipus returns to the stage, the messenger switches to proleptic narration in
order to give the chorus and the audience a preliminary glimpse of the blinded man (1286-1296).
He explicitly tells his listeners that Oedipus wishes to put himself on display so they can see him
as he truly is—the killer of his parents (1287-1288). Moreover, he explains that Oedipus wants to
go into exile but requires assistance to reach the area of the stage (1292-1293). In this statement,
the messenger asks listeners to ready themselves for the gruesome sight of Oedipus. He prompts

listeners to realize that the mental image of Oedipus they have constructed during his analeptic
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narration and have prepared for through his proleptic narration is about to confront the actual
image of Oedipus as he steps back on the stage. With this juxtaposition, the messenger heightens
the effects of violence because he melds the imaginative and physical aspects of the performance
together. He makes narrative into something with clearly tangible results.

The examples above notwithstanding, the adoption of one type of narration or another is
not exclusive to the heraldic messenger, but before I continue to describe the traits of narration
under the chorus and others, it is important to acknowledge two other messenger types which can
be classified as subsets of the heraldic messenger, namely the kin messenger** and the
supernatural messenger. Both of these figures are particularly effective narrators because their
discourse is augmented by their distinct relation to others. Supernatural messengers, for instance,
are divine figures or ghosts who often act as either support or foils for the primary characters in a
tragedy. Their appearance is typically limited to the beginnings or endings of plays, and their
words usually consist of the tragedy’s prologue or epilogue.*? Despite these limitations, their
status as non-mortal characters means they face little in the way of narrative restrictions because
their purview extends far beyond the immediate past or future. Supernatural messengers have
unlimited access to background events related to the plot of the tragedy, and their view of the

future is exceedingly accurate because what they relate is frequently something they themselves

“! The term “kin messenger” is taken from Goward, 31, which defines these figures specifically by their
connections to major characters and by their ability to remain on stage after they have given their description of
events.

*2 Because gods and ghosts are less likely to be narrators, these characters are categorized as narratively
subordinate to figures like the heraldic messenger. Furthermore, because prologues and epilogues are more often
associated with the work of Euripides (cf. Goward, 122-123), it is important to label these forms of narration
separately from the standard analeptic and proleptic forms of narration. Having said this, there are very few
supernatural narrators who specifically give an account of violence. The Trojan prince, Polydorus, in Hecuba is one,
but as | explain later, his message does not produce a locus; Athena in Ajax is another example, and her narration
represents both an account of violence and a formation of a locus. Hence, | elaborate on her speech further in
Chapter 3 where | discuss the tragic locus at work.
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have ordained or foreseen.* There is no doubt about the veracity of their analeptic or proleptic
narration; every detail a supernatural messenger provides offers the audience a clear glimpse of
what has or will happen in a scene. Therefore, a divine figure like Athena who appears at the
start of Ajax (51-67) can appear before the audience and immediately relate the source of Ajax’s
madness, the actions he takes because of his mental attrition, and the things which Ajax will say
when he returns the stage in a frenzied state.

A kin messenger, on the other hand, is subject to many of the same restrictions which a
heraldic messenger encounters when he delivers a narrative. The temporal framework of a kin
messenger’s narration is confined to events which have recently occurred, and the content of his
or her message is highly dependent on his or her presence within the locus. Yet, the standard of
reliability for the kin messenger’s report is not as high as the heraldic messenger’s because trust
in the kin messenger’s speech is granted through his or her association with the characters
involved in the undertakings of the locus. Whereas heraldic messengers are characterized by
their investment in producing clear, verifiable details, the kin messenger is defined by his or her
ability to produce an equally detailed account and by his or her engagement with the effects of
that account. The intensity of the kin messenger’s own emotional response to the locus is the
driving factor of his or her narration.** As such, the kin messenger is, to some extent, a liminal
figure—as this figure narrates, he or she occupies the role of a narrator and a narratee at almost
the same time.

Hyllus in Trachiniae is one such example. Having just seen his father, Heracles, succumb
to the effects of a poisoned robe, he appears on stage and tells the audience about the violence

which has occurred against his father’s herald, Lichas (749-806). In the opening parts of his

** Goward, 149-150.
* The importance of narrative conditioned by “personal beliefs and suppositions” is explained by
Markantonatos, 14-15.
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narration, Hyllus details how Heracles comes by the poisoned robe and what the effects of the
robe are once Heracles places it on his body (756-771). He relates the fatal meeting between his
father and Lichas (772-782), and after this, Hyllus describes the grief the people around Heracles
feel as they see him still in the grips of pain (783-806). As he relays all of these details to the
audience, there is a sense that everything is saying is true not only because he is present in the
scene of violence but also because his relationship with his father makes him uniquely invested
in portraying the intensity of Heracles” emotions. There are no doubts around Hyllus because the
sincerity of his account is inextricably tied to the sincerity of his own emotional responses.
Narration through the chorus is another form of retelling through which the tragic locus
may be offered. Overall, the chorally-narrated version of the locus is also similar to the epic
rendering of the locus in the sense that these messenger figures are not present for the deeds of
violence. Their account is often informed through their ability to access more general sources of
information. These sources, however, do not exist as any specific entity. Unlike the epic narrator
who calls upon the Muses as the ultimate source of his narration, choral messengers refer to
greater mythical narratives. As a result, there is the supposition that the details reported in their
locus are part of an established, “historical” chronicle of events.*> They are details which anyone
with sufficient awareness of the past can reproduce, so they are the product of shared memory—
an external and readily available analepsis.*® An example of this (at least in form) appears in the
chorus’ rendition of the sacrifice of Iphigeneia in Agamemnon (218-248). There, the chorus
offers a narrative full of details and insights which are in no way acquired through direct means
(71-75). Nevertheless, the choral messengers maintain a semblance of authority in their narrative

because their account represents an “accepted” or “communal” experience of violence. It is an

“5 Barrett (2004), 238-239. Cf. Lowe (2004), 276, and Barrett (2002), 53-54.
“® Markantonatos, 11.
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act of violence which has long-reaching consequences. Thus, it is “universally-held” narration.
To be sure, this is in no way meant to imply that narrative of this sort is somehow unaffecting but
rather to say that choral messengers create an impactful narrative by concentrating their efforts
on the “shared” effects of violence and not on their lack of presence within the boundaries of the
space.

Predictably, these messengers offer their narration in the form of choral odes. A locus set
in this narrative mode is unique because it essentially operates on the fringes of the performance.
It exists as something which is part of the storyline of the play and also something which
comments upon it. In other words, even as the chorus draws the audience’s attention to details it
gives in its song, the chorus also momentarily alienates the audience from its narration.*” The
content of these songs not only relates what the chorus is thinking but also allows the audience to
re-examine the effects which the play has produced.*® Just as similes and anecdotes in epic offer
audience members familiar images to comprehend scenes better and just as tragic messengers
modify their narrative techniques to reconstruct certain features within a locus, choral odes re-
present the aspects of a scene—either through their content or their performance**—in a way that
compels viewers to reflect on how the scene generates its effects in the first place. Looking back
on the example from Agamemnon, one can see how the chorus’ narration of Iphigeneia’s
sacrifice sets the overall context for the play and likewise how it invites the audience to consider
her sacrifice in light of the violence still to come. Odes take whatever emotional impact a scene

has made or whatever emotion they are evoking and use the length of the choral performance to

" Weiner (1980), 210-211. Weiner cites Brecht’s Alienation Effect (also known as the Distancing or
Estrangement Effect) to describe the role of the chorus in tragedy. In his estimation, this effect explains why certain
choral odes seem to be out of place. He argues that these “interruptions™ are crucial to the overall understanding of
the tragedy’s plot. Hall (2004), 64-65, also discusses the alienating effects of tragedy as a whole.

*® Goldhill (1986), 257.

* Weiner, 211. Weiner believes scholars should see choral odes as significant musical interludes which. If
this is the case, then even a choral couplet may be part of a more extensive choral performance. In other words, the
length of the ode may not reflect its importance in the text.
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emphasize the intellectual underpinnings of the tragedy. They let each member of the audience
contemplate the force of a scene by placing the play’s emotional and rational aspects under
scrutiny.”

Furthermore, it is important to note that even though a chorus may have knowledge about
greater mythological storylines, it is nonetheless largely deficient in terms of the information it
possesses under its current circumstances. Like other characters in a play, the chorus requires
mobility and presence to comprehend anything outside of its locale. Unfortunately, it has neither
of those things; its domain is strictly confined to the orchestra, so it can only obtain knowledge
through dialogue with other characters. Hence, along with extensive choral odes, the chorus
often participates in dialogic narration. In such interchanges, there is little opportunity for the
audience to reflect on the information being exchanged, so instead, the focus of the narration
becomes the immediate search for knowledge. When the chorus finds itself in stichomythic
dialogue with another character, there is an implicit understanding that what is being said is
factual—everyone involved is quickly looking to grasp the details of a scene with exact
precision. As a consequence of this, the chorus may, in its fact-finding mission, be part of the
construction of a locus even if it is not the main narrator of it. As | showed with the synchronous
narration in Sophocles’ Electra (1398-1418), this is especially true when the chorus questions the
perpetrator or victim of violence.

When a messenger can portray violence he himself is committing or violence occurring
against him, the audience gains access to a unique version of the locus. This rendition necessarily

favors the viewpoint of the doer or the victim over others, but by definition, that does not prevent

% Goldhill (1986), 257. Goldhill describes the purpose of the alienation effect by saying, “The effect of the
chorus’ alienation is to prevent the unrecognized working of myth’s ideological power to underpin a moral and
social discourse. Rather, the ideological functioning of myth is held up to view, a recognition of its use is forced into
the light, its value and manipulation as a paradigm is laid open to question.”
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either from presenting other frames of reference. A perpetrator or a victim can reconstruct
aspects of a locus which are, perhaps, missing from others’ narrations, but because both are so
deeply affected by the acts of violence committed within the space, their reading of events
cannot be the sole source of information. Violence may bear upon a perpetrator’s and a victim’s
emotional, physical and psychological states to the extent at which it would be difficult to trust
their narration outright. The semblance of objectivity in other messengers’ accounts comes from
their capacity to place some kind of distance between themselves and the events they are
describing. In the case of an executioner or a victim as messenger, that distance is almost wholly
missing. This is why a locus portrayed by a messenger who has inflicted or suffered violence is
likely to have another messenger type character interact with him—to provide an auxiliary or
more “objective” presentation of the violent deed.

The need for a supporting messenger figure naturally implies that the narrative techniques
employed by perpetrators and victims may vary greatly. They themselves may use explicitly
detailed analepsis or prolepsis to clearly re-present the details they are involved in, but as I noted
above, they are likely to intersperse those techniques with others to convey their current state of
mind and a more comprehensive view of the locus. Orestes and Electra in Euripides’ Electra, for
instance, take turns detailing the steps they took to lure and then kill Clytemnestra (at different
intervals between 1177-1231). While they speak to one another, the chorus includes itself in the
discussion by expressing its views on what Orestes and Electra have done and asking them
questions regarding the murder (1185-1189, 1201-1205, 1210-1212, 1218-1220, 1226, 1232).
Therefore, this locus has three different narrators who, in their interaction, fill in different aspects
of the scene. The role every narrator plays in the course of describing the locus counteracts the

potential bias which could emerge if Orestes or Electra were the sole narrators of their violent
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acts. Their interplay reinforces each of their messages so that the audience can be assured that it
is receiving reliable information. Thus, the perpetrator or victim often verifies his or her role in a

violent locus by combining his or her narration with that of another messenger figure.

Visualization: Perception and Imagination

At the beginning of Chapter 1, | defined the locus violentus as, first and foremost, a
“visualized, narrative space.” Up to this point, | have discussed the particularities of tragic space
and narration, but | have not addressed tragedy’s visualization as such. Simply put, visualization
in this genre operates similarly to the way it functions in epic—a highly detailed narrative
compels audience members to construct cognitive imagery their minds’ eyes. This use of
individuals’ imaginations adds depth of meaning and, so, effect because it causes the act of
violence to be something evoked out of one’s own conception of the images being put forth.
However, this is only half of tragedy’s form of visualization. The other half arises from the fact
that tragedy itself is visual; it is a type of performance which offers audiences a spectacle in the
form of the theater, stage and actors. Visualization in tragedy is, altogether, a mindful
combination of “real” and “fictional” (or imagined) elements within a tragic performance. As a
result, it is useful to analyze perception and imagination in conjunction with one another, and it
is beneficial to examine how this pairing works in the theater, on the stage and with characters to
enhance the effects of the locus.

The theater introduces the audience to tragedy’s first level of visualization because it is

inherently liminal.>* It makes itself part of the tangible, surrounding landscape and yet separates

*! Rehm (2002), 10-11. As Rehm notes, “theatrical space demands presence” (emphasis his). He asserts
that the stage’s presence is indispensible because it allows the “imagination and creativity [to] merge with [the]
unshakeable (and often brutal) realities of theatrical production.” Because of this, mimesis in tragedy is not imitation
but rather, performance as enactment or reenactment.
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itself by emphasizing through narrative the artifice of what it presents within its boundaries. That
is to say, even as it marks itself as a real-world space,® the theater is also a site of a tragedy’s
artificial reality, of an area which requires a different sort of interaction.>® This point is evident in
the very name of the theater. The theatron is, above all, an area in which one uses sight as a
means for understanding. But the role of sight is not limited to what it informs viewers about the
fundamental characteristics of a play (the aforementioned settings and characters). In their
presentation, the optics of the theater also create a type of “iconographic language” which
audience members are able to evaluate and interpret.>* This language appears out of the aspects
of the narrative which the actors and audience actively produce to support the performance. For
example, despite having no movable parts or changeable features, the images on the surface of
the skene can vary with the progression of the play’s narrative so that one painting can stand in
for multiple locales.®® The theater and the scene painting work together with narration to form a
space which is intrinsically concerned with a persistent “shifting of realities.”*® As Rehm states:

Above all the tragic playwrights were aware of the shifting

relationship between the characters on stage and the audience,

manipulating with artistry (and an admirable willingness to

experiment) the spectators’ perspective on, and commitment to, the

action. They constructed their tragedies so as to implicate the

audience emotionally and intellectually, consciously and
unconsciously, not only in the story but in the very process of the

%2 Rehm (1992), 33. Here, Rehm emphasizes the fact that the “early theater was conceived more as a space
than as a building.” He makes the statement to counter the idea of a fixed building for performances, but the
statement seems to work more for his other discussion about the overall delineation of performative spaces. These
spaces are discussed shortly, but suffice it to say, these demarcations are crucial for the development of the tragic
locus violentus.

>3 Hall (2004), 68. Here, Hall briefly examines the phenomenology of the theater and its relationship to
“truth”/“actuality.”

> Zeitlin (1994), 140-141. Cf. Goldhill (2000), in particular pages 169-171 on the importance of evaluation
through sight. Thumiger (2013) is also important in this respect.

*®* Rehm (1992), 37. Rehm uses Aeschylus’ Eumenides as an example of one play which employs an
imagined shift of location. According to him, there is no change in the actual scenery seen on stage when the tragedy
finally moves to the courtroom setting in Athens.

% Lynch (1980), 21-22. Cf. Goward, 9.
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drama.>

Moreover, the visual dynamism of the theater and the stage possesses a temporal
dimension to it as well. In the course of a performance, there is an unspoken acknowledgement
that what the actors portray and what the audience is seeing is a representation of the past—it is
both something “made to seem present” and something which “cannot possibly be there since [it
belongs] somewhere else, to an invisible beyond.”*® The viewers of a tragic performance are able
to inhabit a seemingly “real” space constructed by the site of the theater and the frame of the
stage, and they can share in the experience of the events depicted before them, but they can never
convince themselves that they are truly a part of it.>® Tragedy consequently deals with a

“consciousness of ﬁction,”60

with its own version of “epic distance.” In Chapter 1, epic distance
was the concept which described the inherent pull of the Homeric narrative away from the
timeframe of its performance; it was the concept which kept listeners from fully identifying with
the heroic figures in the story. Visualization, however, counteracted the effects of epic distancing
by enabling listeners to inhibit the more incredible aspects of the narrative. Here, visualization
works in much the same way: the audience’s capacity not only to literally see but also to imagine

certain features of a performance helps it curb the distancing effect of the theater and the stage

(and choral odes no less).®* Even as parts of the performance temporally, visually and/or

" Rehm (1992), 45.

%8 Kottman (2003), 93. This quote, cited by Kottman, is taken from page 243 of the 1990 work by Vernant
and Vidal-Naquet, Myth and Tragedy. It specifically refers the implicit fictionality of tragic characters, but it can be
extended to describe tragedy as a whole. In fact, Kottman goes on to do just that later on the same page.

% padel (1992), 353-354.

% Kottman, 93. This is another Vernant and Vidal-Naquet quote cited by Kottman. Cf. Brown (2007), 3-4.
Brown also has a conception of tragedy’s “fictionality,” but her idea focuses on the genre’s “intertextual or
metatheatrical self-consciousness.” It is tragedy’s direct acknowledgment of the fact that it exists within a narrative
continuum and of the fact that it is an interpretation of and reaction to the precedent set by myth and epic.

® Hall (2004), 77-78. Like others, Hall emphasizes the idea of a “virtual past,” but she also discusses this
concept in terms of a “virtual future.” She introduces this additional temporal feature to account for tragedy’s
“constant orientation towards what will happen next” (emphasis hers). The “virtual future” is something which also
seems to be essentially encapsulated by the presence of the locus. Everything in a tragedy works toward the
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narratologically draw away from the audience, visualization and narrative maintain the
audience’s grip on the events of the play. Thus, in the midst of a performance, audience members
occupy a intermediate position in which they both engage and contend with the actual and
representational aspects of a tragedy.®

Another characteristic of the genre which contributes to the continuous vacillation of
visualized attributes is the actor himself. Actors, of course, are individuals of flesh-and-blood
whom the audience recognizes as such. Likewise, the audience understands that the roles actors
play have little to no relation to whom they actually are—they may play generals, slaves or
women without ever having some such experience. Regardless of who actors are outside of a
theatrical setting, their entrance into the theater immediately signals their readiness to
reformulate the interaction they have among themselves and with those who are their patrons.
More specifically, their presence in a performative space marks their giving over to a
performative affectation, and this affectation has no better emblem than the tragic mask.

As soon as actors obscure their personal features behind a mask, they willingly abandon
their own individual characteristics and submit their identities to the ever-fluctuating dynamic of
the theater. They are an amalgamation of their own self and the self they embody.®® In this way,
the mask is analogous to the skene; both mark the layer of artifice before the real
environment/individual, and both compel the audience to place concerted focus on their

features.® Plainly stated, they are representative of the inherent push and pull within the

culmination of a largely violent act, and as such, the virtual aspect of “what will happen next” is taken up by the
visualization of the execution of violence.

%2 Zeitlin, 152.

% Bergmann (1999), 19.

% Meineck (2011), 121. Cf. Hart et. al. (2003), 137. The comparison between the mask and the skene
comes from Sir Peter Hall, who says “If you think about it, the Greek stage, and this is very important evidence, the
Greek stage is itself a mask.”
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tragedy’s presentation and performance; they are cognitive barriers which simultaneously
encourage and hinder the audience’s efforts to understand and interact with them.

Still, the mask takes advantage of the dual aspects of visualization to a greater degree.®
Since the features of a mask give the appearance of a human face, there is an instantaneous
effort by the audience to connect with it and decipher its expressions.?® In spite of the fact that
the mask conceals an actor’s real traits, viewers nonetheless strive to project an imagined,
recognizable mien onto its surface.®” As much as the unwavering gaze and the artifice of the
mask may repel, the sight of it and the accompanying movements and gestures® cannot help but
coalesce memory and the grand cavalcade of human interaction to provide spectators with a
stockpile of cognitive and emotional responses which they can call upon during a performance.®
This process is assisted further by the actors’ general orientation and appearance on stage. While
they are performing, actors typically face outward rather than face one another. This is done for
the sake of audibility, but it also has the added benefit of establishing a visual bond between the

characters on stage and the people in the audience. There is a reflexive, reciprocal gaze—an

understanding of viewing and simultaneously being viewed—which helps actors communicate

% Meineck (2011), 132-134. On page 134, Meineck cites E.H. Gombrich who studies the connection
between sight and psychological interpretation. He believes people “generally take in the mask before [they] notice
the face.” There is more concern with making sure that a mask is depicting a human being than with understanding
who is beneath the mask’s surface.

% |bid, 148. Here, Meineck describes Kuleshov’s experiment, a study which attempts to show how context
and setting affect the interpretation of human expressions. The results of the experiment show that people are
naturally predisposed to assigning value to a person’s face. They work to give a face an expression to fit the context
they are shown. When a mask is used, the effect is even stronger. Viewers endeavor to fill in the gaps left by the
mask’s ambiguous features in order to grant it an expression.

%" Rehm (1992), 41.

% Meineck (2011), 150-151. Cf. Rehm (1992), 40-41.

% Meineck (2011), 123. Cf. Hart et. al., 137, where Sir Hall also writes about the mask’s ability to temper
excessive emotion. He believes that it would be easier for an actor to “go the whole hog” and overact if he were to
portray moments of extreme emotion without a mask. A mask is “a governance” which does not emote
automatically. It is a token which requires concentration to create its effects, and the time it takes to concentrate
moderates the potential for superabundant responses from the audience.
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the emotional aspects of the narrative to their audience more effectively.”® What is more, the
characters which the actors make manifest possess many of the same features as their classical
audiences; regardless of their mythological stature, these figures become participants in the
community in front of them.”* As Padel states, the separation between the actors and the
audience “lies in architecture and role...not...in profession and experience.”’? Therefore,
visualization, as it currently stands, represents tragedy’s continual investment in the audience’s
engagement with its characters and their circumstances. This changes, however, when a locus
comes into play.

When an act of violence becomes the central aspect of a performance, the reciprocal gaze
between actors and spectators is often lost because, as previously noted, violence tends to take
place off stage. In its stead is a return to the epic configuration of visualization, namely cognitive
imagery evoked through memory and narration. The memory used by the audience in the face of
a locus, though, is not wholly based in the experiences of each individual viewer. It emerges
from the experience of seeing the characters on stage and maintaining this image as they move to
different, unseen areas. In other words, visualization within the locus utilizes memory not just in
terms of audience members’ long-held, personal experiences but rather, in terms of their recent

exposure to the characters” immediate presence. Visualization in the locus is a matter of

® Meineck (2011), 140-141.

™ Rehm (1992), 65-66. In his discussion of tragic costuming, Rehm states that actors wore “modern dress.”
Ritual dress and props were more consistent with “contemporary” Greek society than with the heroic communities
represented in epic. Furthermore, classic tragedians did not attempt to modify the speech of the actor(s) to reflect a
more archaic version of the Greek language. Cf. Davidson (2005), 10-11, for another take on the unique connection
tragedy establishes with its audience. Cf. Goldhill (2000), 167 and 172-175. Similarly, Revermann (2006), 111-112,
makes a point about the ancient Greek audience’s involvement and investment in a dramatic production. According
to him, many Athenians would have participated in, at least, a tragic chorus. The techniques Athenians would have
learned in such a role (and perhaps others) would have made them more attune to the intricacies of gesture,
intonation and the like. Therefore, their experience would make them “connoisseurs” of tragedy, people who would
demand more from a performance than the average ancient theatergoer.

"2 Padel, 338.
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reimagining the tragic figures” immanent corporeality.” It is the endeavor to retain the visual and
spatial link instituted by the performance. Although the characters are relatively close even after
they have moved off the stage, the audience’s connection to them continues to be strained
because there is no guarantee that it will be able to deduce what is happening to the characters or
even that the characters will return after the locus produces its effects. Alongside the notion that
the figures of tragedy are present before the audience, there has also been the potentiality of
absence, either through a locus or by the needs of the story.” Tangible presence has been subtly
laying bare the prospect of conspicuous absence.

Consequently, within the span of a performance there is a constant undercurrent of
destruction or, perhaps, destabilization which cannot help but be augmented by the execution of
aviolent act in a locus. Violence, as a continual possibility within a tragedy, threatens sight
while at the same time making it a primary concern while it is still a viable avenue for
understanding. It implicitly emphasizes the need for spectators to engage more fully in the act of
seeing because it is persistently on the verge of eliminating imagery entirely. Thus, the locus
sustains the “ebb and flow” present in the tragic performance to a slightly different degree. Like
the theater, stage and actors can pull away or draw in an audience, the locus pulls away visually
only to draw listeners in narratively and imaginatively. The cognitive lure of the locus casts the
audience into the “optical unconscious,”” into a realm which expands the possibilities of what

may occur when a character intends to commit violence.”® For the time that characters are absent

® Hall (2004), 70.

™ bid, 76.

" Benjamin (1999), 263. The concept of the “optical unconscious™ describes a viewer’s need to “step out”
of the range of an image in order to glean meaning and effect from it. In essence, this is precisely what the locus
affords the audience. The locus separates it from the images it is accustomed to seeing and compels it to reconsider
those images at a distance. As the audience does so, visualization helps it endow the cognitive images it recreates
with a new sense of meaning.

’® Barthes (2010), 57-59. Similar to Benjamin, Barthes sees a viewer’s disengagement from an image as an
opportunity to enhance its overall effects. This augmentation, however, comes about through what he calls a

125



from view, the audience is free (or even condemned)’” to envision the potential horrors occurring
within the locus. Until a messenger appears to tether the locus with his narrative, it exists in a
“subtle beyond”’® which compels and challenges the audience to confront violence’s manifold
forms. This is why the messenger can only impose a sense of order on form of the locus and not
on the content of it—the relative unknowability of violence allows it to remain unhindered in the

imagination of the audience.

Suspense

Throughout the previous sections, | have made passing references to the “tensions” a
tragedy may derive from different parts of its performance. In many instances, these pressures or
conflicts come from the personal dynamics between characters, but they also materialize because
of tragedy’s particular concern with the transmission of knowledge.”® As | stated before, there
are several sources of information within the plot of a play. Some of these are “historical” and
laid within the mythical foundation of the play’s storyline, while others arise out of the
proceedings of the tragedy’s plot. Likewise, from the audience’s standpoint, the general
understanding of myth brings its own sense of knowledge and familiarity even before a play
begins. In all, there is a belief that there are aspects of a plot which are readily available from the
outset, but as | have argued, violence and the locus make trust in this belief extremely tenuous.

Violence encased within a locus is something which removes the security of sight; it is a

punctum. A punctum is a particular detail which affects a viewer’s once it is out of his line of sight. This detail
arrests the interest of the viewer and effectively creates “a blind field” which the viewer fills in through the
imaginative process.

" Hall (2007), 19. Hall discusses the representation of suffering in tragedy and mentions the fact that the
“very process of staging agony as aesthetic spectacle must in a sense be abusive.” There is an inherent mixture of
agony and desire brought forth before an audience which it must contend with as it tries to comprehend the suffering
it sees on stage.

"8 Barthes, 59. Cf. Hall (2007), 27.

™ Goward, 13. Cf. Lowe (2000), loc. 2593.
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combination which juxtaposes the known with the unknown. And therefore, it is something
which naturally develops and then nurtures a feeling of suspense.

Before | delve into the details of suspense through violence and the locus, it is necessary
to examine how tragedy can construct an overarching feeling of suspense in its plot. Overall,
tragedy’s preoccupation with knowledge and its need to create suspense out of that fixation is not
altogether different from epic. Both genres benefit from the conflict generated when information
is withheld from either its audience or its central characters. What does separate the tragic
version of the notion from its epic forebear is the degree to which tragedy is willing to transform
what is known about the information it presents. From the beginning, the visibility of the play
and the plurality of narrators make tragedy seem immediately knowable. The moment an
audience, a character or a chorus enters the space of the theater, they are sensorially
bombarded—there are things to see and so, understand at every turn.* Yet, once dialogue
becomes part of the performance, things have the potential to be less straightforward because
social dynamics and other considerations begin to elucidate things which cannot be gleaned
directly from sight. The quantitative elements of the performance cannot fully account for the
qualitative attributes of the plot. There are the aforementioned “transformations” of larger myths
to consider, and these cast any preconceived knowledge about his work immediately into
doubt.®* For example, Polydorus appears as one of Achilles’ many victims in the Iliad, but
Euripides’ version of him in Hecuba removes him completely from the field of battle and instead
places him in Thrace; Aeschylus’ Choephori and Sophocles’ Electra present Electra as the
youthful, unmarried avenger of her father, while Euripides’ version of her in his own Electra

emphasizes the fact that she is married to a peasant, and so, the dynamics of her vengeance are

8 Thumiger, 223.
& Flint, Jr. (1922), 5-6.
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different. These seemingly small changes produce an opening element of suspense in the
tragedians’ plays because the audience is suddenly cognizant of the fact that these may be the
first of many modifications instituted by the tragic poet. At once, the audience loses confidence
in the details offered by sight and precedent set by epic, and the tragic narrative becomes
something new and potentially more horrifying as the possibilities for the plot expand.
Moreover, this preceding instance of suspense sets off a chain reaction of effect in the sense that
this scene will start to affect subsequent moments of suspense.

With or without changes to the details of a plot, there are other techniques which take
advantage of the locus to stimulate feelings of suspense. One of the most effective techniques
uses an extrascenic or distanced locus to highlight absence and promote silence. The deliberate
decision to remove violence from the main action on the stage sets violence in a unique position
because, in the time of its execution, it appears to exist in the interstitial spaces of the narrative.
There is little to ascertain. Save for perhaps the identity of the perpetrator and the victim, there is
no sure way to know anything about the violent act, and furthermore, in the absence of screams
or cries for help, one cannot even be certain that violence is happening. Indeed, everything that
makes epic violence compelling—a graphically thorough version of synchronically-occurring
events—is absent when violence takes on this form, and all who lie outside of the space of
violence are in almost complete ignorance. Thus, the acknowledgment of the locus’ presence
ironically heightens feelings of suspense by making conspicuous what is lacking; the delineation
of space develops suspense through the purposeful formation of a physical and cognitive barrier.

Additionally, the messenger of a locus himself may act as the source of explicit silence.
Any character who knowingly withholds speech from others presents another form of tragic

suspense and is cause for concern. A refusal to speak is a refusal to participate, and this person’s
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willing resistance to communication is ultimately disconcerting because he or she is aggressively
denying others knowledge.®? Non-activity marks the silent character as a non-entity, as a person
with unrecognizable motivations, and so this character becomes an intense conveyor of suspense,
especially if he or she is a figure known to have a particular level of knowledge.

Cassandra in Agamemnon, for instance, is a character endowed with prophetic power.
There is an acknowledgment, at least among the audience, that she possesses insight into events
to come. As such, she is an ideal candidate for a messenger of Agamemnon’s murder because
she can foretell what violence will occur within the palace walls. Owing to her position as a
captive and a woman standing among a group of men, however, she is completely silent.®
Hence, everyone on stage is left to speculate about what she knows or is able to tell (1050-1052
and 1062-1063). While she remains motionless and taciturn, Cassandra is an unknown quantity
and an undisputable figure of suspense. It is not until she starts to speak (1072) that some of the
tension surrounding her presence can be alleviated.

Outside of absence and the silence of space and tragic characters, suspense can also
emerge from narrative delays. Earlier in the discussion of Talthybius’ speech in Hecuba (518-
582), | examined how a messenger can play with the temporality of his narrative to fill in the
gaps in an unseen scene of violence, but | have not discussed how this ability can intentionally be
used to formulate a sense of anticipation and suspense. Altogether, the capacity to move
narrative backwards and forwards in time and to engage in dialogic narration discloses a
character’s scope of knowledge. The chorus, as | illustrated in the examination of the choral ode
at the start of Agamemnon (218-248), tends to offer external prolepsis recalling well-established

events from a tragedy’s past, while other messenger figures, such as the messenger appearing

8 Goldhill (2007), 94-95. Goldhill cites Cassandra and Ajax as two characters who are notable for their
“marked” silences.
8 Cassandra enters the play at line 782, and characters specifically note her silence during lines 1035-1071.
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near the end of Oedipus (1237-1284 and 1286-1296), usually confer more immediate analeptic
and proleptic sources of information. Regardless of the extent of a message’s narrative
chronology, each narrator offers glimpses of an event which do not necessarily assist the
development of the current situation in the play.®* Under such circumstances, the plot stalls and
the audience can only gather the information offered without any real sense of how that
information should be applied. Like characters confronting a reticent figure, an audience may
only wonder and anticipate what will come next; until one of the characters offers context to help
organize the material it possesses, the audience lingers and is forced to deal with its feelings of
apprehension and anticipation.®®> Any preemptive attempt at description to mitigate suspense is
merely a projection of knowledge because the audience’s information consists of scraps of the
past and glances of the present.

Returning to Hecuba’s Talthybius, it is possible to see how the details in his narration
contribute to the feelings of suspense within the locus. In his account (518-582), Talthybius
delays the progression of Polyxena’s sacrifice largely through the inclusion of direct quotation.
When he mentions his call for the army to be silent (532-533), he effectively pauses the
imaginative reconstruction of the locus. The audience experiences a slight delay as it takes the
time to imagine the scene’s violence. Furthermore, as he relays Neoptolemus’ prayer to his father
(534-541), he evokes the image of Polyxena’s blood (536-537) without actually describing her
death. In this way, the audience is given the opportunity to consider the prospect of violence and
death even further. The effects of violence and death accumulate as Talthybius continues to

delay the advancement of the scene. Finally, when the moment of Polyxena’s sacrifice does

8 Goward, 60-61. On these pages, Goward discusses suspense as a trait of Aeschylean narrative, but she
also states that many of Aeschylus’ techniques provide the basis for the other tragedians’ tendencies, either as they
adopt Aeschylus’ methods or as they modify them.

% Ibid, 87-88.
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arrive (544-546), Talthybius adds Polyxena’s statements to her sacrificers (547-552 and 563-
565). Again, the audience seems to reach the locus’ climax, and again, Talthybius redirects the
audience’s cognitive efforts to a character’s words. He places the climax just out of reach which,
ironically, only serves to enhance the climax’s effects once it finally comes to pass.

Hence, delay is one of the most effective sources of suspense because it is inextricably
tied to the act of narration which is the primary attribute of the locus. As part of narrative, delay
extends the time it takes to reach the act of violence; it pressures the audience to coexist with and
dwell on the prospect of murder, mutilation and the like. While a messenger employs narrative
delays, he extends the possibilities for the kinds of violence which can occur. Suspense through
delay makes violence something with visceral effects; it transforms it from an idea existing on
the fringes of audience’s consciousness into a concept which confronts listeners swiftly and

wholeheartedly.

The Supplementary Attributes of the Tragic Locus Violentus

With each subsequent section, | have marked the development of the tragic locus
violentus. No tragic locus can exist without all of these characteristics because, as the
investigation above shows, they are all interrelated. One trait invariably relies on another to
bolster the effects of the locus. The features which follow, however, are notable because they
may be utilized in support of these essential features. Similes and metaphors, for example, may
appear for the sake of heightening the impact of narration and suspense, whereas the presentation
of a victim may affect the notion of space and visualization. To be sure, this is not to say that

these are the only ways these subordinate features are associated with essential characteristics
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but rather, to say that these supplementary characteristics have multiple avenues for exerting

their influence upon the locus.

Similes and Metaphor

While similes and metaphors are not unique to tragedy, their application in the genre is
different from that in epic. As I discussed in Chapter 1, epic similes were of particular
importance because they mitigated or amplified not only the scale of the poem but the intensity
of the war imagery contained therein. In addition, Homeric similes had the potential to be
extensive, often being as lengthy as the event with which they were being juxtaposed.
Metaphors, too, were present, but their usage was not as pervasive.®® Despite that precedent, in
the movement to tragedy, and especially in the movement away from the works of Aeschylus,
the inverse seems to be true—similes lose their expansiveness, but the frequency of metaphors
increases.?’ Instead of introducing and then expanding similes’ imagery, tragedians appear to
limit their implementation so that they may consist of as little as a single line. As a result of this
tendency, similes may seem ornamental or even decorative in the larger narrative.® Yet, what
prevents tragic similes from being inconsequential additions to a scene is the continued potency
of the comparisons and contrasts they illustrate and the fact that their employment alongside

metaphors is part of the larger task of visualization characteristic to tragedy. Both figures of

8 Kirby (1997), 521-522. Kirby notes that similes can be considered a “species of the genus metaphor,”
which is to say that similes are essentially a subset of the larger concept of metaphor. Nevertheless, Kirby also
speaks of metaphors as their own technique which may appear alongside a separate simile. In such cases, metaphors
are “characteristically brief” while similes tend to be “elaborated at leisure.”

8 Rutherford (2012), 120-121. Here, Rutherford discusses the tragedians’ natural tendency to insert
pictorial language into their narratives and their overall preference for metaphor over similes. He also goes on to
describe the general delineation between the two concepts and determines that, regardless of the differences in their
forms, the tragedians’ ability to “accumulate” or “mix” metaphors and similes grants tragedy a flexibility of imagery
and narrative coherence.

® |bid, 125. Cf. Barlow (2008), 96-97. On these pages, Barlow lays out some scholars’ criticism of
Euripides’ use of similes and metaphors. According to them, Euripides is “uninspired” and does not employ similes
and metaphors in an “organic” manner like the other two tragedians do. Thus, these techniques appear as “additional
ornament” in his works.
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speech are involved in the process of compelling an audience to generate cognitive images out of
narrative. They support the methods of understanding and interpretation established by the
essential traits of tragedy, and they multiply the effects of the scene into which they are being
incorporated. Hence, a locus containing one or more similes and metaphors becomes an intensely
multivalent instance of violence because the “tenor” and “vehicle” of the scene are not only
affecting each other but are also contending with the physical presence of the characters
themselves.®® Whatever visceral force the similes or metaphors encapsulate is magnified by the
actualization of the violent deed.*

The messenger speech in Euripides’ Medea offers a notable example of similes and
metaphors’ ability to reconstruct familiar scenarios in horrifyingly repugnant terms. As the
messenger vividly relates the death of the princess, Glauce, and her father, Creon, he describes
the crown Glauce is wearing as something which is suddenly able to “cast forth a wondrous
stream of all-devouring fire” (Bavuagtov et vapa mapedyov mopog, 1187). From there, he
maintains the image of a voracious, fiery poison eating away at the flesh of the young girl and
adds two similes to the locus. The first recasts the picture of the princess’ flesh separating from
her bones as “a tear of the pine” (dote mevkivov ddxpv, 1200), and the second envisions the fatal
embrace between father and daughter as “ivy [clinging to] shoots of laurel” (npoceiyed’ dote
K1o60¢ Epveotv daopvng, 1213). The details presented by the messenger paint a gruesome picture
of death, but the similes he attaches to these details bear none of that violence themselves. They

wholly reframe the deaths of Glauce and Creon with imagery which in most contexts would

8 Rutherford, 121. As Rutherford explains, the “tenor” of an image denotes “the actual event or emotion
described,” while the “vehicle” is “the comparison or illustrative image.”

% Barlow, 105. Barlow describes several scenes of intense violence and remarks that the shortness of
metaphors need not affect their efficacy because “they are alive with the force of physical realism. They make the
moment of horror impossible to gloss over, or ignore, or soften, with an abstract or comfortably vague
circumlocution.”
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seem benign and merely a feature of nature. Consequently, it is through contrast that these
similes achieve their perverse effects.

By juxtaposing the natural qualities of pine and ivy with the unnatural manner of these
characters’ deaths, these similes make the act of imagining within the locus challenging and
simultaneously arresting. They force the audience to deal with differentiated layers of imagery in
order to better comprehend the impact and significance of violence.” At the same time, if the
similes are effective because they use a different frames of reference to evoke specific responses
from the audience, the metaphorical language throughout the scene affects through its ability to
keep the audience entrenched in the gory attributes of the locus. The metaphors in the
messenger’s speech do not turn to secondary imagery to draw out the power of the violence
taking place. Instead, they bestow a level of agency upon certain objects and details so that the
power they exert in the locus is felt in a completely new way. The crown upon Glauce’s head
becomes the literal devourer of the girl and her father because metaphors are able to transform it
from a beautiful object into the source of inexorable death. Thus, taken altogether, one can see
that although similes and metaphors are not essential to the locus as a whole, the example above
calls attention to the ways in which these figures of speech can augment the portrayal of violent
deeds. Their presence in a locus is not superfluous or ornamental but rather, a potent outlet for
visualization and interpretation. They are supporting features which add nuance and depth to the

proceedings of a violent scene.*

Presentation of the Victim

%! Rutherford, 162. In discussing the effects of similes and metaphors Rutherford explains, “there is a
tendency to use metaphorical language to bring out the abnormality, even the perversity, of the events dramatised
and described: what is natural and healthy in everyday life is negated, darkened, and given a strange and horrific
new form.”

% Barlow, 113-115.
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Like similes and metaphors, the presentation of the victim is a feature of tragedy which
may enhance the effects of the locus. Unlike similes and metaphors, however, the presentation of
a victim on stage is not a direct appeal to the cognitive or imaginative faculties of the audience
but a direct appeal to the “basic level of [the] corporeal being.”* It marks a return to the
emphasis on immediacy and the audience members’ ability to comprehend through their sense of
sight. Yet in the aftermath of the locus’ events, visibility is no longer the same. The figures
which appeared whole and unharmed re-emerge mutilated or completely devoid of life. The
integrity of the human body is compromised because of the deeds committed within the locus,**
and similarly, the integrity and the security of the environment is lost with the re-introduction of
the victim into his or her community. As such, visibility under these circumstances is not merely
a matter of comprehension but also a confrontation with the sources producing mutilation or
death. Viewers in the audience and on the stage, who have only recently been subjected to
imagining horrific acts, must now come to terms with the fact that their reactions to those acts
are going to be amplified by the literal prothesis of the details they have visualized.*

In addition to affecting the visual component of the locus’ outcome, the unveiling of the
victim alters the spatial elements of the locus as well. Because the victim is likely to be brought
out on an ekkyklema, the distinction between theatrical spaces is disturbed.*® Suddenly, the

interior secrecy of extrascenic or distanced space infiltrates the stage—both effectively become

% Segal (1985), 13.

% Some scholars have argued that the emphasis on specific body parts in epic and tragic texts highlights the
Greeks’ propensity for using the human body and its organs as semiotic elements. Segal (1985) and Griffith (1998),
in particular, focus on Aeschylus’ use of the body to amplify the effects of certain scenes. With that in mind, one
could also suggest that the verbal segmentation of the human form mirrors the physical deformation of the body
once violence has occurred—even if the victim reappears without any kind of dismemberment, his body is not fully
whole. On the other hand, the attempt to separate a body into its constituent parts can be resisted. Polyxena in
Hecuba, for example, rejects the near-fetishization of her body by associating her features with her stature and
promoting her presence as a person rather than an object.

% Whitehorne (1986), 59-60.

% Lowe (2000), loc. 2436.
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scenic space—and whatever safety or comfort the audience could take from the separation
between it and the area of violence is eliminated.”” Even in instances in which the victim comes
back to the stage of his or her own volition, such as Oedipus in Oedipus or Polymestor in
Hecuba, the notion of disparate theatrical spaces ends. Ekkyklema or no, the victim extends the
scope of the locus to include both the people on stage and those in the audience. As the
culminating figure of the locus, this character forcefully obligates the audience to inhabit the
same space. The victim prevents viewers from believing they can escape the locus’ effects;” he
or she makes them unwitting participants in the spectacle of violence. By coexisting in the same
space as the victim, the audience crosses into new, interactive territory.*® It connects with
violence visually and spatially whereas before its engagement was defined by narrative and
imaginative visualization. Hence, the presentation of the victim magnifies the audience’s
experience of the violent act by giving it the opportunity to be immersed more fully in the final
moments of the locus. Although the victim’s appearance before the audience is not crucial for the
development of the locus, its inclusion in the proceedings brings greater impact to the violent
deed. The execution of violence combined with corporeal evidence of its actualization can only

strengthen an audience’s comprehension of the locus as a whole.

The Scope of Inquiry
Throughout the sections above, | have used a broad number of plays to delineate which
attributes of tragedy pertain to the concept of the tragic locus violentus. For the examination of
the essential characteristics of the locus—violence, space, narration, visualization and

suspense—I looked at scenes of violence in plays like Heracles, Bacchae, Ajax and Agamemnon.

" Meineck (2006), 456.
% |bid, 457.
% \Whitehorne, 65.
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And in my discussion of the supplementary characteristics—similes, metaphors and the
presentation of the victim—Medea, Oedipus and Hecuba provided points of reference. On the
whole, this swath of tragedies offered examples which showed violence’s prevalence across the
genre, but in order to focus the parameters for study in Chapter 3, it is now more important to
return specifically to the original selection of Iliadic tragedies.'® After taking the essential and
supplementary characteristics of the concept into account, it is apparent that some lliadic plays
do not possess a locus as | have defined it. At once, Philoctetes and Helen emerge as two
tragedies which can be eliminated from consideration. Philoctetes falls outside of the purview of
the locus because it has no examples of physical violence. Its storyline emphasizes its
namesake’s pain and suffering, but it does not chronicle an act of violence. Helen, too, bears no
scene of violence. Instead, it examines the pain and needless suffering of those who are affected
by the abduction and consequent rescue of “Helen” from Troy.

Even among plays in which clear acts of violence exist, it is possible for no locus to
appear. The prologue of Hecuba (1-58), for instance, sees Polydorus give a brief synopsis of the
circumstances which led to his untimely death. He discusses how he came to be in Thrace (3-20),
the motives which drove Polymestor to kill him (25-27) and the current condition of his corpse
(28-30), but he offers no further details in those regards. His statements are purely declarative
and do not grant that audience the opportunity to construct a specific site of visualized violence.
There is no tension or build up surrounding the murder of Polydorus. Rather, the information
taken from the young man’s account serves to heighten the tension and suspense of subsequent
scenes in the tragedy. Likewise, the climax of Trojan Women in which Talthybius brings news

concerning the death of Astyanax to Hecuba and others (1123-1155) falls short of developing a

100 Aeschylus’ Agamemnon, Sophocles’ Ajax and Philoctetes, and Euripides’ Hecuba, Helen, Iphigeneia at
Aulis, and Trojan Women.
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locus because the act itself bears no extensive details with which the audience can engage and it
also lacks suspense. Astyanax is completely at the mercy of his killers, so the statement
confirming his killing (1134-1135) is merely that—an announcement of his demise with nothing
more to accentuate the act of violence. The bulk of the narration, visualization and suspense in
the scene comes from Talthybius relating Andromache’s and Neoptolemus’ actions before
(1126-1134) and after (1136-1144) the act of violence. The fall of Astyanax is secondary to the
suffering of Andromache, and for that reason, it must also be omitted from my study. Thus, what
is left after | remove Trojan Women and the prologue of Hecuba designates the group of scenes
which have the characteristics to support a locus. They boast moments of definite, physical
violence along with messengers who apply the aforementioned narrative techniques in their
accounts.

The application of the locus is not wholly similar across this group of tragedies however.
There are degrees of implementation which amount to differing levels of engagement on the part
of the audience. To be sure, this variety should not have any bearing on a locus’ impact. All of
the following scenes contain substantial moments of meaningful violence. But the diversity of
methods each scene employs to evoke its effects does create a distinction between loci that an
audience can approach directly and with minimal cognitive effort and those whose content
demands enhanced cognitive interaction. In other words, the more a locus variegates its essential
characteristics—the more layers a locus’ narrative, visualization and the like possess—the more
invested it requires its listeners/viewers to be. So, for instance, a locus with more than one
messenger figure has multiple points of narrative focalization not only between the messengers
themselves but also among the manifold perspectives a single messenger may wish to portray

within his or her own narrative. This, in turn, is likely to give this sort of locus greater
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complexity than a locus which is described by only a single messenger. Furthermore, when a
locus has several narratives or narrative techniques in play, audience members must contend with
successive layers of cognitive imagery which draw them further into the details of a violent deed.
When visualization is limited, either by the lack of additional messenger figures or by the lack of
narrative diversity, listeners cannot delve as deeply into the intricacies of violence and the effects
of that locus can be muted.

The spatial components of a locus have the potential to affect an audience’s cognitive
involvement as well. A locus set in scenic space reduces the amount of imaginative visualization
needed to understand the proceedings of a scene because there is less that needs to be mentally
reconstructed, while a locus in extrascenic or distanced space immediately places a literal and
figurative barrier between an audience and the site of violence which can only be penetrated
through an audience’s increased cognitive participation. Moreover, a messenger’s techniques for
rousing suspense, the expansiveness of his metaphors and the breadth of the imagery depicted in
his similes may all impose challenges which call upon audience members to interact more fully
with the space and act of violence. In all, repetition and re-presentation are the keys to
developing a more complex, highly nuanced version of the locus. With this in mind, | can lay out
the affective spectrum of the tragic locus violentus and explain why I have determined that the
scene of Ajax’s suicide in Ajax and the scene of Polymestor’s mutilation in Hecuba represent,
respectively, the least and most cognitively engaging examples of the locus.

Within the selection of scenes | have to choose from, the suicide scene from Ajax (815-
865) denotes a locus with depth of meaning but limited audience engagement. This locus owes
its standing as the least imaginatively involved site of violence largely because of its spatial

composition. Since this locus exists in scenic space, it is literally and figuratively immediate—
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the violence Ajax inflicts upon himself is guileless in its execution, and its narration lacks the
ambiguity and suspense of the much-debated Trugerde (646-692). For the most part, the formal
attributes of the scene make this locus appear “unadorned”; the audience does not need to flex its
cognitive muscles to envision the act of violence itself. Nevertheless, Ajax’s use of synchronous
narration and detailed prolepsis, and Tecmessa’s analeptic depiction of the suicide (898-943)
continue to demand cognitive engagement from their viewers and listeners. Ajax, in particular,
requires his audience to be attentive to the details in his narration and to his methods of
visualization because of the madness he suffers earlier in the play, and Tecmessa asks her
audience to be attuned to the particulars of her narration and visualization as well since she gives
a cursory reconstruction of Ajax’s suicide and describes the effects of his death on her life.

The scene of Iphigeneia’s sacrifice in Iphigeneia at Aulis (1540-1612) offers another case
of a locus which is impactful but ultimately limited in one specific characteristic, namely its
violence. As the locus unfolds, narration, visualization and suspense are fully at play. The
messenger vividly depicts Iphigeneia being led to the site of her sacrifice (1543-1547), and he
prolongs and enhances the scene by relaying the words of several characters (1552-1560, 1570-
1576).%" At this point, however, the course of the sacrifice changes since the goddess, Artemis,
intervenes and substitutes Iphigeneia with a deer (1582-1589). The substitution of the deer is the
detail which complicates the climax of the locus and recasts the act of violence in a different
light. With this modification, the violence inflicted loses some of its potency because its effects
are redirected toward a victim whose death brings order to a scene whose very importance is
supposed to be defined by the abnormality of its circumstances.

Although the suicide in Ajax demands the least amount of visualization from the

audience, the narration of Ajax’s madness by Athena and Tecmessa (51-67 and 233-244,

191 The messenger also includes the words of the seer, Calchas, after the sacrifice takes place (1591-1601).
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respectively) presents a locus with greater imaginative engagement. In the first depiction of the
locus, Athena reveals that she is responsible for Ajax’s insanity (51-54), and so, she is able to
convey precisely the thoughts and motivations driving Ajax to violence. Moreover, she
establishes a feeling of suspense by calling upon Ajax to reveal the slaughter he has brought
about during his fit of frenzy (71-90) and asking him to relate his own twisted version of events
(91-117). Conversely, Tecmessa interprets Ajax’s actions wholly through the framework of her
mortal experience. This fact, in and of itself, would call for the audience to pay close attention to
the details she provides so that it, too, can overcome the uncertainties she initially expresses
(216-220) and learn the truth behind Ajax’s crazed deeds. The earlier narration of Athena,
however, eliminates some of the tension and challenge the audience would encounter as it
endeavored to envision the gruesome specifics of the violence inflicted. Needless to say,
Tecmessa’s description is significant, but it also requires less cognitive effort from the audience
since much of that focus has already been taken up in Athena’s narration.

The scene of Polyxena’s sacrifice in Hecuba and the deaths of Agamemnon and
Cassandra in Agamemnon also exhibit nuanced versions of the locus. The locus of Polyxena’s
sacrifice (518-582) takes full advantage of the essential characteristics and uses one of the
supplementary features to present a cognitively complex account of violence. The scene contains
an extensive use of analeptic narration and particular methods of suspense.'® Additionally, the
locus’ messenger, Talthybius, creates an increasingly vivid rendition of the sacrifice by
emphasizing the exact thoughts and feelings of those present at the sacrifice (532-533, 534-538,
547-552 and 563-565). Alongside these insights, he also includes a short simile (560-561) and

painstaking detail in the execution of Polyxena’s sacrifice (561-570) and in its aftermath (571-

192 As | noted in the examination of suspense, Talthybius repeatedly uses narrative delays to augment the
effects of the scene.
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580). Unlike Iphigeneia in Aulis, there is no sudden reprieve from the image of the slain girl. The
locus proceeds to its fated conclusion, and so, it is more fundamentally poignant and engaging.

Similarly, the death scene at the end of Agamemnon (1372-1398) emphasizes the use of
detailed narrative and suspense and extends them by presenting an additional narrative as well.
Before she enters the palace, the prophetess, Cassandra, develops a feeling of suspense around
the locus by giving the chorus and audience a proleptic glimpse of death (1107-1111, 1114-1118,
1136-1139, 1149 and 1172). Additionally, Cassandra’s prospective look at the locus is
augmented by her increased use of metaphor and similes (1125-1129 and 1227-1236). Next,
when Clytemnestra reappears on stage with the corpses of her victims in tow (1372), she takes
up the role of messenger and finally describes in detail the violence she inflicted upon
Agamemnon (1384-1392). She also reinforces the audience’s imaginative engagement with the
locus by incorporating her own set of metaphors and similes in her narration (1381-1383 and
1390-1392). Hence, both Cassandra’s and Clytemnestra’s narratives offer depictions of violence
which contain several layers of imagery that magnify the overall force of the locus’ impact.

The locus of Polymestor’s mutilation in Hecuba (1030-1177), however, outpaces all of
these tragedies and shows the opposite end of the affective cognitive spectrum because it makes
extensive use of all the fundamental and supplementary qualities and, in doing so, establishes
multiple layers of imagery which must be unpacked by the audience over the course of the act of
violence. From the initial conversation between Agamemnon and Hecuba (953-1022) to the final
unveiling of Polymestor (1056), there is suspense and continual misdirection. Even as narrators
come forth to assist the audience in their endeavor to understand the violence occurring within
the locus’ extrascenic space, a more intricate combination of synchronous narration (1024-1034

and 1044-1048), prolepsis (1049-1055), analepsis (1148-1177) and similes (1172-1174) plays
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upon expectations and effectively manipulates the audience’s capacity to visualize and make
sense of Hecuba’s act of vengeance. Hence, this locus requires the utmost attention from its
audience because knowledge of one aspect of the violent deed introduces ignorance in another,
and those who lie outside of the locus’ sphere are constantly compelled to re-examine the details
they have acquired before they can finally ascertain the events within the locus. As such, this
scene stands out as the most sophisticated form of the tragic locus.

Thus, taken altogether, the particularities of the suicide scene in Ajax and the scene of
violence near the end of Hecuba delineate the two affective ranges of the tragic locus violentus.
Ajax epitomizes the most visually and cognitively accessible form of the concept through its
protagonist’s suicide, while Hecuba marks the most visually and cognitively nuanced form of the
locus because it emphasizes a multilayered use of the essential characteristics of the locus
bolstered by all of the supplementary features at the locus’ disposal. Therefore, the study of these
two plays signifies the ultimate guide for analysis; they are the minimum and maximum

standards by which any other tragedy, regardless of its epic affiliation, can be discussed.
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Ajax and Hecuba: The Minimal and Maximal Cases of the Tragic Locus Violentus

In Chapter 2, | argued that the five essential elements of the tragic locus violentus—a
physical act of violence, a demarcated space which isolates those participating in violent deeds,
and a narrative which specifically employs visualization and suspense to describe the details of
violence—together with the supplementary characteristics—similes, metaphors and the
presentation of the victim—find their least and most cognitively engaging applications,
respectively, in the suicide scene of Ajax and the mutilation scene of Hecuba. These two scenes
represent the locus’ two extremes of effect because the former limits the imaginative
involvement of the audience, while the latter constantly prompts the audience to respond to the
different elements of the locus. Accordingly, this chapter aims to demonstrate the affective
differences between these two loci through an in depth analysis of each scene’s characteristics.

Ajax’s suicide scene (815-865) is the least cognitively engaging instance of the locus
because it utilizes scenic space to portray its violent deed. The audience is able to view Ajax’s
suicide immediately on stage, and so, from the beginning of the scene, the effects of other
characteristics appear to be mitigated. Suspense, for instance, loses its impact after Ajax enters
the space of the locus because very little is left uncertain after Ajax explicitly chooses to commit
his act of self-directed violence. Visualization, too, loses emphasis due to the ocular clarity of the
scene. Yet, upon closer inspection of Ajax’s and Tecmessa’s narration, it becomes clear that the
locus continues to be complex and continues to demand the audience’s cognitive engagement.
This is the case because their narratives use a distinctly limited form of visualization which
places much of the audience’s focus on Ajax and Tecmessa themselves. In both of their

narrations, they go to great lengths to present and re-present their own portrayals. Thus, even
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though the scenic space of this locus lessens the visualization of the scene as a whole, the
targeted visualization which Ajax’s and Tecmessa’s narratives require from their audiences
renders this scene a significant, though cognitively limited, instance of the locus.

Alternatively, Hecuba’s mutilation scene (1030-1177) employs the locus’ essential
characteristics alongside all of the supplementary characteristics and in doing so, sets multiple,
cognitively ambiguous layers with which the audience must contend. These layers emerge at the
outset of the scene because the locus occurs in extrascenic space, but the complexity of these
layers increases because the locus’ narration comes from three different messenger figures. The
first messenger figure, the chorus, draws its narration from the suspense established early on in
the tragedy (1024-1034). It envisions the violence as it is taking place, creates a preliminary view
of the locus and bolsters its narrative’s imagery with metaphorical language. The second
messenger figure, Hecuba, continues the trend of suspenseful, synchronous narration after she
exits the locus’ space (1044-1048), but she also provides a corrective, proleptic view of the locus
as she begins to describe the results of her attack on Polymestor (1049-1055). The last messenger
figure and the victim of the locus, Polymestor, provides the audience a thorough, analeptic
narrative (1148-1177). He describes his entrapment and the things he suffers as Hecuba and her
band of women assault him, and similar to the chorus before him, Polymestor supplements his
account with several similes (1172-1174). Thus, throughout the presentation of this locus there is
a concerted effort to re-evaluate the details of the scene and to re-engage the audience until the
act of violence and its effects are made clear. Hence, taken together, Ajax and Hecuba represent
the two case studies by which the locus’ affective scope can be illustrated—Hecuba highlights

deepened audience interaction with the locus through repeated engagement with its
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characteristics, whereas Ajax underscores limited audience involvement through its emphasis on

a circumscribed form of visualization.

Ajax: The Minimal Locus Violentus

Ajax’s suicide scene presents the least cognitively intricate version of the locus violentus
because it is the most visually accessible. There is no need for the audience to imagine the space
of the locus because Ajax’s suicide takes place in the scenic space of the stage, and violence
occurs in full view and without any visual barrier to occlude spectators’ understanding of the acts
taking place. The effects of suspense which arise in the course of the tragedy are also diminished
once Ajax develops the space of the locus and explicitly proclaims his intent to kill himself. Still,
the narratives presented by Ajax and Tecmessa are complex because they continue to employ
visualization. The use of visualization, however, is distinctly limited.

As Ajax and Tecmessa employ different temporal modes in their narratives, the
visualization they call upon their audiences to employ is almost wholly centered upon the
portrayal of the messengers themselves. Ajax and Tecmessa depict themselves narratively as
they are and as they want to be seen by others. Tecmessa’s re-presentation of herself comes later
as she accentuates her relationship with Ajax, but Ajax’s multifaceted depiction of himself
emerges at the outset of the tragedy as a result of the complicated relationship he has with the
information he endeavors to convey. Plainly stated, Ajax begins the play as a problematic
messenger figure.® There is a feeling of unpredictability and suspense around him which arises

because of the madness he suffers at the hands of the goddess, Athena. As such, before delving

! Most scholars have not considered the narrative issues associated with Ajax. | believe this has largely
been the case because Ajax is not typically considered a messenger figure. Messengers, by and large, have only been
those characters who are explicitly labeled as such. Because of this, it would be easy for most to overlook the
complexities of Ajax’s speech.
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into the locus of Ajax’s suicide, it is useful to discuss briefly aspects of Ajax’s madness and
further sources of suspense and ambiguity in order to explain how and why the audience’s
cognitive involvement in the locus of Ajax’s suicide largely deals with the visualization of the

messengers within their own complex narratives.

Suspense in the Duality of Ajax’s Maddened Narration and Visualization

When the tragedy opens, Athena finds the hero, Odysseus, in the midst of searching for
Ajax (1-13). Odysseus is looking for Ajax because he has heard that Ajax has gone into the
Argive camps and killed several herds of cattle and sheep (18-35). Athena is fully aware of the
story, so she decides to reveal what has happened in order to help Odysseus in his search (§8yvov,
‘Odvooed, Kol mdot @OAE EBnv 1] of) Tpobupog eig 030V kuvayiq, 36-37). In disclosing all of
Ajax’s actions, she creates a locus and becomes its messenger figure. She describes in detail how
Ajax has slaughtered the Argive herds,? and she tells Odysseus that Ajax has decided to bring a
number of his victims back to his tent, making this space the chosen site of this locus (tovg
{@vtag ob deopoict cuvdncag Podv moipvag te Thoog eic Sopovg kopiletal, 62-63).

Standing outside the tent, Athena also explains that Ajax’s assaults on the herds are the
result of madness she has inflicted upon him (éy® 6@’ dncipyw, duoEdpovE €T dLOGGL YVOUOG
Barodoa thg avnkésTov Yapdc, Kol TPOG T€ TOIUvVaG EKTPETM COUIKTA T€ Aglag ddacTta
Bovkormwv epovpiuata, 51-54). Because of this, Ajax does not see that he has slaughtered
several herds of cattle and sheep. Instead, he believes he has actually killed the Argive leaders
who dishonored him by granting Odysseus the prize of Achilles’ armor. Horrified by the story he

has heard and envisioned, Odysseus hesitates to take in the full spectacle of Ajax’s insanity (74-

2 0n lines 55-60, Athena states: £v0’ eiomesdv Ekelpe TOADKEPOV POVOV KOKA® pakilmv- kadokel pév €66’
Ote d1o000G Atpeidag avToyelp KTetvey Exav, 6T” AAOT’ GALOV EUTITVOV GTPATAATAV.
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82). Athena, on the other hand, continually mocks Odysseus for his fear and makes the scene
more suspenseful by telling the maddened Ajax to come out of his tent (71-90).

Once Ajax appears and revels in the death of the “Argives” in his tent (91-117), there is
no doubt that his vision is completely warped and distorted; what he sees in no way corresponds
to what is really there.® According to his account, Athena is a close ally, a goddess who has
granted him the opportunity to strike against his enemies (& aip’ Addva, yoipe Atoyevig Tékvov,
MOC €V MOPESTNG: Kol o€ TayypHoolg &ya 6Téym Aapvpolg thode tig &ypoag xdptv, 91-93), and his
enemies are now corpses who will never again have the chance to rob him of his honor (dot’
obmot’ Alavd’ 0id’ dtydoovs’étt, 98). “Odysseus” stands as the last of his victims, but for him,
Ajax has reserved a prolonged death through extreme torture (101-113). Overall, the locus
established by Athena’s irrefutable narration stands in contrast to the version envisioned by its
prime enactor. Both renditions of Ajax’s frenzied acts assert the brutality of the violence he
inflicts, but only in the hero’s mind is the spectacle a glorious one. Consequently, the
introduction of a maddened Ajax to the stage adds a layer of apprehension, of pitiful misgivings,
to this locus’ portrayal. There is an inherent disconnect between Ajax’s words and actions which
causes those who would see him to receive him with a heightened level of distrust.

Therefore, Ajax is plagued by a “double personality.” He must contend with a
consciousness split between what one half does and what the other half thinks it does. In this
state of mind, Ajax epitomizes a conception of madness which Hegel describes in the following
terms:

[The insane self] is aware of the disruption of his consciousness
into two mutually contradictory modes;... here we see the soul in

the more or less despairing effort to overcome [its] discord... and to
restore its... self-identity; the insane subject is therefore in

¥ Knox (1961), note 26.
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communion with himself in the negative of himself...but knows

himself [only as]... a subject disrupted into two different

personalities.*
While he is insane, Ajax struggles with a fractured image of himself and his deeds, and similarly,
the audience cannot take any solace in anything he says. The knowledge which it acquires as it
hears and sees Ajax is repeatedly undermined by the twisted version of events Ajax cannot help
but convey. As a result, the very figure of Ajax represents the ambiguity which emerges when
certainty collides with doubt.’ He himself is an emblem of sheer suspense. That said, other
characters in tragedy undoubtedly have the ability to do or say things which do not directly
correspond to their intentions, and they, too, bring about feelings of suspense through their
ability to mislead or be misled. Nevertheless, Ajax is notable in this respect® not only because the
suspense he generates stems from his madness but also because his frenzy separates reason from
intent.’

Like many tragic figures before him, Ajax wholeheartedly means either to inflict massive

amounts of pain or to bring death to his victims; there is no doubt in his motives when he leaves

* Berthold-Bond (1994), 76. Here, Berthold-Bond cites Hegel’s Phenomenology of the Mind to elucidate
tragedy’s general and Ajax’s specific propensity for emphasizing disunity. As he also explains on page 73, the
world, or more specifically, the setting of tragedy and the madness of Ajax both highlight an inherent contrast
between how things “should” be and how things actually develop during the course of a play. Both underscore the
concept of peripeteia.

> Ibid, 90-91. Berthold-Bond rightly notes, “[all] tragic action is fundamentally ambiguous and double in
meaning” and Ajax (along with Hegel’s other preferred subject, Oedipus) represents a bolstering of this duality
because his presence highlights the innate conflict between the conscious and unconscious which, he argues, is one
of the main sources of tragedy’s predilection for portraying inversion.

® The concept of madness in Greek tragedy is surely not unique, and the thought of suspense derived from
madness is not new either. Heracles, for example, has often been used by scholars (see Oyebode (2012), 11-13, for
one instance) as a figure of comparison with Ajax since the physical symptoms of his insanity and the causes and
effects of his lunacy are highly similar. In spite of the resemblance between these two heroes, there is one significant
difference which sets Ajax apart. What this is exactly is discussed shortly.

" Though Heracles, the Bacchae and others inflict violence while under the influence of divinely-inspired
madness, Ajax—and in particular, the Sophoclean Ajax—stands alone as someone who is driven mad after he is
already intent on killing. As Heath and Okell (2007), 365-366, explains, “the evidence is at least consistent with
Ajax’s plot being a Sophoclean innovation, and that would make a vitally important difference to the dynamics of
the opening scene... When [Odysseus] asks Athene to explain the attacks on the flocks (42), the audience would
expect the traditional explanation, that Ajax had gone mad as a consequence of his defeat in the adjudication; her
unexpected reply overturns what they thought they knew... If that is right, Sophocles has sprung on his audience a
more extreme and more starkly problematic Ajax than any they had previously known.” Cf. Knox, 5.
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his tent. But the fact that he cannot visually discern who his victims are means his deeds are
literally acts of senseless violence.? They are acts without reason or logic because they are acts
committed with an impaired sense of sight. Hence, the more Ajax is taken in by deceptive
imagery, the more the feeling of suspense surrounding him grows and supersedes any amount of
narration or visualization he can provide for his audience. The uncertainty which his skewed
vision creates enhances the audience’s inability to anticipate what Ajax will say or do next, and it
is this sense of foreboding to which the audience is attentive while Ajax is under the influence of

Athena’s spell.

Suspense and the Trugrede

After he regains control of his mind and faculties (333-376), Ajax’s speech continues to
be the wellspring of the tragedy’s feelings of apprehension and suspense. The seemingly rational
shame and guilt he now feels at his violent acts cannot supplant the trepidation felt by others in
his presence. Tecmessa, for instance, tells Ajax that she has intentionally kept their son away out
of fear that Ajax would Kkill him in a fit of madness (un coi yé mov dvotnvog dvrnioog Oavor, line
533), and instead of faulting her, Ajax commends her for her perspicacity (érnves’ Epyov kai
npovolav fiv £0ov, 536). The chorus, too, adds its own reservations about Ajax and what he is
capable of doing.? Interchanges such as these all serve to condition the audience into feeling a
heightened level of tension whenever Ajax is present. Because the effects of Ajax’s derangement

are still being felt, the appearance of stability on stage or a return to normalcy, as it were, are

® Oyebode, 10. As Oyebode states, “madness is the obverse of reason” and requires other methods to make
sense within the logic of a tragic storyline.

% At lines 583-591, the chorus and Tecmessa both discuss their fears as Ajax begins to express thoughts of
death. Moreover, lines 545-547 depict another example of fear being immediately associated with Ajax. In this
selection, Ajax speaks to his son and says that the boy will not shrink away at the sight of blood because his lineage
should prevent him from feeling any fear (tappnioet yap od...inep ducaimg £o1” €1OG T TATPHOEVY).
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tenuous at best. Heretofore, the sole constants on which the characters in the play and the
audience at large have been able to rely are violence and its presentation. Thus, violence and its
prospect remain at the forefront, especially since Ajax proclaims that the violence he has
committed needs to be remedied by more violence, this time against himself.

The turn to self-inflicted violence, however, is not without its own evocation of tension
and suspense. Over the course of the play, characters have alluded to the appearance of Ajax, or
they express thoughts which make Ajax’s suicide seem immanent (596-645);'° they have implied
a return to mythical “tradition” which holds to the notion of Ajax’s suicide being reported by a
messenger (585-595)."* But on all these accounts, the play overturns expectations and delays
Ajax’s inevitable end. This is particularly apparent in the play’s so-called Trugrede, or
Deception Speech (646-692). This speech extends the trend of ambiguous, and so, suspenseful
discourse as it simultaneously points to and away from the possibility of Ajax taking his own
life."

As Gasti notes, the speech operates on two separate but complementary levels. The first,
taken from the point of view of the characters within the play, appears to present the image of an
enigmatic Ajax who uses language full of double meaning and cannot help but deceive his
coterie into thinking that he will refrain from killing himself, while the second, seen from the

perspective of an audience who is familiar with the larger myth, portrays a steadfast Ajax who

1% Heath and Okell, 367 and 369-370. On these pages, Heath and Okell mark the various points at which the
expectation of Ajax or his death are subverted or delayed. Cf. Mueller (2016), 21.

! Heath and Okell, 369. As Heath and Okell rightly note, the announcement of Ajax’s death by messenger
is particularly expected because of the precedent set by Aeschylus’ Thracian Women. Cf. Mueller, 16-17, which, in
addition to comparing the suicide scenes in Thracian Women and Ajax, also examines Exekias’ potential influence
on Sophocles’ version of Ajax’s death.

12 Even now, there is no consensus among scholars as to the form and function of this speech. Some believe
Ajax never wavers in his decision to commit suicide, and as such, his words can be taken as inherently truthful and,
perhaps even, a form of soliloquy; others, however, see in Ajax’s statements either signs of a reluctance to die or
outright falsehoods. Thus, for these scholars, there are various elements in the speech which inevitably deceive those
in Ajax’s entourage. For a brief synopsis of the arguments for and against Ajax’s words being a deception speech,
see Crane (1990), note 1, and Farmer (1998), note 1.
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readies himself for his impending death.'® On both fronts, Ajax’s words perpetuate the feelings
of suspense established earlier during his fit of madness.* They provide a preliminary glimpse at
the steps he will take before he reaches the site of his suicide, and regardless of whether Ajax
uses them to deceive his followers outright, his words also afford his informed listeners a
precursory glance at the sort of dynamic Ajax intends for his locus.

During the course of his ruminations, Ajax repeatedly employs language which either
directly refers to or calls to mind the image of his sword. To start, he uses a sword-related
metaphor to characterize his past conversation with Tecmessa. At that time, his words were like
a sharp blade which struck deeply at the heart of his concubine, but because of the pity he now
feels for Tecmessa and his son, Ajax finds the blade’s edge presently dulled (kéy® yap...paot
oidnpog Mg EMAOBVONY oToN TPOG THOOE THS YUVAIKOG: OIKTIP® O Viv ynpav Ttap’ &x0poig Toida
T’ Oppavov Mmelv, 650-653). Next, the sword which Ajax explicitly used to slay the Argive herds
now appears in the Trugrede as something which must be hidden (kpoym t66” &yyog Tovudv,
gyxOiotov Peddv, yaiog opv&ag EvOa un tig dyetar, 658-659). Ajax takes great efforts to explain
that the sword is the target of his ire because of its link to its former owner, Hector. According to
him, his tensions with the Argives begin with the reception of this “gift” from the Trojan hero (&
00 xelpi 0T édeEapmy map’ “Extopog Sdpnuo SUCHEVESTATOV, 0OBTT® T KeSVOV Eoyov Apyeimv

ndpa, 661-663). Therefore, Ajax’s disposition toward the weapon undergoes a shift as he comes

13 Gasti (1997), 39-40.

 Ibid, 27. Among the many statements Ajax makes in the Trugrede, Gasti highlights lines 664-682 in
which Ajax says that he will yield (gikew) to the gods and honor (cépewv) the sons of Atreus. According to her, these
lines appear to “be inconsistent with Ajax’ determination to die and with his adherence to the world of dei.” Upon
further analysis, however, these lines underscore “a vision of the world in terms of alternation and permanence.”
Even though Ajax displays regret at the thought of leaving Tecmessa and their son alone which would, in turn,
signal that he has doubts about committing suicide, his newfound reverence for the gods and the Atreidae and his
comments on the cyclical nature of the world (specifically, his references to winter/summer, night/day,
storm/calmness and sleeping/waking) signal his acknowledgement of death as a means to “re-establish the stability
and the unity of the cosmic framework and to confirm again his place within it.” Despite his new understanding of
life, his thoughts never stray from his need for death. For the details of Gasti’s analysis, see pages 28-33.
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to associate the sword with events of the past more than with its current use. He begins to
transfer bygone events to a conflict which requires resolution in the present, and through his
speech, he indicates that this resolution can only be achieved by reciprocal violence by means of
the sword—the instrument of Ajax’s acts of violence against others must be the instrument of
Ajax’s self-destruction.™ With this in mind, the locus which he subsequently creates becomes a
space in which Ajax can finally enact a confrontation with the object of his hatred and bring an
end to his suffering.

Unfortunately for the characters in the play, this plan remains elusive. Despite the
prevalence of the sword imagery and even the presence of specific verbal cues®® in the Trugrede,
there is a psychological disconnect between Ajax and his retinue. Tecmessa and the chorus lack
the will or the wherewithal to consider Ajax’s comments as a sincere statement of his plan to
commit suicide. Hence, they stand in direct contrast with the audience. The members in the
audience fully understand what Ajax aims to do, so their insight gives them cognitive proximity
with the hero. There is a sense of intimacy which Ajax institutes between himself and the
audience as he develops his fatal plan and it recognizes that plan in turn. And this intimacy only

gains strength once Ajax moves away from his compatriots to form the space of the locus.

The Locus of Ajax’s Suicide: Scenic Space and the Limitations on Visualization
After Ajax, Tecmessa and the chorus exit the stage (in the interval between 814 and 815),

the scenic space of the stage transforms into an area which is distinct from the area the audience

> Mueller, 26. Here, Mueller notes that the sword possesses “a biography that remains stable through time
and across genre.” As such, it has a purpose which it can “fulfill” as the implement of Ajax’s death.

1% Ibid, 28. As Mueller explains on these pages, Ajax switches to a distinctly “plural” voice during the
Trugrede which confirms “his awareness of the physical presence of both Tecmessa and the weapon” as
“interlocutors.” He addresses both equally because his “singular speaking voice has been subsumed by the sword—
just as his body will be drawn to the sword’s metallic edge.”
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has seen up to this point. Instead of being a space which is available to all the characters in the
tragedy, this locale is marked by the isolation it affords Ajax while he is in the process of
committing violence. Visually, however, nothing on the stage has changed outright. There is
perhaps a small prop meant to indicate the mound of earth in which Ajax will plant the hilt of the
sword,'” but everything else remains the same. Thus, this new setting has little to offer in terms
of visualization because the outdoor scenery seen at the beginning of the tragedy continues to be
perceived as outdoor scenery; even though the locale is separate, the view of the space is
consistent.™®

Moreover, as the site of the locus, the space does not impose a visual and cognitive
barrier between the audience and Ajax’s violent deed. Because, from the audience’s standpoint,
Ajax has been forthcoming with his plans, the locus he creates reflects a sense of openness and
minimized imaginative reconstruction. Within this area, the candor of his words aligns with the
visibility and clarity of the scenic space, and together, they counteract doubt and ambiguity.
Regardless, these qualities do not eliminate the feelings of suspense and the complexity of
narration which have been developed in earlier parts of the play. This is apparent when Ajax

appears on stage with sword in hand.

Ajax’s Narration of the Locus
Once Ajax enters the scenic space of the locus, he effectively becomes the messenger of

his own death. In this role, he does not recount but rather, synchronously narrate the details of

" Mills (1980-1981), 131.

18 As Meineck (2006), 455, notes, the recontextualization of the stage comes from largely from the removal
of the chorus and from the potential reintroduction of the ekkyklema. Meineck speculates that the mound of earth
could have come preset on the ekkyklema, and so, the ekkyklema’s return to the stage would ultimately be the marker
for the setting shift. Rather than disclosing interior scenes, the device “[subverts]...convention...in order to depict
the most private and intimate act of Ajax.”
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the locus as he performs them before the eyes of the audience. Hence, the audience’s attention is
not set upon the cognitive reconstruction of his actions. Instead, its focus is on Ajax’s thoughts
about what he is doing. Just as when Ajax was in the grip of madness, the expression of his
mindset is the emphasis of the scene:

0 p&v oeayedg EoTnkev 1) Topmtatog (815)
yvévolr’ dv, &l T kai Aoyilecban oyoAn,
d®dpov pev avopog “Extopog E€varv guol
udAioto pionbévrog, Exbictov 0’ Opav.
nénnye & v yi moiepia th Tpwady,
odmpoPpdtt Onydvn venkovig: (820)
Emnéa & avtov ed mepioteilac &ydm,
ghvovoTaToV TS’ Avopi o1 TAYoLS Oavelv.
oUT® peEV EDGKEVODUEV:

The slayer has been set up where it may cut the
sharpest, if I have the leisure to reckon [such
things], a gift from Hector, the man among hosts
most hateful to me and most hostile to my sight. It is
fixed in the earth, in hostile Troy, newly-sharpened
with the iron-eating whetstone; | fixed it well,
having wrapped [it with earth], so that it might be
most well-disposed to this man through a quick
death. Thus, we are well-equipped...
(815-823)"°

When Ajax starts his narration, there is already the indication that his words bear more than a
purely descriptive function. He begins by making the surprising decision to name his sword his
“slayer” (opayegve, 815). As many scholars have argued, there is a specific reason for this
designation, namely its aforementioned history with the Trojan warrior, Hector. As such, Ajax’s
interaction with the sword represents more than a flight of verbal fancy or a possible relapse into

madness.?° It signifies his intention to recreate cognitively the circumstances of the duel in Book

19 passages from Ajax are from the Pearson’s 1957 edition of the text. All translations are my own unless
stated otherwise.

% Kane (1996), 22-23. Here, Kane discusses Ajax’s interaction with the sword, and specifically his intent to
“bury” the sword, as a kind of “riddle.” To Kane, the idea of burying the sword partly within the Trojan ground and
partly within Ajax’s own body reveals the “ ‘psychological’ background” of Ajax’s speech. From his assessment, it
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7 of the lliad. By endowing the weapon with the qualities of Hector and bestowing upon it a
sense of agency,?! Ajax reconfigures the elements of the battle and calls upon his viewers to
regard the scene on those terms. Thus, the presence of the “slayer” in Ajax’s narration is his call
for a conscious suspension of disbelief. It is Ajax’s attempt to compel his audience to visualize
the confrontation between him and the sword through two lenses.

The first lens prompts the audience to view the “battle” as it is—Ajax facing an
instrument of death before his suicide—whereas the second urges the audience to imagine the
sword in the guise of Hector and Ajax as a man in the prime of his life. Similar to most other
messenger figures, Ajax uses this perspective to direct his audience to use its imagination to
enhance the details of the scene, but contrary to other messenger figures, Ajax asks his viewers
to create aspects of the locus which have no basis in current reality. In essence, he spurs the
audience into inhabiting the same kind of mindset he had when he was insane. If the first locus
marked the time Ajax was suffering from a “double personality,” this locus marks the moment he
assumes a “double persona.” It is the moment when he consciously shifts his mindset so that he
can offer a narrative which enhances his audience’s understanding of the locus.

He presents himself as he is and as he hopes he could be, and in this hope, he offers
spectators a frame of reference which will enable them to visualize him at the pinnacle of his
martial prowess. There is an effort to look back while in the process of describing conditions in

9922

the present. This dual view, however, centers solely on the “individuals™* within the locus. In

other loci, narrative promotes the mental reimagining of people in the midst of their violent

seems as if he is trying to say that there are lingering elements of madness in Ajax. While it seems that the
characterization of the sword is, as he says, “unorthodox” and does have a tinge of insanity in its presentation, it also
seems that Ajax is completely in his right mind when he speaks to the weapon. A sane Ajax would bring more
pathos to the suicide and the locus overall because it would imbue it with a sense of nostalgia and regret. This point
is something Kane also touches upon on page 26 but in regards to a later section of Ajax’s speech, whereas I see this
idea appearing through the entirety of the “dialogue” between Ajax and the sword.

21 Mueller, 9 and 29-30.

22 The “individuals” in this case would be Ajax and the sword as the personification of Hector.
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deeds; actions and the figures doing the actions are the targets of visualization. Here, Ajax limits
his listeners’ cognitive engagement to the reconstruction of himself and the sword. The audience
may not need to visualize the actions committed or, in fact, the space itself, but the details within
Ajax’s narration keep the audience cognitively invested in the locus’ portrayal.

As Ajax draws closer to his time of death, the allusions to the past lose their potency as
the details in his narration emphasize the reality of the present. While the sword initially brought
forth images of hostility in the figure of Hector and the land of Troy (avépog “Extopog Eévav
guoi pdota ponBévtog. .. yi morepia th Tpwddt, 817-819), the continuation of Ajax’s
preparations changes the characteristics of the weapon so that it becomes something which is
“most well-disposed” toward him (adtov... edvovotatov Tdd’ avdpi, 821-822). Despite the
deep-seated feelings of animosity felt in the past, the present situation and the significance of the
sword within this situation cannot be ignored. Therefore, the kindness “exhibited” by the weapon
demonstrates Ajax’s recognition of the futility of his “double persona.” The comment highlights
the fact that it is Ajax and Ajax alone who performs the actions within the space of the locus.
The sword, an emblem of someone who was once “hateful to [his] sight” (éyfictov 6’ Opav,
818), is an object Ajax himself plants in the ground (Emm&a §” antov b neproteirag yd, 821)
and something which he wants to place explicitly on display. As much as Ajax desires to affect
the vision of himself and the sword, his narration must return his audience’s sights to the locus’
current state so that the effects of his death will remain properly situated in the present. For all
his efforts to depict a duel between equals (obto pév edokevovuev, 823), he must still
acknowledge the inanimate nature of the object he is “fighting” against (c1onpofpdtL Onydvn

venkovng, 820).
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Even though Ajax’s narrative directs the audience to focus on the actual circumstances of
the locus, visualization remains the most important aspect of his narration because it enables
Ajax to augment the feeling of suspense in the scene as his audience turns its view toward future
events:

€K 0 T®VOE pot

oV TPATOG, O ZeD, Kal yap £iKOC, PKEGOV.

aithoopat 8¢ 6”7 oV pokpov yYépag AaPeilv. (825)

TELYOV TV’ MUV GyyeAov, KaKnV @AtV

Tevkpo @épovta, TpdTOG AOG e Paoctdon

TENTOTO TOOE TEPL VEOPPAVT® Elpet,

Kol P Tpog ExOpdV Tov KaToTTELOEIS TAPOC

PLedd Kvoiv TpdPANTOC oimvoig 0’ Ermp. (830)

...first of all these, for it is fitting, O Zeus,

help me. I will ask you to allot [me] no great honor.

Send for us a messenger, who would bear the bad

news to Teucer, so that he might raise me up first

after | have fallen around this fresh-reeking sword,

and so that I might not be cast out and thrown forth

as prey for the dogs and birds of prey if | am

spotted first by my enemies. (823-830)
As Ajax calls upon Zeus to assist him in his act of violence (823-824), his narration begins to
depict details proleptically. From this vantage point, there is no effort to recast the locus as a
scene of bygone glory and heroism. Instead, Ajax’s proleptic narration compels the audience to
consider death as something which isolates Ajax and brings him no honor (aithoopot 8¢ 6° 00
nakpov yépag Aafeiv, 825). This fact is especially evident in Ajax’s reference to his brother,
Teucer (827). Teucer appears in the scene as someone Ajax hopes will arrive (&g pe Baotdon,
827). There is no guarantee that Teucer will reach Ajax in time to protect his corpse, so his
narration proffers an image reminiscent of the opening of the Iliad.?® Just as the proem of the

epic caused its audience to expect instances of horrific death and mutilation, Ajax presents his

2 Specifically, lines 3-5 of Book 1: moALdag &’ ipbipovg yuydg Aidt ipdov, adtodg 88 ELdpla Tedye
KOVEGGLV 0lwVOIsi Te TioL.
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death in terms of what it will offer to the animals who come across his body (p1p6® kvciv
poPANTOC oimvoig 0’ Elmp, 830). In this situation, Ajax illustrates how the sight of him
(katomtevbeic, 829) can provoke another instance of violence. Depending on the identity of the
viewer, Ajax’s corpse will either be honored with burial or be cast out as fodder for wild beasts.
Thus, Ajax sets up specific expectations which heighten the intensity of his death. He grants his
audience greater detail about his body’s treatment, but whereas greater detail typically drives an
audience toward a better understanding of what has occurred in a locus, the graphic details
included in Ajax’s narrative explicitly lead his viewers toward greater anticipation for what has
yet to happen.

Contributing to the suspense of such a potential result is a new imagining of Ajax
himself. With the mention of Teucer is the image of a recently-deceased Ajax (ue... ntent®dta
TMoe TEPl veoppaviom Eipel, 827-828). Suddenly, Ajax projects the sight of his corpse onto his
living self. His narration draws the audience toward the promise of death, toward the endpoint of
the locus, and so, it keeps the audience ready and waiting for the moment when Ajax will take
his own life. Along these same lines is Ajax’s invocation of the god, Hermes:

1060014 6°, O ZeD, TPOSTPET®, KOAD & Gpia
nopmaiov Epufjv x06viov €0 pe xowican,
EVV do@adaotm kai tayel mnonfuott (833)
mAevpav dtappnEava TPOE PacyAvV.
[Only] so much | entreat you, O Zeus, and at the
same time, I call on Hermes, who escorts under the
earth, to put me well to sleep, with a swift leap
without convulsion after | cleave my side upon this
sword. (831-834)
Because of Hermes’ association with the dead, Ajax’s narration once again causes the audience

to dwell upon the notion of suicide, but the portrayal of the suicide here is dramatically different

than the scene depicted earlier with Teucer. Soon after Ajax invokes Hermes, he asks the god to
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attend to his body, but he frames their interaction in such a way that death unexpectedly becomes
equated with sleep (v pe kowpicar, 832). As before, Ajax’s narration reconfigures the audience’s
view of him so that he appears as a corpse, but rather than provide the audience an image of
himself as carrion for wild animals, this standpoint re-presents Ajax’s suicide as an act of
release, a relaxation of tensions which bears no indication of pain or struggle (§0v dcpaddoto,
833). Yet, this sentiment is short-lived because Ajax subsequently uses terms which emphasize
rapidity (tayel monpoatt, 833) and a markedly violent blow (mAgvpdv dtappri&ovia TddE
eaoyave, 834). The image of death as a kind of respite is promptly overturned by the sudden
emphasis on the execution of violence. For the first and only time, his proleptic narration calls on
his viewers to concentrate on the image of intense, corporeal destruction.

Up to this point, the visualization of Ajax has steadily increased the audience’s
comprehension of the act of violence. The “duel” between Ajax and the sword briefly
highlighted a vision of Ajax as a hero on the precipice of a heroic death; the entreaty to Zeus
called forth the image of Ajax as a corpse which will serve as prey for dogs and birds of prey;
and the prayer to Hermes gave the audience the sight of a deceased, somnolent-looking Ajax
contrasted with the sight of him impaling himself quickly and brutally. With every imagined
version of Ajax, the audience has been gradually prompted to view him as he already sees
himself, namely as a lifeless body. Therefore, the remainder of his narration reflects this
perspective and moves toward what Ajax envisions the effects of his death to be.

In the “aftermath” of his suicide, Ajax asks his listeners to imagine how others will
experience his death (835-853). First of all, Ajax’s narrative preserves the notion of prospective

brutality by juxtaposing the divine permanence of the Erinyes (tag dei te mapbévovug, 835) and
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Helios (tov aimdv odpavov Swppnratdv “Hhte, 845-846) with the notion of suffering.?* Through
these pairings, Ajax urges his audience to envision an enduring sense of pain and ruin not only
for himself but for others in the future. The Erinyes, for instance, personify the chain of eternal
suffering Ajax hopes to create as his destruction becomes the impetus for the downfall of the
Atreidae (cepvac Eptvic tavomodag. . . kol 6pog KakoUE KAKIGTA Kol TavmAEDpovg
Euvaprdoeiav, 837-840) and the Argive army at large (it’... Epwieg, yeveobe, un @eidece
navonuov otpotod, 843-844). In this way, his suicide ceases to exist in isolation. Rather than be
an event whose effects begin and end within the frame of the locus, it is an event which promotes
more acts of violence to come.

Likewise, Helios becomes another figure through which Ajax asks his viewers to imagine
the extent of the locus’ impact. As he describes it, the sun god will observe Ajax’s death, and
afterwards, he will go on to convey this news to Ajax’s family ("HAte...ayysihov dtog tag ERag
Hopov T’ £UOV YEPOVTL TaTPl TR T€ SuoTHVE TPop®, 846-849). From there, his mother will
augment the force of Ajax’s loss by exhibiting her suffering throughout her city (fjoet péyav
KoOKVTOV &v mhon molel, 851). She will extend the affective range of his death. Together, then,
these images illustrate how the locus and its effects are a microcosmic representation of the
effects which will emerge after the report of Ajax’s suicide reaches those outside of the locus’
frame. They are cues which grant the audience a prospective glance at the kind of response it can
expect to see once those in Ajax’s retinue find his body.

Since Ajax’s narration is fully set on the idea of him in death, it is understandable that the
final moments of Ajax’s life are spent invoking the figure of Death himself:

® Odavate Odvate, VOV 1 Enickeyal LOADY-
Kaitol 6€ HEV KAKeET Tposovdnom Euvav. (855)

? In terms of the Erinyes’ relation to suffering, Ajax states on lines 843-844: it’, & toysiot moivipoi v’
‘Epwoeg, yebeobe, un ¢eidecbe mavonpov otpatod. Helios’ association with suffering appears on 848-851.
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6 8 @ paevviig Nuépac To VOV céAag,

Kai Tov drppevtnv "HAov mpocevvénm,
navdoTatov 81 kobmot’ avdig HotepoV.

® Q&Yyoc, ® Yic iepov oikelag médov

Tolapivog, ® motpdov Eotiag Padpov, (860)
KAewai T ABTvat, Kol 10 cOVTPOPOV YEVOC,
kpfjvadl te motopol 6° oide, kai td Tpoika

nedia TPocowd®, yaipet’, & TPo@fig &poi-

1000’ vuiv Alag Tobmog Hotatov Oposd,

0 8” GAL” &v A1dov T0i¢ Kdtw pvbnoopot. (865)

O Death! Death, look and approach me now; indeed
when | am with you, I will speak to you there. And |
address you, O present light of radiant day, and
Helios, the charioteer, for the last time and never
again afterwards. O light! O holy earth of my own
land, Salamis! O ancestral base of my hearth, and
both the renowned Athenians and my kindred
race, and the springs and these rivers, and the Trojan
plains, | address you. Farewell, O [you] who have
fed me; this final word Ajax cries out to you, but
others I will speak to those below in Hades.
(854-865)

Unlike other divine entities who can observe but not participate directly in the locus, Death is the

only figure who is both invited to observe and be present for Ajax’s act of self-destruction. He

shares the space with Ajax (® 0dvate Odvore, viv 1’ énickeyor pokdv, 854), and conceived with

him, Death brings the audience the final re-envisioning of Ajax within the scene. As Ajax notes,

his company with Death will enable him to go on as an entity which will dwell in Hades’ realm

(ta &’ &AL €v A1dov Toig kdtm pobnoopat, 865). Through Death, Ajax gains a sense of

permanence because similar to the Erinyes and Helios, Ajax will become a fixture once he dies.

He will become part of the landscape, linked, for the time being, to the earth beneath his sword

and, later, to the earth which will envelop him after his burial. Thus, it makes sense that Ajax

follows his comments to Death and Helios with an address for Salamis, his hearth, the Athenians

and the natural features of the Trojan countryside (859-863). Each of these has enduring
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qualities; they are locations and groups whose attributes span the passage of time. In the same
way, the locus grants Ajax a site in which he can acquire a semblance of constancy.” Itis a
space which enables Ajax to place greatest emphasis on himself as he is now and as he will be

after his act of violence.

Tecmessa’s Narration of the Locus

After Ajax’s death, Tecmessa enters the scene with the chorus of Salaminian sailors
(866), but because she is the first to find Ajax’s corpse and quickly ascertain the circumstances
surrounding his downfall, only she is able to take on the role of the locus’ second messenger
figure. Her account, however, differs from Ajax’s rendition because her main audience does not
consist of the audience at large but rather, the chorus of men in front of her. They are the group
who does not yet understand the severity of the violence which Ajax has inflicted upon himself,
so it is they who seem to benefit most from her narration.

Another aspect of Tecmessa’s role which differs from that of Ajax is the usage of
ambiguity and suspense. At no point in the tragedy do Tecmessa’s words seem to misrepresent
her thoughts or intentions, so there is no concern that her language is vague or that it belies her
beliefs. Furthermore, the tensions which arose as Ajax forestalled the execution of his suicide are
relieved in the fulfillment of his actions. Consequently, there is no need for Tecmessa to delay
her report of Ajax’s suicide when his corpse is lying directly before her. As such, Tecmessa
starts her report with a simple conveyance of violence in its aftermath. Direct, visual access
becomes, in the implementation of violence, direct, narrative understanding in the retelling of the

locus’ events:

% Ajax and the concept of permanency is a subject treated extensively by Gasti. For her discussion, see
note 13.
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{Tex.} Alag 60’ Nuiv dpTine veosayNg

KETTOL, KPLOOUW PACYAVE® TEPUTTLYNS.

{Xo.} dpot éudv vootwv: (900)

MdUoL, Katénepves, dval,

16vde cuvvavTay, ThAog:

® TaAoipp®V Yovn.

{Tek.} dc O©Oe 1008’ Eyovroc aidlev mpa.
{Xo.} tivoc mot’ dp’ Empale xepi Svopopog; (905)
{Tex.} adTOg TPOG W TOD, dfjAoV: €V Yap oi yBovi
TNKTOV 100’ EYY0G TEPIMETOVS KOTYOPET.

{Xo.} duot dudc drac, oloc &p’ aipdydng, (909)
doapkrog eidwv: (910)

EY® 0’ O mMAVTU KOEOS, O TavT’ d1dpic,
KOTNUEANGO. TTQ 7T

KETTaL 0 SLOTPATEAOG

dvcavopog Atog;

{Tec.} Our Ajax lies newly slaughtered, fallen

around his hidden sword.

{Cho.} Alas for our homecomings! Alas! You killed

this shipmate, my miserable lord! O wretched

woman!

{Tec.} Yes, so the case stands to weep.

{Cho.} By whose hand did the ill-fated man do

[this]?

{Tec.} By his own hand, it is clear; for this sword,

fixed in the earth, around which he has fallen,

proves [it].

{Cho.} Alas for my destruction! You alone are

made bloody, unguarded by friends! | am a

dullard in every way! | am ignorant in every way! |

paid no heed! Where? Where does the intractable

man bearing a name of ill omen, Ajax, lie?
(898-914)

Even though Tecmessa’s analeptic narration here bears none of the intricacies of Ajax’s

reporting, it remains a significant aspect of the locus’ presentation because it restructures the

audience’s interaction with the site of violence. Whereas Ajax’s isolation lent the locus an air of

intimacy and enabled audience members to retain their roles as spectators, the addition of

Tecmessa and the chorus to the scene distances the viewers and causes them to experience the

rest of the locus as auditors. It may be argued that this shift is insignificant because there is
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nothing left for the audience to see or envision and everything that needed to be known has been
disclosed. Nevertheless, the audience’s new association with the locus is notable because its
aural engagement compels it to be attuned to the reconstruction of Ajax’s suicide. There is now a
conscious acknowledgment of the form and function of Tecmessa’s narration—the audience is
able to see how an analeptic narrative is developed from firsthand observation. This new
perspective is important not because it necessarily proffers new details about Ajax’s act of
violence but because it highlights another aspect of the locus which cannot be found in Ajax’s
synchronous and proleptic account, namely how Tecmessa’s portrayal of the suicide reflects her
mindset and how this mindset affects her narration and her audience in turn.

Well before Ajax’s suicide,?® Tecmessa sets forth a vision of her and her son’s future. In
this imagined scenario, Ajax’s death brings enslavement and abuse from the Argives (tavt
vole kape T 100’ fuépa Bia SuvapracHeioay *Apyeimv Hmo ELV Tadl T® 6@ doviiav EEgv
tpogry, 497-499), and much like the Iliadic Andromache,?’ the vision of Tecmessa’s drastic
change in circumstances also makes her subject to extreme ridicule (kai tig TKpov TpdcEOeyua.
deomoTdV £pEl AOYo1G idmtmv: 1dete v ouevvéty Alavrog, 500-502). This detail, that the sight
of Tecmessa will be the source of her disparagement, is particularly remarkable because it
underscores how Tecmessa links her image to the image of a deceased Ajax. From her
perspective, others will see her not so much as an individual but as a byproduct of his suicide,
and her treatment in life will be wholly dependent on the treatment Ajax receives in death.
Therefore, when Tecmessa finds Ajax’s body, she is confronting that notion straightaway. She is

recognizing that her life is no longer in her own hands, and in essence, she is experiencing a

%% Lines 496-505, to be exact.

%" In noting the similarities between Ajax and Hector, some scholars have commented upon the links
between Tecmessa and Andromache. Cf. Farmer, 26-27, Winnington-Ingram (1980), 16, Schein (2015), 429-431,
and Sorum (1986), 396-370.
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symbolic death. Henceforth, Tecmessa is the living embodiment of Ajax’s corpse, and it is with
this idea in mind that she begins her analeptic narrative.

The acknowledgment of the affiliation between Ajax and Tecmessa appears in her first
exchanges with the chorus. As Tecmessa lays out the fundamental details of the suicide, she
quickly establishes the collective effects of Ajax’s death. First, she designates the hero as “their
Ajax” through the use of the plural pronoun fpiv (898), and she prompts the chorus to recall his
earlier promise to “bury” his sword (kpOym 168’ &yyog tovudv, 658) by using similar
terminology (kpvoain pacyave, 899).% As a result of these methods, Tecmessa reaffirms the
relationship she and the sailors share with Ajax, but as the sole viewer of Ajax’s corpse and the
sole conveyor of the narration describing Ajax’s suicide, she also sets herself apart as someone
deserving of greater consideration. Tecmessa occupies a special status in the locus because only
she can compel the chorus to envision the details of Ajax’s death, and she can direct the focus of
that visualization so that she is continuously regarded alongside the image of Ajax. Signs of
Tecmessa’s success in this endeavor emerge in the chorus’ opening response to her narrative.

After Tecmessa tells the sailors that Ajax is dead, they initially bewail their own
circumstances (dpot Eudv vootmv: duUOoL, KATETEPVES, dvat, Tovde cuvvavtay, Talag, 900-902),
but then they turn to Tecmessa and comment upon her misfortune (& toAaippwv yovn, 903). In
this statement, the sailors align Tecmessa with their perception of the slain Ajax, and they invite
the audience at large to do the same. They do not merely mourn Ajax but Tecmessa as well.?

The chorus immediately creates a cognitive link between Ajax and Tecmessa—any regard for

8 Another parallel can be seen in lines 906-907/8. There, Tecmessa uses the phrase &v yép ot y0ovi mnktdv
108 &yyo¢ mepuretodg which calls back to lines 819 and 821 in which Ajax states ménnye &” év yi] mokepiq... Eanéa
8’ avToVv b mepioTEiNOG EYM.

% pearson, 142-143. Pearson’s commentary on line 903 notes that the phrase & taAaippav yovi is not
directly about Tecmessa but, rather “her fate.” Thus, this statement appears to support the idea that the lament for
Tecmessa is a response to the gravitas of Ajax’s death and not actually a consideration of Tecmessa as an
individual.

166



the hero is regard for his concubine. The sailors look at Tecmessa while she gives her account of
the suicide, and as they do so, they can also see her as an emblem of the loss and death of Ajax.
Tecmessa continues to reinforce this notion by asking the chorus to lament further (¢ ®de 1008’
&yovtog aialew mapa, 904). She directs the men to dwell on the idea of Ajax, and implicit within
this direction is a call to juxtapose her fate with his.

As Tecmessa continues her narration, the chorus of sailors becomes more invested in the
details surrounding Ajax’s death. The men want to know precisely how Ajax is killed, and so,
they ask Tecmessa to disclose more of what she sees (tivog mot’ Gp’ Enpoate yeipi Svopopog;,
905). On the surface, this question would not seem to change the dynamics of the locus since the
chorus would still look to Tecmessa to receive information, but the fact that her answer causes
the men to realize their shortcomings (¢yo® 6’ 6 mhvta kKOEOG, O TavT™ ddpic, katnuéAnca, 911-
912) immediately signals a potential shift away from Tecmessa as the one and only source of the
locus’ details.

In its sorrow, the chorus tries to approach Ajax’s corpse (g @ KelTon 6 SLGTPATELOC
dvomvouoc Alag;, 912-914) so that it can mourn the hero along with Tecmessa. This poses a
problem, however, because it would eliminate the significance of Tecmessa’s narration and of
her singular connection to Ajax. Thus, in order to safeguard both, Tecmessa suddenly stops the
men from coming near:

obtot Ogatodg: AAAG viv mepurtuyel (915)
QAPEL KOADY® TAOE TOUTHONV, ENEL

ovdelc av 60T Kol QiAog TAain PAETElY
QLOAVT’ Gve TPOG PIvag EK TE Poviag

TnyTic pedovOy oip’ dm’ oikelag oQayfic.
oipot, Tt dpdow; Tig og Pactdoet pikmv; (920)
nod Tedkpog; m¢ dkpoiog av Pain polmv
TENTOT AOEAPOV TOVOE GVuYKabapudGaL.

® dvopop’ Alac, olog Mv oimc Exelc,
¢ kol mop’ €x0poic dErog Opvev TuyEv.
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No, he is not to be seen! But I will cover him

entirely with this enfolding shroud, since no one,

even one, at least, who is a friend, would endure to

see him spurting black blood from his own slaughter

up from his nostrils and out of the bloody gash.

Alas, what will 1 do! Which of your friends will

raise you up? Where is Teucer? How timely it

would be if he arrived and came to prepare the

burial for this fallen brother of his. O ill-fated Ajax!

How could this happen to you, being as you are,

even in the judgment of your enemies [you are] so

worthy of laments. (915-924)
By keeping the sailors away from Ajax’s corpse (obtot Oeatdc, 915) and, in fact, covering it with
her own shroud (viv Tepuntuyel pdpetl kaAdyo Tdde Taumidny, 915-916), Tecmessa asserts her
position in the locus and strengthens her bond with Ajax.* Similar to the audience’s experience
during the course of the suicide, Tecmessa creates a sense of intimacy with Ajax via her visual
connection to him. As the only person who is able to look at him, she prevents the scene of his
death from becoming a spectacle like the scene of his insanity. There is a sharp contrast between
her and Athena who gladly invites Odysseus and the audience to gaze upon a crazed Ajax in the
midst of his irrational misdeeds. The privacy she preserves allows her and the space to remain
narratively significant and affective. Without the possibility of seeing Ajax’s body themselves,
the sailors stay reliant on Tecmessa’s narration and the cognitive glimpses it offers. They are
compelled to listen and so visualize the particulars of the locus by their need to understand

Ajax’s actions, and more subtly, they are compelled to view her as the lone sufferer of his death.

The chorus may lament Ajax’s death, but only Tecmessa can feel the effects of his loss.

% Mills, 132-133. Mills presents the covering of Ajax’s body in more practical terms since as he explains
on pages 129-131, there are logistical, theatrical concerns to be taken into account when Ajax commits suicide.
Nevertheless, he maintains that there is specific importance in Tecmessa’s actions because they counter what is
expected. As he states, “at the point when a body would normally be revealed—it is at precisely this point that the
corpse of Ajax is instead covered up.” For another take on the issues of coordination surrounding Ajax’s suicide, see
Meineck.
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The differences between the chorus’ and Tecmessa’s experiences continue as she goes
on to describe the state of Ajax’s corpse. She grants the chorus an imaginative glance at Ajax’s
wound (eowviag mAnytig, 918-919), and she enables it to envision the extent of the trauma which
his fatal blow causes (pvo®dvt’ dvo...uekaviey aip’ én’ oikeiog cpayiic, 918-919). Despite
knowing that he was pierced in the torso, the sailors are now able to see that blood flows freely
out of Ajax’s nose (npog pivag, 918). In this small detail, Tecmessa once again proclaims the
importance of her relation to Ajax. This time, proximity and sight give her the chance to add
slight nuance to both the sailors’ and the audience’s experiences. Previously, the audience had no
view of Ajax after he fell on his sword; here, it is able to imagine the results of Ajax’s
impalement. And as it does so, the audience is momentarily afforded the opportunity to join the
chorus; the internal and external audience briefly occupy the same position.

With the chorus and the audience attuned to the same details, Tecmessa is able to grant
both groups the chance to see the corpse through her perspective and to gain a modicum of her
experience. When the chorus and the audience are explicitly imagining Ajax commit suicide,
they are also implicitly viewing the death as it pertains to Tecmessa’s particular circumstances.
They are effectively using Tecmessa’s eyes as she herself sees the destruction of Ajax’s body
and envisions the destruction of her livelihood. Unlike most other messenger figures who may be
emotionally affected by their narration but not personally affected by the details they convey,
Tecmessa is wholeheartedly entwined with and affected by the events of the locus.
Consequently, the chorus and the audience’s act of visualization enables them to perceive how
Ajax’s corpse came to be in its current condition and how its condition symbolizes the state of
Tecmessa’s life. Through their cognitive engagement with Tecmessa’s narration, the chorus and

the audience are able to understand why she is inextricably bound to Ajax even in death.
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Bolstering the link between Tecmessa and Ajax further are the lexical echoes Tecmessa presents
as she switches to proleptic narration.

After Tecmessa describes Ajax’s corpse, she begins to anticipate what will follow when
others find Ajax’s body (920-922). She speculates about the details of Ajax’s burial, and in
particular, she calls to mind Teucer and the friends who may assist Ajax in receiving proper
funerary rites. Throughout her musings, she repeatedly directs the chorus to look forward by
means of the future tense or optative mood (ti dpdow; Tig o€ Bactdoetl idmv; mod TedKPOg; OG
axpaiog av Pain poAov mentd®T’ AdeA@OV TOVOE cuykabappocat, 920-921), but at the same time,
her words hearken back to the words Ajax used when he was in the midst of preparing himself

for death as well .®*

Likewise, Tecmessa’s mention of the prospective laments which Ajax’s
enemies would give him (¢ xai map’ €xOpoig d&log Oprvev tuyelv, 924) correlates to Ajax’s
earlier consideration about his enemies’ treatment of his corpse. Thus, Tecmessa’s narrative
constantly aligns with the words of Ajax—his future interests are her future interests, just as the
source of his misfortunes is the same as hers. At each point in her account, these
correspondences act as mental cues which motivate the chorus to respond to the presence of
Tecmessa and the image of Ajax.
One of the last signs of this connection appears when the chorus retraces the path of

Ajax’s downfall:

{Xo0.} Euelhec, Tahog, Epuelhec xpove (925)

oTEPEOPPOV Gp’ EEAVICCELY KAKOV

LOTpay ATEPEGIOV TOVOV: TOTA Lot

navvoyo koi eaébovt’ (929)

aveotévaleg opoéppav (930)

€x0060m” Atpeidoig

O0VAM® oVV TabEL.
uéyoc ap’ v Ekeivog Gpywv xpovog

%1 Specifically lines 826-827 in which Ajax says: méuyov v’ fuiv &yyehov, kakiv @drtv, TEdkpm eépovia,
TpdTOC G e Pactdon.
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TUAToV, Tuog dprotodyelp  (935)

...0mhov Ekelt’ aymv mépL.

{Tek.} id poi pot.

{Xo0.} yopeil npdc fimap, oida, yevvaio Svn.

{Tek.} id poi pot.

{Xo0.} 006¢év 6’ amotd kai dic oipudEat, Yovar, (940)
101000’ dmoPAragbeicav dpting eilov.

{Tex.} coi pev dokeiv Todt’ £€01°, €U0l 8’ Gyav EPOVELV.
{Xo.} Euvondd.

{Cho.} You were destined, miserable man, you
were destined in time, stubborn-hearted one, to
fulfill an evil fate of boundless toils; such hateful
things, in my opinion, did you groan forth all day
and night against the Atreidae with deadly calamity.
That time was potent in beginning your miseries,
when the contest for the arms, won by the stoutest
hand, was ordained....

{Tec.} Woe is me, me!

{Cho.} Genuine misery, | know, comes to your
heart.

{Tec.} Woe is me, me!

{Cho.} In no way do I doubt that you lament
doubly, woman, rightly so, after having been
robbed of such a friend.

{Tec.} Itis for you to imagine these things, and for
me to experience [them] too much.

{Cho.} I agree. (925-943)

With Tecmessa’s full rendering in mind, the chorus is able to gain a full view of the events
leading to Ajax’s suicide, but even as it recounts Ajax’s woes, the chorus also addresses the
things Tecmessa has suffered. Although she had nothing to do with the conflict between Ajax
and the Atreidae, she is nevertheless subject to its consequences. Therefore, when the sailors
begin to speak about the contest of arms as the culminating event (934-936), they cannot help but
have their statements pertain to Ajax and Hecuba equally—the awarding of Achilles’ arms is the
beginning of misfortunes for Ajax and Tecmessa. Since Tecmessa has repeatedly used her
narration to juxtapose her experiences with the fate of Ajax, she has effectively eliminated the

cognitive distance between herself and Ajax in the eyes of the chorus. Consequently, it makes
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sense that the language of the chorus would reflect that pairing and that Tecmessa would bolster
this point even more by interspersing exclamations of sorrow (937 and 939) which drive the
chorus to preserve the link between her and her fallen master.

The sailors’ last exchange (940-943) with Tecmessa especially highlights the twofold
nature of Tecmessa’s experience. In these lines, her lamentations are “double” in nature (dig
oipnd&an, yovar, 940), and as she reflects on their comments, Tecmessa clearly portrays herself as
Ajax’s surrogate and underscores her ability to move her listeners to feel for her as they would
the hero. She, above all, experiences the events of the locus, whereas the chorus can only
visualize them (oot piv Sokeiv odt’ £01’, &poi 8° yav poveiv, 942).%% To be sure, this does not
mean that the chorus’ role as the audience is somehow less significant but rather, that the
potency of the locus’ effects always depends on its ability to convey vividly the impact of the

scene before the audience can fully engage with the act of violence taking place within it.

Conclusion
In the locus of Ajax’s suicide, the audience finds the least cognitively engaging scene of
violence. Unlike most other loci in the tragic corpus, this locus allows its audience to understand
most everything from its inception—the scenic space of the locus is immediately observable, the
narration offered by Ajax and Tecmessa is unambiguous, and the violence that Ajax inflicts upon
himself occurs directly before the eyes of the viewers. Moreover, during the course of Ajax’s and
Tecmessa’s narration the element of suspense centers around the time of Ajax’s suicide, not the

possibility of him committing it. There is no doubt that Ajax means to kill himself, so the locus

%2 pearson, 146. On these lines, Pearson states, “the Chorus [recognised] Tecmessa’s unique place in the
affectations of Ajax, so by dokeiv she implies that they can at least form some estimate of her loss.” The chorus’
consideration of Tecmessa at this point seems to be further evidence of Tecmessa’s ability to place focus on herself.
In recognizing Tecmessa’s loss, the chorus sees the symbol of that loss as well.
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unfolds with its conclusion well in the mind of the spectators. Taken altogether, then, these
characteristics pose few cognitive challenges for the audience.

Still, there is complexity within this locus. Even though the narration of Ajax’s suicide is
relatively straightforward, the visualization within Ajax’s and Tecmessa’s accounts prompts the
audience to mentally reconfigure the sight of Ajax and Tecmessa themselves. During Ajax’s
portrayal, the audience is asked to envision Ajax as he was during the height of the Trojan War.
From this perspective, Ajax is not someone who has suffered humiliation at the hands of Athena.
He is mentally and physically capable, and his heroism is never in doubt. As Ajax moves closer
to his death, the audience is also asked to imagine Ajax immediately after his impalement and as
an inhabitant of Hades. Through these images, Ajax is able to direct the audience to consider the
effects of his death not only on his compatriots in the Argive army but on his family abroad as
well. In Tecmessa’s narration, the audience is prompted to visualize her as an emblem of Ajax’s
corpse. Because her fate is inextricably tied to that of Ajax, his death brings her a symbolic death
which inevitably affects her portrayal of herself within the locus. Hence, this locus illustrates a
continuum of minimal, yet poignant, imaginative interaction. There is no question that the
presentation of Ajax’s suicide is significant, but the complexity of its portrayal is largely limited

to the envisioning of Ajax and Tecmessa as they approach or respond to Ajax’s death.

Hecuba: The Maximal Locus Violentus
In contrast to the locus violentus proffered by Ajax’s suicide, the locus of Polymestor’s
mutilation in Euripides’ Hecuba is the most cognitively engaging form of the concept because it
repeatedly asks its audience to assess and re-assess the presentation of the locus. At first glance,

this is the case for two reasons—the use of extrascenic space and the number of narratives used
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to describe this locus. Extrascenic space affects the audience’s imaginative connection to the
locus because it immediately prohibits the audience from viewing the scene of violence. As such,
there is a constant need for the audience to be cognitively invested in the details of the
messengers’ narration since this is the only means by which it acquires information about the
violence taking place.

Furthermore, this locus’ narration is filtered through the perspectives of three messenger
figures, each of whom develops his or her own rendition of Hecuba’s violent deeds. The first
messenger figure, the chorus, anticipates Hecuba’s actions and so, provides the audience with a
speculative, synchronous narration of the scene. It offers the audience metaphorical and explicit
images of death as the undertakings of the locus are occurring. The second messenger, Hecuba,
also offers a synchronous account, but she modifies the audience’s understanding of the locus by
correcting the chorus’ assumptions. She tells all who are present that mutilation in addition to
murder has taken place. Consequently, the first portion of Hecuba’s narration serves to
counteract the chorus’ doubts, and then the remainder of her account moves to a proleptic view
of the locus as she prepares for Polymestor’s unveiling on stage. The third messenger,
Polymestor, presents a thorough analeptic rendering of the scene as he details how he is blinded
and his children are killed. Moreover, he uses similes to bolster his description of the women’s
assault. Thus, throughout the progression of this locus, the audience is tasked with visualizing all
aspects of violence with the utmost attention. It must be attuned to the constant shifts in each
messenger’s narration to make the details of Hecuba’s revenge clear.

Lastly, the locus demands the greatest level of cognitive engagement from its audience
because the suspense it produces comes from the measured disclosure of information during the

development of the locus and from the concealment and calculated manipulation of information
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from the beginning of the play. From the moment Hecuba’s son, Polydorus, appears as an
apparition revealing the circumstances of his death, there is an acknowledgment that some
characters have more knowledge than others. This distinction between individuals with
information and those without lends itself to the possibility for misdirection. In other words,
characters may use the information they have to subvert others’ expectations or to mislead others
outright. This is apparent to a lesser degree in the recounting of the sacrifice of Hecuba’s
daughter, Polyxena, but it is readily evident in the figure of Hecuba. After Hecuba learns about
the death of Polydorus and Polyxena, she becomes a figure who wholeheartedly means to
conceal and mislead. Hence, before fully discussing the characteristics of Polymestor’s
mutilation, it is helpful to bring attention to earlier moments in the tragedy to explain how the
change in Hecuba’s demeanor affects the presentation of the locus near the end of the play and

how this contributes to this locus being the most cognitively engaging form of the concept.

The Development of Suspense through Misdirection
As stated in Chapter 2, tragedy’s overarching concern with the dissemination of
information contributes to the suspense felt during a performance. This feeling arises when an
audience well-versed in myth comes into contact with the alterations or innovations which a
tragic poet includes in the plot of his play. Ajax, for instance, took advantage of this when it
shifted the cause of the hero’s madness from the contest of arms to the protective efforts of
Athena. Hecuba capitalizes on this technique by making Thrace its setting and by changing the

traits of Hecuba and Polydorus.*® Similarly, a pervasive feeling of suspense also develops when a

% Zeitlin (1996), 172-178. On these pages, Zeitlin discusses Euripides’ decision to make Thrace into a
seemingly-amalgamated mythical locale. It is a place which appears to lie between “the world of the past and the
world of the future.” The area preserves the events of the Trojan war and Homer as much as it attempts to move the
Greek forces homeward and into the realm of tragedy. Therefore, an audience may have some knowledge about
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tragedy begins with a scene which hints at the fact that information is being withheld.* This
preliminary scene propels the play forward as it proceeds to uncover what is hidden, and
whenever a locus introduces another element of suspense, this opening scene bolsters it and adds
to its force. In Hecuba, this sort of suspense comes forth when the ghost of Polydorus tells of his
murder at the hands of Polymestor (1-30).

When Polydorus appears, he tells the audience about his regal status (‘Exéfing moic yeymg
¢ Kiooémg Ipiapov te matpdc, 3-4) and how that status placed him in harm’s way during the
events of the Trojan War (énel ®poydv ol Kivovvog Eoye dopi meoeiv EMMviK®, 4-5).
Moreover, he details the fact that he was sent to Thrace in order to find protection with
Polymestor, a family friend (u’...dgicag vne&énepye Tpwikiic yOovoc [oAvunotopog mpog ddpa
Opnxkiov EEvov, 4-7). He also states that he was given a large amount of gold in order to secure
his livelihood should Troy fall (9-12). Finally, he describes how the deaths of his family
members after the fall of Troy drove the greedy Polymestor to kill him and cast his body into the
sea (21-27). Overall, his tale does not produce a locus because the details about the murder itself
lack specificity, but his story does allow the audience to be privy to information which most of
the other characters and, above all, Hecuba do not possess. Consequently, Polydorus’ murder
stands as a potent source of suspense which only gains strength with the passage of time, and
when violence is committed against Polyxena (518-582), Polydorus’ murder implicitly
intensifies the audience’s response to the Trojan matriarch’s suffering.

Besides extending the play’s potential for suspense, the presence of Polydorus bolsters

the potential for misdirection in the intervening time between the locus of Polyxena’s sacrifice

certain aspects at the outset of the play, but it may also be completely unaware of other aspects as the play continues.
Cf. Segal (1990b), 111, for another take on the importance of Thrace as the setting of the play. Gregory (1999), 41,
points out that Euripides takes liberties with the genealogy of Hecuba and the age of Polydorus, so it is very likely
that these sorts of details would quickly eliminate some of the familiarity with the tragic material.

% Loraux (1987), x.
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and the locus of Polymestor’s mutilation as well. After Polydorus explains the circumstances of
his murder, he goes on to explain that Polyxena will be sacrificed for the sake of the deceased
hero, Achilles, and for the sake of the Argive expedition (35-58). As a result of this, Hecuba will
see two corpses instead of one since he asserts that his own corpse will be found as well (dvoiv
0& maidov 600 VEKP®D KOTOYETAL UITNP, EUOD TE THG TE SuaTHVoL KOpNG, 45-46). Hence,
Polydorus quickly establishes the expectation of not only Polyxena’s sacrifice but the appearance
of their corpses as well. At the moment, there is no reason to believe that events will unfold in
any other manner because Polydorus’ supernatural presence assures the audience that his
statements are representative of the truth. It can presume to know the outcome and aftermath of
Polyxena’s death.

When the heraldic messenger, Talthybius, arrives with news of Polyxena’s death (518-
582), however, things do not proceed simply. Rather than declare the girl’s sacrifice
straightaway, Talthybius constructs a locus.*> He begins his analeptic narration of the scene by
describing the distanced space of the locus—Achilles’ burial mound—and he defines the space
further by noting that the mound is surrounded by the entire Achaean army (mapfjv pev dylog oG
Ayaukod otpatod TANpNg mpo TopPov, 521-522). Next, he offers his audience a step-by-step
view of the sacrifice. As he states, Achilles’ son, Neoptolemus, leads Polyxena to the burial
mound (Aapav 8’ Ayiiiéwg maig TToAvEévny yepog Eotne’ én’ dpkov yodpotog, 523-524); he
leads prayers to his father (534-541); and then he readies himself to deliver the fatal blow (542-

545). With each painstaking detail, Talthybius enables the audience to visualize the actions of the

¥ As mentioned in Chapter 2, Polyxena’s sacrifice is an example of a nuanced, cognitively intricate form of
the locus, but it is not the most cognitively engaging rendition of the locus because it does not possess the
multilayered narration and visualization of the locus of Polymestor’s mutilation. As such, its presence here is only
meant to bolster the idea of narrative misdirection.
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Achaeans, and every time Talthybius decides to relay the exact words spoken at the sacrifice,*
he prolongs the rite and develops a feeling of suspense in the scene.

Yet, at the point when Polyxena’s death seems imminent (544-546), Talthybius shifts the
focus of his narration to Polyxena, and he details the manner in which Polyxena reaffirms her
agency (546-565). Even as Talthybius continues to be the locus’ narrator, the details he conveys
make it appear as if Polyxena has taken over the narrative—it is her words the audience hears as
she asserts her royal status (547-552); she is the one who decides to reveal her body before the
army (557-560); she instructs Neoptolemus how to strike her down (563-565); and she dictates
what others see as she falls dead to the ground (568-570). Altogether, Polyxena controls the
development of her death’s narration and the imagery that Talthybius asks his audience to
envision. Therefore, Polyxena subverts expectations and changes the locus from the site of her
victimhood to a spectacle of her nobility.*” Although the locus of Polyxena’s sacrifice comes to
its fated conclusion, Talthybius’ extended narration and Polyxena’s surprising words and deeds
indicate that Polymestor’s rendition of the sacrifice at the outset of the play did not convey the
entirety of the scene. His statements about the sacrifice may have been straightforward, but the

actual progression of the sacrifice is more complex.

% Talthybius directly quotes himself and Neoptolemus at lines 532-541.

3" Mossman (1999), 156-157, does a good job of describing the typical nature of the ceremony and how at
various moments this is contrasted with the unexpectedness of Polyxena’s actions. Cf. Thalmann (1993), 138, which
emphasizes the connection between the play and the Iliad and Aeschylus’ Agamemnon. According to him, the
comparison between tragedies is particularly important because the events of Polyxena’s sacrifice are a direct
comment on and reaction to the sacrifice of Iphigeneia. He states, “By replaying both the situation in the Iliad and
the Aeschylean sacrifice of Iphigeneia together, Euripides teases out the implications that Aeschylus only hinted at.
He explores and makes explicit the full brutality to which an uncritical acceptance of the heroic world-view can
lead.” Thus, the juxtaposition underscores the spectacular nature of Polyxena’s actions. The fact that she speaks and
demands to be let go is especially notable since Iphigeneia is specifically denied the opportunity to do either of those
things. Other scholars have also commented upon Polyxena’s uniquely prominent characterization, in particular
Segal (1990b), 133-114, Scodel (1996), 122 and 125, and Loraux, 57-58. Michelini (1987), 161, frames Polyxena’s
preeminence specifically in terms of her disrobing, calling this act the most striking example of “Euripidean
sensationalism.”
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After Talthybius ends his narration, Hecuba mourns the loss of her daughter (585-603),
and just as Polydorus proclaimed, Hecuba’s thoughts turn to the arrival of Polyxena’s corpse.
During the sacrifice, Polyxena explicitly told the men around her not to touch her (un tig dymtot
¥po0¢ tovpod, 548-549), and now as Talthybius is about to go back to the army, Hecuba echoes
her statement. Hecuba tells Talthybius to keep the men away from Polyxena’s corpse out of fear
of what they could do to her body (un Ovyydvew pot umdév’, aal’ ipyev dyrov, tiig Toudog, 604-
606), and afterwards, she asks one of her handmaids to help her prepare for the cleansing of
Polyxena’s body (609-613). In these statements, the misfortunes of Hecuba are clear, and the
repetition of Polyxena’s entreaty makes the presentation of Polyxena’s corpse seem imminent.
Yet, when the handmaid returns with a corpse in tow (658), it is the body of Polydorus that
appears on stage (681-687). Once again, the play overturns expectations. Rather than see the
corpses of two of her children, as Polydorus stated, Hecuba sees only one and, moreover, one she
did not believe she would see. Hereafter, Polyxena’s corpse is never brought back to the stage, so
if Polydorus’ declaration is to remain valid, it must be so from a certain point of view—Hecuba
“sees” the corpse of Polyxena in the sense that she visualizes her body after the sacrifice, and
now she is able to see her death in conjunction with the body of Polydorus. In all, the specter of
Polydorus at the beginning of the tragedy served to create an underlying feeling of suspense as
long as Hecuba remained unaware of his murder, but more so, his appearance enabled suspense

to emerge as a result of misdirection as well.*®

%8 Heath (2003), 239-247. Ironically, scholars in the 17" and 18" centuries saw very little unity in the
play’s events. For them, there was an apparent disconnect between the events dealing with Polyxena’s sacrifice and
the mutilation of Polymestor. Misdirection and the overthrowing of expectations, however, seem to be prevailing
elements which persist in the course of the play. Moreover, this “divide” also seems to be the result of the violence
taking place. Violence, as | argued in the previous chapter, is inherently destabilizing, and as a result of this, the
events occurring after Polyxena’s sacrifice deal with the process of restoring the play’s balance through the
mutilation of Polymestor and the death of his children. For an extended treatment of this idea, see Zeitlin (1996),
191-194. Cf. Gregory, 126, for another argument in favor of narrative continuity.
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The Sustainment of Suspense through Discursive Manipulation

Misdirection continues to play a part in the creation of suspense even after the revelation
of Polydorus’ corpse through the words of Hecuba. From the moment she discovers the
particulars of Polydorus’ death (702-720), Hecuba’s demeanor and motivations undergo a
dramatic change. Like Polyxena before her, Hecuba casts off the comportment of a victim in
order to become a more proactive figure.** Now that she fully understands the extent of
Polymestor’s treachery, Hecuba begins to look for a way to enact some form of punishment on
him. Fortunately for her, the arrival of her master, Agamemnon (726), offers her the opportunity
to plan such retribution.

As she explains how the body of Polydorus came into her possession (736-797), Hecuba
begins to make several asides expressing two different trains of thought, namely her overt
comments to Agamemnon and the more subtle statements she makes to herself. When
Agamemnon asks her to identify the body lying before them (tiv’ &vdpa tovd’ €mt oknvoic Opd
Bavovia Tpowv;, 733-734), Hecuba notes that her words are essentially doubled—she speaks to
herself even while she appears to be speaking to Agamemnon (uavtnyv yop Aéym Aéyovca &,
736).% She deliberates and wonders if Agamemnon will be willing to help her (741-742 and 745-
746), and as her ruminations continue, she shows that there is more to what she is saying.
Although Agamemnon seems like the most likely person to punish Polymestor because of his

status among the army, Hecuba starts to indicate more clearly that she sees herself as the person

¥ Mossman, 179-180. Mossman points out the importance of Polydorus’ role in the transformation of
Hecuba’s motivations writing, “[Polydorus’ omission of revenge on Polymestor] is necessary, and not only for the
sake of suspense: the power of the prologue to create emotion would be greatly lessened if Polydorus, like Hamlet’s
father, or Andrea in Kyd’s Spanish Tragedy, or the ghost of Clytemnestra in Eumenides, were ‘ranging for revenge’;
he must inspire Hecuba’s revenge, not partake of it... That the ghost’s integrity is preserved in this way is I think
another instance of Euripides’ care to prejudice the audience in favour of Hecuba’s cause.”

“0 Gregory, 132. Gregory notes the narrative potency of Hecuba’s asides saying “This passage is the most
sustained and striking use of aside in Greek tragedy.”
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who will enact her revenge (749-750).** From the perspective of Agamemnon, however, this
intent is not yet obvious.* Thus, there are communicative layers within Hecuba’s statements.
Similar to the “double personality” of Ajax which causes him to see one thing but do another,
Hecuba’s double-speak enables her to say one thing and not another to Agamemnon. And similar
to Ajax in the Trugrede, Hecuba’s ability to disclose her intentions without explicitly making
them known to others around her makes her another source of suspense.*? Still, comparisons to
Ajax notwithstanding, Hecuba is ultimately more menacing because her motivations are not due
to any sort of divine madness and because Polymestor has no way of knowing that he is the
target of her violent efforts. Overall, Hecuba is someone with whom the audience must
especially engage because she is someone with the capacity to manipulate what others know.
The danger and suspense embedded within Hecuba’s discourse become slightly more
conspicuous once Hecuba reveals the details surrounding Polydorus’ death (760-785). After she
describes Polymestor’s role in Polydorus’ death (771-782), she asks Agamemnon for his support
and notably requests that Polymestor pay some penalty for his crimes ([Nopog] éc o’ averbav &i
drpOapnoetat, kal pn diknv Sdcovsty oitveg EEVOLG KTEIVOLGLY...00K EGTIV OVOEV TV &V
avOpomroig icov, 802-805). Moreover, Hecuba calls upon Agamemnon to regard her as a painter
would his artwork (oiktipov \udg, d¢ ypapeds T dmootadeic idod pe kévadpnoov ol Exm KoKd,

807-808). From Hecuba’s standpoint, this would allow Agamemnon to see the extent of her

“! Gregory, 133. Gregory singles out Hecuba’s statements at 749-750 as the first overt sign of Hecuba’s
intent to take vengeance on Polymestor. In her commentary, Gregory cites Tetstall (1954), who believed that
because Hecuba’s revenge was not part of Polydorus’ statements in the prologue, it would appear “as a complete
surprise to the audience.” Gregory, however, explains that “returning evil for evil was...integral to the Greek
concept of justice,” and so, “the project of retribution would occur to the audience, as well as to Hecuba, as a natural
result of her discovery of Polymestor’s crime.”

“2 When Agamemnon asks Hecuba if she is supplicating him in order to gain her freedom, she replies: 00
dMta- Tovg Kakovg 68 TIH®POLUEVT oidva TOV chumavta dovAevely 0 m, 756-757. She does not overtly discuss her
need for revenge but merely alludes to it.

** Mossman, 180. As Mossman states, “The indirect, almost casual way in which [Hecuba’s intention to be
revenged] is slipped in, without any great Medea-like agonies and avowals, is striking: we might have expected
more focus on the decision to be revenged rather than a decision about how to achieve revenge.”
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suffering.** It would grant him the perspective necessary to visualize and understand the extreme
contrasts between who she was and who she is.*> Just as Ajax and Tecmessa urge their listeners
to visualize them in more than one way in order to enhance the effects of their narrative, Hecuba
prompts Agamemnon to imagine her past self in place of her in her present circumstances in
order to gain sympathy and approval for her (heretofore unstated) cause. But implicit within this
particular view of Hecuba is the prospective vision of Hecuba as an avenger as well. The
undercurrent of revenge within Hecuba’s conversation with Agamemnon inevitably leads to the
acknowledgement of Hecuba as the enactor of that revenge.*® Hence, the feelings of suspense
surrounding Hecuba grow as she becomes more overt about her plans for Polymestor.

This point is especially apparent when Hecuba emphasizes the importance of
Persuasion®” and stories of women overcoming men through violence (od yvvoikeg eihov
Atydmrov tékva kai Afjuvov dpdnv apcévav EEmkioav;, 886-887). Together, this grouping

finally reveals to Agamemnon what Hecuba intends, and they seem to indicate what the audience

* Gregory, 140.

*® The contrasts Hecuba highlights specifically relate to her status and her role as a mother (thpavvoc 7
10T, 6L VOV Sovdn 6é0sv, ebmoug mot’ ovca, vV 88 ypadg dmaig 0° éue, 809-810) which seem to foreshadow the
traits she emphasizes as she takes her vengeance on Polymestor. Cf. Zeitlin (1994), 142, “The emotive power of the
image, the formal perspective of distance, and the reference to the painter’s technique as he works to perfect his art
are projected on to the other as spectator. But the comparison depends on the prior objectivisation of a self, who
must first imagine herself in the picture in order to elicit the empathetic response to her psychological distress that
she so intensely desires.”

% Zeitlin (1994), 152. While discussing ecphrasis, Zeitlin states, “ the act of viewing, especially when the
object represented depicts an event of the past, elicits a narrative impulse to tell a story and, in so doing, it also
inevitably hints at a potential return of that past into present, especially theatrical, time. A sense of overlapping
between then and now is irresistible—even more, between then and what is to come.” Considering the fact that
Hecuba objectifies herself and asks Agamemnon to look at her as a painter looks at his work, it could be argued that
her request for herself to be re-viewed takes on the same effect—in her efforts to be seen in the totality of her
experience, she is also implicitly asking her audience to begin looking forward to who she will be in the future.

*" Gregory, 141. Gregory’s commentary on line 816 appears to support the idea that there is a furtive
undercurrent in Hecuba’s discourse. In terms of the figure of T1e10®, Gregory states, “Hecuba’s salute to persuasion
does not signal any change in her attitude or methods. She has previously evinced an appreciation of the power of
persuasive speech, as well as a sophisticated command of rhetorical techniques (133-137n).” Although Hecuba’s
opinion of persuasion may not change during the course of the play, there does seem to be a difference in Hecuba’s
approach in the sense that Hecuba is more careful with her argument when she speaks with Agamemnon than when
she speaks with Odysseus. The conversation with Odysseus had no ulterior motive—the hope to spare Polyxena’s
life is clear at all times—the conversation with Agamemnon, however, has the surreptitious aim of convincing
Agamemnon to allow Hecuba her revenge on Polymestor.
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can expect as soon as Hecuba is able to get a hold of Polymestor, namely death at the hands of
Hecuba and her group of women (cVv toicde tov Epov povéa Tipnmpnoopat, 882). As Hecuba has
gradually disclosed the details of her plot against Polymestor, she has also manipulated her
audience’s view of her and the women. With each bit of information, Hecuba increasingly draws
a link between women and violence—Hecuba is a queen and mother turned schemer and slave
bereaved of her children, and women are presented precisely in terms of their ability to persuade
and use deceit to overthrow their male oppressors. They are no longer captives or concubines
like her daughter, Cassandra. Instead, they are a cadre fully capable of inflicting a great deal of
violence. Even if Agamemnon is unwilling to entertain the idea of women’s potential for violent
retribution,*® the implementation of this notion in Hecuba’s speech signals, to the chorus and the
audience at least, that a multitude of women should not inspire a sense of comfort or security
(8ewvdv 10 TATBOC oOV 30Am Te SVopoyov, 884).* Women, and particularly women in the
company of Hecuba, are now sources of suspense because violence is something they, too, have

the potential to commit.

The Extrascenic Space of the Locus
The instances of misdirection up to this point—the unexpected reclamation of Polyxena’s
nobility and the misidentification of Polydorus’ corpse—and Hecuba’s ability to manipulate
information set a multilayered precedent of suspenseful duplicity which culminates in the image
of Agamemnon’s tent reconfigured as the site of Hecuba’s locus.”® In the course of the dialogue

above and for the entirety of the play, Agamemnon’s tent has provided the backdrop for the

“® Gregory, 149.

*° Segal (1990b), 119.

%0 The first hints of the tent’s treacherous capability appears in line 880 when Hecuba states otéyat
kekevBoo’ aide Tpmadwv OyAov.
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events of the plot. It has remained the play’s relatively unknown quantity, an undeterminable
space which provided refuge for Hecuba after Polyxena’s death.®® Yet, as the background of her
conversation with Polymestor, the extrascenic space of the tent gains extreme significance and
takes on an ominous presence because it suddenly shifts into the location of Polymestor’s
demise. Here, the walls of Agamemnon’s tent cease to represent Hecuba’s haven and begin to
construct the perimeter of Polymestor’s entrapment:

{ITo.} yopeit’- &v Ao@aiel yap 110° Epnuia.

@A pav €l oV, TpocsPILEg 84 pot TOde

otpdrevp’ Ayou®dv. GAAG onpoaively g ¥p1

i xp1) TOV €D TPAGGOVTO. Ut} TPAGGOVGLY €D
@ilo1g Emapkelv; mg EToog i’ £yd. (985)

{Ex.} mpdTov pev eing moid’ ov €€ Eufic xepog
[ToAvdwpov &k Te TaTpOg v OOU01G EXELS,

el {1 10 O’ dAAa devTEPOVY G” EpricOpLaL.

{ITo.} pdAicto: TovKeivov PEV EVTVYETS LEPOC.
{Ex.} @ @iltad’, g ed ké&lmg Aéyeig 6é0ev. (990)

{Pol.} (to his bodyguard.) Begone! For this
wilderness is in a safe place. (to Hecuba.) You are
my friend, and this expedition of the Achaeans is
kindly disposed to me. But you must tell [me]: why
must one faring well help friends who are not?
Seeing that, | am ready.

{Hec.} First, speak of my son, Polydorus, whom
you have in your halls from my hand and that of his
father, [tell me] if he lives. Then | will ask you other
things.

{Pol.} Of course! As far as his lot is concerned.
{Hec.} Dearest friend, how well you speak! How
worthy of yourself! (981-990)

Adding to the tension of this extrascenic space is the spectators’ understanding that Hecuba’s
words belie her true intentions. With each exchange between Hecuba and Polymestor, she draws

out the truth of his guilt. With every disingenuous statement they make to one another (982, 989-

> After Hecuba tells her handmaid to prepare for the arrival of Polyxena’s body, she retreats into the tent
(628) and does not return to the stage until the handmaid comes to her with the corpse of Polydorus (667).
%2 All text from the Hecuba comes from Gregory’s 1999 edition of the text. All translations are my own.
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990), Hecuba leads Polymestor closer to the tent and the area of the locus. At the same time,
every word between Hecuba and Polymestor leads spectators closer to the limits of their
understanding. Even though the viewers believe they know Hecuba’s intent, their insights stop
there. What happens as soon as Hecuba and Polymestor leave the stage is immediately
unknowable because it is immediately unseen; the innocuously absent and formerly succoring
interior of the tent instantly transforms into an all too conspicuous reminder of what the viewers
lack. They are relegated to the role of auditors, and the more Hecuba revels in the face of her
listeners’ ignorance, the more they are left to experience tension and suspense. In these moments,
what Hecuba knows and plans collides violently with what Polymestor, the chorus and the
audience do not know and cannot necessarily foresee. And ironically, Polymestor amplifies the
suspense of the scene further by facilitating the execution of Hecuba’s plan. He isolates himself,
he dismisses his bodyguards, and to make matters worse, he assures them of his safety (yopeit’
&v aocpalel yap N0” Epnuia, 981). In all, his ignorance leads him and the audience directly to the

threshold of the locus.

The Chorus’ Preliminary Narration of the Locus
Once Hecuba and Polymestor enter the space of the locus, the chorus of captive women
becomes the first messenger “figure” who describes what is likely occurring within the walls of
the tent. Because the chorus has been present throughout Hecuba’s conversation with
Agamemnon and has been supportive of Hecuba’s efforts for the entirety of the play, it can claim
to have some insight into Hecuba’s intentions. Therefore, as Hecuba leaves the stage, the chorus
takes it upon itself to describe the actions occurring within the space. Just as the audience,

however, the chorus has no actual knowledge about the violence taking place, so it must
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speculate and use Hecuba’s earlier statements to Agamemnon to construct its narrative. With this
in mind, it is not surprising that the chorus’ thoughts immediately turn to death. Previously,
Hecuba mentioned the murders committed by the Danaids, and she noted the Lemnian women’s
massacre of their husbands (o0 yvvaikeg eihov Aiydmtov Tékva kol Afjpvov dpdnv dpcévev
g€pkioav;, 886-887). As stated, these events demonstrate women’s capacity for collective
violence, and juxtaposed with the current circumstances of the scene, these stories are
paradigmatic for the actions Hecuba would be likely to commit.>® Thus, the chorus convinces
itself of what Hecuba and the other women inside the tent will do,>* but since it has no definitive
details, it begins its narration with a metaphor:

oUTT® dE0MKAG, AAL’ iomG dMaELS diKnV:
aAipevov T1g o¢ £ dvtiov mecmv (1025)
Aéxprog kmeot) eilog kapdiag,

apépoag Plov. To yap vmEyyvov

Afxq xoi Ogoioty o0 Evpmitvet, (1030)
0AEDpLov OAEDpPLOV KOKOV.

yevoel 6° 000D THod’ EATig 1) 67 émnyayev
Oovéacipov Tpog Aldav, & Térac,
amorépmt O¢ xepl Aetyelg Plov.

You have not yet paid the penalty, but you likely
will; just as someone without harbor after having
fallen into the bilge-water, you will be deflected
from what is [most] dear to you, destroying your
life. For where what is owing to Justice and the gods
comes together, [there] deadly, deadly is evil. Your
anticipation of this journey will beguile you,
[anticipation] which led you, oh wretched man, to
deadly Hades, you will lose your life by a woman’s

%% Many scholars have taken Hecuba’s turn to violence as a sign of her lost humanity. For discussions of
this sort, see Abrahamson (1952), 128-129, Reckford (1991), 30-31, and Luschnig (1976), 232. Contrary to those
arguments, Hecuba’s actions are consistent with the Greek conception of justice, as Gregory argues (cf. note 38),
and also with the her portrayal in the lliad. In Book 24, Hecuba specifically tells Priam that if she were to come into
contact with Achilles, she would “wish to devour” (§yoyu éo0épevon, 11. 24.212-213) his “middling liver” (uécov
Amap, 11. 24.212). This statement, in itself, demonstrates that, regardless of her gender, Hecuba has in her mind the
capacity for committing violence. She, just as the epic heroes before her, is willing to take action against one who
has wronged her. For another argument against Hecuba’s degradation, see Mossman, 164-203.

>* Gregory, 168. Gregory’s comments on the chorus’ song and notes that there are several references to
Polymestor’s impending death (specifically, lines 1004, 1027 and 1028).
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hand. (1024-1034)

While Hecuba executes her plan inside of the tent, the chorus endeavors to narrate the
dealings of the locus synchronously.™ It addresses Polymestor directly and presents him as
someone who is beset by danger on all sides (¢Aipevov Tic dc éc Bvthov ey, 1025).%
Furthermore, the chorus reframes Hecuba and the women’s role in the locus by re-presenting
them, respectively, in the form of Justice and the gods. Hecuba and her group of women are the
figures who are owed a form of recompense (Aikq kai Ogoicty ob Evumitvel, OAEOpLov OAEOpIOV
kakdv, 1030-1031). As such, their actions against Polymestor are visualized as acts of divine
retribution. If Polymestor is without any hope of salvation, it is because Hecuba and the women
have ordained it to be so; if he is doomed to die, it is because they demand it. Anticipation
(éxmic, 1032),%" despite being used to describe Polymestor, also becomes a fitting descriptor for
the chorus and the listeners. Each group would not be hard-pressed to think Hecuba has
committed murder, and they could easily expect to see the body of Polymestor brought out for all
to see. Nothing in the chorus’ narration so far has indicated that they should imagine or envision
an outcome which is different from the Danaids’ and Lemnians’ aforementioned stories.
Appropriately, then, the chorus’ ode presumes to describe the main action within the locus; its
words appear to transition the perspective away from the suspense of conscious ignorance to the
anticipation of cautious certainty.

When Polymestor begins crying out from within the tent (dpot, Tvpiodpon eéyyog

oppatov tarag, 1035), however, the depth of the chorus’ ignorance comes to the fore as it

*® Even though the chorus’ ode makes extensive use of the future tense and so, would seem to be narrating
things proleptically, the fact that things are happening as the chorus is making its statements keeps the temporal
framework of its narrative synchronous. From this standpoint, the use of the future tense seems to be more the result
of the chorus’ speculation than anything else.

*® Gregory, 168. As Gregory notes, “falling into the &vthoc, the bilge-water of a ship, is metaphorical for
getting into difficulties. In a mixed image, the dvtiog is described as ‘without harbor,’ i.e., ‘offering no chance of
safety.” ”

%" |bid, 169. Gregory translates &\mic as “anticipation” rather than the more common “hope.”
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quickly realizes that everything it described up to this point is wrong. Certainly, Polymestor’s
cries for his children signify that there is, indeed, death (dpot péd’ avoig, Tékva, Svotivov
opaytc, 1037), but his own screams indicate he is still very much alive (&AL’ ot un @Oynte
Aoynp®- BaArov yap oikwv Tdvd’ avappiém poyovs, 1039-1040). In retrospect, the decision to
mutilate and not kill Polymestor is significant because it highlights another instance of
misdirection. It shows how the statements Hecuba made to Agamemnon have created
expectations which have led the chorus to present the audience a somewhat inaccurate rendering
of the locus. The larger details of its narration and its metaphor are true—Hecuba and the women
do take vengeance upon Polymestor—but the outcome the chorus offers is not what it
envisioned.

With this in mind, it becomes apparent that the chorus’ remark about the results of
anticipation pertained not only to Polymestor but to itself and the tragic spectators as well—
anticipation brings expectation, but it also beguiles (yevoet, 1032). And in the chorus’ eagerness
to provide the audience with an imagined view of Polymestor’s death, it has unwittingly misled
everyone. Regardless of the fact that the women of the chorus are complicit in the execution of
Hecuba’s plan, they truly know nothing about Hecuba’s actions once she cannot be seen; there
can be no certainty about violence without visual confirmation of it. Strictly speaking, proximity
may enable the chorus and the viewers to focus more precisely on the fagade from which the
locus’ sounds emanate, but nevertheless, it does not give either group an accurate assessment of
what has occurred. All stay outside of the locus even though the chorus attempts to bridge the

cognitive gap by preemptively describing it. There is a disconnect between the chorus’ narration
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and the aural components of the locus, and as a result of this disconnect, the chorus and the

audience are shocked when Hecuba returns and appears to revel in Polymestor’s mutilation.”®

Hecuba as Messenger: Synchronous and Proleptic Narration of the Locus
Since the chorus and the audience are now aware of the errors in the first depiction, they

turn to Hecuba to get another assessment of the locus’ proceedings. As someone who was
present within the space of the locus, Hecuba immediately takes on the role of the second
messenger figure. She can convey all of the details directly, and she is able to confirm or deny
the assumptions made earlier by the chorus. Furthermore, there is no need for her to rely on
metaphor or similes to form the core of her imagery. Anything she asks her listeners to visualize
comes from things she herself has seen. In this way, she is like Talthybius during the sacrifice of
Polyxena. Her presence in the scene enables her to offer her narration as something emblematic
of the truth. But unlike Talthybius, the level of participation she ascribes to herself is vastly
different. Rather than narrate the locus from the perspective of an observer with a limited role,
she relates the details of the locus as the prime perpetrator of its violence. She is fully involved
throughout the development of the locus. Therefore, her narration is not only a description of her
deeds but also a reflection of her transformation from helpless slave into capable perpetrator of
violence. Signs of Hecuba’s change appear immediately after she returns to the stage:

{Ex.} Gpacace, peidov unoév, EKPaiimv Toroc:

0V yap ot Sppa Aapumpov Evinoelg kopaig, (1045)

oV naidag Syt Lovrog odg Ektev’ &Y.

{Xo.} M yop xaBeileg Opfjuco kai kpoTEig E&vov,

déomowva, Kol 0EpaKag olamep AEYELS;

{Hec.} (in Polymestor’s direction.) Strike out! Don’t

hold back beating the doors! You will never place
the brightness of sight in your eyes, nor will you

% Tetstall (1954), 341. Cf. Reckford, 34.
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[ever] see the children, whom I have killed, alive!
{Cho.} Did you really take down our Thracian guest
and do you rule over [him], mistress? Have you even
done the sort of things which you spoke about?
(1044-1048)

When Hecuba first emerges from the tent, she speaks with no addressee in mind.>® Even
though her words are seemingly directed at Polymestor, they are more akin to the ruminations
she had when she spoke with Agamemnon. Then, her comments allowed her to reveal her plans
against Polymestor in asides whose meaning was clear only to her, and the incremental nature of
her disclosures enabled her to enhance the suspense in the scene; now, Hecuba’s statements give
her listeners an unequivocal view of what she has done. They understand what Hecuba means
when she goads Polymestor and tells him to strike out (Gpaocoe, peidov undév, EkPaAlwv Torag,
1044), and they recognize what Hecuba claims is the result of her actions (o yap mot” dupa
Aopmpov vincelg kopatg, ov moidag dynt (dvtag obg Ektey’ £yd, 1045-1046). Hecuba’s
synchronous description of the stirrings within the tent would seem to form a comprehensible
cognitive image, but ironically, the thorough dominance she displays causes the women of the
chorus some skepticism (7 yép xadsileg Opfiiko ko kpatsic Eévov, déomotva, kai dEdpaKac
oldmep Méyeic;, 1047-1048). Instead of certainty, there is doubt and suspense surrounding
Hecuba’s role and her rendition of the scene.

Straightaway, it is all too apparent that Hecuba is not officially a heraldic messenger like
Talthybius and that more is needed to make her a reliable narrator. There are very tangible and
very audible aspects to Hecuba’s narrative which are not fully addressed in her synchronous

narration of the scene. For one, Polymestor still lingers within the space of the locus, and as

stated, the details Hecuba provides only address the results of the locus and not its progression

% Gregory, 171. Gregory notes that Hecuba’s opening remarks after she comes out of the tent are directed
toward Polymestor but are not actually intended to be heard by him.
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toward violence. Moreover, the chorus and the audience’s ability to hear Polymestor’s screams
increases their level of participation. As such, their investment hinges upon the consideration of
this magnified degree of engagement. Since their experience of the scene so far has involved
visualization and auditory cues, Hecuba’s narration must facilitate both their cognitive
understanding and their sensory perception of its effects. Physical confirmation of Hecuba’s
story is necessary to heighten the audience’s understanding of violence. As of now, Hecuba’s
words to Polymestor do not suffice.
The problems concerning Hecuba’s narration are alleviated slightly when she finally

recognizes and responds to the chorus’ inquiries:

{Ex.} dyntviv autik’ vio SOUATOV TApOog

TOPAOV TVPADL GTElYOVTO TaPaPOpmL Todi, (1050)

oSV 1€ S100MV cOUD’, 0DG EKTEWV’ EYM

oLV 1aicd’ dpiotong Tpmidow: diknv 6€ pot

JEdmKE. YWPET §’, ¢ 0pac, 60’ €k SOU®V.

AL KOOV ATEUL KATOGTIGOLLOL

Boud Céovtl Opnki dvopoyotatm. (1055)

{Hec.} Soon you will see him before the tents,

blind, walking with a blind, staggering foot, and the

bodies of the two children whom I have killed with

[the help of] the heroic Trojan women. He has paid

me the penalty. This man, as you see, is coming

from the tent. But | will step aside and stand out of

the way of his boiling, most intractable Thracian

anger. (1049-1055)
As Hecuba switches to a proleptic description of the locus, she gradually includes aspects which
start to cast aside the chorus and listeners’ doubts. She gives specific details describing
Polymestor’s gait (TopAov TVEAML oTelyovTa Tapapopmt odi, 1050), and she notes the Trojan
women’s role in the death of his children (§ktev’ €y ovv tdicd’ dpiotarg Tpmidowy, 1051-

1052). According to her, he will emerge from the tent staggering, without a clear idea of what

will befall him next (tveA®dt. .. Tapapdpwt Todi, 1050). In this way, he is not unlike the chorus
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and the audience—as they envision Polymestor stumbling out of the tent his physical blindness
comes to mirror their inability to foresee the trajectory of the locus. Both are completely at the
mercy of Hecuba, and she herself acknowledges this fact in her choice of narrative mode.

By electing to portray Polymestor proleptically, Hecuba continues to prevent her
audience from envisioning the process of violence. The specific details relating to the manner in
which she traps and blinds Polymestor in addition to the spatial layout of the locus remain
hidden. She may give more details about her adversary, but once again, these details lack their
full impact because they have no corporeal corroboration. Overall, as much as Hecuba’s speech
can lead the chorus and the auditors toward the space of the locus, it also teases them and
impedes their progress. Instead of fully unveiling details, Hecuba merely re-establishes and
enhances the feelings of suspense in the scene.

When Hecuba hears Polymestor coming closer to the entrance of the tent (ywpei &, ¢
opac, 66’ €x douwv, 1053), she urges her listeners to prepare to see Polymestor’s gruesome
appearance. At once, the chorus and the audience are forced to confront an image of Polymestor
which before they could only cautiously entertain, and what is more, Hecuba prompts them to
expect Polymestor in a furious rage (6AL’ ékmodav dreyut kKamootnoopot Ouud Céovtt @prnki
dvopoyotatm, 1054-1055). Suddenly, Polymestor, the man whom Hecuba had praised (albeit
insincerely) as a friend (® @iltad’, dg &b kaEimg Aéyeig 6é0ev, 990) is someone who cannot help
but succumb to his baser impulses.®® Polymestor is re-presented as a figure who becomes less
civil and so, less human because of the violence inflicted upon him.

Likewise, the chorus and the audience must come to terms with the changing image of
Hecuba. The idea of a vengefully violent Hecuba which arose in the conversation she had with

Agamemnon (cVv taicde TOv EuoV ovéa Tiumproopat, 882) is now on full display as she stands

% Mossman, 185-186.
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before the entrance of the tent and taunts Polymestor. Under these circumstances, fear and
trepidation are no longer emotions to be associated with the Trojan queen® but rather, with the
listeners who must contend with the dueling images of Hecuba and Polymestor as royalty and
family friends and Hecuba and Polymestor as mutilator and debased victim. In the moment that
Hecuba steps aside and Polymestor appears in the tent’s entryway, the scene becomes a matter of
the chorus and the audience not only understanding the extent to which the violence in the locus
has transformed everyone involved but also feeling the impact of Hecuba’s actions as they crash

headlong onto the stage.

Polymestor’s Analeptic Narration of the Locus
With the reappearance of Polymestor and the presentation of the corpses of his children
(1055), Hecuba acquires the physically substantiating figures which were formerly lacking in her
account. At last, there is no doubt that she told the chorus and the audience the truth, and at last,
there is no doubt that Polymestor is completely broken by the thought that he has been overtaken
by women.®? More than this, the presence of Polymestor on stage brings the chorus and the

audience their final opportunity to learn the details of the locus. The group of women who

81 Gregory, 172. According to Gregory, Hecuba’s desire to step out of the entryway of the tent does not
“[reflect] the speaker’s fear [but] a prudent response to Polymestor’s frenzied state.” Instances in which Hecuba has
shown fear and trepidation largely occur before the sacrifice of Polyxena. For example, Hecuba’s conversation with
Odysseus (251-331 and 383-401) and her conversation with Polyxena (415-443) exhibit Hecuba in a state of utter
dread and sorrow as she considers her life without her daughter.

%2 |bid, 173-174. Her commentary on the opening moments of Polymestor’s monody state that the language
he uses conveys clearly his state of mind. He employs “polymetric rhythms, mainly dochmiacs interspersed with
lyric anapests.” Furthermore, the fact that he calls Hecuba and the Trojan women &vdpo@dvoug, an epic epithet for
Hector and Achilles, does not associate the women with those heroes but rather, indicates his astonishment at who
his mutilators are. In addition, it seems Hecuba herself is somewhat surprised at her own success. Earlier on line
1052, Hecuba calls the women who helped her dpictoig. This appears to create the same effect as the epithet which
Polymestor uses—it does not necessarily relate the acts of tragic women to the deeds of Iliadic men, but it uses
heroic terms to emphasize the fantastic nature of the women’s assault. On the other hand, there are those who see a
direct correlation between Hecuba and epic heroes. For example, Segal (1990a), 309-310, and Zeitlin (1996), 195-
196, make a comparison between Hecuba and Odysseus in the sense that they both use guile and deceit to blind their
opponents (Polymestor and Polyphemus, respectively).
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assisted Hecuba remain silent after they emerge with Hecuba, and Hecuba herself seems to be
content with allowing Polymestor to speak for himself. Therefore, Polymestor is the last figure
with the ability to describe precisely what occurred within the space of the locus. He can relate
all the details before, during and after his mutilation, so he effectively becomes the locus’ third
messenger figure.

Furthermore, because he is able to portray the locus from the perspective of the victim, he
offers listeners the chance to cognitively experience the manner in which he comes to realize that
he has been led into a trap. Up until now, the chorus and the audience have only been able to
engage with the aftermath of violence, but with Polymestor, they can go through each step of the
women'’s plot and while doing so, gain insight into Polymestor’s thoughts. Thus, the suspense in
his narration does not come from the calculated divulgence of information but rather, from a
constant awareness of the impending violence he is doomed to suffer. All this said, however, the
chorus and the audience have to deal with the fact that, in his enraged state, Polymestor is not
focused on revealing what happened to him. Instead, he is occupied with his own need for
revenge which brings another element of suspense to the scene since the chorus and the audience
have to wait for Polymestor to come to his senses.

When the chorus and the audience first see Polymestor, he is struggling to retain his sense
of agency. His blindness causes him to lose all sense of his surroundings. As such, he is
metaphorically isolated, literally helpless, and on the whole, his words and actions are
characterized by great uncertainty. Polymestor speaks in deliberative statements (nd f®d, nd 61®,
i KEAS®...wotav 1 Tawtay 1 Tavd’ EEarratm[;], 1057 and 1059-1060, respectively), and he

|.63

repeatedly compares his movements to those of an animal.” He crawls forward and says that his

gait is akin to that of a wild mountain beast (tetpdmodoc Baotv Onpog dpectépov TIOEpEVOC Emi

% Gregory, 173-174.
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yeipa kai iyvog, 1058-1059). Then he portrays his hypothetical capture of the women in the form
of a wild beast glutting itself on the remains of its prey (nq 766’ éndéoc capkdv d6TéE®V T’
EumAncO®, Boivav apyimv Ti0épevoc Onpdvl[;], 1070-1072). In such a state, Polymestor appears
to be communicatively ostracized from the locus—he cannot adequately narrate or describe
anything since he cannot perceive anything. Consequently, Polymestor’s desperate ruminations
augment the suspense of the scene because they raise the possibility that Polymestor may be
incapable of elucidating the remaining details of the locus.

The reappearance of Agamemnon (1109), then, becomes the catalyst which alleviates this
element of suspense as he grants Polymestor the ability to be reintegrated into the locus’
narrative structure. Agamemnon explicitly sets Polymestor back on the path of narrative
cohesion by implicitly appealing to his sight; he redirects Polymestor’s focus so that his ensuing
speech is not a matter of rage and uncertainty, but an account based off of things which he can
corroborate through mental sight.®* In other words, he prompts Polymestor to take up the mantle
of the messenger and to provide his audience with the specific, analeptic details which will
enable them to have a more thorough version of the locus. Thus, with his attention reset,
Polymestor begins his narration by ironically enabling Agamemnon, the chorus and members of
the audience to visualize his misfortunes:

...OVOV O€ oLV Tékvolot W giodyet
dopovg, v’ GAAOG un Tig idein TadE.
o 0& KAlvng év péowt kapuyag yovu- (1150)
TOAAOL O, ¥E1POG ai pev €€ aplotepac,
ail o’ &vlev, og on mapd eilot Tpodwv kdpat
Baxovg &yovoat kepkid’ HOwVTg xepOC

fitvouv, VT’ AVYAG TOVGOE AeHGGOVGUL TETAOVS!

...she led me unguarded with my children into her

8 Agamemnon tells Polymestor: oy’ - ékBoiav 8¢ kapdiag T BapBapov Aéy’, d¢ dkovoag 6od Te THods T’
év pépet kpive dikaing avd’ dtov ndoyels tade (1129-1131). As Gregory, 179, notes, this statement “lends
plausibility” to Polymestor’s shift in tone.
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tents, so that no one might perceive these things. |
sat in the center of the couch taking my ease; there
the women of Troy took their seats—some on the
right [of me], others on the left, as if beside a friend
—they were praising the weaving of our Edonian
handiwork, holding these robes up to the light and
looking at them. (1148-1154)

At the outset of Polymestor’s account, he lays out the details of the extrascenic space.
Previously, the space was generally defined by its transformation from Hecuba’s place of refuge
into the site of violence. The particular features of the interior, however, were never explicitly
delineated. Hence, Polymestor’s report offers his listeners their first chance to visualize the
spatial framework of the locus.

As he and his sons step within the tent, Polymestor emphasizes their vulnerability (novov
8¢ odv tékvolot p” eiodyer, 1148)% and his exact position as he sits among Hecuba’s group of
women (iCo 8¢ kAivng &v pécmt kapyog yovo- Todlhai 8¢, xelpog ai uev €€ aplotepdc, ol 6’ Evoey,
1150-1152). He also calls attention to his casual demeanor by employing a brief simile
comparing their arrangement to that of one among friends (¢ o1 mopa eilmt, 1152). Polymestor
has no indication that he is in any danger, and while he sits in the center, the women appear
similarly untroubled. They surround him, and the suspense of the scene rises because all on stage
and all in the audience recognize the deceit in the women’s behavior.

For the moment, the women are friendly toward him, and as “befits” their womanly
inclinations, they concern themselves with Polymestor’s robes and compliment him on their

craftsmanship (6daxovg &xovoar kepkid’ 'Hdwviig xepoOg fjtvovy, DI adyac ToVede Aehooovoat

némhovg, 1153-1154). Through their actions, they assure that he has no misgivings about their

% Gregory, 181. Gregory notes that pévov is indicative of Polymestor being “without the bodyguards who
would normally accompany him.”

196



proximity to him.? Yet, in the time that the women are tending to Polymestor, the chorus and the
audience are forced to deal with the conflicting ideas of comfort and apprehension.®” The women
may be encouraging Polymestor to relax, but the more the locus’ narration moves closer to the
image of Polymestor on the stage, the more it counteracts that notion—the cognitive image of
Polymestor within the space of the locus cannot help but be affected by the sight of Polymestor
standing on stage. What he describes and how he actually appears come together to create an
unsettling and arresting scenario—a blinded Polymestor asks his audience to imagine him
physically able to see but mentally unable to perceive the women’s plot against him.

Moving forward with his narration, Polymestor describes how Hecuba and the women
lull Polymestor into a false sense of security by continuing to play on the feelings of comfort in
the scene:

dAlon o0& kapaxe Opnikio Beduevor (1155)
yopvéov 1’ Ednkay OmthHyov GTOMGHATOC.
doat 8¢ Tokadec Noav, Ekmaylodueval
TEKV’ €V XEPOTV EMOALOV, MG TPOG® TATPOG
vévowvto, d1odoyaic’ aueifovcat xepdv.
Ko’ &K yoknvdv nidg Sokeic tpocedeyudromv (1160)
€00V¢ Aapodoat phoyay’ €k TERA®V oV
KevTodol Toidag, ai 8¢ moAepimv diknv
EVVOPTAGOGAL TG LS ELYOV XEPOC

Kol KO- Tousi & dpkésat ypilov Euoic,
el p&v mpocmmov €aviotainy uov (1165)
KOUNG KaTeTYOV, €1 0€ Kvoiny xépag

TAN0EL YOVOIK®Y 00OV HVUTOV TAAOG.

Others, gazing at my Thracian spears, made me bare
of my two-fold protection. Those who were just
now mothers swayed my children in their arms,
marveling at them and passing them from one hand

% Gregory, 181.

%7 Segal (1990a), 314-315. Here, Segal comments on the women’s robes and the manner in which they
evoke two, opposing sentiments as Hecuba turns to violence. He states, “The motif of ‘concealment in robes’ thus
undergoes a massive reversal that mirrors the structure of the play... the peplos, the sign of women’s domesticity,
modesty, and obedience to male authority, reveals this hidden other side of the female in tragedy, the sudden,
terrible release of murderous, vengeful power.”
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to another so that they were far from their father.

And then from their serene words—imagine that!—

immediately taking daggers from somewhere in

their robes, they stabbed my children, while others,

snatching me in the manner of enemies, were

holding my hands and legs; if | raised my head,

longing to defend my children, they held on to my

hair; and if I moved my hands, I, poor wretch, was

able to do nothing for the multitude of women.

(1155-1167)

With Hecuba and the women still seated in proximity to Polymestor, they find another way to
make him more vulnerable. They take away his weapons, again under the pretense of
complimenting their construction (dA\at 8¢ kapake Opnikio Bedpevar youvov i’ £0nkav
durtvyov otoriopartog, 1155-1156), and in doing so, they immediately keep the most explicit
tools of violence out of Polymestor’s reach. Even though in most circumstances the removal of
Polymestor’s weapons would seem to heighten the feelings of ease within the area of the locus,
the image of a defenseless Polymestor invariably augments the feelings of suspense among
Polymestor’s listeners outside of the locus because they understand that this is merely the next
stage of the women’s plan. Adding to this is the presence of another group of women who are
specifically tasked with separating Polymestor from his children.

These women are “new mothers” (8co1 8¢ Tokédeg Roav, 1157), a designation which
would normally raise no alarm, but within this space, the title attains a twofold distinction. The
first, and more common association, puts forth the idea that these women will be caring and
gentle toward Polymestor’s children, and it maintains the earlier innocuousness of the meeting
between Hecuba and Polymestor. The second, and more accurate assessment, links the notion of

motherhood to Hecuba and the revenge she will soon take for the misfortunes she has

experienced. With this in mind, the swaying of the children (téxv’ &v yepoiv Emaiiov, 1158)
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ceases to express the women’s delight and instead begins to reveal their move toward violence.®®
Because of this, apprehension—in every sense of the word—takes hold. The serenity in the
women’s words (€k YyaoAnv®v...ctpocebeypdtmv, 1160) and the platitudes they bestow upon
Polymestor’s sons (éxmayiovpevar tékv[a], 1157-1158) cannot supplant the looming presence of
violence in the scene.

The explicit calm and the isolation of both sets of victims adds to the feeling of suspense
in the scene because there is nothing to delay Hecuba and the women from striking. As
Polymestor states and his auditors understand, the women’s plan sets everything in place, but in
spite of that, Polymestor stops his narration and speaks directly to his listeners. When he tells
those around him to imagine (n®dg doxelg, 1160) the next stage of the women’s trap, he
temporarily breaks the continuity of the locus. Even as Polymestor is renewing his call for
visualization and reestablishing the connection between the locus and its recipients, his
interjection is also subtly calling attention to what is lying before his viewers’ eyes, namely
himself and the corpses of his two children. Once the time comes to imagine the Trojan women’s
assault, Polymestor will immediately ask his audience to focus and acknowledge not only what
will come next narratologically but the very prevailing results of those acts as well. He is
prompting his auditors to start mentally recreating the process of violence. Unlike Hecuba during
her narration, Polymestor asks Agamemnon, the chorus and the audience at large to concentrate
intently on the beginning, middle and the end of the violent act in order to punctuate the effects
of the locus. In this way, the mental recreation of his children’s death becomes doubly affecting

because it rapidly leads to the sight of their bodies on stage.

% |nterestingly, the more common meaning for verb néAio is “swaying” or “poising” a weapon. In the
passage above, the swaying motion the women use with Polymestor’s children can also be seen in this sense. The
children represent not only additional targets for Hecuba’s revenge but they can similarly be considered “tools” to
hurt Polymestor further. In other words, the children become weapons to use against Polymestor. They are being
poised by the women to inflict greater pain against their father.
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Bolstering the effectiveness of this juxtaposition is the accelerated pace of Polymestor’s
narration. Once the women draw their daggers to murder the children, there is no incremental,
painstaking detail regarding his children’s deaths or the ferocity of the women’s acts of violence.
In lieu of that sort of narration, there are succinct descriptions which provide the most important
aspects of the scene—the visualization of daggers moves to the image of the children being
stabbed (Aafodoar pdoyav’ €k TémAwv mo0ev kevtodot Taidag, 1161-1162) and then to the
imagined sight of the women restraining Polymestor’s movements (ai 8¢ moAepiov diknv
Evvaprdcooal TG £RAC YoV xEpog Kod kdAa, 1162-1164) at an intense speed (s00vg, 1161). As
he says, any attempt to escape is quickly countered and met with even more resistance than
before.® In contrast to the interaction Polymestor had with the women when he first entered the
locus, which was purposefully slow and meant to encourage feelings of comfort and friendliness,
the interplay between him and his captors is currently defined by a calculated haste which means
to reinforce Hecuba and the Trojan women’s power over him. Whereas Polymestor could easily
consider the women friends in an earlier simile (®g o1 mapa @idmi, 1152), he can now recast
them with a different simile and portray them as enemies (ai 6& molepiov diknv, 1162).
Whatever feelings of ambiguity and superficial comfort there were in Hecuba and the women’s
actions are inexorably obliterated by the women’s instant strike against the children.

While Hecuba and the women are ensnaring Polymestor physically, it becomes apparent
that they are also ensnaring the viewers cognitively in the retelling. Polymestor’s language, in

particular, has stressed the haptic quality of the locus. From the start of his account and

% Gregory, 182. When discussing the women’s hold of Polymestor, Gregory singles out the phrase
nolepiov diknyv and notes that others have taken moiepimv as molvwddwv. This comparison, according to Gregory, is
“bizarre in itself and inconsistent” because it does not fit with the tone of Polymestor’s account. On the other hand,
this possibility would seem to enhance the tone of his narration since he already compared himself to an animal
immediately after came back on stage and will do so again shortly. Moreover, this image contributes to the idea that
the women are currently smothering Polymestor to prevent him from helping his children. Alternatively, the phrase
noAepimv diknv has useful, comparative potential which is discussed shortly.
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continuing up to the moment of his mutilation, Polymestor employs various forms of the word
yeip (1153, 1158, 1159, 1163, and 1166). In each of these uses, the women steadily take hold of
objects of increasing importance. They move from Polymestor’s woven robe and his spears
(tovode Aebocovoat TETAOVG. .. Kapake Opnikio Oedpevar yopvov p Ednkav, 1154-1156) to his
children (téxv’ év yepoiv Emailov, 1158), and finally, they possess Polymestor himself (tag guac
glyov yépog kol kdAa, 1163-1164). At every point, Polymestor and his children are in the
women’s grasp. There is no hope of escape, and from the perspective of Polymestor’s listeners,
there is no chance for them to turn away from the prospect of violence—they are cognitively
bound to envision the fulfillment of Hecuba’s retribution.

Taking this into account, the last stage of Polymestor’s narration returns to a greater level
of detail and gradually forces Agamemnon, the chorus and the audience to experience Hecuba’s
blinding of Polymestor:

10 LoioBov 8¢, Tho THaTog TALOV,
g€elpydoavto delv’: EUAdV yap OUUATOV

nopmag Aafodoat tag tadamdpovg kopag (1170)
KeVIoDoY aipdecovcty: £it’ dvel 6TéYog
QUYA&deg EPnoav. €k OE TINcOS EYD

Onp DG SIOK® TAG LoLPHVOLG KOVAG,

Amovt’ €pELVAV TOTYOV, OC KUVNYETNG

BaAlwv dpdocmv. 10100 omevdmv xapwv (1175)
némovOa TNV o1V, TOAEULOV YE GOV KTOVAYV,
Aybpepvov.

Then they committed a final horror, a calamity full

of misery: for taking their brooches, they stabbed

and made bloody the miserable pupils of my eyes;

then they departed, fleeing through their rooms. 1,

springing up like a wild beast, pursued the

murderous bitches, searching along every wall,

striking and smashing, just like a huntsman. Such

things | have suffered for the sake of promoting

your interest and killing your enemy, Agamemnon.
(1168-1177)
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For the first time in Polymestor’s narration, the locus is explicitly aggressive toward the act of
sight. Before, the imagery was, perhaps, terrible—something which was difficult to envision and
likely difficult to relate as well—but there was no “fault” against the act of cognitive recreation
itself. Here, the audience, through the perspective of Polymestor, is compelled to visualize the
women plunging their brooches into his eyes.

Polymestor specifically mentions the pupils of his eyes (tag taAandpovg k6pag, 1170)
as the precise targets of their actions. His narration goes from his eyes (§u®v yop oppdtov,
1169) to his pupils and lastly, to the verbs denoting the violence committed against these parts
(kevtodow aipdoocovoty, 1171). Each movement narrows the focus of the spectators’
visualization until they are prompted to imagine their vision destroyed by the women’s act of
mutilation. As they do, they come to embody Polymestor’s experience in the waning moments of
the locus; the “benefit,” so to speak, for their engagement with the narrative’s details is a vividly
visceral understanding of the violence Hecuba and her band of women inflict. Exactly when
imaginative sight is under attack, when the audience cognitively experiences blindness, it
possesses the greatest comprehension of the deeds within the locus. Additionally, with the
women’s successful offensive against Polymestor comes the release of suspense. All is finally
revealed to Agamemnon, the chorus and the audience, and so, all that is left is for Polymestor to
describe the aftermath of violence.

Without sight, Polymestor’s account becomes solely dependent on his other senses. As
such, the details in his story focus on relaying to the audience what he is able to hear and feel
after Hecuba and the other women abandon him. Whereas the previous details were corroborated
with his ability to see them, he can only listen to the sounds of the women and imagine them

hastening back into separate areas of the tent (git> avé otéyag euyadeg Epnoay, 1171-1172). Just
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like the chorus during its synchronous narration, Polymestor employs other narrative techniques
to compensate for the things he cannot see. He can describe his own actions, but the image of his
actions is depicted with other referents to create its desired effect. Polymestor cognitively
recreates a vision of himself so that his audience may be able to imaginatively reconstruct his
experience. For this reason, Polymestor comes full circle and describes himself as a beast in one
instance (éyo Onp dg, 1172-1173) and as a huntsman in the other (og kvvnyétg, 1174). The
women, too, are re-presented as a pack of dogs (tag popovovg kovag, 1173). He returns to
animal similes to express the severity of his anger.”® Unfortunately for him, his effort merely
seems to evoke a feeling of frustrated aggression. Hecuba and her band of women have
vanquished him completely, and he is left lashing out in vain and unable to hit any of his
intended targets.

Although Polymestor endeavors to use these similes to illustrate the depth of his
victimization, his audience’s awareness of the circumstances leading to his mutilation forestall
any feelings of pity or sympathy which they may have had for him. If Polymestor’s narration of
his children’s murder enabled his listeners to begin to perceive and understand the process of
violence through their ability to imagine and then see the children’s fate, his description of his
final moments within the space of the locus facilitates the auditors’ comprehension of Hecuba’s
revenge as they visualize the assault and subsequently see him blinded and standing next to the

corpse of Polydorus.

" Luschnig, 232-233. Luschnig considers the two entrances of Polymestor—nhis first introduction into the
scene and his reintroduction after his mutilation—as the key points at which an audience realizes the “inhumanity”
of Hecuba’s deeds. For him, Polymestor’s reduction to a bestial figure does not preclude him from receiving pity, as
| argue, but rather, seems to be a comment on Hecuba’s degradation and the downfall of society in the play. As
stated above (cf. note 50), there are several problems with this sort of social commentary, especially as it relates to
Hecuba’s character, but nevertheless, Luschnig seems to be correct in using Polymestor’s wrath as a means to
emphasize the shocking nature of the women’s acts.

203



Rather than communicate his wrath, Polymestor’s similes unwittingly relate the extent of
the women’s fury—in the form of a pack of dogs, the women overturn all expectations to
vanquish the huntsman. They defy the “natural order” of things because of the intensity of their
outrage. Despite the fact that Polymestor gives his narration in an attempt to justify his killing of
Polydorus (totéde omendwv yapv mémovho v Ny, TOAEUOV Y€ GOV KTavaV, Ayduepvov, 1175-
1177), he cannot mislead Agamemnon or any of his listeners because he has no information to
conceal; at this point, the locus has no more cognitive gaps. Thus, in the course of narrating the
locus, the impact of Polymestor’s shocking mutilation transforms into the force of a blow well-
struck. The violence of this locus does not condemn the women to some form of moral

degradation but instead, reveals the horrifying satisfaction of a well-executed plan.”

Conclusion

Contrary to the scene of Ajax’s suicide, the scene of Polymestor’s mutilation offers the
most complex usage of the tragic locus violentus because it is a scene which makes full use of
the essential and supplementary characteristics of the concept. At the outset, the synchronous
narration of the chorus presents the scene as a murder which can be envisioned metaphorically as
a moment of divine vengeance. The synchronous and proleptic versions of the locus related by
Hecuba, however, change the audience’s understanding of the scene by reconfiguring the image
of murder as murder and mutilation. Yet, even with this new information, the audience is still
left to wonder about the particulars of the scene because Hecuba purposefully refrains from
giving her audience a full picture of the violence she inflicts. Lastly, the analeptic rendition of

the locus from Polymestor fills the narrative gaps left by Hecuba and augments the audience’s

™ Michelini, 155. As Michelini notes, Polymestor’s account of his suffering “is couched in a tone of naive
pathos.” His motivations for murdering Polydorus are, as everyone knows at this point, disingenuous so the audience
will be lead “to expect his rejection, and they will not be confused by any strong sympathies” for him.
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visualization of the Trojan women’s violent acts through extreme detail and the use of similes. In
all, the recounting of Polymestor’s mutilation either misdirects, conceals and/or reveals. It
creates varying levels of comprehension which imbue the locus with a feeling of suspense and
compel the audience to stay closely attuned to the narrative progression of violence—it is not a
matter of merely listening to details but listening with the specific aim of uncovering the
intricacies of the locus’ gruesome deeds in order to understand their potency.

Moreover, the spatial proximity of Polymestor’s mutilation, the aurality that comes with
such immediacy and the presence of Polymestor himself prompt viewers to confront violence
cognitively and directly. There are explicit, sensory cues and tangible figures which must be
addressed alongside other features. As such, the need for the audience to visualize is more
elaborate here than in other tragic loci because every aspect of the violence occurring against
Polymestor and his children has to be imaginatively recreated and simultaneously understood
through firsthand observation of the violence’s results. With such a level of interaction in play,
the locus has an unshakable hold upon audience members because it maintains them entrenched
in the visceral effects of violence’s horrors. When audience members can hear about violence
and then find themselves face-to-face with murderers, mutilators, victims, and the like, a locus

cannot help but be a fully immersive experience.
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Conclusion

“I have always felt that you should do the minimum on screen to

get the maximum audience effect. I believe the audience should

work. Sometimes it is necessary to go into some element of

violence, but I only do it if | have a strong reason. For example, in

Psycho there was this very violent impressionistic murder in a

bathroom, you see, and it was montaged by little pieces of film

giving the impression of a knife stabbing a victim, and so on and

so forth.... Once I had given the audience that one—shall we say,

sample?—I allowed them to imagine the violence, you see. I did

not have to show it.”

-- Alfred Hitchcock®
Over the course of this dissertation, | have endeavored to demonstrate that the narration
of violence in tragedy is a continuation and refinement of the narrative presentation of violence
in epic and that the depiction of violence is enhanced in both of these genres because of the use
of the locus violentus. Chapter 1, therefore, aimed to establish the presence of the locus in the
Iliad and to highlight its effectiveness through an analysis of its battle scenes. | began by
examining how the general features of epic enabled audience members to engage “visually” with
the details in Homeric epic. I noted Homeric epic’s tendency to refine and delimit imagined
spaces and considered the presence of “stock imagery” within the narrative. Also, I commented
on the increased investment which visualization demands. Next, | discussed how the idea of
compartmentalized, cognitive spaces was especially prevalent in Iliadic battle scenes. As such, I
briefly described the manner in which a larger skirmish is narrowed down to the area composed
of the battle between two heroes through an analysis of a battle scene from Book 15 of the Iliad.
Following this analysis, | explained that the tendency to present battle scenes with a high

level of detail within an imaginatively limited space led me to the concept of the locus violentus.

The locus violentus was the means by which the epic audience “participated” and engaged with

! Hitchcock and Wertham (1997), 146.
206



acts of violence; it offered a sense of “grotesque intimacy” and heightened the effects of violent
deeds. With the concept generally laid out, I moved to a discussion about the types of passages |
would use to determine the effectiveness of the locus. There, | defined the locus as ““a visualized,
narrative space consisting of duel between at least two warriors which remains safe from
encroachment until some form of violence is inflicted or there is a call to end the duel by external
or often divine intervention.” Moreover, I noted the importance of other characteristics—namely,
scale, suspense and aggression toward the audience as primary attributes of the locus and similes
and anecdotes as the locus’ supplementary attributes—and of internal spectators who could
provide the emotive cues for the audience during scenes of violence.

After laying out all the characteristics of the epic locus, | analyzed the formal duel
between Menelaus and Paris in Book 3. This duel provided a case of formalized violence, and as
such, offered a base form for the locus which | could use to make comparisons with other Iliadic
loci. From here, I turned to Agamemnon’s aristeia in Book 11 and to the battle between Hector
and Achilles in Book 22 to highlight the form and function of the locus. The analysis of the
battle between Hector and Achilles then lead to a discussion of Priam, Hecuba and Andromache.
As the observers of the locus, these characters acted as the figures to whom the audience would
look in order to gain greater insight into the effects of violence. Additionally, | emphasized the
importance of Athena and Ares as observers of Diomedes’ aristeia in Book 5. With all these
viewers in mind, | drew a connection between internal spectators in epic and the tragic
messenger. | noted these figures’ tendency to be present and to have a clear view of violence and
then used these similarities to transition into the discussion of the tragic locus.

Chapter 2 took the foundation set by the epic locus and applied the concept to tragedy. As

a narrative feature of this genre, the locus underwent several changes in order to account for the

207



presence of the theater and the company of actors and chorus members. For instance, the
configuration of space was more focused than that of epic because the layout of the stage lent
itself to more precise areas of demarcation. The element of narration was expanded so that
characters who explicitly bore the title of messenger or herald could be considered alongside the
chorus and others as viable sources of information. | was also able to analyze the effects of
analepsis, prolepsis and synchronous narrative techniques on the portrayal of violence.
Visualization became a matter of perceiving and imagining. Audience members were tasked
with cognitively shifting the setting of a play, if necessary, and with perceiving actors as they
performed on stage, imaginatively projecting emotions and mental states onto them through the
tragic mask, and finally using that information to aid in the envisioning of violent deeds. And
suspense was not only the result of narrative techniques but also the tragedians’ willingness to
modify longstanding features of myths. In all, these modifications and advancements, plus the
inclusion of the locus’ supplementary characteristics—similes, metaphors and the presentation of
the victim—demonstrated that the audience’s cognitive interaction with the tragic locus would be
more complex since listeners would be given the chance to hear about violence and then see the
results and effects of that violence firsthand.

From here, Chapter 3 offered two case studies for the tragic locus. Having explained in
Chapter 2 why it was useful to maintain my focus on characters from the Iliad, | selected two
tragedies with scenes which would represent the least and most cognitively engaging instances of
the locus. Minimal and maximal cognitive engagement were determined by the number of ways
in which the essential characteristics of the locus were employed. The supplementary
characteristics could enhance the intricacy of the scenes, but they were not determinants for

minimality and maximality. With this in mind, the suicide in Sophocles’ Ajax represented the
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scene with minimal cognitive interaction, whereas the mutilation near the end Euripides’ Hecuba
was the scene which required maximal cognitive involvement.

Ajax’s suicide scene emerged as the minimal example of the locus because the audience’s
imaginative interaction with the scene was centered on visualization. The other essential
characteristics of the locus were not factors in the audience’s mental engagement because they
were relatively uncomplicated. The plan of action for Ajax’s suicide was straightforward. The
use of the stage as the site of the suicide meant the audience did not need to envision any sort of
space or any of the actions being performed. Furthermore, the narration provided by Ajax and
Tecmessa did not complicate the portrayal of the locus, and the suspense in the scene was largely
eliminated since it did not speak to the prospect of Ajax’s suicide but rather, the time of its
execution. Visualization, specifically that of the image of Ajax and Tecmessa, was the
characteristic which the audience needed to engage. Ajax prompted the audience to use
visualization to imagine him as a warrior and corpse, and Tecmessa emphasized the visualization
of her symbolic death since her fate was wholly dependent on Ajax’s survival.

Alternatively, the mutilation scene in Hecuba was the maximal case for the locus because
it represented a scene whose essential characteristics were developed from the outset of the play
and in the multiple portrayals of violence. An overarching feeling of suspense emerged at the
start of the tragedy because the death of Hecuba’s son, Polydorus, was undisclosed to all except
the audience. Moreover, the ghost of Polydorus told the audience to expect the sacrifice of
Polyxena and the appearance of two bodies immediately after the event. Once the messenger,
Talthybius, related the details of the sacrifice, however, it became clear that Polydorus’
proclamations only revealed a portion of what would actually occur. Polyxena unexpectedly

reasserted her regal status during the sacrifice and died a death akin to that of a hero, and only

209



one body was brought out to Hecuba. Even more surprisingly, it was the body of Polydorus, and
not Polyxena, which appeared. In all this, the repeated subversion of expectations imbued the
tragedy with suspense and caused other forms of misdirection—namely, misdirection employed
by Hecuba to conceal the details of her revenge—to take hold. During the mutilation of
Polymestor, the portrayal of the locus’ space also changed. Previously, Agamemnon’s tent was
Hecuba’s refuge after Polyxena’s death, but as the site of the locus, the tent took on a foreboding
presence.

Once Hecuba and Polymestor entered the tent, there were several shifts in narration,
visualization and even the form of violence. First, the chorus attempted to narrate the locus’
proceedings by drawing upon the details in Hecuba’s earlier statements to Agamemnon. It
envisioned a scene of death and presented the locus’ violence as acts of divine retribution. Yet,
upon hearing Polymestor’s screams, the chorus realized its narration was flawed. Because of this,
Hecuba’s account of the locus became important because it was assumed that she would correct
and clarify the details which the chorus had missed. Her rendition did revise the image of the
locus from a scene of murder to a scene of murder and mutilation, but it also omitted the act of
violence itself. The chorus and audience were kept in suspense because they were only given the
results of Hecuba’s revenge. At last, Polymestor’s narration of the locus filled all the cognitive
gaps and offered similes to bolster the imagery being depicted. His report finally alleviated the
feeling of suspense in the scene because it provided the audience with a full understanding of the
violence which took place. Taken altogether, the three narrative depictions of the locus
demanded the utmost attention from the audience. Listeners were continually engaged with this
locus because every change of perspective and every portrayal of violence would lead them to

have a greater understanding of Hecuba’s acts of vengeance. Thus, when considered the along
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with the suicide scene in Ajax, the mutilation scene in Hecuba presented the maximal end of the
locus’ affective range. The two scenes represented the least and the most of what the locus could
do with a tragic scene of violence.

Thus, throughout this dissertation, the concept of the locus violentus has allowed me to
formulate a poetics of violence; it has shown that the combination of narration, visualization and
space in Iliadic battle scenes establishes an epic precedent for narrated scenes of violence in
tragedy. The lack of onstage tragic violence may be due to the miraculous nature of act, as in the
sacrifice of Iphigeneia in Iphigeneia in Aulis, or because of the untenable logistics of the scene,
as in the battle between Eteocles and Polynices in Seven Against Thebes, but it may also be the
result of a tragedian choosing to portray violence narratively in order to grant the audience
deeper insight into the act of violence.

Narrative enables tragic characters to delve into the motives or thoughts surrounding
violence. For example, listeners know the hesitation Neoptolemus feels when he sacrifices
Polyxena (566) in Hecuba because the messenger, Talthybius, is able to take on Neoptolemus’
perspective during the delivery of his account. Narrative also allows the audience to “see” the
trauma—physical and otherwise—wrought through violent deeds; in Medea, it can visualize the
poisoned crown and robe eating away at the flesh of Glauce (1186-1189) and the helplessness of
Creon (1218-1219) because of the specific details given by the messenger in his speech. And
narrative brings listeners into close imaginative contact with the perpetrators and victims of
violence. In Agamemnon, for instance, it causes them to envision themselves standing close
enough to see Clytemnestra wrapping her robe around Agamemnon’s body and striking him
down (1382-1384) because Cassandra’s earlier report precisely designates the bath as the site of

the murder (1109, 1128-1129). In all, I hope to have shown that narration, and the visualized and
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spatial characteristics which arise from narration, bring a greater level of engagement with
violence.

Moreover, | hope to have shown that this enhanced sense of engagement comes from the
feeling of participating and enacting the scene of violence. When the audience receives a
narrative, it effectively envisions itself being present in the scene which the narrative portrays—
it is cognitively in the space of the locus. This notion of inhabiting the space of a violent scene
begins with the lliad as listeners are prompted to focus and “move” around the area of combat
between two heroes and continues as the tragic audience is asked to imagine characters’
movements and deeds within specific, delimited areas in and around the theater. In addition,
while audiences inhabit the space of a violent scene, the narrative they are receiving has a high
level of detail, but not an exhaustive amount of detail. When the Homeric narrator presents the
battle between Agamemnon and Iphidamas in Book 11 (232-240), for example, he does not
detail every step or movement the warriors make. Instead, the narrator sets up their charge
against one another (232), Iphidamas’ strike (234-235) and Iphidamas’ death (240). Other details
enhance this basic outline of events, but nevertheless, the Homeric narrator does not tell his
listeners how Agamemnon poises his spear or why his volley misses, only that it does so (233).
Consequently, there are parts of the locus which the audience mentally fills in to advance the
scene and complete the acts of violence.

Therefore, the level of engagement with the locus depends on the audience’s ability to
reconstruct mentally the details of a scene and, in particular, the actions taking place within a
scene. This is why | consider the suicide scene in Ajax the least cognitively engaging example of
the locus. Visualization is limited and does not wholly enable the mental recreation of Ajax’s

actions. This changes when Ajax briefly describes how he will impale himself and when
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Tecmessa relays the events of Ajax’s suicide to the chorus, but by that point, the audience’s
focus has changed so that visualization is centered on the idea of Tecmessa as a corpse. The
same process is at play in the mutilation scene in Hecuba though there it is far more complex.
The audience needs to visualize all aspects of the locus, but the details of the scene and Hecuba’s
actions come only at a gradual pace. The audience envisions the results of violence but has no
cognitive glimpses of the actions it must enact until Polymestor offers his rendition of the locus.
For this reason, this locus is the most cognitively engaging form of the concept—the scene, the
actions within the scene, and the physical presence of the characters involved in the scene are all
things with which the audience must contend. On the whole, then, the locus violentus establishes
a conceptual framework for analysis of violent scenes in epic and tragedy. It creates a conceptual
template through which one can study the structure and determine the effects of violent
depictions. Yet, my concept of the locus is only the starting point. Since violence is such a
pervasive theme in ancient Greek literature, there are other avenues of investigation which could

be taken to expand the application of the locus.

Further Areas of Study
One of the first areas of expansion for the locus violentus is the group of non-lliadic
tragedies. As noted in Chapter 2, there are several tragedies with scenes which exhibit all the
qualities necessary for the construction of a locus. As such, one could go on to do a more
thorough survey of the locus within tragedy. Furthermore, one may expand the literary scope of
the dissertation and consider other genres which contain scenes of violence. For instance, the
forensic speech of Lysias 1 which deals with the murder of the adulterer, Eratosthenes, constructs

a highly detailed scene to illustrate the motivating factors of the murder, and a historical account
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of violence, such as the killing of the Lydian king, Candaules, in Book 1 (Chapter 12.1-2) of
Herodotus’ Histories similarly provides readers with a vivid account of murder. Do these
constitute, respectively, the presence of a rhetorical and historical locus violentus? Is there a
similar use of visualization, narration and space, and do these scenes produce the same level of
engagement as those of epic and tragedy? Moving beyond Greek sources, one could examine
Roman gladiatorial games. These, too, present fictionalized depictions of violence within a
defined spatial setting, albeit with very real results. In such an instance, scholars may examine
the effects of real, observable violence in place of fictional, imagined violence and decide
whether this crucial difference makes the locus applicable to this context.

Something else to consider is the depiction of violence which causes a different sort of
physical harm or does no physical harm at all. Throughout this dissertation, ideas such as
psychological violence, political violence, or sexual violence have not been explored. Doing so
could help bring nuance to the concept of the locus (assuming, of course, that there is a locus).
Greater analysis of such scenes would have to be done in order to see whether visualization,
narration and the like are still in play, whether these characteristics require modification, or
whether a whole different set of characteristics needs to be established. Gendered conceptions of
violence could lead to other questions as well—do female perpetrators of violence affect the
depiction of violence in ways which male perpetrators do not?

Finally, the locus may find an outlet outside of the classical sphere, namely in post-
classical theater and modern cinema. The tragedies of Shakespeare or Webster, for example,
could conceivably be considered further instances of the evolution of the locus since their
performative setting is analogous to that of the ancient theater. Furthermore, their willingness to

portray violence on stage could provide the basis for a comparative analysis. In similar vein,
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violence in modern cinema may represent the next stage of the locus’ development after post-
classical theater. In fact, it is precisely this idea that prompted the decision to open the
conclusion with a quote from Hitchcock.

Since its opening in 1960, Alfred Hitchcock’s Psycho has established its place in
cinematic and cultural history. One of the reasons, if not the reason, the film has been able to do
so is the memorability and visceral impact of the shower scene referenced above. In the scene,
Marion Crane, a beautiful young woman, enters her bathroom to take a shower. As she stands
under the steady stream of water, she begins to lather her body. Marion turns toward the shower
head at which point the audience sees the bathroom door open and a figure in silhouette appear
on the other side of the shower curtain. Quickly, the figure draws back the curtain and holds up a
large butcher knife. Marion turns and screams, and the killer stabs her multiple times. The killer
leaves, she falls lifelessly to the ground, and the audience watches as her blood slowly swirls
down the shower drain.

Psycho elicited many responses from viewers when it opened. As J. Hoberman of the
Village Voice writes in his retrospective on the film, “Audiences responded...with a convulsive
mixture of screams and laughter. People bolted for the doors and fainted in their seats. The
mayhem caused one New York theater to call the cops and others to call for censorship.”?
Overall, there is no doubt that the film had, and continues to have, an effect. Some could argue
that this is because of the renowned fame and beauty of Janet Leigh, the actress playing Marion
Crane; others may point to the trademark violin screeches in the soundtrack; still others may say
it is the combination of these features and/or others. Yet, the simplest, and likely most accurate,

reason can be found in the words of Hitchcock himself.

2 Hoberman, “ ‘Psycho’ is 50: Remembering its Impact, and the Andrew Sarris Review.”
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As he states, the shower scene in Psycho is “impressionistic.” It does not show outright
violence and gore, but it can be interpreted as such because it gives viewers the “impression of a
knife stabbing a victim.” At no point during the scene does the audience see a knife enter
Marion’s body, but the quick sequence of shots between Marion and the killer’s knife allows the
audience to visualize the murder taking place. The editing of the shower scene compels viewers
to engage cognitively with the images it receives so that it can fill in the gaps and enact the act of
violence. As such, this process is comparable to the visualization ancient audiences employ to
envision scenes of violence in tragedy.

Indeed, taking the other characteristics in the scene into account, it is possible to see this
as a modern example of the locus violentus. Aside from narration, which is not present due to the
nature of the cinematic medium, Psycho’s shower scene bears all the essential characteristics
used to define the tragic locus—the bathroom setting effectively isolates Marion and sets the area
of focus for the viewers; a feeling of suspense pervades the scene as the audience is made privy
to the fact that Marion is being watched and is allowed to see the murderer moments before
Marion is killed; there is a clear act of physical violence, and as noted above, visualization is
used to enhance the spectators’ understanding of the scene. In all, the scene offers a glimpse of
the far-reaching applicability of the locus. Thus, the concept of the locus violentus as it currently
stands can be seen as a template which offers the foundational characteristics by which further

studies of narrative violence can be made.
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