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Introduction

Episodic plays, says Aristotle, are the worst (Poet. 1451b-52a): for, to paraphrase
him freely, they only manage to dazzle the spectators, with little regard for internal unity
and for how much irrelevance a single plot can bear. This thesis, too, may seem to consist
of mutually unrelated material and a preface explaining the rationale behind the form is in
order.

My thesis is about the expectations of an audience watching New comedy in a
Greek theatre around the end of the fourth century B.C., as they are reflected in the
evidence of extant play-texts. It is acknowledged that New Comedy is a highly
conventional genre' even if the precise degree of its predictability cannot be meaningfully
researched. Our knowledge of the spectators who went to watch the dramatic
performances is nowhere near what we would wish for either and Rosivach as late as four
years ago felt the need to re-examine the problem of their composition.” Such anecdotal
evidence of their behaviour as we have seems to focus on untypical behaviour but tells us
next to nothing about the critical equipment of the usual spectator.” However, large
quantities of new dramas and steady demand for dramatic artefacts clearly testify to their
fascination with theatre.® A certain horizon of expectations on the part of an enthusiastic
audience may be therefore safely postulated. What it means in concrete terms is more
difficult to define: each spectator comes differently equipped, his own appreciation
changes with time, and comedy itself is constantly changing before his eyes. Who
witnessed Menander’s farcical characters or say lively trochaic tetrameters in his early
plays, found such elements reduced as both the author and his spectator grew older.

In this work, I shall concentrate on various aspects of what may be rather clumsily
termed ‘multivoicedness’ of Menander’s art. A critic’s interest in this particular quality
may be due to what Haiman sees as a trend of postmodern ‘divided self” in a man always
conscious of what was said before, and who thus ends up adjusting his or her speaking
acts accordingly: either though self-reference, sarcasm, irony, or a number of other
approaches.” The model seems to work surprisingly well for the self-enclosed genre of
New Comedy, the genre aware of its place in the dramatic tradition. A poet could count
on his audience’s familiarity with the canon and surprise them by delaying or frustrating
their expectations, or for instance by drawing their attention to the tension between the
earnestness of the ‘real-life’ atmosphere of a play and the almost tongue-in-cheek
presentation of the building blocks of that experience.

On the whole, I tend to exclude from my discussion isolated fragments and
collections of gnomic sayings since recent years have taught us to know better than guess
about Menander’ solutions. By studying aspects of the dramatist’s fechne in the better
preserved plays I hope to throw some light (directly or indirectly) on the role of the

! “New Comedy is, quite simply, the most rule-bound and programmed of all classical narrative genres’
Lowe (2000) 190.

2 Rosivach (2000).

3 Pickard-Cambridge (1988) esp. 272ff. is still the best point to start; see also Kindermann (1979) and
Wallace (1997).

4 Cf. Chapter IV (p. 112 below) .

* ‘One consequence of a jaded perception, I would stress, is that the hip ironic speaker is forever self-
conscious and sceptical, particularly of his or her own originality and sincerity. 1f what I say has been very
likely said before, then not only am I that most recognizably pitiful and contemptible of all kids on the
playground, a copycat, but surely my sincerity in saying it is suspect. Like an actor on a stage, 1 am
painfully conscious of merely repeating someone else’s lines, playing a role.” Haiman (1998) 15. Haiman
himself admits (page 14) that ‘the “postmodern” attitude that there is no new thing (including, notably,
postmodernism itself) under the sun — and that this is somehow regrettable — is older than hip.’
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spectators’ horizon of expectations in his dramas and see how it helped them appreciate
the genre.

Chapter I is a running commentary on the fascinating exposition of Aspis, a
polyphony of voices toying with the genre boundaries. This polyphony is kept up also
during Daos’ theatrical intrigue that comments not only on a tragic voice it imitates, but
also on the comedy in which it appears.

Chapters II and III are devoted to aspects of Menander’s stagecraft. He makes his
characters’ movement in stage space visually appealing and, from the point of view of
plot construction, ironic. Chapter III is devoted to the oikos as a prime symbol of domestic
drama. It will be seen that I take Menander’s stagecraft technique to be indicative of his
art in general. Characters within his plays — just like spectators — face visual signs and are
constantly challenged to decode and act upon them. Decoding is based on arguments from
plausibility shared by all spectators.® However, visual signs of drama also refer to an
accumulated generic knowledge of comedy and therefore their ‘reading’ is never a simple
process. Besides, New Comedy stagecraft uses more pronounced dramatic irony than any
previous dramatic form since the stage has developed new possibilities for representing
simultaneously fragmented spaces with characters moving in them unaware of each other.

There are then various layers of meaning in what goes on on stage, and my final
chapter looks at them again, interpreting them as ironical references about the genre,
tradition, and the author’s voice. The greater the familiarity of a spectator with the genre,
the more sensitive he is, I claim, to pick up the playwright’s encoded comments about his
art. And the more willing he becomes to accept the invitation to watch a new play unfold
before him.

6 Just as Aristotle says they should be: ‘we must use as our modes of persuasion and argument, notions
possessed by everybody’ (aAX” avayky Sta Tév kowdv moietofar Tas wioTels kal Tovs Adyovs Rh. 1355a27f)).



l. Techniques of foreshadowing and character
presentation in Menander’s Aspis in the light of Greek
dramatic traditions

Watching a new play

Aspis is one of the few plays by Menander whose fully preserved exposition we
can follow in detail.' Due to its interesting plot complications and a self-conscious
intrigue, we get a glimpse of how the play interacts with the audience’s very concept of
the genre and what its aesthetic effect is. This is still not enough to redeem the play for
some critics: despite a few effective scenes, Sandbach and others do not rank it among
Menander’s dramatically most accomplished plays. They blame implausibly black-and-
white character portrayals” and the problem that ‘the action of the play is not at all points
perfectly fitted to the personages.”

Within its framework, the play explicitly addresses questions that in plays that are
dramatically more successful do not get such a prominent mention. These questions are
nevertheless important because they concern the transactions between the playwright
and his audience. The situation - especially, but not only - at the opening of Aspis, raises
interesting questions about the role of the spectators’ participation in deciphering and
assessing both the evolving plot and its character types in a comedy of peculiar
ambiguity. The ambiguity is created by bringing on stage something positively new, but
at the same time recognizable as generically comic. Moreover, the admixture of a
number of stock motifs that belong to the tragic genre and the explicitly acknowledged
element of tragedy give the play an almost unique dimension. This is considered
Menander’s most self-referential play® that constantly alludes to the process of creating a
comedy that should conform to generic rules, by exposing to full view questions about
scripting a tragic play within a comic play. To assess some of the techniques of
foreshadowing, character presentation, and self-referentiality, we must suppose an
audience that is aware of comedy’s generic working methods and of the canonical Greek
dramatic tradition (discussed more fully below, in Chapter IV).

First, let us look at the situation the spectators are confronted with at the beginning
of the play, and then move on to discuss their awareness of the genre and see how the
play conforms to their expectations or seems to frustrate them. Later in the chapter, I
shall return to the element of self-reflexiveness in the communication with the audience,
that is, I shall claim, inherent in the genre.’

First Frame: spectacle and hints

Plaut. Pseudolus explicitly states the importance of bringing always something
new on stage:

! Beside Aspis, we can follow the drift of the initial scenes only in Samia, Dyskolos, Heros, and
Misoumenos. The prologue speaker in Perikeiromene suggests what went on at the beginning of the piay.

? Lloyd-Jones (1971-74) 256ff.

3 GS 62. Enthusiastic voices include: Lloyd-Jones (1971) 195: ‘one of the most attractive pieces of
Menander among those lately recovered’; Vysoky (1970) 92: ‘one of Menander’s most accomplished
plays’ (my transl.). Dover (1987) 202 (without yet knowing it was Aspis): ‘Comoedia Florentia,
stylistically the essence of Menander.’

* Gutzwiller (2000) 102, 122.
> Especially useful discussions dealing with this aspect of Menander’s work are: Raina (1987), Scafuro
(1997), Stockert (1997), and most comprehensively: Gutzwiller (2000). Seminal was Barchiesi (1971).



qui in scaenam prouenit,
nouo modo nouom aliquid inuentum adferre addecet,
si id facere nequeat, det locum illi qui queat. (Plaut. Ps. 5681f.)

A Greek spectator who sat down in a theatron to watch a play by Menander could
not foresee what he would get. His experience was, however, completely different from
a modern West-End theatre-goer who can hardly tell if what he is to see will be in effect
a comedy, tragicomedy, tragedy or anything else. In many cases, any such categories
would be considered unsatisfactory altogether. A Greek spectator could put some trust in
the generic rules of the performance he visited.

Let us briefly and in a necessarily oversimplified way outline some of his initial
expectations before he begins to watch a new comedy staged for him.

He, unlike a modern reader of Menander, viewed comedy as something mfavov,
true to life, even if the image of Menander’s comedy as a mirror of real life may have
originated later.® From this point of view, divine prologue speakers and improbabilities
of coincidence were not seen as incongruous and jarring, but were embraced as
metaphors subsumed in the genre that strives at an honest depiction of a contemporary
society. We shall see later that this image of comedy had to be negotiated against the
recognition that comedy as a ‘closed’ genre draws on comic resources in order to imitate
real life.

At the same time a spectator must have been aware of a few technical rules that
could be easily picked up anyway after watching only a handful of plays. The most
obvious rule he would have noticed concerns the resolutions: comedy must end with a
sense that at least a short-term resolution has been arrived at, whether it be a ‘happy
ending’, stability in the social situation, a wish-fulfilment or retribution of some sort.
The rule need not be defined in more than vague terms since each comedy moulded this
basic requirement of poetic satisfaction to its own needs.’

Another working rule concerns the argumentum fabulae. It should deal with social
aspects of contemporary life, within this the common denominator easily being the
problems of love, property and sociability. These few social aspects of life repeat
themselves in every play with variations only in the emphasis of their treatment. It will
not be a criticism, then, to say that Aspis may be seen as being wholly made up of these
conventional motifs of property, love and sociability. In terms of plot interest, the play
derives much of its force from the gradual realization of this conventionality.

A complementary rule suggests that it is satisfactory if the audience have control
over what goes on on stage. They have a spatial control, in that all business either
appears on stage enacted or becomes narrated for them if it is impracticable to stage it.
This rule also concerns control over information and over the planning of intrigues. The
spectators are privileged with superior knowledge either through a divine prologue
speaker, or characters communicating with them in asides, monologues, and so on.
Spectators know the facts and are satisfied to watch who knows what® and how they

develop their knowledge.

% Aristophanes of Byzantium is credited with the saying: & Mévav8pe ral Bie, mérepos &p’ budv moTepov
ameppunoaro; (Men. Test. 83 K-A). Cf. Manil. V 475f.: Menander, qui vitae ostendit vitam (Test. 94 K-A);,
Quint. Inst. Or. 10.i.69 omnem vitae imaginem expressit (Test. 101,3 K-A); Arnott (1968); Gutzwiller
(2000) 129; Nesselrath (1990) 149ff.; Zagagi (1994) 94ff. Cf. also below, p. 39 and 112 n.1.

’ Neumann (1958).

® Thus the Lar in Plaut. 4ul. compresses in just two lines all necessary information about which of the
characters on stage knows what of the rape that happened nine months earlier: is scit adulescens, quae sit
quam compresserit, / illa illum nescit, neque compressam autem pater (29f.). The audience will derive
much fun not only from their superior knowledge but also from knowing who knows what.



It is true that a play may appear novel, surprising, even shocking, but the audience
can count on the fact that eventually they will regain their control. At the beginning of
Perikeiromene, the spectators probably saw a moving scene during which Glykera, her
hair cut off, rushed on stage and lamented the cruel treatment that she suffered from
Polemon. She did not know the reason for such behaviour. Only the prologue speaker
Agnoia will later explain to us the soldier’s motives: the goddess misled him into
behaviour totally out of his character. This may seem gratuitous and shocking, therefore
she hurries to ask the audience not to be cross with an unusual beginning of the play but
bear it patiently because it has a deeper meaning than just a calculated attempt to
surprise. Dramatically, she almost seems to be saying, it is an interesting way of
bringing the characters onto a new level of knowledge. She says:
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~ny ~ ’ s ’ 5 €
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¢’ </ b ~ b ’ ’
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aripiav 7’ évopioe, perabéobw maiw. (Pk. 1621t.)

Finally, the audience may be aware that it is part of the play’s Weltanschauung,
just as their own outlook, that fortune easily changes without warning, and disturbs the
stability of life. They may expect a play to move from some sort of instability or
misfortune and commotion in the direction of stability. Agnoia’s words in the prologue
just mentioned, continue as following: 8ca yap fBeod kai 10 xakov eis ayabov pemer (Pk.
169). Usually, the positive resolution will have been achieved only thanks to the initially
adverse situation.

Some of these rules, though obvious and easy to pick up during the course of
watching a few plays, could also have circulated in a form of self-contained theories
(Peripatetic critics come most easily to mind®) and anyone seriously interested in theatre
could perhaps become acquainted with them. It must be stressed here that no one came
to theatre to tick off for himself these rules as they appear in the play. Very probably,
these expectations surface in his consciousness only when they seem to contradict the
reality of the play or are otherwise explicitly alluded to.

Plays may begin with a situation of turmoil and commotion within a household.
Often this concerns frustrations caused by obstacles to a love affair, as e.g. the beginning
of Misoumenos and Heros show. Aspis goes much further in depicting turmoil of tragic
dimensions:

The scene opens with a silent procession. On stage arrive Lykian captives and
package animals burdened with war booty. An elderly servant must stand out among
them for his solemn demeanour. He draws attention to a buckled shield he is carrying.
Later we shall learn that the house where he is heading has been prepared for a wedding
celebration in the family but it is not easy to guess if either the house or the stage altar
were in any way decorated for the occasion. If they were, the opening situation on stage
would gain in emotional tension: a procession of gloomy captives would only very

® For a brief discussion with references, see Gutzwiller (2000) 113ff.



jarringly fit into such a festive surrounding - one could almost see it as a reversal of a
marriage procession. '’

The spectacle created by war spoils, though surprising and effective, is not
uncommon on the Greek stage. One immediately thinks of Aeschylus’ Agamemnon
(before 914)'' or Sophocles’ Trachiniae (cf. 225ff.). The scholiast on Eur. Or. 57 has a
comment showing that Helen in a production of Euripides’ play known to him arrived
with the spoils of Troy. Such a procession would enliven any tragedy and it is a
possibility that revivals of older plays may have been unnecessarily pepped up with such
spectacles. Menander, who has been at pains to give the impression that the initial scene
imitates tragedy, could be our evidence that this is what spectators commonly saw in the
tragic theatre of his time or associated with tragedy. 12

At some time during their entrance, an old man comes out of his house, disturbed
by the noisy commotion and intrigued by the booty. Readers of the play do not agree
about when exactly the old man comes on stage. Some prefer to see him arrive along
with the slave carrying the shield."® This would then explain why no proper greetings are
exchanged between the two. Alternatively, he could have entered during or after the
slave’s monologue — explaining the slave’s lack of attention paid to him during the
opening monologue.'

The slave - it is important for sustaining the tragic sentiment that we do not yet
know his name - begins lamenting this sad moment when he has been forced to return
home without his young master. They had set out on a military campaign together, full
of hopes that their mercenary career should bring benefit to the family. Now that the
master is dead, he says, all such hopes have been crushed.

One may wonder whether in: ‘[unfortunate?] quépav dyw... Tv viv’, (Asp. 1, 2)
‘[?this] day’ is not included more for dramatic purposes than out of any mfavorys. In
reality, Daos would have felt his master’s loss most acutely some time ago, not now on
his arrival."

Both tragedy and comedy discipline themselves to portray action that does not
exceed a twenty-four hour time span. It is ‘today’ that the audience have come to watch
the performance and the play responds to this by limiting its action in temporal respect:
this is the day when events reach a climax, reversal and/or resolution, all in a
compressed manner. For different emotional effects, both tragedy and comedy
emphasize the aspect of the play’s inner time and the suddenness, coincidence and
compression of dramatic events.

19 A sign that suggests a wedding is or is not under way appears in Ter. 4n.: the house should be decorated
and the doorway busy with people coming in and out. The fact that no one was in front of Chremes’ door
works as a symbol (in stage terms): solitudo ante ostium...interea intro ire neminem / video, exire
neminem, matronam nullam in aedibus, / nil ornati, nil tumulti (362, 363f.). All this is taken as magnum
signum (366) that the wedding is off. Of course, in Andria this is all merely reported, not directly visible
on stage.

! Taplin (1977) 75ff., 304ff..

12Cf. also Arnott (1988) 11ff. Arnott (1993) 25f. has a brief discussion of the initial scene in Aspis, in
comparison with Aristophanes’ techniques. He suggests that Perikeiromene could begin with an equally
puzzling wordless scene as Aspis.

13 Cassio (1978) 181, note 8. GS 63 ad Aspis 1; Lombard (1971) 124.

' Of course the slave’s absorption in his lament may have rendered him ignorant of what was happening
around him, cf. Mis. 312 = 713 Arnott. Those who suggest that first Daos pronounced his monologue and
then Smikrines appeared from his house include Vysoky (1970) 83; Kasser and Austin’s ed. pr. (p. 12);
Holzberg (1974) 28; Lloyd-Jones (1971) 176 is vague but seems to have Smikrines on stage listening to
Daos without actually being noticed by the slave.

' A few days have passed since the death: 79-81. Alternatively, Daos may emphasize the sad
homecoming. Cf. e.g. & 77s mkpds emdnuias Pk. 360, see also below, 101.



Thus, when Helen bewails the sad fate her husband apparently suffered, she
includes an emotionally charged appeal to the sadness of this particular day: (w péleos
apépa (Eur. Helen 335).'° Similarly, Electra, who longed for Orestes’ arrival, learns the
false story of his death and laments: ot *ya Tadaw’, AwAa 748’ év muépa. (Soph. El. 674).

We may visualize the slave as glancing at the shield that he is holding, possibly
also striking his head and tearing his hair in distress. Of course, we have no support for
this in the text; yet, Getas in Men. Heros describes for us explicitly how another slave in
distress behaves: 7. Yyap oU KOTTELS TV KeParpy ovTw mukvd,; [ L Tas Tpixas TLAAELs
emoras; 1L orévews; (Her. 41)). It is possible that at the beginning of Aspis similar antics
were staged, even if it is worth remembering that in Heros the distress is caused by an
infatuation that a slave (!) finds himself in and so in an essentially comical scene the
gestures could have been exaggerated out of proportion.'’

The slave’s hopes have been all thwarted now that his master is, as he believes,
dead. He had hoped the master would return safe and sound from his military expedition
and would live happily ever after:
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It was for his sister’s sake that the young master went to war, in order to procure
for her the dowry and have her married to a suitable man when the moflecvos master
arrived home. The adjective indicates that the arrival home was much expected by the
whole family, it was to effect a resolution of their social problems similar to resolutions
typical in domestic comedy.

However, now it seems that no resolution is possible. The scene is tragic, as the
metre and the theme of the lament show.'® Cassio shows that it contains the typical
elements of a ritual lament: a direct address to the deceased person (cf. 2, and 14); a
contrast between previous hopes and the present reality (4, 13); the formula ‘you are
gone, but I...” (13ff.), and praises for the dead person’s virtue.

Yet, because the lament also includes the background facts typical of a comic
expository scene, it gains in ambiguity. We hear of generically comic characters in an

'® Thrasonides’ lament at the beginning of Men. Mis. is directed not at appealing to this day but rather this
Night. This has obvious erotic connotations appropriate to his situation (compare Plaut. Amph. 545) but it
can also be, at least partly, a reversal of the traditional temporal emphasis on ‘this day’ when lamenting
one’s misfortune.
'” Women are sometimes reported to be doing the same offstage: Dysk. 673ff., Asp. 227ff.
' For mofewvds used in this sense, cf. e.g. Eur. Helen 540, and Aristophanes’ parody of a welcoming
address, the famous ‘eel-greeting scene’ in Ar. Ach. 885f., 890. The sentiment of Aspis is in direct contrast
with the situation in Plaut. Amph. 654-58:
AM. edepol me uxori exoptatum credo aduenturum domum,

quae me amat, quam contra amo, praesertim re gesta bene,

uictis hostibus: quos nemo posse superari ratust,

eos auspicio meo atque [in]ductu primo coetu uicimus.

certe enim med illi expectatum optato uenturum scio. Cf. Pascucci (1978) 1073.
19« _.versi di stile quasi perfettamente tragico nella lingua e nel metro’, Cassio (1978) 175. Blundell
(1980) 71f.; Lampignano (1971-4); Lombard (1971) 122f.
20 Cassio (1978) 175f. with literary parallels.



unusual, tragic situation. A mercenary soldier who goes to war to become quickly rich is
a type that we come across in Men. Kolax (cf. 27ff.), and soldiers also appear in
Misoumenos, Perikeiromene, Sikyonios, Eunouchos, and probably Dis Exapaton (see 8 n.
30).

The dowry for the young master’s sister is procured so that she may marry a
suitable husband - again, there are many comedies where procurement of dowry causes
an intrigue to take place (see Plaut. Trin. 156ff. below, page 17). All that can be said at
this stage of the play is that the audience see a tragic situation embedded in the reality
and problems of comedy.

In a novel way, in this play the dowry for a girl appears on stage at the very
beginning of the play, thus seemingly removing the most obvious obstacle that usually
stands in the way of a comic wedding. Apparently, no intrigue will have to be devised to
find the money. In fact, however, we shall see that it is exactly the presence of the dowry
that will prove forbidding for the girl’s happiness. If no dowry had been brought from
the campaign, the problem towards which the play is heading would disappear!

In the adjective karaéiwe (9), Menander shows the obvious worry of a middle class
Athenian. We find similar words in Plaut. Trin.: ...habeo dotem unde dem, / ut eam in se
dignam condicionem conlocem (158f.). At the same time, there is a subtle preparation
for the problem of the play - Kleostratos wanted to find for his sister a suitable husband,
worthy of his family, such as the requirements of poetic justice call for. As the plot will
evolve, this adjective will be seen in retrospect as charged and ironic. It will be shown
that a man completely unworthy of the girl will try to lay his hands on her and her dowry.
The xaraéios will be ousted by an old, antisocial man with no amatory motives - the very
opposite of what comedy’s rules require of a satisfactory bridegroom.

The audience may wonder how the sombre beginning will be smoothed out with a
wedding that will necessarily have to ensue: a marriageable girl has been mentioned and
the rules of poetic justice applicable in the genre will see to it that she is not left
unmarried. The spectators, in short, are aware of the rules of the game and have to
reconcile what they see with this awareness. They wait to see how the two jarring
strands within the play, wedding and love versus a death in the family, will be unified.”’

For himself, the slave had hoped:

2 ’ b4 ~ ~ ’ \
euoL 7’ €oeallaL TOV pakpdv movwy TLva

b ’ b \ ~ 2 ’ ’ 22
avamavoiy €ts 1o yfpas evvoias yapev. (111.)

evvoias xapwv in Aspis has two expository functions at this place. Firstly, the slave is for
the first time shown loyal to his young master: importantly enough, as there will be
opportunities in the play to prove it.> The second point is more important still: Pan in

2l Schifer (1965) draws attention to a similar problem of two seemingly disparate strands in Menander’s
Dyskolos. However, in Aspis, the sombre element is pushed into background, if not completely forgotten
with Tyche’s arrival, and the characters no longer endeavour to keep the atmosphere gloomy.

22 The situation has a comic equivalent in Plaut. Trinummus. Stasimus hopes that his young master will
soon return home to save his property and reward a loyal slave for his good service, all the more
praiseworthy when it is so hard to find a faithful friend: o ere Charmide<s>, quom apsenti hic tua res
distrahitur tibi, / utinam te rediisse saluom uideam, ut inimicos tuos / ulciscar<e>, ut mihi, ut erga te fui et
sum, referas gratiam! / nimium difficilest reperiri amicum ita ut nomen cluet, / quoi tuam quom rem
credideris, sine omni cura dormias (Plaut. Trin. 617-21). If the master’s farm is given away, the financial
situation in the household will become so desperate that the slave will have to play the part of a soldier
slave: sed id si alienatur, actumst de collo meo, / gestandust peregre clupeus, galea, sarcina, etc. (595f.)

2 Nesselrath (1990) 283ff. in his discussion of the evolution and increase in the slave role from Old
Comedy onwards, concludes that slaves who are ‘humanisierter Helfer und Tréster ihres Herrn’ (p. 293)



Men. Dyskolos gives his divine émuéleca as the reason for his interest in organizing the
events in the lives of the mortals who will fill the comic stage. The piety of Knemon’s
daughter caused that:

\ \ ’ > \
Tas 8€ ouvTpodous EpLoL
N ’ ’ s ~ ~ /
vpdas kodakevovs' empuelds TLLBoA TE
’ b ~ 2 ’ ~
TETELKEY AUTTS ETTLUEAELAY OYELY TLVA

Auds (Dysk. 36ff))

The effect of Pan’s émpuéleca will be a marriage granted to the girl for her piety.
The Lar in Plaut. Aulularia promises similarly motivated divine help that stems from the
piety of Euclio’s daughter, and the result will be another marriage:

eius honoris gratia
feci thensaurum ut hic reperiret Euclio,
quo illam facilius nuptum, si uellet, daret. (Plaut. Aul. 251f.)

These examples may easily be compared with the expository information we get in
Aspis. The slave expresses his edvoia and thus paves the ground for his role of a ‘god’:
his care and interest in his master’s property and a wedding for his sister will be
organized and directed through the intrigue designed by this loyal slave. He will thus
affect the lives of mortals in a similar way that gods in other dramas do.** Of course
Daos is not a god who can effect his émuéleca as easily as he wishes, but his stressing of
the loyalty to the young master — that developed out of admiration for Kleostratos’
character — is paralleled in the mentioned comedies where gods explain in similar terms
their reasons for the involvement in the plot situations.

Ironically, 7év paxpdv movev will not point to (as he means) past toils only, but
also to the troubles that are still to come (the intrigue included). It is impossible to say if
the audience got this hint and began to suspect that the slave could become the intriguer
of the play.”

vov 8¢ oU pev olyer mapaloyws T’ avipmacar (13), he laments in words that resemble
Electra’s lament in Sophocles’ play (cf. gpoddos avapmacfers Soph. El. 848). In fact, the
entire lament that opens the play bears resemblance to Sophocles’ Electra 11261f. There
are, however, differences. In Electra, we are in control of what we see because the

were probably not developed before Antiphanes. It is a convincing hypothesis that they were a very recent
development of the slave type having appeared only some 30 years before Menander began his career. At
the same time, it must be said that the type is not novel on the tragic stage where pedagogues, nurses, and
other slaves loyal to the household, have a long history.

24 Lombard (1971) 134 has a different explanation of this important concept. ‘The notion that elvoca
should be rewarded had strong political connotations at this time and it may be suggested that the
Athenians heard an echo of the rhetorical speech in Daos’ words.” Cf. his notes 37 and 38. Cassio (1978)
171, after Macleod, also remarks that Daos’ wish for a tranquil old age resembles a parent’s hopes to find
support in his/her children in old age. Cf. Eur. Med. 1032ff.

2> Lombard (1971) 128 takes the words in lines 11f. to mean that Daos *wished to obtain his freedom had
Kleostratos survived the expedition’ — although I do not see what makes him think so. Even in his lament
directed towards Tyche Daos does not seem to have wished to be released from Kleostratos’ services: o
Toxn, / olwe W’ ¢’ olov Seomorov mapeyyvav / peMeis. i o ndikmka TyAwkodr’ éyw,; (213ff). Of course,
there would be some irony if he did obtain his freedom. E.g. at 200-4 Daos puts himself in opposition with
the ‘freeborn’ and tactfully suggests that they should deal with matters of property, weddings, or blood
relationships. In fact, it will be none other than he himself who will be responsible for the design of the
intrigue (cf. 348-52) that directly influences marriage and property statuses.



intrigue was prepared in advance. Electra’s lament is intense and incoherent. In Aspis,
the lament comes at the beginning of the play and it must fulfil a different dramatic role.
It is a bold, surprising, and gripping beginning but at the same time, the tone must allow
some expository facts to sneak in. Therefore, Daos must retain his composure to a
degree that Electra did not have to.?® Electra makes the same mistake as Daos does, but
the audience of the comedy were not prepared for that possibility and so it is difficult to
tell if they discerned the connection between the two dramatic texts and the similarity of
the mistake just because they could have been acquainted with the tragedy.”’

Clash of characters, and their gradual self-revelation

To appreciate the ensuing dialogue between the slave and the old man it is not
necessary to be fully aware of the typological potential that the two characters contain,
not even the tragic paradigms that may have been a prototype for the scene. If, however,
the audience are aware of the ‘typological promise’ of an antisocial and greedy senex on
the one hand, and the potential for craftiness on the part of the leading slave on the other,
they can appreciate the subtle humour of their gradual revelation — of their ‘dropping of
the mask’, so to speak, in front of the audience and in front of each other.

Significantly, the slave introduces himself for us first by his social role,”® and he
does so in a ‘loyal’ juxtaposition to his master’s name: éyw 8 6 madaywyds, <a>
KXeoorpare (14). Menander prepares the ground for later by making the leading slave a
pedagogue for he will later quote extensively from tragedy, use philosophical or medical
maxims.”’

Daos praises his ‘late’ master’s military quality avmp yap nofla v Juxmv péyas, / el
kai Tis &Mos (17£).%° ‘Meyadopuyia here denotes military épers. The ideal, however,
has a wide range of association and it happens to be the most prominent virtue in the
Peripatetic Philosophy which represented the advanced thought in Menander’s time.”>’

The old man cuts short the pedagogue’s characterization of Kleostratos. His first
words may well be false: r7s dvedmiorov Tixys, / @ Ade (18f.). This seems to repeat the
slave’s mapamAnol” ws Tor’ pAma’ efoppwpevfos (3). In that case, he could have been on
stage as early as line 3 was pronounced. Of course, the echo is not clinching for the
staging. Especially since it is nothing strange to comment on the unexpectedness of
misfortune such as befell this household (cf. Soph. Electra 1127). More importantly, in
his first utterance, the old man names the slave as Daos, and from the pedagogue we
immediately hear his name as well - it is Smikrines. In view of the later developments, it

26 Cf. Lombard (1971) 129 with the perceptive note 23.

%7 Del Corno (1975) and Lombard (1971) are more balanced than Vysoky (1970); while Katsouris (1975)
does not discuss Electra at all.

% The first term used in the play immediately introduced Daos as a slave by opposition to his master:
Tpogyos (commonly a term of address from a slave, cf. GS 292, ad Men. Epit. fr.1).

? Lines 20f,, 27f., 164-6, 189ff, 372, 336f.. Cf. Goldberg (1980) 31. It must be mentioned, however, that
even uneducated slaves can freely quote from tragedy (as e.g. Onesimos does in Epit. 1123ff.) Sometimes
the quotations are almost proverbial and do not indicate any literariness on the speaker’s part.

30 Kieostratos’ military achievements, as an individual, are never mentioned (as contrasted with the heroic
individuality of other comic soldiers); even his shield is not described (as it would be in a heroic
stylisation). The type offered a range of variations and so it is no wonder that Menander varied the role of
the soldier in his plays. The soldier in Misoumenos, Perikeiromene, and Sikyonios, plays a leading role; a
smaller one is allotted to him in Dis Exapaton, just how important his role was in Eunouchos and Kolax is
not clear. Soldier as a comic type: Béhne (1968); Hofmann and Wartenberg (1973); Hunter (1985) 66
Nesselrath (1990) 325ff.; Parke (1933) 234ff.; Wehrli (1936) 101. |

3! Lombard (1971) 134. Ajax has peyadn duyy (Soph. Aj. 154), see Solmsen (1984). The opposite
characteristic of a soldier appears in Men. Mis. (ukpouyos, 757).



is ironic and apposite that Smikrines, the man who will suffer at the hands of the
intriguing slave, is the first to spell out Daos’ name. By uttering the opponent’s name, in
itself a very common way of introducing comic characters to the audience, 32 the
characters may be implicitly emphasizing their role in the plot.

When the slave names himself as his master’s pedagogue, the tone gains in
ambiguity if the spectators acknowledge the existence of the genre. The relationship
between a pedagogue and a young master is a familiar concept in the plots of New
Comedy. A pedagogue may try to protect the master against love, siding with the old
master (as Lydus does in Plaut. Bacchides), or side with him against the old morose
master (as Acanthio does in Plaut. Mercator: line 91 makes it clear that he was
Charinus’ pedagogue). The scope of the role differs depending on where the
pedagogue’s loyalty is. Even in this play, the struggle to gain the pedagogue’s loyalty
will become obvious (cf. 162f.), even though we know already that he shows deep
evvoca for the young master.

However, the type of a pedagogue finds its way into canonical tragedies as well -
the one in Sophocles’ Electra immediately comes to mind - and this should stop us (even
though we are watching a comedy) from thinking of it as predominantly a comic type.
Menander can carry on exploiting the ambiguity of the type that is equally recognizable
on both the comic and tragic stage.

Despite his name, Kleostratos was recruited to procure a dowry for his sister and
then (as the slave suggests), he would have given up his mercenary career to enjoy a
peaceful life. Interestingly enough, later we shall hear that another character in the play
bears a soldierly name as well: his uncle Chairestratos. The name is common enough,
but could it be that by choosing such a name, Chairestratos will be seen even closer to
Kleostratos’ role in the play: they have both provided a dowry for Kleostratos’ sister;
and they are also both mistakenly believed dead at some point during the course of the
play.

To signify the person's characteristics by an (un)suitably chosen name or nickname
is a device that easily finds its place into Greek drama. Apart from ad hoc comic names
and patronymics (e.g. Amodpaocimmidns, Vesp. 185), or contemptuous distortions of
names (e.g. Anuodoyoxdéwv Vesp. 343b), Aristophanes may at times wish to give his
characters names that have a longer-term meaning in the plays. For instance, the
opposite types of characters within one family are called Philokleon and Bdelykleon in
Vespae and it is through their names that their relation in the plot is made more obvious.
In Lysistrata (again, an eloquent name!) the names of a husband and wife gain an erotic
sense appropriate to the plot if used together: the name of Myrrhine is perfectly common
and in itself innocuous but in company with her husband’s name (‘Kinesias’), it prepares
us for a scene of sexual teasing.’* In Aves, Peisetairos and Euelpides reveal their names
only at 644f., after persuading the Chorus of birds of their divine nature. We hear their
names only after this dramatic role has become clear and the humour is derived from
looking back at their action that ‘ironically’ suits their names.>> Apparently, then, names

32 E.g. Plaut. Trin. 48f.

33 See especially Rizzo (1990). For the increase in the role of the pedagogue in the art and theatre of the
late fifth and the fourth centuries, see Green (1994) 57-61.

3 Henderson in his commentary on the play remarks in this respect: ‘For the purpose of the following
scene, the name ‘Myrrhine’...in juxtaposition with ‘Kinesias’, will have reminded the spectators of the
common metaphorical use of ‘myrtle’=female genitalia...The significant names underscore the archetypal
nature and representative function of the coming encounter.” Henderson (1987) 174 ad 838, cf. also xli.

3% Dunbar (1998) on verses 644 and 645.



10

can constitute a psychological portrait of their bearers and even add a humorous or ironic
touch to the dramatic plot.*

The juxtaposition, almost opposition, of Daos’ and Smikrines’ name reverts the
scene to a rather lighter mood. That is, if we grant that they carry a certain promise of
how the plot will develop and the characters will interact in it. Of course, we cannot tell
just how ready the spectators are to let their knowledge of the two names shape their
expectations and enjoy the ambiguity of the opening scene that comes from such
awareness.

It is reasonable to admit that the audience expected the bearer of the name
Smikrines to be greedy. Other Smikrines’s in Menander include the one in Epitrepontes,
who complains about his daughter’s profligate husband. As Chairestratos confirms in an
aside (137f.), Smikrines’ calculations are correct and the old man has every reason to
want to protect his property from the big spender who has married his daughter. Even so,
they call him names: Chairestratos says he is a «x(vados, a symbol of shamelessness, who
upsets houses (165), and this exactly delineates the view of Smikrines in 4spis, who is
shameful and cunning as well.”’

MacCary’s efforts to find a common denominator in all Menander’s slaves called
Daoi require qualifications that weaken his thesis.’ 8 At most, it can be said that the name
truly bears a promise of fulfilling a lighter role in the play, whether it be an episodic role,
or an essential part important, for example, in devising an intrigue. However, even if a
particular name did not convey any important hint at the character’s role in the play, it
may certainly gain in significance through the juxtaposition with an antagonist’s name,
foreshadowing possible directions in the development of the play. At the same time, it
comes as a surprise that the serious pedagogue should actually have a name that rings of
naughtiness and schemes. Some in the audience must have heaved a sigh of relief upon
hearing this name.

When Smikrines is divested of anonymity, his behaviour on stage gains in
symbolic meaning, even if we do not in fact know what precisely he may be doing.’ ? He
may have been ogling the war booty for some time now, either conspicuously or with
pretended disinterestedness. What is more, the whole plot problem, concentrated into
one stage constellation from the beginning of the play, now may seem more explicit:
there is the absent Kleostratos’ shield, and the dowry he intended for his sister, the man
who will want to lay his hands on it, and the slave whose name promises to stop the old
man from seizing the property. This stage picture thus foreshadows the whole plot and
the functions of the two leading characters in it.

Daos will narrate for Smikrines what happened to his master. He begins in the
style of tragic messenger speeches (worapos 7is €ori T9s Avkias kalovpevos /

36 Cf. Olson (1992), Willi (2002) 5f. with references.
37...5} kal 1év MevavSpov memoinuévay mposwmwy Mooyiwy peév muds mapeokévage mapbévovs Bialeabar,
Xawpéarpartos 8¢ padrplas épdv, Kvipwr 8¢ Suaxddous émolnaev elvar, Tpikplvns 8¢ dulapylpous 6 Sediis K7
1L 7@V Evdov 0 kamvos olyotto dépwv; (Choricius 32, 73 Foerster). Another Smikrines appears in Sikyonios
though too little is known of his character to pass any judgements.

3% On Daos: MacCary (1969) 282ff. Brown (1987) offers constructive criticism of MacCary’s articles
published on this topic (1969, 1971, 1972). MacCary is especially unconvincing in his choice of adjectives
to describe Daos as a recurrent type. He is wrong to assume that ‘all Daoi seem to be older slaves’ (1969,
286): Daos in Heros is surely youngish if he fell in love with a girl who was brought up with him. Sherk
(1970) calls even the Daos in Aspis a ‘young man’, but I do not see the reason for this. In tragedy,
pedagogues are often portrayed as old (e.g. Soph. El. 73) but the slave’s age in this play is kept vague and
never becomes an issue. We may choose to imagine him to be elderly (cf. 12) or just vaguely middle-aged
and able to accompany his master on a mercenary career, something not easily expected of an old man (A.
Ag. 72-74).

39 Cf. below, p. 46.
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Zdvbos...23).*° The soldiers were winning easily, looting villages, coming back to camps
with loads of money: ypruara / €xaoros elye AN dmelbawv (32f.). Menander makes
Smikrines reply at this place with an ambiguous ws xadov. In the light of Tyche’s later
description of his character, he does not rejoice here at the soldiers’ success but only
poorly veils his interest in their booty. Here it may still be played down but already his
comments begin to show significant consistency.

Even Kleostratos experienced good fortune and possessed ypvoots Tivas
efaroot Jous, moTnpl’ émekds auyvd, / Tév T aly]paddTev TobTov ov opdis mwAnoiov /
[oxAov...] (34ff.). With all this booty, he sent Daos to Rhodes, showing full trust in the
loyal slave. The items, and even the order in which Daos mentions them, immediately
stick in Smikrines’ mind (82ff.). The good fortune that the Lykian campaign started with
was the real cause for the misfortune that ensued when the soldiers loosened their guard.
Military instability belongs to the sphere of Tyche; when we eventually see her later on
this will be acknowledged by her.

From deserters the barbaroi learned of the soldiers’ scattered force. In the evening
the soldiers were revelling (45ff.) and the enemy could take them by surprise. Smikrines
disapproves of the soldiers’ lack of care for their acquired fortune: movnpov ye ododpa
(48). It is a common sentiment that too much good luck is dangerous, e.g.:

? \ ’ ~ ? ? ’ ~
apx” peyLory T@v ev avlpwmols kakdy

rayafa, Ta Alav ayafa (Menander fr. 670 K-A)42

Unlike these men Daos was not overwhelmed by a sense of triumph but showed he
guarded the master’s property in a responsible way: vikras dvdax]gy Taov xpnparwv
moovpevos / Tév T avdpamodiwv...(54f.). Smikrines again reacts ambiguously: ws avno’
amooraleis Tore (62). Though it is possible that Smikrines feels sympathy for Daos who
is, after all, the only person who would listen to the old man (163), it is much more
probable that he has his eyes focused on the present booty saved by a nice piece of luck.
From a secure place, Daos learnt that the Lykians took their prisoners to villages in the
mountains. Some in the audience may ask why we need to be told this but hardly anyone
would stop to consider the importance of this information. It does prepare a plausible
explanation for Kleostratos’ return home, but the spectators may as well just wait and
see what the prologue god will tell them. They must expect the god(dess) any moment
now and that may shape their expectations accordingly. Indeed, the divine prologue
speaker will maintain that Kleostratos is not dead, but he could not communicate this to
Daos as he was taken a prisoner by the Lykians. The hint here is small, but it offers the
only way of rescuing Kleostratos for the plot.*’

oadids ovk olda: ambiguity of the tragic scene

It has been mentioned already that despite the oppressive atmosphere, the themes
that Daos mentioned in his lament form the basis of the comic argumentum of a number
of plays. Comedies, we may continue, show soldiers differently than Daos does. For

“ Goldberg (1980) 31; Lombard (1971) 130ff.

I Katsouris (1975) 113ff. discusses similarities between Smikrines and Polymestor in Eur. Hecuba.

2 Treu (1976) 82 suggests that the reported reversal of fortune need not be merely a literary commonplace
but may well allude to a historical expedition of 312 for ‘die quasi-realistische Wirkung.’

S Dworacki (1973) 38: ‘We cannot exclude the fact, however, that ancient audiences did not take
seriously the news of the death of the youth in the battlefield, for such a death would not be compatible
with comedy convention.’
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example, the rich soldier in Plaut. Truculentus plays an important part in the plot exactly
because he became rich during his military campaigns. He hopes to impress his
girlfriend with outrageously inflated or made up memories of fighting, and help himself
in his amatory interests. In this play, Kleostratos’ military achievements are not even
mentioned; his love life, moreover, is not included in the list of frustrated wishes that
Daos expressed earlier. And when Kleostratos eventually returns and a marriage is
arranged for him, we are treated to one more subversion of the dramatic function of
comic soldiers.

So far, Smikrines has not mentioned Kleostratos by name. Now he goes in medias
res and asks: év 8¢ Tols vekpois / memTwror’ eldes TodTov; (681.). Smikrines wants to ‘pin
bad fortune down’ and put her in her place with inquisitive questions that require
definitive answers. He wants to be certain of the facts before he can act on them.** Daos,
however, cannot decidedly make a tragedy of the situation despite his own conviction
that tragedy did happen. He cannot give the old man a decisive answer that Smikrines
wants but says only: adrov pév oadas / odk v émyvavac...(69f.). This messenger from
the battlefield was not an eyewitness of what he is reporting! This is clearly a departure
from the conventions of tragic messengers. They tend to put a great emphasis on the fact
that what they are reporting is a personally observed situation. If not, there is a
possibility that an element of mistake sneaks into the exposition if ca¢nrera cannot be
guaranteed. Plaut. Amphitruo gives this dramatic option an explicitly comic dimension
wholly missing in Aspis: Sosia, qua messenger, admits that his report of the battle with
the Teleboians will have to be made up:

[i.e.. erus] me a portu praemisit domum ut haec nuntiem uxori suae,
ut gesserit rem publicam ductu, imperio, auspicio suo.

ea nunc meditabor quo modo illi dicam, cum illo aduenero.

si dixero mendacium, solens meo more fecero.

nam quom pugnabant maxume, ego tum fugiebam maxume,

uerum quasi adfuerim tamen simulabo atque audita eloquar.

sed quo modo et verbis quibus me deceat fabularier,

prius ipse mecum etiam uolo hic meditari. sic hoc proloquar, etc.
(Plaut. Amph. 195ff.)

As Hunter notes on this play, ‘a ‘messenger-speech’ delivered by a character who
saw nothing of what he reports, but merely repeats and embroiders hearsay (v. 200),
seems to mock lightly the conventional omniscience of the messenger, particularly in
tragedy, and is of a piece with the ‘playing with convention’ which is such a prominent
aspect of this play.’*

For a connoisseur of the genre an admission of uncertainty holds a certain promise
of a resolution to the expository difficulty and could be said to be amusing in its own
right as an element of dramatic convention. Parallels may be added from Ter. Eun.
1101t., Men. Epit. 491 or Heros 20. Similarly, in tragedy, a messenger often says that he
is bringing a clear message and confirms this by stressing that he has seen everything
with his own eyes: 7kw cady Takeitfev éx orpatod Pepwv (A. Sept. 40).*® So often.

* Cf. also his yes-or-no questioning later, when talking to Chairestratos’ ‘doctor’; page 35 below.

* Hunter (1987) 293; cf. Friedrich (1953) 263ff. There is also Eur. Orestes 1499 (imitated in Men. Sik
270).

% Other instances where the messenger and the clarity of his message are explicitly mentioned: Septem 82,
Suppl. 930-2 (a herald should make a clear report); Soph. Ant. 33f,, 405; Eur. Hel. 1200; /4 1540 with a
nice touch: ‘if my memory does not fail me’ (1541f): Euripides rightly notices that although the
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actually, that Euripides can play with the cliché. Inability to be certain of the basic facts
that Teukros brings becomes an interesting problem in the plot of Eur. Helen (cf. 308).
In Supplices, Theseus extravagantly talks with tongue in cheek about clear reports from
the place of fight: as if the situation allowed watching others fight when one has to be
careful to save his own hide! (Cf. 852ff))

The reason why Daos is forced to infer facts is that the bodies of the soldiers who
fell in the battle had been lying in the sun for three days, their faces bloated. was odv
olofa,; (72) Smikrines insists. Daos recognized him by the buckled shield lying on the
body. The natives did not take the only gnorisma because it was too damaged.

The captain buried the bodies and after a few days’ sojourn on Rhodes Daos
returned back home. ‘That is the whole story’, he says. Smikrines shows that the booty
has been on his mind all the while: M. ypvoobs ¢ius dyeww / ééaroaiovs; AA. Eywye. IM.
xat wornpea; (82f.). Daos grasps the meaning of his questions and hints as much when he
calls him kAnpovope (85). One of Smikrines’ most comic and revealing features in the
play is his consciously emphatic effort to refute everyone’s suspicions that he is a comic
type with property being all that he could be interested in:

~ k4 b ~ ? ’
M. TS, OLEL <|L'> EPWTAV, ELTTE oL,

Sca Tov7’; AmoAdov: Tada & npmachn; (85f.)47

Examples of such moral ‘bathos’ appear throughout the play (cf. 149ff.). Daos
continues: all this property that you see, clothes and cloaks in the boxes, even captives,
are yours: oiketov (89). Again, Smikrines denies he would be interested in the property
and expresses his wish that Kleostratos should have lived. It rings false (Smikrines will
use the same words later: 168). In both cases, Daos’ assent is brief (IM. exetvos apele
{Gv. AA. épere 90) and he changes the topic, sensing the false ring of Smikrines’ wish.*®
He will not talk about Kleostratos with him, instead, he suggests going inside to console
the women in the family of the deceased man.

A hint at the looming danger, the ‘periculum fabulae’ comes immediately: elr’
evruxetv BovAnoopal Tv Ade ool / kata axoAny (93f.). Smikrines is aware that Daos is the
only one who will pay attention to him (163), and he hopes to have a word with him
about the current affairs - having learnt enough about him we anticipate this will concern
the property Daos has brought.

Similarly, in Plaut. Casina two female friends, both wives on familiar terms, say to
each other: mox magis quom otium <et> mihi et tibi erit, / igitur tecum logquar. nunc
vale (214f.) when they want to devise a punishment for their husbands. Smikrines will
want to appropriate and control Daos for his own benefit, trying to change the slave’s
loyalty. His impatience, which will be important later, already shows through his words:
xata oyoAnv (94) is insensitive in the present situation.

messengers are frequently rather old, their memory is surprisingly impeccable! It is the business of the
messengers to know things clearly: when the messenger is in the dark he asks explicitly to be initiated: Eur.
Hel. 700f. AT'. Mevélae, kapol mpoadorov Tijs n8ovis, / v pavlavw pev kadrds, o gadds 8 Exw.

“It seems to me that an oath by Apollo, though common and therefore difficult to define in many cases,
may be used when one tries to convince another person that he is telling the truth. The cases where this
connotation is clear: Dysk. 151f.; Epit. 399f.; Heros 39; Samia 308-10. Note the form [pa rov Almédw, yo
pev ov in Mis. 433, Pk.328f., Phasma 90. Cf. also Dysk. 293, Phasma 87. On oaths, cf. also below, p. 134
n.1; Feneron (1974); de Kat Eliassen (1975). Bain (1984) with further references.

%® 1 can think of another greedy old man who can be lavish with empty promises or charity only because he
is certain in the knowledge that his words cannot materialize: Antipho in Plaut. Stichus (cf. 510f.).
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Smikrines says he will go inside his house (elow mapitévar 95) undoubtedly in order
to devise a scheme in order to appropriate the booty. A similar situation occurs in Samia.
Moschion is not sure how he will be able to come clean to his father about the pregnant
Plangon and make him consent to a marriage with a poor neighbour’s daughter. He
decides to go away and practise his speech:

a]meAbov eis epnpiav Tva
yopv Jalop’; o0 yap pétpios ayaw éati poc. (Sam. 941.)
94 ¢ & ovk suppl. e.g. Kassel

With a bit of sarcasm, we may comment that Smikrines need not seek a solitary place far
away: as an antisocial character, he has his house all for himself to serve the role of
Moschion’s épnuia. Right after Moschion’s exit and very near the end of Act I, we learn
that Moschion may dispel his worries because his father has already made an agreement
with his neighbour that Moschion will marry Plangon (113ff.). We shall see that in Aspis
Tyche hurries to put Smikrines’ ambition in a wider perspective.

To sum up, during this brief scene before the prologue, we have been exposed to a
mixture of both the tragic and comic atmosphere® with a unique effect of drawing
attention to the boundaries of the genre and especially to the spectators’ awareness of the
repertoire. The audience, in order to appreciate the play as comedy, need to be aware of
the generic requirements and test what they are seeing against this awareness. Not least,
the mixture of comic and tragic elements creates a gripping puzzle that requires the
attention of the audience until they see things back on the right generic track.

The omniscient goddess: the end of questions, ne quis erret uostrum

The sentiment that fortune may quickly change was commonly expressed in the
fourth century. It is frequently exemplified, as e.g. in Men. Georgos: 7o Tis TOxns yap
pebpa peramimrer Tayv (fr. 2.5). Comedy made fortune and its reversals into a stock
working method of the genre, which is obvious, given the nature of its plots.

Uniquely, the obvious working method of the genre becomes very explicitly the
principal force in the play by the fact that Menander makes Tyche the spiritus movens of
Aspis. This becomes an almost self-reflexive statement on comedy’s working methods.

Before Smikrines expresses his wish to marry the girl, we get a significant piece of
information about Kleostratos from the feos mpodoyilwv. viv 8” ayvoodor kal wAavdvTac
(99) says the still unidentified goddess and explains how a friend of Kleostratos’ took his
shield to fight and fell immediately. ws mockidov mpayu’ €ori kat wAavov Tuyn (Kitharistes
fr. 8)!

We may observe that death in comic expositions is sometimes exploited but almost
never should it be seen as emotionally marked or emphasized. This fact made the
onstage sincere lament of Kleostratos’ death very problematic. In contrast, the real death
of the man who fell with Kleostratos’ shield is passed over quickly and he remains
anonymous for us. There is no hint of the bravery or other military qualities of this
anonymous man. He is not given any prominence; all that is said of him is that he fell
immediately.”® Such emotionally neutral deaths do appear in expositions, where their

% Del Corno (1974) 75-81; Goldberg (1980) 27, 29ff.; Hurst (1990) 95-100, 1171,

3% Death within the framework of the story may of course occur to bring about a particular situation in a
household. Cf. Epit. 268: Syros’ wife had a baby that died at birth; so Heros 30; Pk. 145; Dysk. 14f. Such
information is put in an emotionally unmarked way, e.g. Ter. Andria 105f.: ‘SI. Chrysis vicina haec
moritur. SO. o factum bene! / beasti...” Deaths that are lamented on comic stage in earnest are those that
never actually took place. E.g. Ampelisca’s monologue in Plaut. Rudens 220ff. is a sincere lament of a



15

role, just as here, is to be a cog in the mechanism that creates a destabilizing problem.
Here it misleads Daos and the two stage households into believing in Kleostratos’ death.

ovTos Suqudprykev (110): Daos made a mistake - he was a ‘puppet’ in Fortune’s
hands. With Tyche’s arrival, we see in retrospect that the very starting point of the play,
that is, a plot complication caused in ignorance by a mix up of two persons that leads to
Daos’ misidentification, is actually typical of the comedy of errors. As she talks about
this mistake, we wonder if the goddess has not had her hand in misleading Daos. In fact,
it is often Tyche’s role that gnorismata are preserved in a particular play: el viv 7 Tév
TouTov oéowxev 7 Toxn, (Men. Epit. 351). Ironically, her help will complicate things: she
reverses her own role and preserves a gnorisma that misleads.”" If the enemies had taken
the shield away, Daos would not have jumped to conclusions but would instead have
started looking for his master. From now on, the audience may view Daos as a more
common bearer of the name connected with intrigues and with the generally lighter
comic atmosphere.

Ne quis erret uostrum (Plaut. Trin. 4), Kleostratos became a captive, just as we
suspected (112; 67f.). He lives and will be saved soon (6oov o08émw 113). Whatever she
meant by ‘soon’, Kleostratos will not arrive before Daos’ charade and the betrothal of
Chaireas to Kleostratos’ sister. The imprecision need not be important. It can only stress
the fact that Tyche will govern the timing of the individuals’ entrances and exits in the
play.’* As we shall see, some characters in the play will also try to appropriate this role
of a ‘director’ hopeful that they can stage other characters’ exits and entrances.

Tyche sets the audience straight; only they now have all the information. She does
away with the previous mistakes and brings order to the genre. She describes Smikrines’
nature in the most explicit terms: not only does this support the audience’s suspicion that
he is a miser, as his name and the signals he kept sending must have hinted, but it also
conceals a hidden preparation for the plausibility of the intrigue. She says:

movnpiat 8¢ mavras avBpwmous oAws
DmrepTémaLke: oUTOS OUTE TUYYEVT

olre hilov oldev 008 Tav év TdL Plar
aloxpav medpovTik’ oudev, alda BovAeTar
EXELV ATAVTA' TOUTO YLVWOKEL JLOVOV,

kal {Hu povorporos, ypadv exwv Stakovov. (116£Y)

He does not care for his next of kin or friends, hopes to own everything, and lives
alone. Enough for us to guess that he will shamelessly try to lay his hands on the
property brought on stage almost in front of his doorway. It was not exceptional to have
completely negative characters in Plautus (/enones usually show no redeeming features),
but we cannot tell if Plautus anyhow reduced their psychological depths for comic
purposes or whether he took what he found in the Greek originals. The fact is that

death of a fellow slave girl, but unlike this play, the audience are in a position to contrast the lament with
Arcturus’ earlier information at 671f.

! For the dramatic effect, the goddess must get out of her nature for a moment. Similarly Agnoia in
Perikeiromene goes against her ‘nature’ when she brings about the anagnorisis of the play.

52 Contrast Eur. Hecuba 141 where Soov otk 1187 covers the span of only 77 lines (until 218). 1t is common
to prepare for someone’s arrival and see him arrive within a reasonably short span of time. But situations
where a character’s arrival is foreshadowed and yet he or she does not appear for a significant time are
rare. For (especially) Roman Comedy, cf. Harsh (1935) esp. 25ff., 51ff., 73ff. Soph. Trachiniae 199 shows
a situation where Herakles’ arrival is foreshadowed (cyn 8’ adrov adrix’ éudavi) though in fact he will not
appear for a very long time (he does at 965); not before considerable dramatic action concerning him takes
place. Cf. Taplin (1977) 124-26 for Xerxes in Aesch. Persae.
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Smikrines is one of the most negative characters in Menander.> His negative features
are essential for the plot. Smikrines’ impatience and greed will effectively blind him to
the intrigue set in motion, and to his own role in the comedy. Also, his wickedness
counter-balances the other characters’ behaviour: we know that Kleostratos is not dead,
but characters within the play do not, and their light-hearted intrigue executed in the
course of the play must be motivated by an extremely vicious character for the charade
to be ethically tolerable at all. His black-and-white characterization removes the need to
give his opponents finer touches; the piece becomes an intrigue play.’*

‘Wealth acquired through hubris, ‘violence’, brings ate, ‘infatuation, blindness’,
which is followed by punishment.” Campbell’s discussion of Solon’s poem (7-32)
summarizes the Greek truism that is applicable to the plot of Aspis, making Smikrines an
unoriginal character in that respect.’”> We shall soon learn that his interest in shameful
gain will become an obstacle to a decent marriage of the epikleros girl and we should not
therefore disregard the possibility that the spectators may have guessed the train of
Smikrines’ thoughts and expected him to devise some scheme to get hold of the property.

As noted, his role in the play is somewhat comparable to greedy lenones of Plautus,
as they are represented for example in Poenulus. The pimp Lycus is greedy (leno...auri
cupidus 179), he will wish to abuse girls in his power for his profit; in the broadest sense
he is opposed to a stable marriage and in this respect as antisocial as Smikrines is. In a
summary way: neque peiiurior neque peior alter usquam est gentium (825).

I do not suggest that the type of an old greedy man was influenced by, or
developed alongside, the type of pornoboskos, whose role in Greek comedy is difficult
to assess anyway. It is more probable that the necessities of plot often took advantage of
either a pimp or an old man in thwarting the aspirations of a young couple in love whose
aspirations form the core of the comic resolution. Such obstacles may be created even by
a member of the lover’s family: we have a senex [libidinosus in Plaut. Casina or
Mercator, who is a father of the young lover; in Plaut. Aulularia he is a rich and well-
meaning uncle. In Men. Georgos, the rich farmer Kleainetos wanted to marry a poor girl
without any dowry out of pure charitable reasons, but again this effectively upsets the
young man’s interests. We see that it is not a particular character type that embodies the
obstacle to a young man’s love interest; rather, a plot situation can sometimes make even
a socially ‘good’ character the obstacle to the resolution.

The place where the servant went, Tyche continues, is the house that belongs to
Smikrines’ younger brother. His age distances him from, or even opposes him to, his
elder brother Smikrines. Age is an important characteristic, and we may safely guess that
he will be treated more positively than his brother even before she starts talking about
him.*® He is XpnoTos 8¢ TdL Tpomwe wavy / kal mAovoLos (125f.);>" similarly at 130 where
he is again called ypnoros. She has nothing to say about his proneness to melancholy that

> Antiphanes fr. 166.5 K-A has a slave’s description of a stingy master unsurpassable in movnpla:
‘5V0pw1rog dVU‘TTG,pBA’ITTO§ €l,,§ 7TOV77PI:(1V,.

> Despite the lack of fine touches, the portrayal of Daos is accepted by some critics as successful. Vysoky
(1970) 92: [Daos] ‘belongs to the most beautiful characters Menander has ever created, and his presence
places this newly discovered comedy amidst [Menander’s] most successful ones’ (my translation).

>> Campbell (1983) 222.

36 We shall hear that his name is Chairestratos only at the beginning of Act II (250) - from Smikrines.
Another Chairestratos we know of appears in Men. Eunouchos and Epitrepontes. Cf. also Brown (1987)

198.
37 Cf. the nearly same wording in Sikyonios: fyepav xpnaros aodpa / kai mhovaios (14£.).
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will be essential for the on-the-spur-of-the-moment scheme.’® The juxtaposition that
follows is revealing, especially now that we know that Kleostratos is alive:

AY !
kat rapfevou

~ \ % Q ’ b) ’
,U«LO.S‘ '7TCLT77P wv, wil KGTGAL’ITEV €K’IT/\€(DV

o peipakigkos v adeAdny. (126fT.)

Chairestratos’ opposition to his brother is outlined even through the situation in his
household: he has a wife and a daughter. When Kleostratos (6 petpaxioros) sailed away,
he left his sister with Chairestratos. By the juxtaposition of a young man and a virgin girl
(mrapfevov, 126), Tyche unobtrusively paves the way for, and hints at, another domestic
resolution in the play: the wedding between Kleostratos and Chairestratos’ daughter. Of
course, Tyche does not inform us of any particulars of the play’s resolution and only
concentrates on the main facts (ra kegddadaca, Dysk. 45). The audience may, however,
wait in anticipation to see if there will be any place devoted to a relationship between the
two young persons.

Chairestratos, seeing the fix in which Kleostratos’ sister found herself because of
her brother’s delay, decided on the wedding between her and his son Chaireas.’ ? The
wedding was to be today (vuvi 137). Just as at the beginning of the play, so now we hear
a serious piece of information that is related to the day of the performance.

Plaut. Trin. shows a striking similarity in the intention of a relative (in Plautus only
a friendly neighbour) towards another man’s daughter and her well-being:

nunc si ille huc saluos reuenit, reddam suom sibi;

si quid eo fuerit, certe illius filiae,

quae mihi mandatast, habeo dotem unde dem,

ut eam in se dignam condicionem conlocem. (Plaut. Trin. 156ft.)

Now, however, Smikrines will become an obstacle to the wedding. The dowry that
Kleostratos intended for a xaraéios brother-in-law, will prove irresistible and the old
miser will want to marry the girl himself. Tyche assures us vaguely that Smikrines’
ambition will come to nought. He will only succeed in revealing his true colours to
everybody.®® Finally, the goddess reveals her name and the function she plays in the
fabula (ris etpe, mavrov kvpia / TovTwv BpaPeboar kat Srotkijoar; Toyny 1471.). ol

> Del Corno (1970b) 102 notices that Menander’s prologues generally devote little space to aspects of
intrigue to be performed in the play.

% Tyche has nothing to say about the love affair between Chaireas and the girl and only presents the facts
as Chairestratos’ pragmatic choice. Brown (1993) 198f.

% Everybody in the audience knew the play would end with a marriage or two, but it does not mean the
characters on stage should follow this presumption and behave according to it. It is then interesting to see
that Tyche does not mention that the play will indeed end with a wedding. In Dyskolos, Pan in his unusual
role of a matchmaker does not mention there is a marriage happy-ending, even though the theme of
romance takes up so much space in his prologue speech. In Perikeiromene (despite 128 ‘this young
impetuous blood fell in love with her’) the prologos again does not mention the marriage that will take
place on stage. The Oeos mpoloyc{wv then obviously did not feel the need to mention explicitly the cliché
which such an ending clearly was.

%! Gutzwiller (2000) 124-26 discusses the metaphorical connection between household management and
plot epitomized by the word 8cokrjoac: ‘In the Aspis Tyche enlivens this metaphorical association, to
assert that her authority over the affairs of the oikos equates with her authority over the plot.” (126) On
Tyche in Aspis, see especially: Gutzwiller (2000); Haviland (1984); Holzberg (1974) 110ff.; Konet
(1975/76); Lloyd-Jones (1971) 175-95; Zagagi (1994) 143ff.; and especially Vogt-Spira (1992) 75ff.
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I find Hunter’s conclusions in a different context relevant here. He says: ‘In the
Amphitruo, then, and to a lesser extent in the Dyskolos, the prologising god is important
not merely for what he says or for his direct intervention in the action, but also because
some of the events of the play fall into patterns which we recognise as belonging to that
god’s sphere.”®® No play seems to follow this more truly than Aspis. Tyche is directly
involved in organizing the play as a divine playwright; characters invoke her as a force
that rules our lives, or abuse her as a generic element of tragedy (cf. Daos’ use of tragic
quotations later during the charade).

Impatient Smikrines comes on stage after Tyche. He inadvertently repeats Tyche’s
accusation of him as ¢crapyvpos (149, cp. 123) and denies any such intention. The denial
is an ironic follow-up to what Tyche has just said of him.® It also draws attention to his
entrance on stage that in itself reveals his impatient effort to do something about the
booty - of course he lacks any knowledge that the goddess moves the play and that he
has a clearly prescribed place in it. This ignorance will form part of the humour
concentrated in his role and Tyche’s answer to his own ambition to control the situation.
He self-consciously rejects accusations of being crazed for wealth. He has not even
checked the exact amount of the booty because he knows well that they like to call him
names. Besides, as he is aware, he can force the slaves to tell him the exact amount
anytime.

Through a soliloquy, a character may expose his true feelings and try to establish a
sincere rapport with the audience.®® In this case, with a bit of stretch, Smikrines seems to
show equal insensitivity to the real people in the audience through his frankness when
alone, as to the stage characters through his veiled words. His soliloquy makes his greed
transparent; he dares to speak more freely than he would in the face of stage characters.
For this reason, his words only succeed in distancing him from the spectators.

Smikrines wanted to check the exact amount of the property brought from the
expedition. This draws our attention to the fact that the play operates with the irony of
having two conventional amounts of the dowry for Kleostratos’ sister. Jacques’
completion of line 35 is almost certain: Kleostratos’ booty is worth six hundred gold
staters. The amount is conventional to an almost striking degree. If one were to waste
time in pondering what could happen exo tou dramatos, he may conclude that
Kleostratos could easily have been on the point of stopping his mercenary career
because he had reached the amount that comedy requires, when the Lykians forcefully
stepped in. The ironic role of the amount of money for the dowry becomes obvious when
we see that Chairestratos prepared an equivalent sum of money as a dowry for
Kleostratos’ sister (2 talents, equivalent to 600 gold staters: 135f.). Tyche repeats the
number when she mentions how Kleostratos’ property worth 600 gold staters (138f.)
drew Smikrines’ attention.

Smikrines, in the same breath as talking about the property he saw on stage,
mentions in a false and sinister way that it is out of the question even to think about a
wedding in such circumstances.

\ \ ’ ’
TOUS O€ YLVOUEVOUS YALOUS
’ ~ ’ ? ~ Al ~
TouTOUS TpoeLTeLy Bovdop’ avTols w1 TOELY.

» \ bid \ ’ 2 b4 4
LOWS LEV ATOTOV KAL AEYELY" OUK €V YAOLS

52 Hunter (1987) 298.

53 Goldberg (1980) also notes a similar stylistic device used by both Tyche and Smikrines. It consists of a
string of emphatic negatives in Tyche’s characterization of the old man (117-19) and Smikrines’ own
denial likewise shaped as another string (149-52).

54 That is what Sostrata does in Ter. Hecyra 274-280 when she remains alone on stage.



19

€0Tiv yap mKrovTos TotovTou viv Adyou. (1581F.)

The wedding was to be today (vovi 137) but Smikrines will prevent it from
happening, now (vov 161) that this news has arrived. He too gives us a temporal context
of the events within the performance time. He wants to knock on Kleostratos’ door and
call Daos out but is anticipated by Daos himself. The slave’s entrance on stage at that
moment is weakly motivated®, but this may have been overlooked given the consistency
in the portrayal of sustained gloom that Daos brings to the scene from the opening of the
play. Over his shoulder Daos addresses the women in the house and consoles them in
their present distress. Why did Menander hesitate to include highly popular door-
knocking in this scene? It would have had the advantage of showing Smikrines
forcefully asking at the house door for what, he believes, is duly his.

One possible explanation is that only Daos would be available in the house to
come to answer the knocking. A slave answering the door and an intruder who would try
to impose his will on an unwilling door-keeper, ‘to lord it over him’, would perhaps
threaten to move the scene into an explicitly comic show more quickly than Menander
may have wished.®

Another explanation offers itself as well and depends on the visual symbol
concerning the problem of who controls the stage. In Plaut. Trinummus, Lysiteles wants
to go to find Charmides inside the stage house and talk to him but the door noise makes
him delay his plan:

is mihi dixit suom erum peregre huc aduenisse Charmidem.
nunc mi is propere conueniundust, ut quae cum eius filio

egi, el rei fundus pater sit potior. eo. sed fores

hae sonitu suo mihi moram obiciunt incommode. (Trin. 112111.)

He wanted to go inside, but now keeps away from the door. Why is that? The
following scene shows that by remaining hidden from sight Lysiteles can keep control of
the dialogue that goes on between Charmides and Callicles. So, instead of coming right
up to the man he wanted to talk to, Lysiteles waits a bit longer to see what the man is
talking about. Such a control of situation cannot possibly be granted to Smikrines in
Aspis: he too wanted to knock on Chairestratos’ door and call Daos out, but right then
the door opens and Daos comes out himself. Smikrines is not going to be presented in
stage terms as controlling the situation: he does not hide himself from Daos’ sight
moving further aside in order to see what the slave is going to talk about but will - in his
impatience - address him directly without delay. In short, Daos comes on stage but the
situation does not develop into a conventional staging of the control of space and
information. The reason is perfectly compatible with Smikrines’ portrayal as an
impatient character - much to his own undoing. His impatience forces him to let go of
the control.

Smikrines starts the dialogue with the same cliché he used earlier: wgele...
éxetvos...Lnv (168f., cf. 90). Kleostratos should have remained in charge of this property
and should have inherited Smikrines’ property as well later. That the old man is only

55 Cf. Frost (1988) 24.
% A slightly different point about control of the situation in this particular scene has been made by Brown

(1995) 78. I am not suggesting by this that knocking at the door was inherently comic and inappropriate in
serious dramas, despite Bond (1963) 59 or Taplin (1977) 105. ‘Although it came to be more at home in
comedy, I suggest that it should be seen not as an intrinsically comic device...but rather as one that can be
used in different ways in different contexts, and in tragedy above all as a way of helping to build up the
audience’s expectations for the scene that follows.” Brown (2000) 2.
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pretending that he was hoping to bequeath his property to Kleostratos must be obvious
from his characterization and behaviour up to this moment. Moreover, his choice of
words (Scotkeiv 169, kipros amdvrwv 171) again moves us back to the irony of Tyche
controlling the play, of which Smikrines has no idea.®’ The old man then expounds what
he sees as Chairestratos’ cupidity that threatens his own (Smikrines’) interests: it angers
him that Chairestratos is becoming rich at Smikrines’ cost, beyond the limits of
moderation (175 o08¢ perpraled) by preparing to give Kleostratos’ sister now (vuvi 176)
to god knows whom, treating Smikrines as a slave or nothos.

He takes it as threatening his very domestic interests and acts upon this sense of
injustice. So at 182ff.: myv ovoiav / odyi kaTaleihw v éunv Siapmdaocar TovTocs... Another
Smikrines, in Menander’s Epitrepontes, also expresses his concern over what is
happening to his property: aAX’ 7 mepipéva karadayetv Thv mpoikd pov / TOV XpmaTOV
avTis avdpa kal Aoyouvs Aéyw / mept Tév éuavtod; (10651L.).

Taking the advice of some acquaintances, Smikrines says falsely, he will marry the
girl himself. The law, Smikrines rightly remarks to counter disapproval that he expects,
supports such a marriage.68 Daos asks leave not to be involved in matters that concern
citizens - the free should settle the problems of weddings, blood relations, or inheritance.
It is ironic that in fact Daos will be later instrumental in the intrigue that will concern the
whole status of the oikos.*

Back on track

With Tyche’s background information, we may look at Daos’ initial arrival home
without his master as an exaggerated example, blown into a full drama, of a slave
arriving home before his master who will eventually reach home as well.”

Sokd 8¢ oo 1L mpos Bewv apapravew; (205) the Athenian Smikrines now asks
Daos.”! With tact, Daos tells him that many things that they consider right are thought
wrong where he comes from. It is a fine touch to inform the audience at this stage that
Daos is a Phrygian: ¢poveis épot / BeAtiov etxorws (208f.) says he. ‘You, of course, have
more sense’, being an Athenian. I suspect that Daos plays it at a deeper level than just
ethnic irony at this point. If it is not too fanciful, Daos may be hinting at 208f. that he is
aware of Smikrines’ character and his feverish effort to devise a scheme.

It is interesting to observe how gradually Menander discloses relevant or less
relevant facts about individual personae. It is a fine comic touch to have made a

57 Goldberg (1980) 36f.

% On epikleros law see: MacDowell (1982); Brown (1983); Harrison (1968) 132-38; Karabelias (1970);
Lacey (1968) 139-45. Plaut. Mercator supports the view that Smikrines acts against what can be seen as
the established poetic justice of the genre. At the end of Plautus’ play, a bill is proposed by the young men
that men over sixty years of age should be forbidden to marry as it would threaten the interests of young
men.

% The point presented here, that slaves should not poke their noses in the affairs of the free-born, is
mentioned by Menander elsewhere as well (e.g. Dysk. 75f.). We find it also in Aristophanes, in the
dialogue between Pluto's slave and Xanthias (Ran. 7381f.). They mention prying into their masters’ private
matters as something clearly not for slaves to do, but by mentioning it in that context, we may safely
assume that Aristophanes’ slaves mischievously point to a common comic practice.

7 Sosias in Pk. may have been sent home ahead of his master to prepare for his much hoped-for arrival, so
too was Pyrrhias in Sikyonios (120ff.). In Ar. Plut. 6271f. Kario arrives homes before his master with the
happy news of the master’s recovery. He narrates to the master’s wife how Wealth regained his sight so
that once the protagonists appear (771) we immediately watch a row of festivities not delayed by any more
narratives. Finally, in Plaut. Amph. 180ff. Sosia was sent ahead from the harbour to narrate Amphitruo’s

achievements to his wife.
! Gutzwiller (2000) 124.
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Phrygian slave more tactful, loyal, and righteous than an Athenian freeborn citizen; this
may come from Euripides. The description of Phrygians was stereotypically
contemptuous: they were seen as effeminate cowards, xaxot @pvryes or timidi Phrygae
(Eur. Or. 11111, 1351, 1448, Alc. 675f.; cf. Tertullian de anima 20.3). Daos, however,
did not shun accompanying his master to the battlefield, nor did he run away with all the
property entrusted to his care.”? This is striking as barbarian slaves are reputed not to
care much about their masters, as is maintained e.g. in Georg. 56ff. The ‘manly’
Thracian rpamelomoids - another ethnic figure on stage, famed for his Virility73 — 1S
amazed at Daos’ loyalty (239ff.). Earlier in the play, when the atmosphere was still
oppressive, Daos’ ethnic origin was not an issue at all. His loyalty and affiliation to the
‘deceased’ master’s household made him distance himself from the enemy barbarians,
saying: Aafovres Tovs akomovs / Tovs MeTépous ol BapPapor Aogov Twva / émimpoot) Exovres
epevov (411f)).

It is an innovation that next we see the cook leaving the house where he was to
prepare a wedding feast.”* He is lamenting his bad luck in markedly tragic terms.” His
language is flowery and inventive, for instance the image of a corpse snatching his
money. The cook’s words about the death in the house are not offensive only because we
know that no death occurred and the cook’s help will yet be needed. The ‘arrival’ of an
imagined corpse forces the cook away, far from the play’s scope.’® But his exit here
works also as an ironic comment on, and a promise of, the wedding feast that will be
mentioned at the end of the play and of which he will be a part: we may assume that
when Kleostratos has arrived home, the cook would be called back again and instead of
one wedding he will have to take charge of two.”’

The cook lowers the tension of the previous scenes with some comfortingly
conventional humour. He calls his attendant ‘iepoovAe’ (227), by a comic reversal, for
not stealing anything from the house.”® Daos’ ethnicity is put to humorous use again.
The waiter calls him amomAnkros (239) for not running away with all the booty.””
Wherever does he come from? - The answer sounds like a joke compared to Daos’
behaviour up to now: Phrygia.

72 For his ethnic character, see: Fantuzzi (1984-86); Goldberg (1980) 35, 128f. with note 8; Long (1979);
Sherk (1970); Lascu (1969).

™ In Samia 520 Moschion, falsely accused of sleeping with his father’s concubine, is called a Thracian.
Nikeratos believes him to be sexually incontinent and it seems Thracians were cited as paragons of sexual

prowess and manliness.

’* Handley (1970) 10.
™ In Epit. 610, 631 we see another cook leaving disappointed; in Mis. 671 the cook, on what is probably

his first appearance, remains exceptionally silent, which is another twist to the convention.

7 One of Philemon’s cooks exhibits great comic dlafovela, when he boasts immoderately: dfavaoiav
evpmra (Stratiotes, fr. 82.25 K-A). This probably concerns no more than his culinary tour de force. 1t is
impossible to see if the phrase could have been in some way related to the larger context of the plot of that
play or not.

T Cf. Men. Samia 369ff. Nesselrath (1990) 298. Generally on the type of a comic cook: Dohm (1964);
Nesselrath (1990) 297ff. who is right to claim that the type is always connected with a preparation of a
feast, often during the resolution of the play. He argues that the cook never exceeds an episodic role.

78 Sherk (1970) discusses the proverb applicable for this scene: ®pvé undeév frrwv Imwvbdpov. Just as if
following the truth of the proverb, both the Phrygian and Spinther are in this scene seen equal in their
silliness: Thracian castigates Daos for not running away with the war booty, the cook tongue-lashes his
assistant (named Spinther at 230) for not stealing anything from the house.

7 Daos is shown as a loyal slave even in Dyskolos: marov olxérny @ éva [ marpiov (26f.).
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On the way to market

Just as the novelty of the cook’s departure from the scene is novel, so now we see
Smikrines decide that he will go to the market for a very unusual reason. He will try to
find his brother Chairestratos and ask him to call off the wedding. The pattern of going
to the agora or forum is often exploited as an optimistic preparation for a feast, mostly
for a wedding celebration. Interestingly, it is not Daos but Smikrines who goes to call
Chairestratos home. This shows his eagerness to speed things up, and at the same time
his ‘ignorance’ of the generically loaded sign that the market place is.

The pimp in Plaut. Pseudolus 168ff. is eager to speed up preparations for his
birthday party and he even goes to the forum personally. Smikrines’ exit in that direction
is in striking contrast to a typically happy symbol that usually leads to a comic resolution.
One may return home loaded with utensils and foodstuff, a complaint or two about
txBuvomddac, and frequently also with a garrulous and unbearably inquisitive cook.®®

Aspis stands that convention on its head: Smikrines goes to the agora to fetch
Chairestratos and have him call off the wedding now underway (211ff.). The cook’s exit
from the stage house just then, leaving for good and heading back to the agora, nicely
complements this sense of a complete reversal of what is usually done on the wedding
day.!

Act II sees on stage Smikrines and two so far unfamiliar characters. Soon
Smikrines’ partner in conversation is identified as Chairestratos. That Chaireas is with
them is not immediately obvious from the text since he does not join their conversation
for over thirty lines (not until 284).% Smikrines, just like Daos at the beginning of the
previous act, is in the middle of breaking the news of Kleostratos’ death to a member of
the family. He did not hurry to find his brother only to inform him of Kleostratos’ death
— rather, the entrance from the agora creates a scene comparable to others in comedies
where a person brings with him from the agora a friend, intriguer, cook — anyone to help
with his plans; mostly when the plan concerns wedding preparations. Smikrines’ activity
reminds us of such a motivation. He asks what his brother thinks of the situation: elév- 7{
87 pou vov Aeyers, Xacpearpare; (250) We know he is not giving Chairestratos a choice.
The audience have already heard what Smikrines thinks is appropriate now that the word
of Kleostratos’ death has arrived: lows pev aromov kai Aéyewv: ovk €v yapois / €ativ yap
NKovTos ToLovTou vov Aayou (160f)).

Smikrines’ ‘restaging’ of the opening scene of Act I brings into turmoil the
wedding preparations in the family — those preparations that should have been
symbolized by Chairestratos’ optimistic arrival from the agora with the provisions. At
the same time, Smikrines’ own thoughts of the wedding are symbolically foreshadowed
here in this scene: he is bringing from the agora the man who is essential for the
execution of his plan to marry the epikleros girl. But Chairestratos tactfully insists that it
is essential to be first concerned with the funeral preparations: mpdrov pév, @ BéAriore,
Ta mepl v Tagny / Set mpayparevdivar (2511.). ‘It will be done’ - Smikrines spares just
two words on that topic. Impatiently and insensitively, he goes in medias res and warns
his brother not to promise the girl to any suitor. Smikrines says that just as Chairestratos
has a wife and daughter so he himself now wants to have a family too. Chairestratos can

80 Nesselrath (1990) 285f. gives cases of the typical Middle Comedy situations of slaves going to or from

the market.
! In Plaut. Trin. 815 we probably have an originally Roman situation when Megaronides says: ego

sycophantam iam conduco de foro.
82 Jacques (1978) 41f.
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only appeal to Smikrines’ sense of moderation by pointing out to him his old age.® He
offers to give Smikrines all the war booty if only he lets Chaireas, the boy who grew up
with the girl, marry her.®

Smikrines does not want to observe the rules of (comic) decorum. He is the
opposite of what an appropriate and worthy (kardéios, cf. 9) groom should be like.*
Aware of the possible legal trap in Chairestratos’ offer of the booty, he objects that the
child born from the marriage between Chaireas and Kleostratos’ sister could sue him for
the property that legally belongs to the child. Throughout the play, Smikrines is
acquainted with the law. This is not only probable and realistic in the case of property
and inheritance laws but it also allows Menander a chance to follow the tradition that
goes back to Aristophanes and his legally very self-conscious old men (as e.g.
Philokleon is in Vespae).

Smikrines is legally in the right, leaving Chairestratos no option but to accept his
plan; he also asks to have Daos sent to his house to calculate the amount of the booty.
Whereas a normal wedding would effect a unification of the stage houses (most
explicitly in Ter. 4d.), in this play the two stage houses become as remote one from the
other as ever. When Smikrines goes back to his own house, Chairestratos is desperate.
He hardly manages to stumble to his own house, leaving Chaireas on stage alone. When
Chairestratos, Daos and Chaireas are on stage together in the next scene, they consider
how best to ward off Smikrines’ attack.

The intrigue forced by shameful Smikrines

The intrigue is the most remarkable and popular part of Aspis. No wonder: Daos
suggests a bold scheme based on staging a tragic charade to fool avaricious Smikrines.
This element of the play has therefore drawn much attention. This is a bold example of
art imitating art while pretending it imitates life. A subtle commentary on playwriting
have been rightly seen behind the tragic show staged by Daos. The intrigue devised by
Daos, however, also bears a striking resemblance to the external comic pattern in Aspis
itself, and therefore the intrigue may also be seen to comment on the dramatic working
methods of the comic genre itself.*

To make Smikrines lose interest in Kleostratos’ booty, Daos thinks up a scheme
that entails pretending there has been a death in the house with all the typical tragic
embellishments and staging. Apart from the explicit metatheatre of staging a tragic show,
the play’s aspect of interesting metaconstruction becomes obvious. Daos and the
intriguers act on the lower level of knowledge control, thinking that they are creating a
novel situation, nonexistent and outrageous in its incredible suddenness and comic
exaggeration. It is beyond their knowledge that the same ‘show’ has been staged by
Tyche who made the audience aware of the fact at the exposition of the external play.
There is the irony of intriguers not having all the facts, of being subsumed in a larger
context of dramatic plotting. However, looking at this from a different angle, there is
more irony than just not knowing what Tyche is up to. ‘Her plot’ loses its seriousness
and threatens to become conventional by the very intrigue hatched by Daos: the

%3 Jacques (1978) 43 compares the ironic parallelism of Aspis 257 and 175 with Samia 427 and 550.

% Marriage that originates from love is acknowledged at Dyskolos 788-90 as bringing stability. Brown
(1993) 198f. comments on love and marriage in Aspis.

% Young lovers often spare no costs to gain access to their girlfriends. namque edepol lucrum amare
nullum amatorem addecet (Plaut. Poen. 328). Smikrines’ only goal in marrying the girl he does not love is
financial gain.

8 This has been commented upon: Gutzwiller (2000) 122ff., Del Corno (1974) 80, Blinsdorf (1982) 137-

141.
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intriguers can think of an equally good plot as the spiritus movens and this puts Tyche
and the whole external comic plot into a humorously embarrassing position.

I find this unusual construction of the play to be the key to the problem of why
Menander should not have minded unifying two emotionally very discrepant threads into
one play®’: on the one hand, there is a gloomy beginning of the play with a suggestion of
death; on the other, it is Daos’ eventual ‘forgetting’ of the gloomy atmosphere when he
becomes fully absorbed in devising and executing the lighter intrigue that pushes this
fact to the background.

Invocation of the spiritus movens

Before we move on to discuss the nature of the intrigue, let us once more
remember that Tyche maintained that she governs all the action in the play. Tyche is an
ambiguous entity. In real life, it is common to invoke her as both a principle and a
goddess. In this play, she declares herself a rational force that creates, organizes and
moves the events of the play as she wishes (with necessary help from the individual
characters, as we will see).®®

Tyche and Venus, Arcturus, Pan, Lar or any other divine power is positively on the
side of the ‘good’ characters, as a character in Menander’s Pallake makes clear: aAAa
TV xpnoTav éxer Tw' émpuédeiav kal Beds (Pallake fr. 283 K-A). This is part of the
system of comedy’s natural appropriation of the universal laws of retribution, reward
and punishment where it is due. This plainly strives to fit the satisfying rules of poetic
justice into the pattern of perceived real-life forces.”

Some of the humour lies precisely in the awareness that it is perfectly common in
both real life and drama for Tyche to be mentioned. Here she is not an irrational
‘physical’ principle of the universe or of dramatic necessity but a sentient goddess
capable of ‘staging a play’. Whenever a dramatic problem arises, she is invoked by a
character. The following fragment, no longer believed to be by Menander’® expresses
this sentiment nicely:

¢/ < ~ 2 ’ »” \ ’
oTavV TLS MWV T apepLpvov T €X’n TOV BLOV,

87 Cf. Gaiser (1973) 117ff.

% It is not my intention to analyse her role in comedy and real life — that task has been admirably fulfilled
by Vogt-Spira (1992). In fact, her concept is of such complexity that in drama it can embrace ambiguous,
even opposing descriptions. In this play, for instance, she took care of Kleostratos and saved him for the
plot. Elsewhere in a war context, on the contrary, she may be reviled as a nonsentient force: this happens
in Apollodoros Carystius’ fragment that puts ignorant Tyche in direct connection with war, cf. esp. line 7:
€ar’ ayvoodaa mavreAds (Grammateidiopoios fr. 5 K-A).

% One gets a different glimpse of the relationship between the god(dess) and his or her protégé in Roman
comedy. The examples show that such a relationship was exploited for reasons of irony, to show the god
at work and the characters whose patron he is - sometimes going against the genre’s conventions. I am
thinking of the Roman /eno, the very character most repellent and antagonistic to true love as comic poetic
justice conceives of it. He stands in way of love but still prays to the god of his profession. He always
loses and the god is presented as standing on the side of the young lovers and their relationship. For
example, Lycus, the pimp, in Plaut. Poenulus 4491f. is angry that Venus does not accept his sacrifices. As
if he wanted the goddess of the profession and therefore the guiding spirit of the play to be on his side.
However, Venus shows no interest in him. In Curculio Cappadox, the pimp, sees that another important
god cares nothing for him (216ff.): Asclepius in fact even inflicts an illness on him. In the end, this will
prove essential for the protection of the girl for her real lover. If the pimp had been healthy, he would have
by now dispatched the girl to live with someone who would buy her (698ff.). Thus Asclepius saves the girl,
the plot, and upholds the poetic justice.

% Comparatio Menandri et Philistionis (Comp. 11. 12 Jaekel), which no one any longer believes to contain
genuine quotations from Menander. Cf. Testimonium 74c K-A
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Daos’ sad lament for his unfortunate fate is shaped as a direct address to the
goddess at 213ff. From such a good master he finds himself now in Smikrines’ hands.”
Why did he deserve it? Such a mention of Tyche may somehow relieve the tension of
the ‘periculum fabulae’. Daos in his frustration virtually puts himself in her hands and
we do not doubt that Tyche will actually take care of this man and his problems.”

Another common sentiment connected with Tyche follows when Daos sees the
tipsy revellers that make up the chorus. Daos praises their good sense for they enjoy life
and the good fortune that can so easily change for the worse. dylov dAdov avBpwmwv
mpootovta TouTovl / 0pd peBudvTwy. vodv Exere’ TO Ths TUXms / ddnAov evdpaivect’ ov
gféO"TLV XpéVOV (247ff)

The melancholy sentiment — the flower of youth and its pleasures, in fact the
whole of life, last only for a brief span of time — is to be found in numerous passages of
ancient Greek poetry. The only sensible solution then is to enjoy life, drink and be happy,
for it would be presumptuous to expect happiness to last. Such admonitions are not
contained just in melancholy Mimnermos and in the outlook of archaic Greek poetry.
The sentiment could be passed off as literary and gnomic; here, however, it gains in
impact because the goddess behind the literary cliché also happens to mastermind the
play.

The revellers also symbolize the komastic mood so typical of the ending of many
comedies. Gutzwiller calls the komasts ‘prototypically comic - an enactment of license
and mirth as a mirror for the audience’s pleasure in the play.”®” In that respect, Daos’
approval of their behaviour also works as a reminder of the positive ending (feasting and
wedding celebrations) that Daos perceives as lost for good now that Kleostratos is
thought dead.

Many comedies depict a sudden and satisfactory change in fortune during the
course of the play: from good fortune to bad, or, in the case of wicked characters, the
reverse. In this play, everyone’s eventual fortune depends on how they view the initial
situation: for Smikrines, Kleostratos’ ‘loss’ is a gain, hermaion, a piece of good luck.
The rest of the characters sincerely lament Kleostratos’ death because it has destroyed
their personal ambitions and aspirations. The misfortune is a blow to their happiness.
The characters’ reactions thus categorize them for us, and their role in the play becomes
obvious through their individual assessments of what Kleostratos’ alleged death has
caused.

At the most exposed place, his first speech on stage, Chaireas laments his bad
luck:

°! For the wording, compare Phoenicides, incert. fr. 4.16 K-A rpirar quvélev€’ 7 toxn pe dtroaddwe. The
fragment seems to have a metatheatrical reference in the enumeration of stock comic types that a
courtesan can encounter by Tyche’s working. Tyche, and her whimsical ideas about who meets whom on
stage, seem to stand for the playwright himself and his decision making. One may perhaps compare
Dyskolos 42f.: ko’ émi Onpav pera kvvpyérov Twos / Ju, kara Toxmv mapaBadovr’ els Tov Toémov. Again,
accidentally Sostratos strayed into this neighbourhood and the accident (xara Tiynv) — or good fortune —
will be decisive for the later developments of the play. Cf. also Dysk. 340

%2 The irony of lamenting in the face, so to speak, of the spiritus movens of the play appears also in
Dyskolos. Sostratos, the young man in love by Pan’s working, says he always addresses the god and prays
to him whenever he passes his statue (572f.). One also notes the ironic mention of the spiritus movens of
the play at Dyskolos 346f.

% Gutzwiller 2000, 127.
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Kleostratos’ apparent death and Smikrines’ greed stand in the way of his marriage
with a girl he loves. The infatuation is presented as a force that he had no control over: it
was sent by a god (Eros, he probably means). The lament portrays him as a passive
sufferer of two unwanted ‘blows’: the first one was the love affair that a god sent him;
the second is the present denial of the fulfilment of that love. The choice of the words
makes it clear that he is almost a puppet in the hands of gods.”*

wwpn: parallelism that paves the way for the intrigue

Before moving on to the execution of the intrigue I want to draw attention to a
particular parallelism that can be found in this play, that paves the way for the intrigue. It
is important as a comment on how a play should properly be moving in order to reach its
resolution, raising questions about the proper development of the play.

Kleostratos’ alleged death makes many characters frustrated because their hopes
now seem to have been thwarted. The audience note that their expressions of this all
seem to have a similar form, and even though they are uttered independently there is a
bit of humour in their uniformity. They address the blatant disregard for what the comic
play should look like and why it is that it does not follow along the prescribed generic
lines.

Plays cannot violate poetic justice and the working rules of the genre, and thus too
frequent and too ostentatious laments of the violation of poetic rules can fulfil the
function of foreshadowing for us the plot developments. The audience watch a character
voice his frustrations, but at the same time they recognize the rules of the genre and
wonder how the lamented reality can be reconciled with the required ending. Even if |
do not claim the ending should be at all costs dogmatically prescribed, still it needs to
satisfy their expectations of, say, a komastic ending, a love affair fulfilled in some form
of relationship, and so on.

Firstly, as we have observed already, it is Daos’ sincere lament that opens the play.
It presents a dramatic paradox that seems to violate the rules of a proper comic ending:
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** We cannot claim that it is Tyche who made Chaireas fall in love but her control of the play in a way
makes her responsible for Chaireas’ love affair. The question is unimportant, since we have nothing here
of the irony that appears in Dyskolos. There the youngster attributes his infatuation to Eros, god of love
(346f.), instead of giving credit to the god to whom it is due, Pan. The audience have been told that it was
in fact Pan’s working (39-44). They are thus granted a view that puts the real-life assumptions (here about
love and Eros’ responsibility for it) into a larger perspective of irony of dramatic knowledge. The audience
are like gods who follow the mortals in all their ignorance - the theatrical act and the prologue speaker
being suppliers of that larger context of divine knowledge.
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Once we realize that the things he had hoped for are too important for poetic
justice to be irretrievably lost, we may instead tend to look at his lament as an ironic hint
at the future developments in the plot. What other comedies work towards, Daos
explicitly excludes as lost for good. The ambiguity of the scene lies in the awareness that
for this comedy to work, the seemingly hopeless ending must necessarily be reinvented
and reinstalled along those very lines that Daos sees now as irretrievably lost.

Another character who questions his role in this play and voices his frustration is
the cook. He hoped to fulfil a typical role that is expected of him in New Comedy plots:
he was to prepare the wedding feast for the marriage between Kleostratos’ sister and
Chaireas. Now that the news of Kleostratos’ death has arrived, he must conform to the
situation that causes him financial harm:

Spaxudv Tpiav nAov 8¢ Nuepiv Séxa
epyov AaPwv: Guuny éxewv TavTas* VEKPOs

eMav Tis €éx Avkias agnpyrac Blac... (2231F)

The cook’s frustration may ironically hint at the future reversal of his bad fortune:
it is not inconceivable that he appears on stage again, during the two weddings at the end
of the play (so e.g. Arnott, Jacques, Lloyd-Jones) The weddings do seem to take place
off stage, but the cook may narrate them to the audience.”

We cannot be sure if Chairestratos used a similar verbal formula to express his
frustrations as the characters before him did. It is clear, however, from 278ff. that even
he has found all his hopes completely wrecked by the sad accident of Kleostratos’
alleged death:

b \ ? ’
epel weopmy
\ \ ’ 4
lets o€ pev AaBovra Tavry [v
P s 9 ~ \ y
avTov 8 exetvov T eunv.[
Opds kaTalelelv Ts epavTod Kuplous.
amadayivar TV TaxloTny Tod Blov
yévouTo pot mplv Ldetv a unmot’ nAmoa (2781Y)
278f. wopuny / aei o€ pev AaPovra ravtyy, Xaipéa Austin

For the first time we hear explicitly that Chairestratos had hoped for a wedding
between his daughter and Kleostratos.”® By now, we know that Kleostratos is alive and
so the wish is more than just empty words that would no longer matter. They must be
taken more seriously.

Chaireas is the next one to lament his fate. In a sharp contrast with Smikrines’
insensitivity, he begins by lamenting Kleostratos’ fate and then continues lamenting his
own: it was not of his free will to fall in love with the girl. He did nothing hasty, he duly
asked permission to marry her. duuny 8¢ pakdpids Tis elvar i Biwe (294fF): again for
reasons of poetic justice we could not possibly expect the boy to remain unmarried, that
is, without poetically justified paxapia. We thus know he will get a wife, even if that in
itself is not very interesting: the more interesting problem is how this will happen, and
the fact that Menander keeps alluding to it throughout.

% He seems a good choice for a speaker to whom we should perhaps ascribe the increased swearing in the
fragmentary text of Act V (cf. 527-9).

% Brown (1993) 199 notes the interesting point of how different characters bring different aspects of the
relationship between Chaireas and Kleostratos’ sister into view.
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It is worth pointing out that all of the above-mentioned laments and frustrations
point to either a marriage that will not apparently materialize or to a promise of a happy
life that so many comedies end with. It is as if the whole verbal parallelism and the
repetition of the laments was there for the sake of the audience who can appreciate the
paradox of knowing that the genre requires exactly such a happy marriage (or two) and a
satisfactory resolution that the characters now deny the possibility of materializing.

Another character who mentions the power of luck on his first entrance is the
allegedly dead master Kleostratos when he finally arrives home. 6 Ados, evruyas[ (497)
immediately introduces him to the audience as the master that Daos thought he had lost.
He gives us a new perspective different from the one we got from Daos at the beginning
of the play. For the first time Daos’ survival and preservation of the booty are seen as
fortunate by a character other than the greedy Smikrines.”’

We may now move on to discuss that part of the play that will assure the happy-
ending. Part of the charade lies in pretending that a tragedy has happened. Not just
‘tragedy’ in the sense of a misfortune, but almost a ‘tragedy’ that exactly follows the
conventions of the tragic genre that may deal with the occurrence of (alleged) death and
subsequent staging of a corpse laid out in front of the doorway. From a different
perspective, the comic intrigue in Aspis not only imitates a generically tragic situation,
but also alludes to dramas that play with the motive, such as Sophocles’ Electra where a
similar stratagem of a false report of death is used.”® Finally, tragedy is on the slave’s
lips. During the charade, ‘the play within the play,” Daos uses tragic quotations from
familiar and popular plays - he even names the source from which he got them. Thus in
the confidence typical of a schemer, he does not feel afraid of unmasking his ‘show’ by
his cold intertextualism.

In the quotations Daos uses, Tyche has her place too, as the goddess revered by
tragic playwrights who moves the situation from bad fortune to good fortune:

ovk €aTwv ooTis mlavt avip evdarpover (407, from Eur. fr. 661N?),
TéX’)] TQ 61/777'(?)1/ wpdyp,a‘r’ 00K eﬁﬁov)\cla (411), and again:
ev peae yap uepat / Tov evTuyy Tibnol SvoTuyn Beos (4171).

Menander allows Daos to make fun of the principle of so many tragedies, the
principle that even forms the basis of this very play — the changeability of fortune. The
intrigue itself and the quotations used during it are a humorous comment on the dramatic
method, on the prerequisites of the genre. For a moment, it is as if Tyche was subsumed
into a metadramatic statement made by Daos, who is right in seeing her conventionalised

°7 The atmosphere is positively different from the gloomy opening. Kleostratos does, however, get a taste
of the initial mood of the play, but on a more positive and much lighter level. The audience know Daos is
in the middle of putting on an act to fool everyone uninitiated into the intrigue and this misleads even
Kleostratos for a while. He hears from the slave (who does not recognize him yet) that Chairestratos is
dead:
AA.1iva {nrets; o plev yap Seomorns

715 otklas T€bvnk[e

KA. réfvnrev; olpor Su[c

kai p1 'voyAer mevfovar (S001T.)

502 ? Suaruyms [AA.] dmeAbe ov Austin
This is a very brief joke upon parallel construction. Kleostratos goes through the same situation of painful
ignorance that Daos underwent at the beginning go the play. At the same time, Kleostratos does not know
that the one in control of the information is misleading him deliberately to achieve a particular goal. The
echo of the leitmotiv is brief but at the same time it is humorously precise.
*% Gaiser (1973) 119ff. adduces more parallels.
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place in drama (both tragedy and comedy). Tyche, the goddess moving this play,
becomes a butt of jokes by a character in it! It seems as if a character within the play for
a moment laughed with Menander at the way things really work in drama. However,
Tyche had the last laugh, it seems, because in a larger context Daos’ intrigue did not
bring about the happy ending — it was left to Tyche to tie all the knots and have
Kleostratos back at home.” Tyche, in the end, must be with you to win: oddels 8¢ vixar
w1 Bedovons Tis Toxps (adesp. fr. *882K-A).'%

The interesting thing about the intrigue is the natural way in which the intriguers
arrive at it as if Tyche helped them stumble upon it. The scheme almost forces itself on
the schemers as a self-evident solution.'"’

When Smikrines went into his house, Chairestratos’ depression unexpectedly
developed. Verses 282f. show his depressive disposition growing worse and worse in
this extreme situation.'” He probably collapsed in the doorway, leaving Chaireas on
stage alone for a short monologue.'” Soon, Daos will run to his master’s succour,
calling even Chaireas to help. This visually prepares for the slave’s involvement in
saving Chairestratos. It is nothing unusual for a young person in utter distress to express
a wish to die.'"” Amusingly enough, it is not the enamoured Chaireas that expresses such
a wish here, but an older Chairestratos (282, repeated again at 314). His exaggerated
behaviour is rather out of place. It is not even for any unfulfilled love affair of his that
Chairestratos feels suicidal. It seems Chairestratos’ condition worsens because his own
brother’s shamelessness destroys the happiness of a young couple and shatters their
prospect of a marriage. It is accepted that grief has dangerous effects on health.'® Such
sentiments were put even to a dramatic use. In a fragment of Philemon’s we find it
expressed as follows:

TOAAGY PvoeL Tols TATLY AlTia KAK@DY
Avmr Sa Avmy kal pavia yap ylyveras
moAdolot kal voonuat’ ovk Lacipa... (Philemon incert. fr. 106.11f. K-A)

The staging may emphasize the inappro(;))riateness of such behaviour if it has
Chairestratos fainting and collapsing (cf. 299).'% Moreover, such a collapse may remind

the audience of the staging that resembles tragic genre as this fragment makes evident:

A} ~ ’
kat meoetv Tt Bovdopal

* Lombard (1971) 139 ‘The dénouement of the play, however, makes the intrigue redundant. Daos
therefore does not influence the outcome of events at all.’

1% Compare the comments in Plaut. Pseudolus 678f.: centum doctum hominum consilia sola haec deuincit
dea, / Fortuna. The passage continues with a most interesting commentary on mortals’ limited knowledge
in the context of Tyche’s working.

1% Gaiser (1973) 18 suggests Euripides’ Helen as a model for the intrigue; Lombard (1971) 142 shows
that the device of a sham death was much more common.

192 Cf. the sentiment in Menander’s monostichs: oiuot, 76 yap dve Svaruyeiv paviav morei Mon. 602 Jikel.
103 1 Joyd-Jones (1971) 183 n.20 against Del Corno (1970a); see also Del Corno (1971); Gaiser (1973) 115
n.10.

194 Del Corno (1974) 79. An example from tragedy: Soph. Trachiniae 15f. See also Katsouris (1976a).

195 Jacques (1978) 49, esp. n.26.

1% Brown (1987) 194 n. 44 remarks: ‘In the world of Greek and Latin Comedy a man is old if he is old
enough to have a marriageable son or daughter. If he is old enough to consider marrying, or recently
married, he belongs to the younger generation...” By this criterion, Chairestratos is definitely old (even
though we know he is younger than Smikrines). Menander seems to like to reverse not only roles but also
to play with age. Another person who behaves emotionally, in a way unbefitting his age, is Stratophanes in
Sikyonios who rather resembles a young man in love.
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Tpayikov meéonua (adesp. fr. 159 K-A)

In the next scene, Chairestratos makes it for the stage supported by attendants.'”’
Full of black bile, he is unable to control his emotions. He tells Daos of Smikrines’
ambition to marry the girl. The slave casts away tact and calls the greedy old man
papwratos. From this point on, he becomes a much more active hero of the play
pondering how Smikrines is to be beaten: AA. mwds av odv / Tob 0pddpa movTpod
mepLyévolto Tis: mavy | épyandes'®. épyddes pév, aAX évest duws (315ff). A man so
focused on one thing only, says Daos, will be easy to fool (326f. remind us of Tyche’s
words at 119£.).'” Daos’ disgust at Smikrines and the old man’s insensitivity to the
young couple’s prospects only to gain shameless profit for himself, arouses Daos’
empélewa for the family. He now takes an active approach being no longer the passive
person who lamented his fate and reproached Tyche for it. Even his behaviour gains in
the features associated with active leading slaves: his reply to Chairestratos ‘if you are
not thick’ (el un mérpwos e, 353) would sound appropriate in the mouth of a self-
confident schemer mocking his slow-witted master.''°

Smikrines wanted to have Daos sent to his house — instead, Daos remains on stage
engaged with Chairestratos and Chaireas in devising a scheme. Daos is not sent to
Smikrines and this clearly hints at who begins at last to control the situation on stage.
Chaireas is sent to the agora to find his friend who will help them with the ruse. The exit
in the direction of the agora is optimistic and in a sharp contrast to the earlier entrance
from the agora (Chairestratos, Smikrines, Chaireas). Things start moving quickly (379
Taxv wév ovv) in an optimistic expectation of the scheme.

The ruse, as has been observed, originates from, and interferes with, the given
reality within the play. It adds another perspective to the performance, another level to
the universe of the play, creating a certain ‘real-life’ plasticity. Just as at the beginning
of the play Daos was mistaken (and still is) about the alleged death of his master, so now
when the time comes for the intrigue against Smikrines, we have a mirror situation with
small modifications.'"!

The ignorance of dramatic characters moves the play, the audience realize that the
characters could just as well say: amravrés éopev mpos Ta Oet’ aPeéAtepor, kovk Lojev ovdev
(Anaxandrides, fr. 22 K-A). For the first time in the play, however, Daos is not here an
ignorant puppet of the situation that he cannot control because his knowledge is flawed.
This time he himself will stage a mock-tragic piece to move the domestic situation in a

197 Jacques (1978) 51 and Halliwell (1983) have both suggested that the ekkyklema was used at Aspis 303-
87. See further Frost (1988) 29-31. This would not only enhance the sense of watching an earnest tragic
situation, but would have impact on evaluating the participation of Chairestratos in the intrigue. See also
below, 51.

198 rdvu / épydes is given to Chairestratos by Arnott (following Lloyd-Jones).

19 A person whose only thought is to possess everything (and quickly) will be an easy victim. But
Menander would not want to lose the irony of fooling a rationally thinking person. Cf. also Diphilos incert.
fr. 99 K-A: the mind of an avarice is blind to everything else: ap’ éoriv avonrérarov alaypokepdia: / mpods
7@ AaBely yap wv 6 vods TaAX’ oly opaL.

11 Bain (1977) 127 is more balanced than me: ‘I find it impossible to decide whether Daos says this under
his breath with a patient shaking of his head or whether he says the words aloud to Chairestratos’ face.
Either way would be effective. Daos is a well-behaved slave with a sense of humour. Perhaps if he is
speaking aloud he has for the moment lost patience with the slowness of the free man. It would be out of
character for him to speak such a line gloatingly like a Plautine slave or some of the cheekier slaves in
Menander.” (Cf. also his note 3.)

" Gutzwiller (2000) 120, independently notes: ‘in the Aspis the comic intrigue, the pseudo-tragedy
devised by Daos, is mirrored externally by the comic plot set in force by Tyche.” See also her discussion
of a similar pattern in Men. Epitrepontes, p. 1211f.
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new direction. The intrigue will lie in simulating Chairestratos’ death to fool
Smikrines.'"?

A dramatically ironical parallel is clear from the verbal echoes with the opening of
the play. Daos foresees that Smikrines, keen on gain, will surely rush to his downfall
completely unaware that he is being fooled. Overall, it will be easy to mislead such a
character (8cpuapryidr’, 324), Tyche used a similar word about Daos and his mistaken
identification of his master’s body (8.nuapryrev 110).

The intrigue occurs to Daos when he sees Chairestratos’ depression: he suggests
pretending that Chairestratos is dead.'"® This would possibly put Smikrines off Chaireas’
girlfriend and instead make him seek to lay his hands on Chairestratos’ epikleros girl and
the property she would inherit from Chairestratos. He will want to marry her and leave
Kleostratos’ sister to whoever shows interest in her. After such a U-turn Chairestratos
will ‘rise from the dead’ and Smikrines’ true colours will be exposed in full view. For
the intrigue to be successful, Daos will have to make sure that everyone follows his
‘directorial’ instructions and that even Smikrines’ stage movements conform to Daos’
plan: ‘we will take care that he (Smikrines) does not come anywhere near the dummy
representing your corpse’ (359ff.).""*

The stage house becomes the stronghold, a kind of fortified bastion for the intrigue,
and only those in the house will have detailed knowledge of the facts: the ‘patient’ will
have to remain shut inside, the women in the house will know of the scheme, Smikrines
will have to be kept away (cf. 383ff.). This may perhaps hint at the concept of the
theatrical backstage: even there everyone may be imagined to be observing what goes on
onstage, with full recognition of the situation on stage and control over entrances, exits,
even the timing of the delivery of particular lines.

Daos creates a new dramatic character for the play: as part of the charade, a witty
impostor will arrive, pretending to be a foreign doctor. Daos asks Chaireas if he knows
any doctor who would foot the bill. Chaireas does not, but suggests bringing one of his
friends dressed and acting as a foreign doctor. We may reasonably expect a charade with
a doctor who does not know his techne properly, something along the lines of Doric

farce.'"”

Daos controls the stage exits and entrances and the movement on stage just as
Tyche was seen controlling them. He even guesses what Smikrines’ movements will be
like when he suspects that all Chairestratos’ property has come under his control:

4 9 b ’
™V T’ oLkiav
~ ’ ’ ’
maoav SLOLKNOEL, TEPLELOL KAELOLA
’” 5 ’ -~ ’ ~
exwv, emPaldwv Tats Bupars onuel’, ovap

mAovtav. (3561t.)

The fact that the slave can manipulate and even foresee the exits, entrances, and
movements on stage, is a visual sign of his control over the intrigue, of being in the

2 Gaiser (1973) 118; Raina (1987) 26-29; Scafuro (1997) 348; Vogt-Spira (1992) 84f.

13 Cf. below, p.51.

14 Gutzwiller (2000) 122: ‘the language of the play encourages the audience to read the creator of the
intrigue, the slave Daos, as an internal version of the comic playwright’. Cf. also p. 128.

15 Cf. Jacques (1998): ‘le médecin du Bouclier n’a rien d’une création originale, c’est le point
d’aboutissement d’une longue tradition.” We know that Antiphanes, Aristophon, Theophilos, and
Philemon all wrote plays called ‘/atros’. See also Arott (1996) 431f.; Gigante (1969); Gil and Alfageme
(1972); Goldberg (1980) 32; Alfageme (1995).
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power to which even his masters must succumb.''® Chairestratos approves of the intrigue
and asks what he should be doing. Daos suggests following the plan and... dying aya67.
roxn.''” The light touch in his speech continues the portrayal of a jesting leading slave.
It also reminds us of another Daos - the one in Georgos, with his witty, naughty, and
jesting conversation with Myrrhine (40f¥).

Chairestratos bids the accomplices Daos and Chaireas to keep the plan secret with
all determination: aAda Tnpelr’ avdpukds / 70 mpaypa (382f.). We may remember that
Daos was earlier labelled avdpoyvvos (242) by the waiter who denigrated his capacity to
do anything serious, daring and masculine.''®

If the doctor is credible, the charade will prove exciting.'' We are left in
anticipation of what the doctor will be like. The intrigue, while still being in preparation,
is presented by the schemers as a very unforeseeable enterprise. They cannot, they claim,
be certain that the ‘sham acting’ will be convincing or that the lines will be delivered at
the right time and with enough impact. The schemers in such a precarious moment give
a semblance of an impromptu play. This sentiment gives vividness to the intrigue, as the
here-and-now show that never existed before this moment. It also addresses the
instability of the dramatic performance as a whole and gives us a feeling that the play is
not a linear event moving from the made-up beginning to the prescribed (compulsory)
ending. The intrigue gives it a sense that the direction can change — even get lost.
Questions are raised about play-acting. Nunc ego poeta fiam, says the schemer
Pseudolus in Plautus’ eponymous play (404). He sees himself as a dramatic poet who
finds the matter in his own inspiration. The protagonist must overcome a serious
obstacle and rely only on his ability. He must count on unexpected reversals of fortune
or accidents. In short, he envisages a real battle to achieve the desired goal. The
preparation for the intrigue concentrates our attention, heightens the sense of danger, and
makes us wonder what the execution of the intrigue will be like. How the intrigue comes
off, and how it fits in the successful plot, is indeed what influences the audience’s
appreciation of the performance as a whole. At the end of Dyskolos Getas says:

elév. auvnobévTes kaTywviouévoLs
ULy Tov Epywdn yépovTa, pLAodpovws
peLpakia, matdes, avdpes emkpornoare. (96511.).

As if the agon (karmywviopévors) and nothing else was of importance in the
summing up of the charms of that play! In Aspis it is the ruse against Smikrines that
likewise should constitute the principal part of the play.

For a similar emphasis on the intrigue in the play, one may compare Eur. Hecuba
(1258). Hecuba seems to forget for a moment the personal calamities she has suffered
during the course of an hour and instead focuses all her attention on revenge. She

16 We can see this graphically in Plaut. Poenulus. Agorastocles, the young master in love, even says:
quando Amor iubet /me oboedientem esse seruo liberum. (4471.) He actually shows this in his movements,
as for example when the slave Milphio suggests Agorastocles should go in the house and instruct
Collybiscus in his role, he says: quamquam Cupido in corde uorsatur, tamen / tibi auscultabo (196f.).
When Milphio wants him out of the house, he will again obey (205-8).

"7 The formula dyaf# oy is not only a humorously incongruous wish before the intrigue. It also hints
at Tyche’s help, acknowledged in a similar context in Sophocles’ tragedy. Orestes in Soph. Electra plans
his own sham death and in the course of his speech mentions the cliché about the working of Tyche in
connection with death when he says: réfvnk’ 'Opéarns €€ avaykaias Toyms (48).

I8 Eor the concept of masculine protection of one's house, see below, 84.

19 Cf. Dysk 889f.: o Iéoedov, / olav éxewv olpar Scatpifav, directly before the revenge that Getas plans on
Knemon. Cf. also Plaut. 7Trin. 819.
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rejoices at seeing Polymestor punished for his wrongdoing, pushing the deaths of her
children into the background of her consciousness. That the play should end with such a
strange emphasis on revenge and a successful intrigue despite all the other sentiments
that this tragedy depicted, is perhaps more surprising to a modern critic than to a
contemporary Greek spectator.

After the choral interlude, Smikrines comes on stage angry with Daos for not
bringing him the inventory of the booty despite asking Chairestratos earlier to send him
over (274f.). Right before the intrigue Smikrines’ remarks must strike the audience as
highly ironic: modd 7’ éuod medpovrike (392). In an offended way, he complains that
Daos did not think much of his order. The reason must be, so he thinks, that Daos sides
with Chairestratos’ household against Smikrines’ interests: Ados pera TovTwv éariv (393).

The audience saw before the break that this is in fact true, much to Smikrines’
harm. It is obvious that the control of information and space that Smikrines aspired to is
lost. Smikrines is on stage alone, the house next door is silent and we expect it to
explode into the charade any minute now.

After Smikrines has voiced his suspicions concerning Daos’ loyalty, Daos, as if on
cue, rushes on stage in frenzy.'”’ In a state of pretended excitement, he runs across the
stage paying attention not to notice Smikrines. The old man must keep at the slave’s
heels if he wants to know what has happened. Just as throughout the play Smikrines
lacks enough information, so now he is shown as trying to get to the source of the facts
and learn from Daos the reason for his wild, ‘barbarian’ agitation.

Daos begins with an invocation of gods, especially Helios. Tragic heroes often
declared their dreams, thoughts, and fears to the Sun-god (e.g. Soph. Electra 424)
because there was no other way of making them known to the audience and someone
else on stage. The poet uses the technique to let others overhear what one would not
have said had he known there was someone else present near him. In Aspis, Daos wants
to be overheard, exactly controlling how much Smikrines hears.'*!

In the report of Casina’s madness (Plaut. Casina 6201f.), styled after tragic laments,
the scene comes without warning; Pardalisca will therefore later have to explain to
spectators what is going on (at 693ff.). In Aspis, the charade was prepared for and
expected by the audience. Perhaps that is why Daos can continue his fooling and teasing
for a longer time than Pardalisca. Unlike him, she immediately answers when the master
calls her.

Instead of veiling his information in decent and serious language, Daos goes over
the top. He uses polished tragic quotations as only a person detached from the
sentiments being expressed here could. The quotations he uses come from the perfectly

120 Bain (1977) 175f. argues that we should not be applying realistic criteria to the staging of Daos’
entrance here. Dedoussi (1986) tries to explain away the absence in the text of any introductory signs of
the fact that the intrigue is about to follow, especially the absence of the comment on the noise of the door.
She suggests this staging: ‘Smikrines could not hear the sound of the door because it was supposed to be
opened only a little and cautiously; then Daos’ head appeared, he looked around, saw Smikrines and
disappeared momentarily. This silent spying could make things clear to the audience before Daos’ sudden
appearance, but now there was no time for Smikrines to comment upon the sound of the door.” Surely the
playwright does not have to have foolproof motivation for every entrance — especially if the coincidence
happens to amuse the spectators or draw attention to the clever weaving of accidents into a well-
constructed plot; cf. also below, p. 124{f.

12l One may compare Menander’s Misogynes 239 K-A, Kolax 46, Epit. 525, 631, Aspis 399, 529, Mis. 686,
Samia 323, Sik. 117, 273, Fab. Inc. 25. In Epit. 631 Chairestratos (?) comes on stage unaware that
Smikrines may overhear him. He very probably laments the situation in the house - where Habrotonon
may have shown some supercilious behaviour — and the invocation of Helios could be then very similar to
that in Aspis (with the only difference that here Daos intentionally wants Smikrines to overhear what he

has to say.)
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familiar Stheneboia by Euripides, and Achilleus Thersitoktonos by the fourth-century
star playwright Chairemon. Aeschylos, Karkinos, Euripides, Chairemon are
acknowledged by name. Gutzwiller (2000, 130) notes that at least one of these lines (Eur.
Stheneboeia fr. 661N?) ‘began its afterlife through an initial use as comic parody.” This
increases the comic element in the charade that pretends to be tragedy.

Vysoky '** maintains that Daos voices the tragic maxims ‘in order to fool
Smikrines and save time for Chairestratos and Chaireas so that they may prepare and
execute the cunning plan’ [my translation]. I suspect that he looks at Daos’ motives from
a very realistic point of view that is perhaps out of place in a scene of hilarious charade.
Chaireas and Chairestratos may equally well be imagined as already following from
offstage what goes on onstage, having had enough time to fetch the ‘doctor’ during the
choral break. The choral break would no doubt relieve any improbability.

Smikrines in Epitrepontes is credited with the knowledge of tragedy by the
charcoal burner: reféacar rpaywidovs, 0id’ 67t, / kai Tadra karéyets mavra... (325f.) This
Smikrines, too, should be aware of the verses that Daos is using. Indeed, the charade is
more hilarious if the fooling is thinly disguised from Smikrines, if the knowledge of the
tragic repertoire — that must be expected of the senex — threatens to make Smikrines
suspicious. And indeed, he is not at first taken in by what goes on around him and he
voices his suspicion: yvapodoyeis, rpiodfe; (414)'2 It is funny how Daos treats the
tragic repertoire. He uses it openly and blatantly, he adds the sources of the theatrical
experience from which he took the lines, some of them highly popular and so the
audience may be perhaps imagined as possessing knowledge of this repertoire. The
element of a long-drawn-out teasing in Aspis is made even more hilarious by showing
that there is a danger that Smikrines will recognize that a tragic show is being performed
for him, not ‘enacted in earnest’ from the point of view of characters. Smikrines is not
stupid and he will not lose his calm easily.

How shall I say it? Your brother is at death’s door.’ - ‘The one who was speaking
to me here?’ (AA. d8eddds - o Zeb, mds dpdow: - oxedov v oov / Tébymrev. M. 6 Aaddv
aptiws évradl éuol; 420ff.) Pedantically put, apriws 421 refers here to a situation some
140 verses earlier (at 278). Indeed, fortune can change quickly in both comedy and
tragedy, but so quickly?! ‘What happened to him?’ Smikrines asks. Daos retains the
superiority that characterizes a trickster and to the series of tragic quotations he adds a
catalogue of illnesses that Chairestratos is allegedly beset by all of a sudden. Smikrines
is terrified (note his oath by Poseidon at 423 that is often used in moments of utmost
shock). Daos ‘consoles’ him with the famous opening line of Euripides’ immensely
popular Orestes: it seems that his pretence will never end but, on the contrary, keeps
increasing.

‘Was the doctor fetched?’” Smikrines asks (cf. 428ff.). ‘No, Chaireas went to fetch
one.” ‘Whom?’ Smikrines wonders with us. At exactly that moment, Chaireas, as if on
cue, arrives with the false doctor. Though perfectly well motivated, such an opportune
arrival at exactly that moment must have an explanation. The only plausible one is that
Chaireas observed the situation from offstage with the doctor that he fetched during the
choral interlude. Of course, complete realism is not the goal and is not even sought
during the rapid tempo of the charade.

122 yysoky (1970) 91.
123 There were impudent Daos’s who, though loyal to their masters, were telling lies and pulling wool over

Beotawy éxpos el. / el 8¢ kai vuvi mhavaws pe... Smikrines could hint at, and play with, such a conventional
characterization of a Daos.
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In Soph. Philoctetes, Odysseus rushes on stage exactly at the moment when
Neoptolemus is overcome with compassion for Philoctetes and deliberates returning the
bow to him (975) - and it gives the impression Odysseus was overlooking the situation
on stage from offstage. As if the character off-stage listened to what was going on
onstage and in an opportune moment burst into full view to partake in the intrigue or
abort it. The sudden entrance on stage of another ‘director’, Lysistrata, at exactly the
moment when the Magistrate is asking about her (430), is a similar example of coming
out after the imagined ‘eaves-dropping from the inside’.'**

The doctor plausibly hurries right into the house so that Smikrines may think he
wishes to help Chairestratos as quickly as possible. From another perspective, this may
be a hint that he still needs to be instructed in what to say before confronting Smikrines.
His words will echo Daos’ list of made up illnesses (339ff. cf. 439ff. and 446)'* and this
supports the idea that also this meaning may be read into his quick entrance into the
stage house along with the other intriguers: Daos and Chaireas (who is again not
acknowledged by Smikrines).

The entrance of Daos, Chaireas, and doctor into the house is ironic and meaningful.
While everyone goes inside the house, Smikrines cuts a sorry figure waiting outside (cf.
Pk. 2991t.). His personality helps the intriguers fool him. He does not want to go into
Chairestratos’ house to see for himself what state his brother is in. He is reasonably
afraid that in that house they may suspect him of hidden and ulterior motives and that
Chairestratos himself would not like to see him anyway after their mutual row. In this
situation, Smikrines is unable to find out the explicit truth, just as at the beginning of the
play, no matter how much he may have wanted to learn what really happened to
Kleostratos, he had to rely on the facts as Daos presented them to him. His anti-social
qualities prevent him now from spoiling the dramatic effect and the intrigue by prying
into the information that must stay concealed from him. He wants to learn the facts and
possess the knowledge that would put him in a better position to judge the situation — but
his character is to blame for the fact that he cannot do what he wants.

When the doctor comes back on stage from the house, Smikrines engages him in
conversation. ‘Is there no chance of recovery?’'?® Smikrines does not want any cheering
up: ‘speak the truth!” The doctor says Chairestratos ‘is not likely to live’ (449f.) But
Smikrines gets more than he wanted: the doctor says something like ‘you’ll never live
the same again’ (458). Does he mean that once this intrigue is over Smikrines will be
doomed to ridicule and contempt? Sham doctors may have tried to lay their hands on
money or any other gain. Philemon’s latros (fr. 35 K-A) may hint in that direction if we
may hazard a guess by one particular line: kat yvAwov Twv’ apyvpwparov. It is intriguing
but unfortunately uncertain whether we should see a connection between a false doctor
and a ‘walletful of silver plate.” If indeed there was such a connection, then the sham
doctor of Aspis gains in depth by comparison with that play and perhaps some other as
well. A doctor would be in a not so unusual role of helping to fool an old man out of his
money - for poetically satisfactory reasons, for once.

124 Regardless of this problem, the situation is similar to what happens in Plaut. Truculentus. The leading
hetaira, all dressed up, wishes that her soldier arrived now that she is ready for him: nunc ecastor adveniat
miles velim (Leo’s text, 481). And, indeed, so he does — at exactly that moment! Of course, he was
expected, but his arrival just then at the right moment with the heraira ready for him, symbolically makes
the courtesan appear as a sort of director of the stage movements of a man subordinated to her. The same
impression could underlie the opportune arrival of Chaireas with the false doctor in Aspis.

5 The list of illnesses that appears in Adespota fr. 910 K-A (mAevpirides, mepimAevpovia, dpevitides, /
oTpayyovplat, Sucevtepiat, Anbapyiar, / eémAmppiar, onmedoves, dAa pupla) may seem to support the
hypothesis that such catalogues were used for a blatantly comic effect within a comic intrigue.

126 1 read odk €ar]wv éAmis ovdeula cwrypias (447) with Austin and Arnott as a question from Smikrines.
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Smikrines remains cold and calculating in the face of the sudden illness that befell
his brother — he even suspects that others behave in a greedy way like himself and are
not lamenting the two sudden deaths. Instead, he imagines them as looting all the
property that they can lay their hands on in the house. This insensitivity psychologically
prepares us for the final stages of humiliation and punishment that Smikrines must suffer.
Of this, unfortunately, we know nothing at all.'?’

In Act IV Smikrines must have learnt of Chairestratos’ alleged death, and possibly
betrothed Kleostratos’ sister to Chaireas. I assume, with Arnott, that Smikrines was at
that time on stage talking with Chaireas. This would give Menander a chance to show a
seeming U-turn in Smikrines’ attitude towards the boy: from indifference to the boy who
was an obstacle to Smikrines’ plans (cf. odx 018’ 6rwe at 177) to apparent goodwill when
Chaireas is no longer seen as an impediment to Smikrines’ greater ambitions. Perhaps he
even added something about wishing the young bridegroom well, giving him the girl so
that he may harbour no hard feelings against him, and so on. All this would appear very
philanthropic if we did not know of his true intentions. Thinking he could easily become
the owner of an even bigger dowry, he will plan to marry an even richer epikleros girl
than Kleostratos’ sister.

Menander seems to have been interested in exploring the humour that comes with
a sudden, sometimes seemingly irrational U-turn in a character’s fortune or behaviour.
Parallels to a barefaced reversal of attitude when the situation has changed can be found
in a Roman adaptation of a Menandrean play, Stichus. Antipho tries to convince his two
daughters that they should leave their absent husbands and look elsewhere for a more
profitable match. When in the course of the play the two husbands arrive back home rich
after a successful business trip, Antipho changes his attitude so completely and
wholeheartedly that it does not escape notice. Epignomus remarks:

nam iam Antiphonem conueni adfinem meum
cumgque eo reueni ex inimicitia in gratiam.

uidete, quaeso, quid potest pecunia:

quoniam bene gesta re rediisse me uidet
magnasque adportauisse diuitias domum,

sine aduocatis ibidem in cercuro in stega,

in amicitiam atque in gratiam convortimus. (408ff.)

Of the ending of Aspis we know little. 527ff. shows lively swearing that may prove
a cook is on stage, but the evidence is not clinching. We do learn of the double weddings
(ytJverar Sumdods yapos 521), 1.e. that of Kleostratos with Chairestratos’ daughter and of
Chaireas with Kleostratos’ sister. Perhaps Daos or some other character who earlier
expressed his frustration may now have voiced something along the lines of
Koneiazomenai:

Aedotdopm’ ap’ o] Sukalws TH TUXNL
ws yap TvdAnY avTYY K Jakds eLpnka mov,

~ s ? ’ ’ s ¢ ” 9 € ~ ’
vov &’ eeowoe p’ ws € Jory’ opdoa Ti.

127 1t may be of some help to compare Onesimos’ poking fun at Smikrines in Epitrepontes, where he can
laugh at Smikrines’ expense because the old man does not know the facts: waxv8eppos foba kai o0, vovv
éyewv Soxav (1114). A similar resolution appears in Soph. Electra, mentioned here because the play bears
many resemblances to Aspis. At 1479f. Aigisthos gains ultimate knowledge: oipot, évvika ToUmos: ob yap
o’ omws 68’ ovk 'Opéarns €ad’ o mpoadwvav eué. It is conceivable that in Aspis Smikrines could in similar
words comment on seeing the two ‘dead’ men come to life.
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Arnott’s interpretation of the lacunose text seems fitting:

‘I've not done right to rail at Lady Luck. I have perhaps abused her, called her
blind, but now she’s saved me — clearly she can see! I really toiled, but my toils
achieved nothing worthwhile. I'd not have gained success without her help. And so
let no one, please, ever be too despondent if he fails. That may become an agent of
good fortune!’

The weddings to ensue must have been seen a resolution of the plot complications
and the tangible proof of victory. It would be a nice (and not uncommon) rounding off of
the play if Daos (as the intriguer) devised some farcical ruse (with the cook?) to punish
Smikrines now that Kleostratos is at home. The person who exacted punishment from
Smikrines may have perhaps concluded it with an admonition similar to what we find in
Dyskolos (960ff.)."*®

This chapter has brought to the forefront of our attention only some of the aspects
that Menandrean plays show in their constantly fascinating interplay of convention and
variety.129 Throughout his production, so far as we can follow it, Menander seems to
have a firm grasp of the overall structure of his play, but also shows a remarkable eye for
details, whether of staging, characterization of individual dramatis personae, or of
implicit communication with the audience by hinting at various levels of, and problems
with, ‘realism’, plausibility and motivation within a comic play.

Aspis, with its neat construction full of mirror scenes, parallel behaviour patterns
and unmistakable dramatic statements on the art of creating a drama, shows that New
Comedy is an intelligent art form that — in order to pretend to imitate life — does not shun
imitating art, tragedy just as other comedies as well.'*° I shall develop this point further
in the following chapters on Menander’s stagecraft.

128 Gutzwiller (2000) 132 note 76, suggests a ‘morally correct’ ending; see also Scafuro (1997) 340-45.

129 Del Corno (1974) 76: “Vielfiltigkeit der Kunst Menanders.’

130 Although I would not go as far as Gutzwiller (2000) 105 who claims that ‘Metatheatrical elements in
Menander stem from the sustained view of his characters that life is like a tragedy.” Or that ‘Tragedy is in
fact a mask worn by Menander’s comedy, and the audience has a metadramatic experience whenever it
focuses on the fact of masking - that is, the duality of the performance and the performed.’
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ll. Conventions in the theatre of life: Menander’s
Stagecraft

The scenic presentation is an inseparable part of the theatrical experience: it ‘is not
an inessential external feature or a gross and incidental encumbrance: it is part and
parcel of the playwright’s handiwork, and is an inextricable element of his
communication and hence of meaning.”’

As I will show below, aspects of stage business are often of vital importance for
the construction of New Comedy plots. It may therefore seem strange that New Comedy
as a genre allows the stage space to undergo minimal variation — conventionally it
represents fagades of two to three buildings opening towards a street. In and out of the
buildings unfolds a domestic story of a (usually) Athenian, free-born family. This fixed
element of the genre is not always bound to arrest the attention because of its very
predictability,” but in fact, plays constantly gain much dramatic interest from unexpected
and imaginative uses of the stage. Well-timed arrivals and exits, coincidental
overhearings, but even costumes, props, and behaviour often significantly shape the way
the plot develops. The tension between a predictable set of stage conventions and a free
use of coincidental and surprising stage business are best appreciated by those who come
equipped with some expectations about the genre, on which such a tension is a
continuous commentary. Much that goes on before our eyes is blatantly arbitrary and
coincidental and the texts are vocal about it. All imaginative uses of stage space make us
ask in the end questions about the nature of New Comedy plots.

If Aristotle emphasized the role of plot over spectacle in arousing pity and fear
(Poetics 1453b) he presumably held the same opinion about comedy, mutatis mutandis.
Menander’s plays follow Aristotle’s favouring of plot — not by neglecting stagecraft, but
by giving it a role to play in defining the plot.

I will take up only thoses aspects of Menander’s stagecraft that suit my argument
and that will move forward the argument of the preceding chapter, showing how the
audience came equipped with certain expectations, ready to have their knowledge of the
genre flattered, questioned and enhanced; how Menander played with them, exploring
his basic technique of surprise against a New Comedy backdrop of fixed means and
resolutions.

I shall limit my analysis especially to the following two broad questions: One way
of surprising the audience watching a play move towards its final resolution is to vary
the speed and rhythm of stage business leading to, or seemingly away from, the
resolution, often with characters voicing complete resignation and acquiescence in face
of adversity. The description of feasts, sacrifices, wedding preparations, and so on,
offers the best dramatic possibilities for representing in concrete terms a resolution to a
play, but the feasting may also serve the opposite context: a character will stop trying to
patch up his domestic situation and will instead attempt to forget about everything at a

! Taplin (1977) 2.

2 1t allows us to use generalizations that are valid for a good number of plays. Cf. Wiles (1991) 44: ‘the
conflict between the two families whose houses are represented by the two doors lies at the heart of the
narrative and thematic tensions of the play. Usually this tension is reconciled when the girl who belongs to
house A is married to the boy who belongs to house B. The tension between right and left is frequently
one of social status.” Bibliography on New Comedy staging is large. A comprehensive treatment of the
physical aspect of Menander’s theatre is Webster (1962/63), (1956) 22-28; Handley (1970) 18-23;
Duckworth (1952) 121-27. Further references in Arnott (2000) 113. New Comedy stage properties have
been studied by Dworacki (1969-70) and (1971).
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feast with friends and a Habrotonon. Feasting offered many and varied dramatic
opportunities and it is therefore no wonder to see it develop into an almost conventional
part of the plot. With its commotion it brought variety to the plays, change of mood and
tempo, but throughout its various uses it stood as a symbol of the resolution of which a
feast will become a part (though it may have originally begun with a different purpose).

The second area (Chapter III) concerns the stage presence of a house as the focal
point of all action. Its presence on stage has accumulated meanings that allow the
playwright to take short-cuts and fall back on such common knowledge or ironize
commonly held assumptions about the dramatic and social nature of an oikos.

Before any such discussion, however, it is advisable to make clear where
Menander and his audience stand.

Interest in opsis

Ancient critics saw theatre as a realistic mirror of life - in its plausible imitation of
what life is all about, and in its ethical example: Cicero may well preserve for us a
Hellenistic view of comedy as a very realistic kind of mimesis, ‘a mirror of life.” In
Donatus (de Com. 5.1) he is quoted as calling comedy ‘imitationem vitae, speculum
consuetudinis, imaginem veritatis.” > The most famous apostrophe that praises
Menander’s art of imitation is that by Aristophanes of Byzantium (7est. 83 K-A) o
Meévavdpe kai Bie, moTepos dp’ vpudv moTEPOV dwepcuﬁoa7‘o,'41 quote these statements to
show that ancient criticism of comedy - even when it used language that might be
expected to have a bearing on the visual representation — in fact consistently talks about
the plot, types, situations, or behaviour. One may perhaps ascribe this lack of aesthetic
terminology to the influence of Aristotle who notably omits éyis from his discussion of
tragedy.’

This may show a remarkable lack of awareness and recognition of drama as a
visual spectacle in critical literature, although it is highly improbable that theatre
practitioners and spectators ignored this aspect. Aristotle himself insists (even if he does
not elaborate on the precept) that a playwright should try to visualize the play in his
mind as he is writing.® More importantly, the sheer number of artefacts representing
drama in antiquity’ may show that the evidence of the critics is misleading for not
dealing with this aspect explicitly. For common people many souvenirs made the
experience of theatre a lasting one. There were poster-like mosaics in wealthy houses,
vases and clay figurines of various quality and price (which would surely conjure up in
the mind a vivid pose of a favourite character) and masks too would probably remind
those who looked at them of a particular character’s typical posture and behaviour on

3 The statement pertains not only to mimesis but also to ethos - a moral concept that a play presents to a
spectator, cf. Richardson (1981) 7.

* Zagagi (1994) 94ff.

> Limiting himself to such cases as the improbable entrance that occurred in Karkinos’ play with
Amphiaraus’ apparently improper entrance (Poetics 1455a). Cf. Edmunds (1992); Marzullo (1980) is a
useful analysis of Aristotle’s reaction against contemporary emphasis on the visual in theatre. See also
Taplin (1977) Appendix F, Blume (1991) 3, 75. Janko (1984), who believes in the Aristotelian authorship
of the Tractatus Coislinianus, sees the deficiency of Poetics ‘remedied’ in the Tractatus, Chapter XV, cf.
ibid., p. 60, 229ff. In non-representational genres, for example rhetoric, the stylistic appeal to the senses
(évapyeia) is fully treated by ancient critics. Zanker (1981) 309 suggests that ‘Hellenistic literary critics
borrowed it from contemporary philosophy and that its use by the Epicureans, with its emphasis on sight,
made it particularly attractive to them.’. Still, it is not the same as a theory of visual experience.

% Poetics 1455a. Aristotle sees competition and spectacle as elements necessarily included for the less
discerning audiences (Politics 1342a).

7 Green (1994) with further bibliography.
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stage. In short, even if the contemporary critics, our only extant texts, do not raise the
topic of the visual representation (and its importance) and do not operate with terms that
would show them as giving importance to this aspect of theatre, it does not necessarily
mean that the spectators were blind to it in the whole scheme of the play. The artistic
representations must have somehow helped to define and shape the audience’s concept
of a ‘performance.’

Judging by archaeological evidence, we may well suppose that from its beginnings
Athenian comedy showed a great interest in representing visually striking exotic or
fantastic creatures; anything, in short, that could grip an Athenian spectator watching the
performance.® On an ideological level, the Great Dionysia was an instrument of self-
promotion for a choregos who provided ostentatiously extravagant funds for lavish
costuming and the overall production.” During the Great Dionysia in particular, the city
of Athens was on show, having carefully prepared a self-representation that the
Athenians themselves wanted to show their visitors. The plays were not merely cultural
products; the stage may be likened to the focal point of social life, an agora.'® In the end,
performance was about cultural and ideological prestige and it is very nearly impossible
to draw a line between the extra-theatrical and artistic motives - in both comedy and
tragedy of the fifth century."’

Aspects of stagecraft must have been at the centre of a lively and open debate
among theatre practitioners, with the comic genre by its nature most vocal about it.
Aristophanes, when criticising Euripides, includes a criticism of Euripides’ stagecraft on
both cultural and ideological principles. He thinks that Euripides sins by presenting on
stage ‘inadequate’ gestures, props, or costumes. Who in Ranae could better voice such a
criticism of practical stagecraft than Aeschylus, an epitome of a different, grander, style
of theatre:
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Setting aside the political dimension of the criticism, in terms of dramatic
construction, Euripides is shown to be an example of a playwright who used visual signs
in a novel, striking, and potentially threatening way, but also in a ‘cheap’ way, trying to

8 Green (1994) 28 ‘On the early vases we never see normal Athenians: they wear strange garments or
headgear, they ride strange creatures like ostriches or dolphins, or they represent non-human creatures like
birds or even rivers (we have literary evidence for Cities and Islands).” Stone (1980) 376: ‘The choruses of
Old Comedy provided the playwrights with their best opportunities to present original and spectacular
creations on the Athenian stage: much of the expense involved in comic productions came from the
costuming of the twenty-four chorus members.’

° Henderson (1990) 290.

19°Cf. Arist. Ach. 719, 729. The old Agora may have had a long connection with performances: Kolb
(1981).

" Of course one must bear in mind that the Great Dionysia probably differed in this respect from the more
domestic Lenaia.

12 Cf. also Ach. 412: ra pdxe’ ék Tpaywdias.



41

elicit through them all too easily emotions that should stem from plot (Aristotle’s Poet.
1453b seems to be implicitly attacking Euripides for this).

What proved to have a great impact on later Comedy was Euripides’ very effective
stress on the discrepancy between the appearances and reality. Euripides can develop in
his plays a dramatically effective philosophy based on the insecurity of perception, and
its social implications in misjudging a person’s character." It must have represented a
part of a social trend of frustrations with discrepancies between status and true nobility
of character. The Old Oligarch, a fifth-century voice complains that he can no longer tell
by clothes a free-born from a slave.'

One example will suffice to show what Aristophanes means and how influential
Euripides’ toying with the visual symbols was. In Helen, the playwright presents on
stage Menelaos, a great commander but now a shipwrecked general who had to avoid
the gaze of the public because he felt ashamed to be seen in his pitiful state:
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His state that was to be carefully hidden from the eyes of Egyptians is shown with
almost metatheatrical explicitness to the theatre audience. Euripides gives thereby voice
to the sense of discrepancy that the spectators themselves must have felt at seeing a
character of heroic stature in an unusually pitiful state wearing only tattered rags. The
dramatist was here playing with concepts of Greek culture related to the visual
representation. Beaut?/ and ugliness complement a description of a person’s pattern of
behaviour and status.” In drama, this must have been represented by suitable masks and
especially lavish costumes. Euripides, however, does away with all the splendid clothes
and ornaments that once belonged to Menelaos. As if to forestall questions from the
audience accustomed to a more heroic representation of the general, he says the sea took
all the past splendour away!

His miserable clothes clearly shape the others’ attitude and expectations of
Menelaos’ behaviour on stage. Euripides shows that a dramatic character is in fact

' Appearances were associated with character already in Homer, cf. Bernsdorff (1992) 115ff. Equally,
from Homer onwards, we are reminded that there are discrepancies (e.g. //. 3.39ff.). the contrast between
appearance and reality is of universal theatrical interest, found in dramatists other than Euripides: Seale
(1982) 23 sees it as ‘fundamental to Sophocles’ way of looking at tragic situations’.

"4 Ps-Xen. Const. Athen. 1.10: €l vépos v Tov Soddov Umo Tob €devBépov TUmrestal ) TOV wéToikov 3 Tov
amedetbepov, modddxis Gv olnfels elvar ov Abnvaiov 8obdov émdrafer dv: éabira e yap ovdev BeAriwy 6
S7pos adTob 7 ol SobAot kal ot péTotkol kai Ta €L87) ovdev BeATious elatv.

' Greek heroes need to be beautiful. Homeric heroes are clothed in «580s by a particular god to achieve
what they will, to impose authority and to show that they are above the common crowd. The beauty of a
Homeric hero is an aristocratic statement nicely interwoven into the pattern of ‘visual’ poetry. Conversely,
there is gratuitous ugliness in the description of a particularly unpleasant - unaristocratic - character, such
as Thersites, whose low social standing, irritating behaviour and physical features go hand in hand (cf.
lliad 2.216-19 for the description of his physical features).
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unrecognisable from his outward appearance and that his social position can change too
easily in a short span of time. Ann Pippin summarizes this aspect of the play:

‘The language, the plot, and the very form of the Helen all have been made to
express this tension between what is and what only seems to be. Every character
suffers from some misapprehension of the truth’'®

Because of his lowly appearance and clothes, the old woman who answered the
door did not treat him as would befit his social position but drove Menelaos away from
the palace gates as if he was a beggar (évfev domep mrwyos éénlavviunr, says Menelaos
later at 790). Helen learnt from Theonoe that her husband is somewhere near the island
shipwrecked. She longs for his arrival, but when she spots Menelaos, she cannot
recognize him owing to his outward appearance:
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She believes the lowly man in front of her is dangerous, and that he apparently
wants to drag her to the king. When Menelaos protests he has no such intention, she
explains what made her think of him in such terms:

ME. 00 kAdmés eopev 008’ vTNPETAL KAKGV.
EA. kal pmv otodnv ¥’ dpopdov apdi owp’ xets. (5531))

Menelaos’ clothes make him unrecognisable even to his wife. Only after calming
down can Helen notice the striking resemblance of the pauper to Menelaos.

ME. ‘EXévne o Spolav 87 padior’ elov, yivad.
EA. éyw 8¢ Mevédea ye o’ 008’ éxw Tt pid. (5631.)

The problem of not knowing when one is seeing correctly moves through the
entire play. Helen herself will have problems persuading Menelaos that she is really
none other than his wife: her husband will find it hard to believe her (and his eyes o0 mov
Ppova pev ev, 70 8 dupa pwov vooel, 575).

Menander was obviously influenced by this tension between appearance and
reality.'” One fragment of Georgos comments on it as follows:

1 1.e. every one except Theonoe. Pippin (1960) 152. See also Wiles (1997) 169f.

17 Magistrini (1970) has some good comments on ‘il gioco delle apparenze, tipico di Menandro® (104).
The conflict of appearances and reality features large as the dramatist’s stagecraft tool for moving the
plots ahead: sometimes it is developed to such lengths that even seeing a crime ‘with one’s own eyes’ is
not enough to discover the truth. Leaving aside the theme of mistaken identity, there are plays where it is
the very act of spotting some scelus with one’s own eyes that is eventually shown to be a mistake: Ge.
actumst. So. eloquere obsecro te quid sit. Ge. iam . . So. quid “iam,” Geta? | Ge. Aeschinus . . So. quid is
ergo? Ge. alienus est ab nostra familia. So. hem / perii. quare? Ge. amare occepit aliam. So. vae miserae
mihi! | Ge. neque id occulte fert, ab lenone ipsus eripuit palam. | So. satin hoc certumst? Ge. certum,
hisce oculis egomet vidi, Sostrata (Ter. Ad. 325ft.). In fact none of what Geta suspects is true. Plaut. Miles
Gloriosus 288ff. has a whole comic scene revolve around what a slave saw (and he was right) but he is
made to believe he saw wrongly: SC. atque ego illi aspicio osculantem Philocomasium cum altero / nescio
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The ethical discourse here is as lively and relevant as in Euripides.'® However, it is
Dyskolos that allows us to watch the contrast between appearance and reality developed
into an important element of the dramatic structure. By Menander’s time comedy
worked with more or less conventionalised and recognizable character types. Playing
with aberrations from the expected behaviour of a conventional dramatic persona seems
to indicate the dramatist’s conviction that there is more to a character than an external
description — he often changes the characteristics of his types following this effective
technique of a contrast between outward appearance and the true character.”

Act Two of Dyskolos begins with Gorgias and his slave Daos returning from the
fields. Daos has informed Gorgias that a certain young man approached Knemon’s
daughter, very probably with his mind set on something scandalous. During their
conversation, Sostratos, the young man in question, comes on stage:
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It is noteworthy that the first mention goes to Sostratos’ chlanis — a mark of a well-
to-do young man who has the time to spend his days in lazy mepimaroc. Gorgias is class-
sensitive and it could be that the chlanis shaped his impression of Sostratos and his
intentions. Just like Helen, in order to correct his opinion he needs to overcome his
distrust, come nearer and talk to the person he misjudges (3151f.).

This strategy will be tried later on Knemon but the old man, distrustful of everyone
except farmers, will not allow them near himself. How could one then possibly explain
to him that the young urban man in a chlanis is a suitable match for his daughter?
Gorgias rightly remarks oe 8’ [ayovr’ av] t8ne / axoAqv Tpvddvra 7°, 008’ 0pdv y’ aveéfeTar
(356f., and cf. 363ff.). If Knemon sees Sostratos helping Gorgias with the digging,
instead of standing idly by in his chlanis, he may be persuaded to listen to Sostratos
thinking him a poor farmer like himself: voploas adrovpyov elvar 7@ Biwe / mévnr
(369f.). And indeed, when at long last Sostratos is allowed near Knemon (in itself a
difficult task), the old man goes by visual hints in the appreciation of Sostratos’

character:

0.  mpooee av.

b) ’ ’ ’ b \ ’ 3 ’
KN. emkeéxavrar pev. yewpyos eori; TO. kat palX’, o marep:

quo adulescente. PA. quod ego, Sceledre, scelus ex te audio? / SC. profecto uidi. PA. tutin? SC. egomet
duobus his oculis meis. / PA. abi, non ueri simile dicis, neque uidisti, etc.

'® There is of course much talk about true virtue — in an age when values underwent severe scrutinizing. Cf.
Heros, fr. 3: éxpiv yap elvar 70 kadov ebyevéararov, / Tov élevbepov 8¢ mavraxod ¢povelv uéya. A Sik.
fragment (fr. 2) seems relevant but its context is unclear.

' Cf. Arnott (1964) 111.
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ov TpuPdv 008’ olos dpyods mepLTaTeLy TV HUépav. .. (753ff.)*°

Euripidean influence on Menander’s dramatic technique is here clearly traceable.
A rich man may be a rascal (that is Gorgias’ initial sentiment when he spots Sostratos), a
poor man may be noble (as Gorgias is throughout: 321ff., 723ff.) and a truly noble
person does not change even if the circumstances happen to change.”!

Stage as an ambiguous picture

With gross generalization we may contrast Aristophanic political comedy and
Menandrean domestic drama as a difference between a political memorandum placed in
the agora to be seen by all, appearing the same no matter at what angle one is looking at
it. By contrast, Menander’s drama gives an impression of a picture that needs to be read
only from a particular angle to be intelligible. What goes on on stage does not look the
same to everyone, the interpretation may difer depending on where an onlooker is
standing, whether he is blinded by mistakes and biasses, and so on. Knowledge is
problematised, as is the proper ‘reading’ of what one sees.

For my purposes the most obvious self-referentiality of a stage tableau that we find
in a text of comedy itself, and one that may well reflect the experience of an ancient
audience as well, comes from Plautus. Mostellaria shows Tranio standing between two
old men, Theopropides and Simo, as they all look at Simo’s house but only Tranio
knows what he is doing. For the spectators’ benefit Tranio sneaks in a remark about his
own situation on stage (832ff.):

Tr. uiden pictum, ubi ludificat una cornix uolturios duos?

Th. non edepol uideo.

1r. at ego uideo. nam inter uolturios duos
cornix astat, ea uolturios duo uicissim uellicat.
quaeso huc ad me specta, cornicem ut conspicere possies.
iam uides ? (Plaut. Mostell. 832f1tf.)

The scene continues in this vein until 840. Those who stand in the picture cannot,
of course, see it; but Tranio who is in control of the scene can see things from a
perspective - as if from that of the audience. The situation in which Tranio finds himself
is likened to a picture and indeed, like a picture, it has a comprehensible meanin%, that
can be ‘read’ if one steps aside to see not just one detail but the whole thing.”* The
simile that likens the stage situation to a picture could well have been in the Greek
original by (probably) Philemon. The picture in which Tranio stands can only be
properly seen from a certain angle, and not by all in the same way.

20 Strictly speaking, Gorgias does not need Knemon’s approval any more and can let Sostratos marry the
girl without asking the old man. He does, however, seek Knemon’s consent and presents Sostratos to him
as an industrious young man worthy of Knemon.

2l Cf. Demeas’ dig at Chl'ySiS in Samia: (AH) KaiTou *n'pbs‘ g,u,’ 1;)\665‘ evfade / ev 0LV80V[T?7L, vacn'—
pavldvers; —mavy /Arée.. Samia 377ff. Demeas contrasts Chrysis’ earlier position and her current status,
that she is about to lose (cf. Sik. fr. 3). Clothes show his generosity: she came to him in ‘plain linen dress’,
now Demeas orders her to take all her belongings, he even adds some servants for good measure. But rich
dress often symbolizes a vile courtesan with many suitors (cf. Ter. Haut.. 247ff.). A truly noble character
does not change, however, whether faced with good or bad fortune. Chrysis is such an example. Demeas’
mention of her clothes however, seems to imply that with luxury she changed and even went so far as to

seduce Moschion.
22 Those who fix their eyes on one thing only are the easiest to trick: Asp. 326f.
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In an uncomplicated way it conceptualizes the aspect of ignorance and delusion
that often motivates the plot and flatters the audience’s superior knowledge.

The plays derive much of their dramatic potential from the irony of some
characters not being able to read the picture properly. Characters are driven to their
tether’s end only because of an excellent and imaginative use of the stage that causes
them to make misjudgments and mistakes, no matter how rational such errors may seem.

Clarity of vision, or lack of it, often start the play’s complications, such as in Aspis.
Smikrines asks directly whether Daos saw Kleostratos among the dead soldiers. év 8¢
Tols vekpols / memrwkor' eldes TovTov; (68f.). The problem is, Daos had a limited view
(adTov pev oagds / ok v émyvavar, 69f.). He could only see his master’s shield and
naturally believed that the already decaying body beneath (with the face bloated beyond
recogmtlon) was Kleostratos. In Perikeiromene the visual mistake likewise begins the
play.” Polemon’s slave spotted Glykera and Moschion embracing in the doorway and he
immediately reported to his master without trying to discover the truth.

Daos in Dysk. sees a young boy coming from the ‘incriminating’ space, Pan’s
shrine. Drunk revellers often rape free-born girls in the New Comedy world during a
merry festival or party and Sostratos’ coming out of the shrine looks too similar. He
rushes to the girl, talks to her, then is seen sighing like a typical lover and repeating
aloud his resolution to go and engage his slave in this business, hoping everything will
be all right (213ff)). Daos’ visual mistake (Sostratos does not intend to seduce the girl)
will constitute the first complication in the love-theme of the play.**

Talking about seeing

We must stop to dlSCU.SS an obvious problem of reconstructing ‘what’ it is that the
spectators actually saw.? The problem will turn out less troublesome than with genres
where action may easily stray away from words and where reconstruction is therefore
rather elusive.

The spectacle that is (for example) grandiose or incongruous may quite easily
overshadow the only part of a play that has come down to us — the lines of text spoken
by actors. Where stage action becomes too independent of the lines of preserved text —
and we cannot a priori exclude this possibility for Menander’s plays - our appreciation
of the elusive event of a performance must be necessarily defective. We must be aware
of this danger — more so because of the famous anecdote about Theodorus who
apparently always appeared on stage first, not allowing anyone else to perform their
parts before him (Arist. Politics 1336b). Aristotle laments that at present actors have
greater influence on the stage than the poets (Rh.. 1403b) and the underlying assumption
is that gratuitous flattery of the spectators and unnecessary entertainment for the crowds
sneaked in during performances. We also know of fourth-century trends to pep up tragic
performances with unnecessarily lavish productions and perhaps corresponding acting
styles.”

However much we may wish to visualize the action, the actor’s movements,
gestures or voice, we are left with the often ambiguous words only. Still, I do not wish to
sound sceptical because I believe that we need not exaggerate the role of the scenic
‘theatricalities’ (in the sense of mere embellishments separated from the action) in the

2 In cases where it does not serve this plot function, the mistake is quickly over, as for instance in Mis.

6171t
' The errors stemming from seeing and hearing are put to an effective use in Samia, see the discussion

below, 96.
2 Wiles (1991) 9ff. discusses the relationship of a text to performance.
26 Cf. above, 4.
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case of Menander. The play texts tell us a lot about his working methods and support the
view that he was fond of dramatic economy, and that he uses only sparingly dramatic
effects that do not move the plot further. It is therefore probable that his stagecraft was
similar to his playwriting methods. In that case, most of what needed to be seen by the
spectators was connected with the plot. And much information about stage movements
was implied by the actor’s words.”’ In his economical handling of the plot, he does not
seem to me to have striven for a stage full of theatricalities without meaning in the
overall dramatic plan. Rather, he seems to be putting greatest emphasis on using to the
full the possibilities offered by the bare skeleton of the stage houses, variously motivated
or accidental entrances and exits, and the characters’ communication on stage. As such, I
do not think we are groping in the dark when we try to elaborate on his stagecraft skills
and working methods.

In general, it seems that Menandrean characters need to refer to the visual aspect of
what is happening less frequently than Aristophanic heroes because it is much more part
of their everyday experience.”® However, there are problems with the reconstruction of
the acting when we have very little to go by in the texts. Thus, to give a simple example
of the relationship between text and stage, we cannot know precisely how the actor
playing Smikrines’ part in Aspis enacted at the beginning of the play the character’s
interest in the newly-arrived booty lying in front of him, and at the same time
dissimulated his interest (89f.). Throughout the play he is constantly self-conscious and
aware that others find him greedy (cf. 149, 433ff, indirectly at 394ff.). He may therefore
take enough care not to reveal himself too obviously. On the other hand, subtleties
during exposition cannot be easily understood and so would achieve nothing. In cases
such as this, a modern director may apply his own vision and artistic preferences and the
production need not suffer either way. It is then clear that elusive individual productions
cannot be the goal of this analysis. We must do with what we have: the bare text.

In this particular case it does not help us much. Tyche describes Smikrines’
behaviour only vaguely (o yépwv 8’ o mavr’ avakpivov apriws..., 114) avakpivev is no
more than a neutral allusion to Smikrines’ role in the expository dialogue with Daos,
closely interrogating Daos and enquiring about the details of Kleostratos’ death.” Daos’
reaction seems more revealing. He may be hinting at Smikrines’ behaviour on stage
when he suddenly remarks, as if in answer to Smikrines’ prying into the boxes on stage:

€ ’ s y ? ~ ’ 1
wpatd’ eveor’ evravbfla, yAapvdes: TovTove

27 Cf. Arnott (2000) 114. But such information was less explicit than in Roman dramas: Bain (1977) 153
comments on the absence of ‘stage-directional’ phrases in Menander in comparison with Plautus and
Terence, cf. also 135ff., 177ff.

28 Mostly, the visual aspect is pointed at only indirectly. However, besides the examples mentioned
already, cf. also Dyskolos 656ff. and 690, Samia 532ff. (though here Nikeratos refers to what he saw
inside his house). We find, not surprisingly, most textual evidence for representations of the most extreme
passions: crying, tearing one’s hair and beating breasts (4sp. 227f., 344 about off-stage action; Dysk.
673ff., Samia 406ff., Sik. 2191f., 359f., Epit. 892ff.); for mania and its symptoms such as shouting and
talking to oneself while walking at top speed, rash reactions for no obvious reason and out of the blue
(prime examples being Knemon in Dyskolos, Demeas and Nikeratos in Samia). Fear and trembling are
also common. Voice and gesticulation undoubtedly supported the portrayal of strong emotions. The
Mytilene mosaics, if they represent acting styles of any period at all (for which see Csapo (1999)), show
that raised and extended arms often accompanied astonishment and lively gesticulation is often vividly
represented in them. Ghiron-Bistagne (1971-74) 247: ‘i gesti delle braccia o della mano. ..erano molto
importanti nell” arte gestuale, come nella vita quotidiana.’ There is a steadily growing literature on acting;:
see esp. Handley (2002); Green (1997a,b; 2002); Csapo (1993); unrelated to Menander, but relevant for
Latin New Comedy is Dodwell (2000) and Graf (1991).

¥ Cf. a similar context in Georgos 67.
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TOV dxAov opdcs olkelov. (88f))
But Smikrines immediately denies being interested:

ovbév pow péder
ToUTWY" €kelvos Gpele {Hv. (891))

This is all we have and it does not help us see just how humorously Smikrines’
interest in the booty and a hurried denial of any interest whatsoever, were staged.’® We
should note, however, the very early mention of Smikrines’ name from Daos’ mouth
(line 20) that must have prepared an audience familiar with the connotations of the name
for a humorous exploitation of his ambiguous behaviour on stage. Because he is named
so soon, the audience will not be disturbed by the character’s ambiguous reactions. It
seems that the name, conventional for the genre, will help explain the humour of
Smikrines’ remarks (e.g. at 33, 48, 62, 82ff) and his flustered denial of any interest in the
booty. Without the awareness of the significances of the name, Smikrines’ actions would
have to be exaggerated in a modern production; in Menander’s theatre they could have
been subtler — the name itself, and some mildly phrased action and remarks would be
enough for a well-attuned audience.

In stage terms, then, Menander can achieve surprisingly much with very few
means thanks to an elaborate delineation of his plots and characters and, equally, thanks
to the use of familiar material.

Another example is from Dyskolos: since Knemon was introduced and in a
sustained manner presented as a misanthrope flying off the handle at the slightest
provocation, the sacrificers who come on stage in Act III need not create an
unnecessarily rich stage scene for Knemon to go completely mad at them.

The text is again an inadequate guide to what goes on on stage at that time. When
Knemon, who is used to the full control of space around him, is driven onto the
periphery of the stage by the busy and noisy sacrificers, this scene could have been acted
out exploiting its fullest comic and scenic potential. Knemon is a hard-working agroikos
who loathes leisure and crowds in his way. If the stage then becomes full of sacrificers
ignoring him and going at their own pace about approaching Pan (with loud music),
Knemon’s outrage at being disturbed must have been good theatre. Whether it was
played to the extreme, with the happy sacrificers molesting Knemon, or whether they
just walked into the shrine, is difficult to say from the preserved text. On paper the scene
is short. After the disappearance of the chorus Knemon comes on stage talking back to
his maid servant:

KN. ypad, v Bpav kAetoao’ avorye pndevt,
(14 n » ~ 1 Al ’ ’
ews av €éAfw Sebp' eyw maAww okoTOUS
éoTac 8¢ ToDTO TAVTEADS, WS olopal.
<MHTHP> I1Aayydv, mopevov Barrov: ndn Tebukevar
nuas é8ec. KN. TouTl 70 kakov 7L BovleTal;
’
oxAos Tis. dmay’ és kopakas. (MH) avAec, Iapbeve,

30 There is preserved a peculiar fragment ‘EX\uis, ok IBypis: (fr. 2) referring to either some wares or
women. Was it part of a now lost situation where Smikrines perhaps showed some interest in the captive
girls (cf. maidiokas, 141)? 1 would not go so far as to claim that he was showing a lecherous interest in
them after the fashion of the more explicit senes libidinosi found elsewhere. But surely, such a production
would become ironical in the face of the later developments of the plot when Smikrines will try to lay his
hands on the ma.8/gxn promised to the much younger Chaireas.
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Havos: owwmie, dact, TodTwe Tde Bede

ov 8et mpoaiévac. (TE) v AL’ ameadifnré ye.

<KN>*' g ‘Hpaxdes, andias. <TE> kabnpeba

Xpovov TogobTov Tepuévovres. (4301F.)

A director may focus this stage action around Pan’s altar on stage (cf. ov7os... o
I[Tav 311) with the sacrificers’ equipment cluttering the stage and standing in Knemon’s
way. No one pays attention to the old man; Getas’ own irritation at the sacrificers’ long-
overdue arrival is a nice foil to Knemon’s indignation. The scene is soon over, and more
than the temporary chaos it brought about, it is ultimately Knemon’s change of plans
that holds our interest. The mere presence of the sacrificers made the old grouch stay at
home and disrupt his schedule (and Sostratos’ plans). All we may say about the scene is
that Menander did not develop (into words) Knemon’s collision with the sacrificers, and
so they probably did not occupy the stage for a long time. That is, if we believe that all
communication on stage was put into words.

The text does allow at least an intimation of the way Knemon’s shock was acted
out — he was at first turned to the house, giving orders to Simiche and so the shock of
what he suddenly saw on stage must have been all the stronger and well exploited by the
actor. It bears resemblance to Knemon’s first appearance on stage, obviously a dramatic
high point. He was absorbed in his monologue about people molesting him everywhere
(delivered either in the spectators’ direction or just for himself), then he suddenly turns
towards his house and finds right before it yet another nuisance of a man!

Inszenierung and the plot

Menander’s was a realistic mode of representation and this obviously influenced
scenic arrangements. A well-wrought plot, economical, smooth, and plausible, imposes
its own rules of stagecraft and mimesis. Thus, as already noted, irrelevant or
uneconomical ‘theatricalities’, for instance, can hardly be representative of his theatre;
rather, the visual aspect of his dramas will be tightly linked with the plot.

The limits of free will: movements in stage space

Stagecraft shows that characters’ achievements depend on uncertain, accidental,
sometimes humorously inconsequential action that almost makes them into puppets, who
even in their most deliberate actions are strictly bound by their environment.

It is as if a given play was not in the hands of its characters, but some higher
powers — playwright, Tyche, Agnoia, or a blind coincidence created by movement in a
claustrophobically enclosed stage space. The audience are at the same time flattered with
being provided more information than the characters, but they are also misled by false
beginnings, when the accidental takes over.

It is one of the more ironic ways of developing the plot by letting a character start
on some action (seemingly leading towards a desired resolution) and then suddenly place
in his way unexpected obstacles or distractions. They are briefly discussed by Frost who
is attuned to their dramatic importance.3 2

31 In the Oxford text; much better to take it with Arnott as Getas’ remark.

32 Frost (1988) 15: ‘The visually impressive scene which results when a movement to depart is interrupted
by some unexpected external intervention is used to grip the audience’s attention and to introduce an
important episode.” Of his examples (ibid., note 102), Dysk. 1811f, 269ff., Epit. 364ff, Sik. 169 are relevant
for my discussion.
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One of the most obvious examples is found in Dyskolos. Sostratos plays an eager
lover who attempts to win the girl he loves as soon as possible, preferably on this very
day. After experiencing Knemon’s outburst, he realizes he must rush and fetch his slave
Getas who is sure to master the old man. But just when he starts on his journey, the
object of his love comes out on stage and Sostratos stops distracted in his tracks:

\ \ ’ A ? ~ ~
TO LEV XPOVOV Yap EWLTOELY TOL TPAYLATL
» 8 ’ ’ s 3 ) ’
amodokipalw. moAX’ €v nuépar pwiat

yévorr’ av. adda T Bbpav mémdnyé Tis. (Dysk. 186ff))

The girl who makes Sostratos act becomes ironically also a delaying technique that
stops him from taking action and their meeting will eventually cause the play to move in
an unexpected direction. There are some examples that escaped Frost’s attention, or he
did not enumerate them because they are less clear:

The first concerns the situation on stage at Dis Exapaton 29f. Handley (=Sandbach
18f.):

aA’] 787 [pe] Set

xwpetv €’ Jexetvov[.adX’ 6pé yalp tlovrovi

The corrupt text can be read in two ways: either éxeivor (30) is to be taken as
meaning Sostratos’ father, or it may mean Sostratos’ friend whom he is on the point of
confronting (and who would probably clear himself and dispel all misunderstanding).
However, Sostratos’ father suddenly appears and Sostratos will part with the money he
was originally planning to carry to his courtesan.”® Under such a reading, the arrival of
Sostratos’ father was an all-complicating circumstance that will necessitate a completely
new intrigue to win money from him.

Dyskolos 255f. is another interesting scene:

\ ) ’ ’ \ ¢
AA. pkpov &’ emioyes: ov paTny yap mKopev,
3 t o 3 3 s ’ ’
aAX' woep eLmov €pyer’ avakappas waAw.

What does emioyes refer to? Would the slave interrupt his master’s lecture on
Daos’ duties towards the family’s next of kin? Daos did not accost the boy when he saw
him talk to Gorgias’ half-sister and now Gorgias says how Daos should have acted. But
in the middle of his lecture Sostratos himself appears on stage again, and so it may be
that Daos just stops his master and points at Sostratos.

I find it more attractive to accept Kassel’s conjecture for line 247 xogwpe]v. It goes
well with Daos’ terror expressed after the lacuna. Would Gorgias now be trying to knock
on Knemon’s door and call him out to talk about the protection due to Knemon’s
daughter? In that case, Daos would be relieved to see that Sostratos comes on stage in
the nick of time and the dreaded knocking at Knemon’s door would not be necessary.
Daos’ terror in such case could have been enacted, with the humorous relief when
Sostratos is shown to appear.

Basing his conjecture on just one word ].yaorv[, in Samia 119, Armott in his
edition (Loeb, vol. iii, 37) guesses that ‘Demeas would have delivered a short
monologue, perhaps indicating at first an intention to visit town (cf. v. 119), but then
changing his mind and exiting into his own house when he saw some tipsy revellers

33 Cf. the discussion by Handley in his text (POxy 4407) on line 30, page 31.
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approaching along one of the side entrances.’ It does not seem very plausible, though,
that Demeas, just before his door when he returned home at long last, would deliberate
going off to the city straight away.

The technique was common enough. Its pattern even featured in an exposition of
facts preceding the opening of the play in Georgos:

€ ’ b 3 ~ ’
[ Je o pepariokos év dypin Sieréder,
b4 ’ cr
eTuxe TL] oupPePnros o w’ amoddAexe
? ’ 3 ’ b \ ~ ’
amodn]uov eis Kopuvbov émi mpaéiv rva

KaTLwv 0]7o viKkTa yvopévous érépous yapous (4ff))

This was not shown, but the narrative resembles the discussed pattern: the young
man, intent on talking to the girl’s brother was prevented by his father’s sending him to
Corinth first! On his return home his father was again quicker and the boy finds an
unwanted wedding that will complicate his life.

Itonies of plot suggested by a stage image

A clever and unexpected use of stage space may give a sense that the direction of
the plot can change almost arbitrarily. Such stage effects are primarily good fun, but I
believe the sense of arbitrarinesss is deliberately created also to mock the genre’s own
conventions, as if to present life in its variety seemingly without regard for the
constrained genre that cannot do otherwise but move towards the predefined ending.

Sometimes one step in the wrong direction could threaten that the mistake would
become cleared away prematurely, and the play may humorously laugh at its own
cleverness of standing on the brink. If they are not just curiosities for a moderately
attentive reader, such situations may prove that the plot was to be viewed not only as a
one-time only linear development, but that as the spectator’s knowledge grows, he is
asked to review the humour and irony of the previous situations. Examples of this
dramatic cleverness are not difficult to find:

Sostratos’ indignation at his girlfriend’s imagined perfidy in Dis Exapaton is
staged as hesitation about what he should do: he moves towards the hetaira’s house to
meet her, but suddenly checks himself: e[mav]ayle, X]worpare: / lows oe meioer (23
Handley) — he wonders if he should go to see her or not.>* After some deliberation, he
decides to hand the money he has brought to his father who appears on stage. (Whether
the father came across a Sostratos already intent on handing over the money or whether
he was still deliberating whether to go and see his friend is difficult to judge from the
text, as [ mentioned above.) The lover’s antics in front of a loved one’s door gain a high
relevance for the plot, for they seem to mock the thin line between wrong judgment and
truth that is not far removed. Inside the hetaira’s house Sostratos would have quickly
found the proof that his friend was innocent and that the money would be better spent
here than in his father’s house.”

34 Plautine Mnesilochus’ monologue (Bacch. 500ff.) lacks the subtlety of moving towards the hetaira’s
door and stepping back. Instead of Sostratos’ visual hesitation Plautus offers his audience a Mnesilochus
full of verbal hesitation and mapa mpoadoxiav jokes.

% For this technique, cf. also Ter. Haut. 160-7: Menedemus refuses to take part in the festive mood of the
Dionysia (162) and refuses an invitation to Chremes’ house (where his son is, as we quickly learn from
Clitipho: apud nos est 181f.). If he had entered the house, the play would have moved in a different
direction. Cf. a similar paradigm in Eunuchus 534ff.: Chremes refuses to enter Thais’ house and wait there
for her while she is away - in the meantime his sister is being raped. 1 am not saying that his entrance
would have saved his sister but I draw attention to this feeling of ‘an occasion having been wasted’ that
the audience get when their knowledge of the plot has advanced.
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A stage image can be used in a subtler way to forward the plot. Again, with the
impression that the scheme is chosen by accident, as a scene from Aspis will make
obvious. Chairestratos, after a conversation with his brother, shows his utter helplessness
and frustration because he cannot marry Chaireas to the epikleros girl. He wishes to die
and collapses near the doorway. The exact staging is not clear, but he must have
stumbled into his house while Chaireas speaks his monologue (284ff.).”® Daos then calls
him back on stage and Chairestratos must have come out supported by his attendants. He
probably sat down (or was wheeled out on an éxmﬁm\np,a3 7). There is a vertically ‘low’
Chairestratos and visually ‘higher’ Daos and Chaireas. Elderly freeborn men on the
comic stage usually do not plot. It is Daos who will think of an intrigue to fool
Smikrines, and Chaireas will help him by suggesting that they engage his friend’s help
and dress him up. Chairestratos, however, should not be assumed to be one of the
instigators of the scheme - especially if the scheme is to be directed against his brother.
Menander gets around this moral dilemma with typical economy. At 305 Chairestratos
laments Age mat, kakds EXw38 as if to excuse himself for not being willing to come out of
the house but Daos’ exhortation not to leave his friends in a tight spot persuades him to
come out. He vents his frustration but it is Daos who comes up with the initiative to set a
scheme in motion. At 328f. Chairestratos is resigned to everything: 7{ odv Aéyeis; éyw
yap o Tt Bovder moelv / éroyuos eipe. By being so resigned, he actually lets Daos be the
main schemer without himself appearing morally reprehensible to the spectators. He lets
Daos take the matter into his hands and the visual aspect of his position exonerates him.
Ironically, it is precisely his position on stage that gives Daos an idea of what the
scheme should be like. Talk of the corpse that will be brought out before the door (345f.)
is clearly stimulated by Chairestratos’ prostrate position there at that moment.>® Chaireas,
a young man standing above Chairestratos joins in actively developing their scheme: he
suggests bringing in a friend of his and dressing him up to act as a false doctor (376ff.).

Variations and contrasts

The stage is a space where the most surprising coincidences occur. Characters’
motivations and business on stage in general progress towards a resolution by leaps, and
surprising events; or seemingly do not progress at all. I find Menander’s creativity at its
best not in individual scenes but in their combinations. Surprising episodes are followed
by conventional stuff, monologues followed by running, a cook in high spirit is soon
asked to leave the house without his pay... In short, the overall architecture uses very
successfully variation as a texture that makes the play into a whole created of contrasts,
mirror scenes, speed and passivity all placed side by side. The technique brings it about
that long and relatively uneventful monologues shedding light on psychology do not
oppress but instead are successfully balanced out by visually stimulating spectacle that
frequently follows. %0 Similarly, serious sentiments may be portrayed but they are
followed with comic relief impersonated by a cook.*!

36 See the discussion of the staging in Frost (1988) 28-31.

37 S0 Jacques (1978).

BCt Dyskolos 54 where a young man in love (Chairestratos is neither) voices his frustration: oxamrecs
éyw 8¢, Xapéa, kakds €xw.

3% Cf. Frost (1988) 30, Halliwell (1983) 32.

“ Arnott (2000) 118.

“1'Cf. Blundell (1980) 39, Handley (1970) 10f. With Sikon’s entrance on stage with the sheep after
Sostratos’ departure with his mattock for toil, Handley compares two other cooks serving the purpose of
comic relief: Aspis 216ff. and Mis. 270ff. See also Frost (1988) 106 on Samia 283, Dedoussi in Entretiens
16 (1970) 31.
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Sudden changes of tempo offerred the best opportunities for the actor’s art to be
seen in its variety: whether it be running, shouting, manic anger, fear and amazement, or
rather passive resignation, illness, suicidal inclinations, drinking and feasting, waiting
for something to happen, and so on. Wiles (1991) 194 claims that ‘Comedy preserves an
absolute distinction between the servile body and the free body, just as it preserves a
distinction between the male body and the female, the young and the old.” This, I think,
needs refining precisely in this context. Comedy is certainly aware of these categories,
but the genre is also interested in exploring the comic potential of transgressions of the
norms, and breaking the codes. A young lover is beset by fear, he crouches on stage,
runs away, and so on.*> A gentleman like Demeas in Samia is driven to an ekstasis of his
mind, erupting in a mania.* In the same play the slave Parmenon raises his voice when
he earnestly encourages his cowardly master Moschion to fight for the girl,** Chrysis
reprimands Parmenon for improper behaviour — but she, in turn, is a pallake, a woman
who cannot become a full-fledged matron. And so, comedy does not destroy the
categories Wiles speaks of, but for the sake of variation it does represent characters on
stage in various stages of excitement, anger, fear, anguish that seem to blur some of the
well-defined social categories of behaviour. The plays boast of portraying the unique
situations that happen once in a life-time. The characters’ situations are so extraordinary
that we hear for instance of crying not only in the frequent cases of women (e.g. Aspis
2271., Dysk. 673ff., Samia 406) but mature men too find themselves in situations so
extravagant and demanding that they are reduced to tears (e.g. Kichesias in Sik. 359f., or
Stratophanes in the same play, 219ff.). Bitter life may lead to an outburst of melancholy
and a collapse. There are recurring patterns relying on the vertical contrasts: a
contrasting state of submission and passivity is forced on formerly active personae by
describing them as lying: thus the soldier in Perikeiromene kAde. karaxAweis (174) and
Moschion (537ff.) is forced to wait (in vain) for his mother’s call.®’

Movements and speed

Among the means at the dramatist’s and actor’s disposal in enlivening the
performance and varying its tempo, movement is the one best preserved in the texts.

42 Young men and slaves are commonly represented thus; e.g. Mis. 667, Pk. 352ff., Sam. 65f., 515, 539.

* Nikeratos rushing on stage astonished by what he saw inside (532ff.) is clearly following the similar
scenes where slaves rush out on stage and report on the shocking events inside the house (Karion in Epit.
609f.; Getas in Mis. 683ff.; Daos in Aspis 399ff,; similar in effect are the two extant running slaves:
Pyrrhias in Dyskolos 81ff., and in Sikyonios 1201f.). Old men must have been represented as trying to run
after these slaves who in their agitation did not register the old men’s presence on stage (except for the
Aspis example)..

“ Sam. 69. Voice must have been an important instrument of an actor then as now. Despite the vast space
of the theatre, the actor had to be able to impart individuality to the voices he was impersonating in
monologues (cf. Quint. /nst. Or. 11.1i1.91.), as for instance the actor who played Demeas had to do in his
great monologue at the beginning of Act IIl, Samia, or Pyrrhias’ monologue in Dyskolos (103ff).
Misoumenos places heavy requirements on the actors in this respect, see the examples collected by Arnott,
Loeb vol. ii, 252. See also Arnott (2000) 115. Aristotle links the voice, the movements of the body and
psyche, de An., 420b. Wiles (1991) 220; Del Corno (1990); Rispoli (1996); Vetta (1993).

* Of course, we do not see either on stage in such a position of inactivity. The vocabulary used in both
cases could have been however influenced by the staging of passive and immobile characters: there is of
course Knemon in Dyskolos who is not his old dominant self when he is wheeled out after his fall down
the well. His control of the space depends on his ability to keep standing. During the final harangue, he
twice moans that there is no one who would help him stand up (914f.; 928f.).* Moreover, the audience
may have been familiar with the staging of the opening scene of the famous Orestes by Euripides, or his
Hippolytus or with Sophocles’ Trachiniae and Philoctetes.” Herakles is brought on stage (972) on a litter
and laid out to signify the end of a most heroic and active man who is only represented prostrate when the
gods send sleep on him and when he is dying.
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Movements on the New Comedy stage, as our texts inform us of them, e.g. running,
pacing up and down, walking slowly due to old age or fear, or in a measured
gentlemanly gait,*® imply that an ancient actor was given as much expressiveness in his
movements as we would expect from a modern actor - if not even more. Thomas rightly
notes that for example the verb mepimareiv (or the noun mepimaros) is used far more
frequently in comedy than in any other genre.*’

Menander uses the verb more frequently than Aristophanes. Its connotations range
from light-hearted designation of ridiculous figures in (quasi-)philosophical discussions
(e.g. Mis. 17) to descriptions of a state of agitation or frustration®® — by far the most
common meaning in New Comedy.

In Dyskolos, when Sostratos is presented to Knemon by Gorgias, one of the
evaluative comments on his character goes as follows: ob Tpuddy 008 otos dapyds
mepLmaTely v uépav. ‘He’s not pampered, not the kind to saunter lazily all day’ (755,
Arnott’s translation). The image of a well-off young man hanging around with nothing
to do (and thus easily susceptible to amatory temptations), with plenty of time to come
on stage or walk away as he pleases, is important for the good dramatic construction of
some comedies.*’ The sentiment is eloquently put in Phasma:

orav &8’ aypumvelv elmnys, 1 aoll T0 Svoyepés;

TV alTiav yvdoel. mepamatels k[ar’ dyopdv.

etaf\fes evfus, av komaanes Tla orél.

padakds EAovow. maw avaot{as meptmaTels

mpos Ndovnv. vmvos avTos o Bifos éoTi got.

T0 TEpas* kakov Exes ovdév... (34ff., with Arnott’s choices of supplements)

The young men are shown having plenty of free time on their hands: Sostratos
comes on stage for no particular reason at Dysk. 543f. — just to see the girl he loves.
Similarly Moschion in Samia, well situated thanks to Demeas who adopted him, has
plenty of time for lazy sauntering — this will keep him effectively away from the stage
during the most dramatic reversal of the domestic situation. He comes back home only
in Act Four:

o0 w1 8ume mob’ NAeos. TL Set Aéyery,
emAéIal 7 vOE éavtis. & pakpas Selns. TpiTov

* Amnott (1996) 445f. with parallels for pacing up and down; for measured gait, see ibid. p. 741.
Quintilian finds a correlation between status and bodily comportment in Roman drama: ‘in fabulis
iuvenum, senum, militum, matronarum gravior ingressus est, servi, ancillulae, parasiti, piscatores citatius
moventur’ Quint., Inst. Or. 11.iii.112. Cf. Dodwell’s discussion, (2000) 28ff. Again, I repeat that we know
of many exceptions, apart from young men running away, we find agitated matronae (e.g. Myrrhine in
Georgos 841.), slaves acting with authority and dignity (Daos in 4spis).

7 Thomas (1979) 182. Instances where it described actual behaviour on stage are listed in Thomas (1979)
183, n.19.

% Ar. Lys. 709, Georg. 85, even Pk. 299. It is slaves, young men in love or women who are shown
walking up and down the stage in such an agitated state. Mature free men in distress avoid such behaviour:
Chairestratos in Aspis is on the verge of collapsing from extreme melancholy (299ff. point to his collapse),
and Demeas in Samia despite utter distress does not walk about the stage at the beginning of Act IIl. He
tries hard to remain calm (see esp. 262ff.) and cannot force himself to believe that Moschion could be the
father of Chrysis’ baby. His movements show that he does not want to become angry (ovx ayavaxrav
ovdémw 271).

* Note also Sostratos’ words at Dysk. 266. In contrast, in Epit. 229 two slaves who should be working are
told off by a senex for traipsing around presenting cases. Smikrines, the old man, must be surprised by the
inappropriateness of slaves doing something typical of leisured freeborn men.
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Aovoop’ eNwv: 7( yap Exoup’ av dAo moreiv; (4281F)

If it were not for Nikeratos, who tells him about the expulsion of Chrysis, he
would probably turn on his heels and go back downtown to idle away some more time.
The verb mepumaretv is not used, but the sense of ‘idleness’ is expressed and idle coming
and going becomes dramatically effective.

Walking on stage may in itself become humorous, as Thomas notices in
connection with Samia 587ff.: ‘the effect [of the action represented by the verb
mepumateiv] is ... similar to that achieved with the device of the servus currens.’*® At
that place in the play Demeas suggests to his neighbour to ‘walk a little with him’ so that
he may tactfully break to him important news about Moschion and Nikeratos’ daughter.
Demeas is teasing Nikeratos in a good-natured way while walking around on stage with
his neighbour, using a sophisticated mythical parallel to make himself clear. The myth of
Danae is humorous and its light touch is fully complemented by what the spectators see
for themselves on stage.”' With a less good-natured attitude, an image of such pacing
seems to be used of fooling someone or ‘leading him up the garden path’.>

It is interesting to note that walking on stage seemed to possess a greater comic
potential than running in Menander’s comedy. Of course, we frequently hear of running
but it is predominantly a signal for fetching someone whose absence from stage is
strongly felt, or a promise to return quickly. Sometimes, it probably did not matter
whether verbs such as rpéyw or dmorpéyw really signified any running at all.”® Instances
where running on stage would have at least a short-term comic effect are few.>*

Movements on stage obviously add much to balancing or varying a play’s rhythm.
Quick movements may be intentionally followed by slowing down, or vice versa. Thus,
near the end of Act I of Aspis, ‘an air of positive activity is created which forms a
marked contrast with the air of gloom and hopelessness earlier in the scene.””” The
commotion may appear farcical, as Frost again comments on Perikeiromene 310: ‘The
swift sequence of exits and entrances interlaced with Moschion’s self-confident
monologues, together with the audience’s certainty of his imminent disillusionment,
combine to produce a scene bordering on farce.”>® It will be noted that the commotion
was nicely contrasted with Daos’ slow and fearful entrance on stage immediately
afterwards (r¢ TodTo, mat; / ws okvnpds pot mpooepyet, Ade, 316f.).

The changes in tempo are best appreciated in a complete play: I do that in the next
section, where I discuss Dyskolos.

Tempo and temperament in Menander’s Dyskolos

I have tried to hint at the stagecraft tools that make Menander’s plays dramatically
interesting. Though they may make many scenes gripping on their own, still, as said,

** Thomas (1979) 183

51 Mis. 697, and Pk. 180 are also cases of one character forcing another to walk around the stage with him.
52 Cf. Pk. 346, mepumarelv moels pe mepimaTov mOAGY TLva.

>3 1 suspect no running should be assumed e.g. at Asp. 217, Mis. 519, Samia 38, 464, perhaps 393.

% In Asp. 410 Daos pretends to be highly agitated during the charade, Smikrines is reduced to running (or
walking) after him; Pyrrhias, the servus currens in Dyskolos is forced to run by an unusual brute, Knemon
(81ff., cf. also 465, 585). In Samia 569, Demeas, puffing and panting as he is struggling with Nikeratos,
shouts at Chrysis to run inside his house where Nikeratos cannot get her. In Pk. 1004 Sudhaus’ supplement
[$vyJev would make Polemon, on hearing that Glykera is coming out with her father, inexplicably flee
from the stage whereby creating a light touch at the end of the drama. Conventional are orders to slow

slaves to start moving, e.g. ov dpapet; Samia 202.
55 Frost (1988) 31.
56 Frost (1988) 92.
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Menander is most successful and memorable in the way he joins individual scenes into a
cohesive whole. Now is the time to look at a complete play and develop some of the
observations made above.

Dyskolos presents itself as a good play for such an examination. One reason is that
it contains both the strand of character comedy in Knemon and a typical love plot.’” As
will be seen, such a combination is bound to depart from a usual course and to offer
surprising developments. Knemon is an obvious obstacle for a love plot: as a strong-
willed individual seeking isolation he is utterly unsuited for the New Comedy stage that
depends so much on communication, meetings, and sociability. His persona -
independent, busy, and almost ‘antitheatrical’ — raises questions about the nature of the
genre and about the stage as the focus of the New Comedy plotting.

The old misanthrope wishes to avoid everyone and be left alone. He is averse to
being greeted or greeting others (even Pan is only grudgingly acknowledged: 11f.), to
being talked to or even watched. He will be constantly brought on stage against his will:
when Pyrrhias paints his picture, we hear of a man busily working on his land from early
morning (100f). It is only because of Pyrrhias’ ‘meddling’ that the old man comes on
stage at all. Knemon’s very first words make clear his feelings:

oy 3 ’ 3 ¢ \ \ ’
€T’ ov pakapeos M o llepoevs kara dvo
’ b ~ 14 \ b ’
TPOTTOUS EKELVOS, OTL TETTVOS EYEVETO
2 \ ’ ~ ’ ’
kovdevi ouvnrra Tév Badilovrwv yapal,
Tn ¢ ~ ~ 1 3 2 1 T ’
€l ore TorovTo KT exextNl WL Alfous
144 b ’ A} b -~ ¢ 2
QTAVTAS ETMOEL TOUS EVOXAOUVTAS; OTEP EjLOL
\ 4 ] b4 AY \ b ’
vuve yevolt * ovdev yap apbovarepov
’ ’ ) bAY b ’ ~
Abivwr yevorr' <av> avdpravtwv mavrayod (153ff)

He appropriately wishes for the ultimate ayotropaic symbol, Gorgon’s head. The
head may conceptualize a theatrical experience’® but in Knemon’s hands it would turn
all vexatious men, even mere onlookers into stones. Magical shoes would conveniently
help him avoid crossing paths with others.”” Both communication and meeting are
essential for New Comedy stagecraft. Thus when Gorgias offers to introduce the theme
of marriage to Knemon, he suggests waiting for him in the fields and raising the topic
with him when Knemon reaches his farm (352f, 358f). This is the common way of
dealing with all social tasks in New Comedy, but Knemon would have none of this: from
his first entrance we know that he would not enjoy others meeting him and talking to
him.

It is impossible to launch an intrigue if Knemon aspires to total control over the
space that surrounds him. Because of such an ‘antitheatrical’ nature, Knemon’s role in
forwarding his daughter’s marriage cannot be essential to the plot. Indeed, he is

37 The combination of these two threads is not aesthetically as problematic as Schifer (1965) 75ff. would
have it. See Brown (1992) 8ff, and Anderson (1970) 199.

% pausanias gives evidence that somewhat later the Gorgon’s face was placed on the walls near the theatre,
cf. 1.21.3, 5.12.4, 2.20.7.

59 Would the audience see the visual humour of Knemon talking about the magical shoes, while he is
standing near the Nymphs? A rather recondite version of Perseus’ myth has it that Perseus received his
shoes from the Nymphs and then he flew to the Gorgons for Medusa’s head: cf. Pherekydes (Schol. Apoll.
Rhod. 1515, ed. Wendel (1935) 320) and Apollod. Bibl. 11. 4.2.2. It is difficult to appreciate how Gorgons
that featured in drama helped to propagate the myth. N.B. Kratinos’ Seriphioi and Heniochos’ Gorgones
are comedies that must have dealt with the theme of Gorgons, alongside a number of tragedies touching
upon the theme such as Aeschylus’ satyr drama Phorkides, Andromeda by Euripides, Phrynichus,
Sophocles, and Lykophron, Aristias’ Perseus, or Euripides’ Diktys.
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completely outside the love plot until the very end when he involuntarily joins the
celebratory party in Pan’s shrine. This means that Menander must concentrate on other
characters to achieve that. Not surprisingly then, the number of dramatic characters
present in the play is above average, and they are the only way of having Knemon’s
misanthropy constantly recycled throughout the play. His difficult character cannot be
easily brought on stage for a long period of time, and he does not fit in well into the area
(8vakodos mpos dmavras, ob xaipav 7 GxAwe 7) and so the easiest way is for him to affect
as many characters as possible:

First, it is Pyrrhias, Sostratos’ slave, fleeing Knemon’s frenzied attack. After
running for three kilometres he stops on stage, only to warn of Knemon’s manic
behaviour and prepare for his entrance. The old man’s looming arrival is enough to scare
both Pyrrhias and Chaireas off the stage.*’ Even Sostratos, eager to meet the girl’s father,
is not as undaunted in Knemon’s face as his youthful infatuation would want him to be.

Secondly, Knemon’s hurried return home caused commotion in the house — inept
Simiche dropped in the well their only bucket; and as luck would have it, Knemon asked
the women to heat some water. This brings on stage Knemon’s daughter, distressed at
Simiche’s likely fate in his hands. Simiche herself appears on stage later (574ff) because
Knemon is bawling and looking for her everywhere. She comes on stage fearing for her
life (7¢ meloopacr; 576).

Thirdly, the very presence of the other stage house is symbolic of Knemon’s
difficult character: there live his ex-wife (17ff), her son Gorgias (724ff), and the family
slave Daos (247ff). Knemon’s misanthropy drove away his wife, who now leads a
poverty-stricken life. They must support themselves through everyday work, with
Knemon showing no interest in them. Knemon’s extravagant misanthropy will become
apparent with just about every other person that appears before him — the procession of
Pan worshippers is reviled; Sikon and Getas who dare to knock on his door are rudely
driven away.

And lastly, it is his misanthropy that makes it difficult for his daughter to get
married since no one would suit Knemon.

Alongside his misanthropy, that keeps him away from the stage, and that prevents
him from behaving like a typical New Comedy father, there is another equally important
factor that allows Knemon at least to appear on stage from time to time: in shaping his
movements, and defining the tempo of the whole play, the concept of hard work and its
opposition to leisure is constantly a factor alluded to. Knemon does not wish to meet
anyone, and self-imposed drudgery is the only way he can be alone;®' he appears on
stage only when moving between his farm and his house. He spends all day working
hard. Gorgias’ household is also busy although, unlike Knemon, his family is relatively
poor and in their case work is the only way of fighting poverty. The young man has
learnt to live without leisure and pleasure.

Because the inhabitants of both the stage houses are hardworking and busy, they
are sensitive to intrusion — they would not want to bother others, but do not wish to be
distracted from work by others either.®” The shrine in between the two houses however
carries with it connotations that create significant tensions. It is a place of leisurely

% Frost (1988) 43 well notes ‘the omission of a clear exit-line is not frequent in Menander and here the
effect is of a hasty retreat as Knemon approaches, a comic turn of events following Chaireas’ confident
self-eulogy (57bft.).’

1 As fr. 1 Arnott (if that paraphrase is relevant at all) would seem to imply that: adros éuavrd movous
mpogeTibny.

62 That explains the prominence of the term &yAos and its cognates (7, 8, 157, 166, 199, 232, 374, 405, 432,
458, 491, 693, 750, cf. 747 and Handley’s note on 211.
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celebrations, of intrusion into the busy, ‘weekday’ atmosphere of the farmers’ village
who must view with suspsicion urban sacrificial parties carrying with them lavish
provisions. Love is only possible on full stomach®, and feasting in the shrine is reserved
for those who can afford to spend time on it. In a well-turned phrase, ‘the poor have
sophrosuné thrust upon them.’®* The farmers have no time or means for amatory pursuits,
they are not given to pleasure,65 in short, they are not makarioi.’ Menander, by moving
the famous shrine of Pan and setting it between two farmers’ houses, clearly intended to
bring out the contrasts between such opposed concepts. As eatly as line 4, yewpyetv is
juxtaposed to iepov émpavés mavv in the first intimation of the importance of the
coexistence of the two concepts and their typical New Comedy associations.

Indeed, introducing the theme of work as early as Pan’s economical exposition is a
highly unusual hint at the prominence of work in this play:

0 yépwv & éxwv T Buyarép’ adros {f povos

xat ypadv Oepamavav, Evdodopdv oxamrwv 7', del
TOV@V, amo ToUTWY ApEapevos TV YELTOV WY

Kat T7s yuvaikos pexpt XoAapyéwv kaTw

pLodv eégelys mavras. (30£f)

Knemon’s busy schedule will give the play a certain rhythm, a motivation for
more than just his exits and entrances. Menander shows an understandable preference
for a key theme that would span across the play as a whole. Such a sustained theme is
often connected with stage business and the playwright consequently achieves plausible
motivation for the characters’ movements on and off the stage. Here, keywords of work
and leisure appear to serve such a purpose.

Even though Menander put the theme as early as the prologue, he will not present
Knemon in a positive light yet just because he is leading a life of a hard-working farmer
— talk of hard work is sandwiched between examples of his extreme misanthropy, and as
a result his farming life will hardly induce a shred of sympathy for him.®’

Work motivates entrances and exits of the characters, even Gorgias’ suggested
strategy to tackle Knemon later in the play will be based on the knowledge of Knemon’s
daily routine. Because of work, Knemon can be conveniently kept out of sight for long
stretches of time, dividing his time between work on his farm and inside the house.

Into such a busy setting arrives all of a sudden Sostratos, a young rich boy with as
much leisure as he wants. He was hunting nearby and accidentally (43) reached this
place. The boy is not individualized — the hunting expedition makes him, if anything,
into a conventional prototype of rich youths. It is as if the boy was chosen accidentally,
only because he happened to find himself on the spot.

63 Sentiment voiced in a fragment variously attributed to Misoumenos (fr. 12 Arnott) or Heros (fr. 10).

6 Rosivach (1991) 196.

85 Cf. Aristotle’s generalizing comments on the insensitivity to pleasure that attaches to comic agroikoi:
(ofous of kwpwdodi8dokalol TapdyovoLy Gypolkous): oL ovdE Ta péTpia kai TG avaykaia mAnoidlovor Tols
Séoww EE 1230b19-20.

® The word is used in New Comedy to describe the bliss of winning a beloved girl (4sp. 294, Dysk. 389,
Mis. 661, Sik. 381, 400) but also to describe the rich (Cith. fr. 1.6). Love in comedy is reserved for rich
boys. Youths not well off cannot run after girls, but they may be granted an arranged marriage in the end —
Gorgias’ situation in Dyskolos.

7 However, Knemon’s hardworking character will be used as a redeeming trait when it is dramatically
needed, cf. Handley (1965) 238 on 603ff.
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The first time we see Sostratos he enters stage right with his friend/parasite
Chaireas. He arrives on the stage that features two houses flanking a shrine.®® Not all
three buildings on stage are given the same degree of prominence — Pan’s shrine in the
middle, and Knemon’s house on the side, are dramatically more significant throughout
than Gorgias® house.®” It is quite probable that Knemon’s house is on the other end of
the stage and Sostratos and Chaireas are slowly moving towards it, talking, pointing at
Pan’s shrine where the boy spotted Knemon’s daughter. This makes for a more effective
show when Pyrrhias comes rushing across the whole stage space. Sostratos does not
show any interest in the house on the spectators’ right (as I will be taking it), where
Gorgias lives. And he does not acknowledge Pan’s presence either, although he
mentions the nymphs. The god is distant for him, and the nymphs are mentioned as a
mere topographical marker to explain where he spotted the girl that he immediately fell
in love with (51).7° Just as here, so throughout, Sostratos will be blind to everyone
around him when thinking of or looking at the girl.

The plot moves in such a way that, before Knemon is confronted with the boy’s
wish to marry the girl, Sostratos will incur the help of both Gorgias from the house on
the right and from Pan from stage centre. He will have to deal with both spaces before
Knemon is made to even consider his daughter’s marriage. Sostratos is always intent on
meeting the old man and asking him for his daughter’s hand — but for that purpose will
have to tour the whole neighbourhood and the offstage farm discarding his urban habits.
And even that is not enough: he is intent on meeting up the old man and talking to him,
but whether by accident or Pan’s working, he will be constantly kept away from a
meaningful conversation with Knemon until the old man is reduced to a passive position
on sickbed (and even then, the two do not speak directly).

Echoing Pan’s preceding words, the young lover confesses to his friend Chaireas
that he spotted the girl here, and has madly fallen in love at first sight. This sets from the
start the tone for his zealous, intuitive behaviour:

XAl épaw amijAes evbus; XQ. evbus. [XAl] ws Taxy.(52).

%8 A shrine in addition to the two houses is a typical feature of a number of plays, eg. Plaut. Aulularia,
Curculio, Rudens. Williams (1962) 214ff. postulated a shrine of Lykos as part of the setting of the comedy
to which Antinoopolis Pap. 55 (fr. adesp. 1096 K-A) belongs. It is now generally assumed that a shrine
was not represented on stage in Men. Phasma, as Webster and Kahil believed (cf. Turner in Entretiens, p.
37 against Kahil with more references). Men. Hiereia may have had a shrine of Kybele on stage (so
Webster (1974) 150). Mette attempted a list giving the number of the houses/doors on stage in individual
plays (1965) 23-35 and (1971-72) 27.

% Ghiron-Bistagne (1971-74) 238 talks about asymmetry typical of Old Comedy: ‘Lo scenario tragico
segue quasi sempre una disposizione simmetrica... Invece parecchie rappresentazioni comiche ci hanno
dato I’impressione d’una asimmetria, impressione confermata dai testi: nelle Nuvole per esempio lo
scenario rappresenta due case, ’'una normale, quella di Stresiade, una piccola, quella di Socrate.” Such
asymmetry could have featured in New Comedy settings. Arnott (2000) 116 (on Samia 104f.) expects
differentiation between Demeas’ social status and Nikeratos’ portrayed in visual terms on their first arrival
home: ‘In this play Demeas is portrayed as rich, Nikeratos as comparatively poor. We should accordingly
expect Demeas to have several slaves and a lot of baggage, Nikeratos little baggage and fewer slaves —
perhaps only one.” He adopts this into his stage note in the Loeb text (vol. 111, p. 33). Could Knemon’s
self-imposed life of hard-work, and Gorgias’ poverty be contrasted in visual terms in the fagades of their

respective houses?
70 1 do not think he is presented as a chip off the old block, ‘der wahre Sohn seiner bigotten Mutter,” as

suggested by Stoessl (1960) 29 n. 74.
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He fell in love at first sight. e6Us, by its proximity to draAfes, gives an impression
of Sostratos’ hurried exit from the scene in search of the means to win the girl. Such a
hurried exit aimed at moving forward one’s intrigue or wish, is found in many plays.”’

From his first entrance onwards, Sostratos is intent on actively moving the play
towards his goal, thus fulfilling, it seems, the mighty god’s plan in every respect. After
the slow-paced prologue speech, it is well to have an energetic character on stage, ready
to work hard to win the girl within this day. He will try to use the services of everyone
he can to win the girl with utmost speed.” He is bringing with him Chaireas whom he
considers a friend, and a practical person too:

Q. Scomep Mrw TapalaBwv
\ \ ~
0€ TPOS TO MPAYHA, Kal GLAOV KAL TPAKTLKOV

kpivas paora. (5511)

But Chaireas is not as quick to act as Sostratos wanted: he suggests a rational,
cool-headed approach as the best option if Sostratos really means to marry the girl.
Sostratos, he points out, does not know anything about the girl’s character or her family:

’ ’ A} ’ 2 ’
yapov AéyeL Tis kal kopmv eAevfepav-
144 ’ b ? ~ ’
eTepos Tis e’ evravba: muvlavopar yevos,

Biov, Tpomous...(641f.)

This, though merely self-promotional boasting, is in wonderful contrast to
Sostratos’ rashness. It of course resembles Menander’s technique in other plays — in
Samia, Demeas has decided to get on with the wedding for his son on the same day he
returned home, only to be faced with what he sees as a slow and cool reception.” Indeed,
as Chaireas’ words make us stop and realize, the situation is unusual: Sostratos is trying
to win a free-born girl, with the only motivation being his acute passion.”* Apart from
the Panic spell there is nothing of the typical comic emergencies that would require
speedy action. The girl is not pregnant or threatened to be abducted by a soldier, or
married off to someone else. She is well guarded and so potential rivals do not come
near her (cf. 205f.). She is not promised to anyone, nor is an unwelcome wedding
waiting for Sostratos at home. Thus, only Pan’s spell, and nothing else causes Sostratos
to act. Menander is playing with his audience’s expectations: Sostratos is portrayed from
the start as the man enacting Pan’s plan and speeding towards a resolution. In fact,
however, Sostratos’ fervent activities both on and off stage will be totally ineffectual.
The infatuation gives the play a desirable sense of excited flurry that runs against

' Smikrines rushes off to the agora in Aspis 213 (cf. Frost ad loc); Chaireas in the same play will be sent
to employ the services of a friend so that their intrigue may feature a false doctor: rayd uév odv (379),
Daos calls after him. Dysk. 215ff. and 225ff. are similar.

72 Handley (1965) 141 on S7ff.

3 Cf. Arnott (2000) 117 on the role of Parmenon and Nikeratos in building contrast with Demeas’ speedy
action: ‘Demeas is... presented in this scene as demanding rapid action (193, 196, 201f.)) with the
brusqueness of a drill-sergeant. Here, however, Parmenon and Nikeratos are comically presented as
lethargic rather than brisk. Thus before he leaves for market, the slave needs to go back inside first for
money and a basket (cf. v. 297), and even when he comes out again he requires further prompting from
Demeas before setting out (202). Nikeratos by contrast feels compelled to consult his wife (196-98, 203-
205) before he can follow Parmenon to market. These two delaying tactics contrast amusingly with
Demeas’ insistence on haste.” Just as in Dyskolos, the haste will cause many of the plot complications.

™ Konstan (1995) 93: ‘it is rarely the case that a maiden girl known to be a citizen, and thus eligible for a
legitimate marriage is represented as the object of passionate desire.” But see Brown (1993) 189.
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Knemon and makes the old man look humorous in the process. Menander has in
Sostratos a man trying to penetrate to the very heart of Knemon’s house, and it is his
action that brings it about that Knemon’s interesting personality is brought out into the
open for all to see.

In Old and Middle Comedy a single character trait such as Knemon’s could carry
the play through a serious of individual scenes portraying various social situations. In
Menander, it is only a love theme that can make the best of the type in a sustained way
within a cohesive plot. Knemon has against him a youth blinded by love who keeps
trying always new ways of approaching the old man, even if, by his own admission, he
cannot easily make out what is the best course of action: aAX’ od paidiov / <é>pdvra
ouvi8elv €ari 7L mote oupdéper (76f.).

It is probably the popularity of character comedy usually associated with pre-
Menandrean period that is responsible for the structure of the play. In order to derive
humour from Knemon’s behaviour we do not see a typical ‘pregnancy’ motif that
becomes more prominent in the genre with time. Here, if Sostratos was represented as a
ravisher, the playwright would have to do without Sostratos’ blind courage that moves
the plot ahead, and Sostratos would change from an ineffectual but eager boy to one
whose guilt and shame would make him hesitant to stand up against Knemon.

As it is now, he has nothing to worry about and even Pyrrhias’ comic appearance
next on stage does not shake his resolution. Pyrrhias interrupts the youths’ conversation
with a hurried entrance on stage, enhancing even more the tempo of the play. He also
brings vivid colour to Pan’s brief description of Knemon in the prologue. Pyrrhias is yet
another person to suggest that Sostratos should give up. While Chaireas did it in a
phlegmatic way, Pyrrhias brings with him the typical humour of a servus currens’ - he
is out of breath, he even got injured on the way as he was running from brutal and
dangerous Knemon.”® They should both run away as far as possible from Knemon’s door
(87ff., 123). For the polished Sostratos it is preposterous that Knemon could have
possibly behaved in such a way without a good reason. He clearly believes a decent
conversation with him is possible and so Pyrrhias’ warning will not scare him. Leaving
would be cowardice, he affirms (SetAiav Aéyers 123). His resoluteness is humorous for it
seems to be the only driving force for advancing the plot — and so if those around him
manage to convince Sostratos to calm down there would be little left to advance the plot
any further. When Chaireas too suggests weighing the proper timing (evkacpia 129) and
advises to postpone seeing Knemon until he cools down, there is nothing unreasonable
about it. Indeed, Knemon could be perhaps less irrate when he cools down and more
open to hearing out Sostratos. In his present state, it makes no sense to face him. Even if
Chaireas speaks from blatant cowardice, what he says makes sense:

aAX’ ewflev avprov
éyw TTPOTELL’ AVTGL [LOVOS, TV OLKLAY
émelmep otda. viv 8 dmeMbwv olkade
kal o SudrpBe’ TovTo 8’ €€eL kata Tpomov (1311f))

7 Frost (1988) 42 and Anderson (1970) on the type. Cf. also Csapo (1993) for iconographical evidence.

76 Agile Knemon chased Pyrrhias for fifteen stades in steep countryside: this somewhat resembles Pan
himself, who modd«e 8’ apywvdevra Siédpapev ovpea parpa, | moddaxe 8 év kvnuoiar Sundace 07pas évaipwy
/ d¢éa Sepropevos (h. Pan 12-4). Knemon does not slay his victim, ‘only’ throws earth, stones and pears at
him. It is difficult to say how this echo was appreciated and, in fact, whether it was deliberate at all. If it
was, then Pyrrhias too may be seen under the special influence of this god, the patron of runners: cf.

Borgeaud (1988) 134f.
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For the spectator his words reiterate the fact that apart from Sostratos’ infatuation
there is nothing that is logically moving the play towards meeting Knemon on this day,
when the old man has already reached an extreme of anger and cannot be expected to be
easily handled.

Knemon’s arrival has been marvellously prepared by all the preceding action and
with it the tempo culminates.”’ When Sostratos spots him, he must admit his fear (151f)
at seeing a resolute, mad-looking old man, talking to himself. I would not be surprised if
Knemon still held an odd wild pear or a stone in his hand that he kept throwing at fleeing
Pyrrhias (119f)).

The old man’s opposition to the working rules of New Comedy stems from his
protective attitude towards his property and the space around it. He is too absorbed in
himself to notice some familiar comic constellations as this scene shows’®:

When Sostratos spots Knemon, to all appearances a madman, he does not leave,
but only withdraws a bit.” Clearly, Sostratos moves to the background but it is not
possible to decide just where exactly. Does he really move to Knemon’s door as Frost
sees it?°" Or does he ‘take refuge at the back of the stage, as far as possible from the
door of Knemon’s house’?®' When Knemon spots yet another intruder on his property,
he remarks, ‘here is another one of them, standing by our door’ (167f.), but he may be
exag.;gc—*:rating82 and Sostratos could be standing nearer the shrine as he would hardly wish
to be standing in his way. Yet, his presence near the house is ironic, as inside there lives
a young marriageable girl. Knemon does not recognize the danger typically portrayed in
New Comedy — a young lover standing in front of a young woman’s door, all the more
dangerous for the proximity of the shrine symbolizing licentiousness, perhaps also
drunken extravagance. He is too absorbed in what he sees as injustice towards himself.
He does not see Sostratos as a rich young man about town, but only as a stranger
trespassing on his space.

Knemon turns on its head the stage convention that accompanies those who
withdraw upon a newcomer’s arrival. Out of necessity, they must remain unnoticed and
take advantage of all information they may gain from the newcomer. They must watch
events on stage unobserved until they decide to come forward and address those at the
centre of the stage or leave and consider hatching their intrigue. * Such a withdrawal is
then a mark of control over stage space. Sostratos, however, has no such control because
of Knemon’s overdeveloped sensitivity to intrusion.** Knemon spots him straight away:

” 14 < \ \ ~ ’
otpot, maA Tis ovToat mpos Tals Bupacs

eornkev nuav. (1671f)

77 The technique of creating such suspense appears in earlier tragedy — cf. Seale (1982) 31, Taplin (1977)
297.

78 Cf. also comments above, p. 44.

7 Frost (1988) 36, with note 7 (on Georgos 35) gives examples of similar ‘entrance announcements
followed by withdrawal to eavesdrop’, cf. also Fraenkel (1962) 22f.

% Frost (1988) 44

81 Arnott in his Loeb edition, 205.

82 As his use of the word sy)os is exaggerated: examples adduced by Frost (1988) 50f. on 456.

8 Plaut. Casina 434ff. is an obvious example. Georgos 35 is a bit different, as Daos spots Myrrhine, but I
imagine that when he gives orders to Syros to take things inside and adds that they are all for the wedding,
Myrrhine could have shown some consternation that drew Daos’ attention.

84 Sostratos will, however, follow the typical pattern and he will act upon the facts he learns while
standing at the back. He acts upon the knowledge he gained — if we mean by that Knemon’s almost
intractable misanthropy — and when he is left alone on stage, he considers the best course of defeating
Knemon by engaging Getas’ services.
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And from Sostratos’ reaction (apa Tuvmrige. yé pe; 168) it is clear that Knemon is
enraged. The old man is clearly unusual in voicing his anger at someone who is standing
in the background. He will not allow others to make conventional use of the stage space
— if that means standing near his door!

Knemon’s character therefore threatens to bring many surprising developments
into the plot simply because of his oppostition to how other characters would like to
move the plot.

With Knemon’s disappearance in the house the tempo slows down. Sostratos
realizes that he was naive if he believed he could talk to Knemon (145ff). Their
‘meeting’ is a failure and it seems that Sostratos’ strategy of just having a civilized
conversation with Knemon cannot win the old man. He discards this approach and
decides to use the services of the only man capable of dealing with Knemon. He
characterises his slave Getas in terms that make us expect a scheming slave:

b ~ ’ ¢ 2 A} ~ ’

0V TOU TUXOVTOS, WS €LOL SOKEL, TOVOU
\ \ ~ ’ N ) \ ’
TouTL TO TPaypra <y’> aAla ovvTovwrépou.
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mpodnAov €oTLv. ap’ €yw mopevToiLaL
b \ \ ’ \ ~ ’ \ \ \
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yévour dv (179f)%

Now that he has found a way, he returns to his fast-paced tempo and wishes to act
quickly, hoping that much could be done within this day (ev nuépac piac 187) and that at
least the third man’s services will help him. Just now that he has drawn attention to the
limits of comic time and wishes to run after Getas he is unexpectedly slowed down
again: he is about to leave the stage in search of Getas, when the door of Knemon’s stage
house opens and the girl who is an object of his love comes out on stage. Sostratos stops
and in the girl’s presence he temporarily forgets about everything else.

The girl is in a hurry® to get water from the spring in the Nymphaeum. With her,
we are immediately brought down to the atmosphere of a busy ‘weekday’. The girl’s
appearance, and in fact all entrances on stage from Knemon’s house until his fatal fall
into the well, are motivated by Knemon’s mania for constant hard work. If Sostratos
spotted the girl crowning the nymphs (before the beginning of the dramatic time), still
within the play the atmosphere surrounding Knemon’s house is constantly that of routine
work. Knemon ordered her to heat water but their bungling nurse had just dropped in the
well their (presumably the only one) bucket. The girl’s motivation for the well-timed

% Aristotle would disagree: when generalizing about the physis of individual nations he describes
Northerners (Getas’ name implies such an origin) thus: ra uév yap év Tols Yuxpois Tomois €0vn kal 7o Tept
v Bdpdimny Oupol pév éore mAipy), Suavolas 8€ évdeéorepa kat Téxvns (Pol. 1327b23ff). Of course the
philosopher is speaking in general terms, as he tries to link political organization with temperament and
Hippocratic teaching (to the overall advantage of the Greeks). Yet, Getas will be truer to this picture than
to what Sostratos makes us believe: he will not make an impression for any intrigue against Knemon, but
rather for brutal force with which he domesticates him at the end of the play. Cf. Wiles (1991) 169ff for a
discussion of an aggressive streak in a Getas’ character.

8 ralwv ekelvmy. ov ayoln par[ 196. Frost (1988) 44 with n.11, remarks that ‘the choice of the verb
wAnooew is probably intended to suggest a hasty entrance.’
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entry is indeed humorously extravagant: as the spectators cannot suspect that the nurse’s
bad day will become a recurring motif that will feature prominently later, they must take
the words at face value as a trivial digression. As long as it concerns work, any reason —
however inconsequential — is plausible and seems to be fine and the spectators may leave
it at that laughing at the unpredictable obstruction and the petty motivation behind it.
Sostratos takes advantage of the opportunity and offers to go into the shrine and draw
water for the girl.
He enters the shrine with her jug, commenting innocently in a conventional form:

3 ’ ’
w moAvTLpunToL Beoc,

’ "

Tis av €pe owoal S[acpolvwv, (202f)

By his own admission, he is beyond salvation. The idiom may be heard in ordinary
speech®’ but in Sostratos’ case common words become ironic in their visual significance.
He enters the sphere of Pan without realizing the god’s power over him. He does not see
the god’s significance until he finds an opportune feast being given by his mother inside
the shrine. He rushes out of the shrine to be quickly near the girl again. The girl makes
him blind to Daos’ appearance on stage as he comes out of Gorgias’ house.*

The rather arbitrary entrance of Gorgias’ slave is also conveniently motivated by
his working routine: he was helping with the house chores long enough (8carpiBw coc
Scaxovaw maiar 206); now is the time to go and help Gorgias in the fields. Menander
prepares a plausible motivation for Daos’ entrance, though it is not without its surprises
because of its eukairia, and because of a certain sense of arbitrariness pointedly
mentioned by Daos.

A strange sight unfolds before the slave: from the shrine, a symbol of leisure, and
licentiousness, comes a young man and freely accosts a girl who is meanwhile
ashamedly retreating to her doorway. He hears the youth, who thinks he is alone on
stage, comforting himself (éorar kara Tpomov 215) before he runs off for help. It is no
wonder that Daos mistakes him for a typical youth who hangs about the house of a
young girl and waits for a chance to address her. Thus in a different play:
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edidec, mepiéBall...(Pk. 1511%).

If Sostratos did not have to hurry things up this day, here Daos is presented with an
emergency that must be tackled and the play thus for the first time gains its speed from
the internal complication: the girl must be guarded against the young man clearly bent
on corrupting her.®® A new thread thus unfolds before the act break.”® To show his

87 Adesp. 1147.38 K-A (Fab. Inc. 8.38 Amott).

8 Cf. Frost (1988) 45, 46.

Cf. Handley’s (1965) note on ovros mpooeppun (225).

*® Handley (1970) 11 ‘the pattern of introducing a new development towards the end of an act is a
recurrent one in Menander and naturally enough the development is sought by the arrival of a character
new to the play or at least to the preceding sequence.” Webster (1974) 75 ‘The rest of the first act carries
the story on to a convenient break and generally ends with a scene pointing across the break.’
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epimeleia, Daos decides to act quickly and tell the news to his master — and the audience
are led to believe that this complication is going to go against Pan’s epimeleia (cf. 38):

€ppatov. ob uny ada <r>48eddir ye Sel
avTis ppacar pe v Taxioryy Tadl’, iva
€v émpeleiar Tis kdpns yevapeda. (226fT.)

After the choral break, Daos and Gorgias come immediately back from the farm
situated nearby. Their just indignation seems to be going to give the play a new direction
— will Knemon be confronted about his lack of protection for the girl? Should they
succeed in warning Knemon, Getas’ role would become even more indispensable.
Gorgias seems willing to face fierce Knemon and give him a lesson about guarding the
girl’s safety. His slave, standing by, is less brave as they move towards Knemon’s door
(24711). To his relief, and our surprise, Sostratos is back on stage before they can knock.
Sostratos arrives alone, and the reason why Getas is not with him seems just as contrived
as that given by the girl on her entrance on stage: his mother needs Getas to help with
the preparations for her all-too-customary touring of local shrines. Not only is Getas
away from the stage, but he could not even be found when a New Comedy lover needed
his services! This is not only humorously anticlimactic but also tongue-in-cheek about
the scheming slaves of comedy and their readiness to help their young masters. They
side with young lovers, against their ‘real’ old masters. Mothers often side with their
sons too, or are initiated into their sons’ love affair. Here neither Sostratos’ mother nor
the slave seem to have time for Sostratos. It seems that no one can help him on this
particular day. Left to his own devices, Sostratos has no other option but the doomed
course of action — undaunted, he rushes on stage ready to knock at Knemon’s door. His
speed and self-assurance must deepen Daos’ suspicions that his intentions are all bad.
Before Sostratos can knock on Knemon’s door, he is politely addressed by Gorgias, the
young man whom he has not even registered until now.”' Gorgias reproaches Sostratos
in terms that associate work / leisure with social status:

2 ’ ’ ? ~
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nutv yeveodar. (2931f)

Not only does this warn Sostratos against acting like a typical rich youth who has
nothing better to do than seek to corrupt girls, but he also indirectly stresses the very
inappropriateness of Sostratos’ leisured presence in this place. Everyone from Knemon,
his daughter and slave, to Gorgias and Daos, even to Sostratos’ mother and the
household slave, are busy. Sostratos’ leisure is out of place, and as it inconveniences
everyone else it cannot aspire to achieve anything on this day. It seems that Sostratos is
the only one interested in the traditional working of a New Comedy plot. And while
Gorgias is aware of social barriers and constantly raises this issue, Sostratos, as a typical
New Comedy lover, is idealistic and blind to such nuances. Gorgias’ long moralizing
speech (271ff) is effective: Sostratos, hopeful that much can be done within one day

ol wiles (1991) 175 very well remarks on the contrast between the two young men and their unusual place
in the play:‘Broad lips, a snub nose, and the dark colouring of one who works in the fields are cited by
Pollux as signs of the boor. A mask of this kind makes a natural foil for a city youth with sensitive features
and a taste for sexual pleasures. A contrast to this pattern is developed in Old Cantankerous, where,
despite upbringing, the boor turns out to have a certain moral sensitivity, while the city youth proves able
to respect the chastity of an unchaperoned virgin.’
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must now stop to listen to a sermon on how leisure of rich men causes an injury to the
less well-off. Gorgias is quickly appeased, however, when he hears that Sostratos is not
planning to meet the girl but to talk directly to her father (305f.). He sympathizes with
the young lover but has no illusions about Knemon and considers the matter doomed to
failure (322ff.). Nonetheless, he himself, Gorgias says, would like to see the girl married
(354, the text is corrupt here) and he may at least try to consult the matter with Knemon
who farms the land next to Gorgias. Of course, Knemon would not even look at a rich
young man such as Sostratos, standing idly around (ce § [dyovr’ av] (dn / axoAyw
TpuddvTa 7, 008’ opdv Y’ avéferar, 356f., cf. 364).

This leads naturally to a dressing-up ruse’> whereby Sostratos will pose as a farmer.
Daos quickly offers his own dikella to Sostratos, hoping that hard work will break the
young man and will cause him to stop coming back here again (371ff). Gorgias and
Daos, interrupted in their work, will return to it and Knemon too will soon be on his way
to his land, possibly with his daughter as well. If Sostratos works alongside Gorgias, he
may be taken for a fellow farmer and Knemon may be persuaded to look at him (356f,
363ff). The ‘intrigue’ is plausibly based on the routine of work that the villagers follow.

When Gorgias mentions that Knemon (and probably his daughter too) will appear
on their way to his farm soon, Sostratos quickly agrees to join Gorgias and Daos, €rotpos
mavra melfapyeiv (370). Sostratos’ infatuation with the girl grows as he becomes acutely
aware of the purity of her upbringing in isolation from corrupting influences (381£f). But
the heavy dikella brings him from romantic thoughts back to reality.

aAX’ 7 8ikeAX’ dyeL TadavTa TéTTAPA
auTy" TpoaTolel k', ob padakioTéov 8’ opws,
émelmep Npypat katamovely 16 mpayp’ dmaf. (390ff))

Sostratos leaves to work with Gorgias and there is not a single character with his
hands free. How can such a play move forward? And more importantly, if Knemon does
go out of the house and starts for his land, is his conversation with Gorgias and Sostratos
— so well planned that it promises some good fun — only going to be reported?

We may expect now Knemon’s door to open but before we may ponder too far
about all this, we register a surprising entrance on stage of a cook from the side entrance.
This is a completely unexpected turn of events, and the cook’s companion will cause
adequate surprise: it is none other than Getas, earlier unavailable to Sostratos. Getas the
would-be schemer cuts a sorry figure, burdened with sacrificial utensils. Sostratos’
hardships of love represented by the four-talent dikella are contrasted with the pathetic
hardships of a slave who has to carry a load fit for four donkeys.”® Getas looks pathetic,
but his presence cannot be gratuitous and we may wonder if he, not Sostratos and
Gorgias who are detained offstage, is to tackle Knemon and pacify him. This seems
plausible as we learn immediately that it is Pan’s working that Getas is on stage at all:
Sostratos’ mother dreamt that her son was chained by Pan and ordered to dig the
neighbour’s land in full farming outfit (414ff).

It is not clear how the sacrificers will fit into the plot but the dream that Sostratos’
mother had and that motivated their arrival must be seen as sent by Pan and thus they are
surely a part of Pan’s plan. The second act ends on a note of optimism and expectations.
After the choral break the expected party of sacrificers appears on stage. Almost
simultaneously, Knemon comes out of his house planning to go to the fields at last. We

%2 Cf, Handley (1965) ad 370.
% Cf. Handley (1965) ad 390.
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believe we see the god finally moving things as they should — Knemon is brought out of
the house and the road to the resolution seems better visible. But when he comes out
ready to leave for the farm, the noisy crowd of women filing onto stage to the piper’s
accompaniment, and hurrying into the shrine becomes too much for him.”* Knemon’s
shock at suddenly spotting the party on stage must have been great theatre.

This coincidence is enhanced by the open acknowledgment that the worshippers
are coming late.” Ironically, they have come to pray for sparing Sostratos from
maltreatment but through their bad timing Knemon will never show up on his farm. The
noisy presence of Pan-worshippers makes Knemon suddenly turn on his heels and head
for his house instead of going out to the farm where Sostratos has been waiting. They
distract him from his work (mowoboiv ye pe / apyév 442f.), the old man claims. Though
we may have had doubts about the effectiveness of the not fully thought-out intrigue on
the farm, far from the spectators’ eyes, still this decision of Knemon’s makes the plot
move even further away from the wedding-resolution. In fact, Sostratos and Gorgias
have become so far removed from Knemon, that it seems the whole day will pass with
nothing happening. Knemon’s turning on his heels is an excellent surprise. His decision
brings it about that he retreats to the place where no one can reach him. Given his hard-
working nature, the chances seem to be that we shall not be seeing him much, perhaps
not the whole day!

At this point Pan’s worshippers seem to have unwittingly bungled the chances of
the resolution, and made Sostratos work on the land all the longer for that. When the
flamboyant party enters the shrine, no further action seems imaginable: Sostratos,
Gorgias, and Daos are away, working and waiting for Knemon who will never come; the
party inside the shrine is busy with the preparations for a sacrifice inside. Only
completely unexpected action can salvage such a play from an impasse and bring the
plot developments back on the right track.

And yet we see no obvious solution coming: out of the shrine comes Getas, angry
at Sikon for having arrived without a suitable pot (ro AeBnriov, 456). There is nothing
they can do but bother the neighbours. The two farcical door-knocking scenes that
follow do not move the plot in any way. They humorously show the impossibility of
having Knemon come on stage of his own free will. As late in the play as this, Knemon
will vigorously frustrate all attempts at approaching him. The slaves’ frustration with
Knemon, and with Phyle, moves us smoothly to the next scene where Sostratos returns
slowly on stage, tired after working for hours. Even if the link between the previous
scene and his entrance is smooth (520f. is picked up by Sostratos at 522) the motivation

 On the composition of the party, see Handley (1965) 208f. Frost (1988) 49 on the suddenness of the
appearance of the sacrificers: ‘The group is unannounced, which contributes to the surprise effect as they
burst suddenly on to the stage bringing noise and bustle: their arrival startles Knemon whose attention is
directed away from the stage back into the house as he issues instructions to Simiche.” he adds (p. 50) that
Getas’ arrival from the shrine *adds a further element of bustle to the scene.’

% Is @ ‘Hpdrdews, andias (435) spoken by Getas (Arnott), Sikon (ed. pr., Handley (1965)), or Knemon
(Sandbach)? No attribution is without its attractions but the choice of Knemon is probably least effective.
In his mouth the words would break into the sacrificers” conversation but he is perhaps rather to be
imagined overwhelmed by their number and lets them hold the centre stage for a visually interesting scene,
himself being pushed to the background. A more active stage presence would probably require stronger
words. Only when the party leaves the stage does Knemon start complaining about being interrupted
(442ff). It is difficult to decide between Getas and Sikon. Sikon’s presence would add to the number of
people on stage (cf. Handley (1965) 207) but an impatient Getas seems a more probable speaker
addressing members of Sostratos’ family (rather than Sikon who does not know these people and would
not comment on their late arrival). Anyway we take it, the effect is humorous because nobody pays
attention to Knemon who loses his control over the stage space — it is no longer seens as ‘the space in front
of his house’, but as the space belonging to Pan’s shrine.
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for Sostratos’ entrance is not. He describes how strenuously he had to work and yet
Knemon and the girl were nowhere to be seen. There was nothing to do but continue
with the same strategy on the next day. Sostratos stopped working and despite his
tiredness, he comes back on stage again, just to be near the girl:
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His arrival back on stage shows Sostratos exhausted and out of ideas, yet hopeful
that perhaps something would accidentally happen of its own. He seems resigned and for
the first time will drift without direction. This is his perhaps least motivated entrance on
stage in the play but not without its psychological plausibility and humour: he cannot
stay calm and wants to be near the girl. He resembles a distraught lover aimlessly
wandering about.”® While with Knemon, Gorgias, and Daos, even with Getas and the
sacrificial party, the motivation for exits and entrances is secured by their daily routine
work or sacrificial duties, Sostratos is an outsider whose movements on stage, far from
his home, are only motivated by his infatuation. Until now his love made him actively
seek ways of approaching Knemon; now that his only option is procrastination, a real
threat of non-action begins to be felt. It is at this stage that Pan’s presence becomes felt:
suddenly there comes Getas out of the shrine and is spotted by Sostratos. From now on,
Sostratos conveniently appropriates part of the stage space without having to run off. His
relatives, even the ‘scheming slave’ Getas, have temporarily made the shrine their oikos.
On the one hand, it fixes Sostratos in the neighbourhood for the rest of the play, but on
the other, it seems to rule out a quiet conversation with Knemon who was already shown
averse to their noise and sacrifice habits. Moreover, the young man seizes upon this
excellent opportunity and decides to invite Gorgias for the feast, thus giving up attempts
to approach Knemon this day. The feast threatens to stop the plot from reaching a
resolution and to postpone it until the next day.

The sacrifice that Sostratos’ mother started as a way of averting a bad omen of
seeing hardworking Sostratos, turns into a sincere pledge of friendship that breaks the
social barriers and enhances the motif of reciprocal friendship, pushing the boy’s
concern about the girl into the background. He believes that if he invites Gorgias and
Daos, they will become even more supportive of his cause later. Getas, on whom
Sostratos originally counted, is not asked to consider how to overcome Knemon in the
meantime; for the duration of the party the old man’s house will ironically seem to be
forgotten. Getas not only shows little understanding of the situation but the man who
was to be the arch-intriguer almost endangers the resolution: he does not want to have
Sostratos’ friends join the party as Sostratos suggests, although it is their presence there
and not on the farm that will be essential for the plot during Knemon’s rescue operation.
For Gorgias will be seen taking Sostratos along with him when he darts into Knemon’s
house and saves the old man from death by drowning. If the two young men were to be
somewhere else at that time, Sostratos would lose the best chance to come so near
Knemon.

The space of the shrine is important not only as a temporary oikos for Sostratos’
family, but also as a symbol of Sostratos’ sincere friendship with Gorgias. In terms of
dramatic structure, the invitation to the sacrifice is of utmost importance in the play that

% Very much a cliché of Hellenistic poetry, see Clausen (1994) 308 with examples and further references.
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concentrated so much on the symbols of work and leisure and the associated concepts of
injustice done to the poor, or the goodwill done by the rich.

For the first time Sostratos notices Pan in whose space he hopes to promote his
own cause, the marriage. He addressses the god’s altar and does not forget to mention
that he always greets the god”’ even though in reality he was constantly blind to the
god’s presence. Just as the young man relied on Pyrrhias, Chaireas, Getas, and Gorgias,
he now wishes to enlist Pan in his team as well. He prays at the altar and rushes off to
invite Gorgias to the sacrificial feast. In the meantime Simiche rushes on stage in
distress (574). Knemon’s household is still busy with work, and because Simiche’s
lament concerns a hardly serious mishap, it looks as if the only dramatic potential of this
was to remind us that Knemon is busy and that he will probably have no time today to
stop and come anywhere near Sostratos. The reason for Simiche’s presence on stage is
her fear of Knemon: for when she tried to retrieve from the well the bucket that she had
dropped, she inadvertently lost there their only mattock as well. As luck would have it,
Knemon just wanted to shift some dung (there is no talk of lunch in his household).
Knemon comes on stage only to force Simiche back, and much humour is derived from
his playing cat and mouse with Sostratos again. This fact is visually emphasized, with
Sostratos rushing off just before Knemon’s appearance, and coming back soon after
Knemon disappears again and will not come out for a very long time. When Sostratos
returns, Getas is amazed by what he sees: when he was told that Sostratos would bring
with him his friends, he could not have expected that the young master meant local
farmers:
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How could a rich urban boy out hunting meet the busy local farmers and even
become friends with them? Getas is puzzled and kept out of the love-thread of the play,
not able to rise to the role for which Sostratos had wanted him earlier.

There was much lively action on stage in this act with two door-knocking scenes
(456ff.), and yet we are still kept in the dark about what to expect of the play — in one
stage house there is Gorgias’ mother and Daos alone, in another festivities under
progress, and in Knemon’s isolated house the inhabitants are best imagined as going on
with their hard work. It seems as if the stage space and the plot collapsed into segments
with characters living their lives without interest in what goes on next door.

Just after lunch libations are offerred — no doubt to Pan of the shrine — before
starting the drinking part of the sacrificial feast.”® During the libations (as we learn later)
Simiche comes out of Knemon’s house again (620). Her distraught figure leads us to
expect another of the minor domestic misfortunes and it therefore comes as a total
surprise that the misfortune is for a change of a serious kind and concerns Knemon who
slipped and fell in the well in his courtyard. The serious mishap is relieved by the stage
presence of the cook, incensed that Simiche’s constant lamenting does not let those in
the shrine enjoy themselves and proceed with the libation:

‘HpdkAets aval,

%71 accept (with Amott, Sandbach) the papyrus reading that has the present tense here. Others (Barigazzi,
Winnington-Ingram, Handley) change it to the future tense.
%8 On the careful timing of the feast, see especially Lowe (1987) and Amott (1979).
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The details of Knemon’s fall become obvious in Simiche’s conversation with
Sikon who listens with much satisfaction at this divine retribution, as he sees it, for his
earlier maltreatment in Knemon’s hands at the old man’s door. He does not intend to
help Knemon out. Simiche calls out Gorgias’ name (@ Iopyia, mob yis mor’ ei; 635) and
is perhaps surprised to see him come instantly out of the shrine, the space that Gorgias
rarely visits. Together with Sostratos he hurries into Knemon’s house.

The play has taken a surprising turn and it finally puts in perspective all previous
exits to and entrances from Knemon’s house — especially those that looked contrived:
the entrances of Simiche and Knemon’s daughter. A totally inaccessible old grouch who
could not and would not change his ways no matter who forced him, could only learn a
lesson once he has become incapacitated for work. Only now can he realize the folly of
trying to depend on himself alone. This lesson could not have been taught to him by
anyone else and Menander had to devise a complex web of coincidences that would
force him, in the safety of his house and routine work, to become a victim of an
extraordinary event.” On retrospection, it is not an instance of a god striking him down
in one blow, but a combination of all trivial incidents that met Knemon from the early
morning, beginning with Sostratos’ slave Pyrrhias who made him return prematurely
home and work in the house. Sostratos’ efforts from sending Pyrrhias on his mission
onwards, effectively caused Knemon to stay at home — and this for a long time looked
like a hopeless failure on Sostratos’ part, something that nobody could do anything about.
The feasting in the shrine only enhanced the sense of failure, giving an air that for today
all labour has given way to a meal to celebrate a new friendship. Work motivated all
Knemon’s movements in stage space and it was his desire not to stop working that
eventually taught him the hard way the problematic nature of his lifestyle.

Just when Sostratos and Gorgias gave up on Knemon and postponed meeting him
until the next day, the circumstances have allowed them to meet Knemon face to face,
but not only that: they have gained an advantage and may count on Knemon’s gratitude
for saving his life. Sostratos would naturally jump at such an opportunity to meet
Knemon at last.

Or so one would think. Menander again surprises his spectators: Sostratos rushes
on stage elated and compliments the gods, singling out Demeter and Asklepios by name,
on this sudden turn of events:
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An oath by these gods is perfectly appropriate under the circumstances. 100
However, notable for his absence in the list is Pan whose hand in this Sostratos fails to
see. Moreover, even though Sostratos praises all the gods for this excellent timing, he
begins to describe how he stood by the girl and — paid very little attention to Knemon’s

* Using the means very close to Pan and the Nymphs: on the ironies of old Knemon becoming an
‘involuntary nympholept’ cf. Lonsdale (1993) 270f.
'% I onsdale (1993) 322f., note 50 notices the similarity between Knemon and the Demeter/Kore myth.



70

rescue because of that! So far, Sostratos acted from his own initiative, eagerly and in
vain. When Pan gives him a chance to do something with real consequences, he almost
spoils the offerred chance (678ff.). About three times, he says (683), he dropped the rope,
sending Knemon back to the bottom of the well — all because he had a chance to look at
the object of his love. And now, instead of taking advantage of the opportunity and
coming forward to meet Knemon who is unaware of the young man’s part in the rescue,
he rushes out of the house to tell the audience of his infatuation with the girl. If he had
stayed inside, he would have problems restraining himself from kissing her (686f.).
Ironically, Pan has put him under such a strong spell that in the loved girl’s presence he
seems to be forgetting about Knemon, losing yet another chance to arrest the old man’s
attention.

He needs to cool down a little to realize that. He seems to want to go back inside
the house'’! but is prevented from entering the house because at that very instant the
door opens and Knemon is wheeled out. During Knemon’s apologia pro vita sua,
Sostratos is standing in the background. If it were not for Gorgias who introduced
Sostratos to Knemon as his rescuer and a diligent farmer, Knemon would not even
bother to look at him. In a truly ironical turn of events, now that Knemon is easily
approachable at last, he is, strictly speaking, no longer significant for the love plot. He
delegates all authority to Gorgias who naturally does not oppose Sostratos marrying
Knemon’s daughter. This is one final piece of irony in relation to previous events:
Sostratos’ delightfully ineffectual activity made him try to approach Knemon a number
of times, all in vain. No matter how ineffectual Sostratos was, Gorgias was impressed by
his earnest efforts:
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Thus despite appearances, Sostratos’ efforts did, after all, make his pleasant
character known to Gorgias and win him the girl.

Knemon’s lack of interest in his daughter’s bridegroom (752) only confirms that
his character is a bit out of place in the love plots of New Comedy. There follows a
formulaic gesture of friendship and Gorgias is offered the hand of Sostratos’ sister. And
yet, these formulaic and expected scenes only make the contrast with Knemon’s aloof
attitude to New Comedy resolutions all the more obvious. When Sostratos hears that
Knemon would not wish to join the party, he knows there is no fighting the old man and
nothing can be done (870). Knemon’s character precludes a tidy resolution and in this
too he stands outside the conventions of the genre. At best, he can be shown on stage as
being physically overcome and forced to go by the social norms. But it is obvious that a
New Comedy resolution, whereby the bride’s and the groom’s families become united
under the same roof and hold a feast, is too painful for him. There is nothing to do but to
bring farcical punishment on him by Getas and Sikon, two typical representatives of the
comic genre. Through them New Comedy asserts its victory over an antidramatic old

10 If that is what mapaarevd{opar 87 (689) implies.
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misanthrope. With all provisions already in the shrine, Knemon himself is the last heavy
burden on Getas’ shoulders, carried into the shrine for an all-night feast of victory.

Excursus: Feasts and the irony of non-action

Dyskolos ends on a festive note. Knemon is forced to join others in Pan’s shrine
and celebrate the coming weddings. In fact nearly all comedies end with a promise of a
feast of some sort that may serve as a symbol of the resolution: feasting may celebrate an
engagement, an arrival of a long-absent relative, or for instance freedom to enjoy at last
one’s favourite hetaira’s favours. A feast is thus in some ways a symbol that helps us to
conceptualize and visualize the resolution as a goal towards which the plays move. At
feasts all worries are overcome, there is no urgent business to take care of, and all join in
a holiday mood of companionship. It is a respite from hard work, a victory after all
comic pragmata.'®

However, as important as this is for the resolution, there are dramatically more
important uses to which feasts may be put within the plays. The plays may already start
with some feast embedded in the plot that do not seem connected with the resolution or
may even go against it: a man in love may hold a party to drown his melancholy and
forget his problems, Sostratos’ mother in Dyskolos holds a sacrificial party that seems
irrelevant to Sostratos, long absent family members may be treated to a welcome-home
dinner, or, as in Georgos, an unwanted wedding is being prepared inside the house, and
so on. Such feasting may become an ironical pointer to the comic resolution and not
infrequently feasts that started with a different purpose conveniently turn into the
celebration of the comic resolution: Dyskolos being a good example of this.

The ever-popular figure of a cook with his knife and boasting, a sheep unwillingly
trudging towards a butcher’s knife, wine and other provisions all create obvious visual
entertainment. They also vary the tempo of action on stage — everyday routine gives way
to festive commotion, or it may slow down the solution to the domestic problems when
those who are most concerned decide instead of facing problems on escapist drinking
with friends. Clearly, then, festivities inserted into the plots may play a special role in
relation to the dramatic problem: as the case of Dyskolos showed, a character’s decision
to put off until the next day his efforts to confront Knemon and win his daughter, often
teasingly suggests that instead of a steady flow of dramatic events, ‘non-action’ is about
to be given precedence.

There are various reasons for the great role of feasting in the dramaturgy also
because a playwright may find them convenient in bringing together characters that
could otherwise hardly come together on stage and stay around until they are needed.
One thinks of such cases as the feast at the courtesan’s house in Dis Exapaton where it
would have been difficult and uneconomical to create other means of keeping near each
other all the characters that must interact. At the courtesan’s house, Moschos and
Sostratos, two young men, can meet their courtesans, the feast is an opportunity for
Lydos, Moschos’ tutor, to go in and then cause great misunderstanding when he
describes what he saw inside to Sostratos standing in front of the door. There is no need

102 On feasts, see Arnott (1996) 86ft., ad Alexis fr. 15. ‘[E]ating and drinking are so firmly fixed in the
tradition of Greek comedy that the audience expected to hear about it’, Webster (1974) 86. ‘These parties,
whether they are called sacrifices or marriage feasts or breakfasts (arista) or symposia, not only carry on
the story because things happen at them but set up a time schedule which the audience recognizes and
expects to see worked out. The full sequence is purchasing, including hiring of cook; preparations,
including not only baskets, cakes, etc., but also cooks borrowing pots from the neighbours; libation and
slaughter of animal; eating the animal; symposion. It is seen clearest in the Dyskolos and the Samia.’ ibid.,

cf. 30 n.12.



72

to have the tutor, Moschos’ family, or Sostratos’ rival in love occupy a house on stage or
nearby. The place where the feasting takes place becomes open even to Sostratos’ and
Moschos’ father and the play reaches a visual resolution when the two old men are
persuaded to join their sons at the party that shaped and moved the play throughout.
What started as a welcome partyfor the newly arriving Bacchis, turns into a celebration
of the courtesan’s companionship with their young lovers, a celebration of the renewed
friendship between the two young men, and finally a celebration of the comic mood that
pacifies even the two old fathers.

Menander’s plays, so far as we can follow them,
mood and the ironic contexts of feasting.

19 often played with the festive

Aspis

If Kleostratos were to arrive, he would undoubtedly be welcomed with a party to
celebrate his safe arrival from the army. And his booty would immediately prove handy
for his sister’s engagement. But Kleostratos is reported dead and instead of a feast a
funeral must be considered. As in Samia, somber domestic mood clashes with the festive
wedding preparations — for when Daos arrives home with the news of death he learns
that Kleostratos’ sister was just about to be married to Chaireas with the preparations
already in full swing. Reported death disables, seemingly for good, the comic resolution
(wedding) but even later, and indeed throughout the play, death and wedding continue to
be brought up as two opposed but defining symbols of the play. The characters’
frustration at the news of death and the expectations of a wedding (required by the
audience and the genre) are strangely, almost ironically opposed, adding a very unusual
colour to the typical New Comic treatment of feasting and celebrations. Smikrines, eager
to lay his hands on Kleostratos’ booty, suggests that now that the news of the death has
arrived, the wedding of Kleostratos’ sister must be called off. However, he immediately
considers how to marry the girl himself. Chairestratos, lamenting the sorry end to the
wedding plans for Chaireas and Kleostratos’ daughter, is on the point of collapse,
suggesting the shape for the intrigue against Smikrines. To have the old miser not marry
Kleostratos’ sister, another death must be announced, with an even richer epikleros girl
in sight. Amid false reports of Chairestratos’ death Smikrines probably brings up the
theme of the wedding again — and magnanimously lets Chaireas marry Kleostratos’
sister as originally planned. In the lost portions of the play others learn that Kleostratos
is alive and they may start the wedding preparations. This and the cook’s return may
have been designed to create a humorous effect by way of contrast with Smikrines’
belief that two deaths took place, especially if he learnt the truth as late as Act V.

Epitrepontes, Perikeiromene

In this play too the feast seems out of place: the cook is invited to prepare it for a
party including Charisios, a newly-wed man who inexplicably moved away from his
house and wife. Instead of trying to solve his domestic problems the young man seems
intent on idling away his time feasting with Habrotonon and friends. As the alleged
death in Aspis, so here Charisios’ resignation seems a very strange beginning that rules
out any solution. The feast is from the start felt as a useless, retarding and complicating
theme with no bearing on the resolution. It will only make Smikrines more obstinate in
his wish to drag his daughter away from the profligate and unfaithful husband.

103 1t is difficult to guess what was the role of feast in Kolax that in fr. 1 mentions a feast in celebration of
Aphrodite. Its place in a play focussing on purchased sex could have been significant (cf. Arnott ad loc,
Loeb, vol. ii, 159). Likewise, in Misoumenos we hear of a coincidence concerning dinner being prepared
(?) 979f. but it is difficult to see how it fitted into the plot structure.
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Everything seems to have conspired to cause a deadlock and an irrevocable separation of
husband and wife.

The feast is a useful grid against which Menander fixes the characters’ exits and
entrances and the friend’s house where it is taking place is an economical arrangement
that allows the playwright to bring on stage a number of characters that would otherwise
not come together, motivating their appearance when needed. When Onesimos comes
out of the house and accidentally spots his master’s ring in Syros’ hands, it is the feast
that motivates his accidental entrance on stage — Onesimos complains that the cook is
slow about his work. The setting of the feast seems thus to forward the plot, now that
Onesimos recognizes the ring. However, very soon the feast becomes an obstacle that
once again threatens to slow down the developments: Onesimos hesitates to talk to his
master for the very reason that there are partying guests in the house. The act ends on a
low note, as the slave who is in the best position to bring about an anagnorisis lets the
chance go by. He plans to procrastinate and the act ends with no promise of progress.
The next act begins even worse — Onesimos is worried that the ring could actually
accuse Charisios of a relationship with a woman other than his wife and such a situation
would then completely separate the husband and wife. His deliberation seems thus to
block all further developments. But then, Habrotonon comes out of the house and voices
her frustration at Charisios who pays her no attention at the feast. The feast was a
convenient motivation for Onesimos’ entry on stage earlier and it is equally useful now.
Habrotonon will learn about the ring and overhear talk of the Tauropolia. Ironically, she
was present there and it becomes clear that her role, originally believed to be limited to
the presence at the feast, gains in dramaturgical importance. She decides that she will be
the link reconnecting husband and wife. First, she must discover if Charisios is really the
child’s father, and so she proposes to pose as the baby’s mother. The feasting has
conveniently made Charisios tipsy and so he will blurt out everything by himself, with
only little prompting from Habrotonon. Habrotonon’s intrigue will change the tempo of
the play radically — the mayhem her ‘confession’ creates in the house is best reflected by
the grumbling cook being driven away as the feast is suddenly called off under the
unexpected new circumstances.

The feast has a similar delaying effect in Perikeiromene. The soldier, having cut
Glykera’s hair, retreated to an offstage house where he lay down and is now to be
imagined crying and pitying himself. This passive approach resembles Charisios’ in
Epitrepontes. Friends try to cheer him up and prepare a feast for him. Ironically, their
help will prevent him from taking an active part in the plot (175ff.)! To be kept informed
about what goes on at home, he will have to keep sending his slave Sosias on stage.

Neither the soldier nor Glykera seem to want to patch things up: she too moves out
of the house and finds protection with Myrrhine next door. Myrrhine has a son and this
naturally makes Glykera’s motivation for the moving into that house suspect. Moschion
himself, being fond of Glykera, is misled to believe that it was because of him that
Glykera moved inside their house. We hear that lunch is being prepared inside (307) and
Moschion hopes to take advantage of that and make it into a situation resembling
feasting with a loved girl. However, Myrrhine will not want her son near the girl and the
lunch that Moschion wanted to enjoy in Glykera’s presence eventually ends in Daos’
mouth while the young man is waiting in another room, hoping to be invited any
moment (542ff.). Myrrhine preventing him from coming near the girl and from enacting
a symbolic feast, is a powerful image stressing the old woman’s sincerity in guarding the
girl. Moschion must forget the girl who will never belong to him.
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Samia

A different kind of irony finds place in Samia: Moschion, Chrysis and Parmenon
all wish that Moschion married the girl he loves (71f.) and the wedding preparations
under way for most of the play seem an unbelievably smooth fulfilment of that wish.
Parmenon wants the wedding to take place this very day, although he recognizes that it
will probably take much courage on the young master’s part to persuade his father and
confess to his guilt. However, the slave along with both the households awaiting the
return of Demeas and Nikeratos will be surprised to see that Demeas himself is eager to
organize a wedding for his son, preferably on this very day. He plans to marry Moschion
to none other than Nikeratos’ daughter and will be doing all he can to move on with the
wedding. Even when faced with personal problems, he does not slow down but pushes
his own problems into the background and finds solace in pleasing Moschion.

Act II starts with startled Demeas who met an unexpected surprise at home — a
baby son; but having obtained Moschion’s word that he is eager to marry the
neighbour’s daughter, Demeas leaves the baby aside and will hurry up to organize the
preparations (155f.). They keep him from thinking about Chrysis and demanding a frank
conversation with her. It seems therefore that as long as the wedding is underway, things
will smooth out by themselves, although there is much unease about the shallow quality
of the festive mood since none of the mistakes that Demeas entertains can be corrected
in this atmosphere.

Demeas thinks that others are delaying the wedding preparations: in a lacunose
text we hear that Nikeratos wanted to inform his friends about the wedding (179f.), a
reference that is probably to make Nikeratos look like unnecessarily delaying the action.
However, Nikeratos soon voices agreement and so not even this small obstacle to the
preparations materializes. Therefore there seems to stand absolutely nothing in the way
of the resolution — which the wedding preparations are clearly bound to be; and yet it is
ironical because for once the speed with which the resolution ‘threatens’ to take place
seems to cause that the domestic problems will not have time to come to the surface and
that the characters will end up enjoying the final festivities still labouring under severe
misapprehensions.

Parmenon earlier doubted that fearful Moschion would be capable of brave action,;
Moschion had misgivings about Demeas’ reaction to ‘Chrysis’ baby’; and even Demeas
thought that Nikeratos would have problems convincing his wife that the wedding
should take place this day. Eventually, though, none of these obstacles are relevant.

In other plays discussed above, a feast often worked as a delaying or an ironic
presence within the plays. Here, to all appearances, the preparations will smoothly and
uneventfully move the play to its finale leaving many questions unanswered — and thus
the wedding preparations in Samia are similar to the parties delaying the discovery of
truth. The quick promise of a smooth resolution in a play where no one is yet ready for it
is truly an interesting variation on the theme.

The next act prepares a surprising turn — it was the very preparations for the
wedding, and Demeas’ zealous approach to it that caused a grave misunderstanding
threatening to stop the play, making him disown Moschion and abandon Chrysis.
Demeas was rushing everyone up and down, this made the household fret and the baby
was forgotten in the ensuing commotion. An old nurse took the baby and calming it she
was addressing the boy as Moschion’s son. Demeas overhears her and concludes that
Chrysis must have seduced Moschion. And yet even now, he does not stop the
preparations but pretends that nothing happened. He plans to go on with the wedding for
his son while hiding his disappointment with Chrysis who must be thrown out without
making his shame public. Because he loves Chrysis, he busies himself with the wedding
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preparations that now conceal another meaning — they are to Demeas what the escapist
feast in Epitrepontes was to Charisios: a way of forgetting about his personal problems.
For Moschion’s good Demeas has made up his mind to expel Chrysis without giving
anyone his reason for it and the play reaches a stiflingly claustrophobic atmosphere with
the wedding preparations going on unhindered amidst wailing and crying over Chrysis’
sad fate. While in other plays a cook is suddenly rudely thrown out because of a
domestic catastrophe, and the feast stops abrupty, here Demeas is forcing everyone to go
on with the preparations and he bawls at the cook and forces him to rush inside
immediately and — to continue!

The feast created and prolonged serious complications but without it no
satisfactory resolution would have been possible: Moschion, unaware of Demeas’
thought processes, asks him to bring back Chrysis and have her take part in the wedding.
Naturally to Demeas’ eyes this is shocking ingratitude. A quarrel with his son that
ensues at this point, reveals Demeas’ error and Moschion explains to the old man what
really happened. The conversation that corrects Demeas’ mistake is forced on them by a
cleverly moving plot, with the wedding preparations playing a prominent role in it. This
construction of the plot succeeds in subverting an almost impossible problem
complicated by both the son’s cowardice and his father’s efforts to hide his suspicions
from everybody else.

In the final act, just as the preparations are nearing completion, Moschion of all
people sets out to delay the action. He wishes to put on a little act and pretend to be
leaving home in order to punish Demeas for his unfounded suspicions. His show gets
almost out of control and it threatens to lead the play in a new direction — if it were not
for Demeas to salvage the situation. The last obstacle to the smooth wedding was,
surprisingly, Moschion himself. The young man in love, putting on a retarding ‘act’ is a
final statement about the play based on the ironies of the all too smooth progress of the
wedding feast.
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lll. The Oikos as a Dramatic Space

A thesis devoted to the expectations of the New Comedy audience and the
playwright’s imaginative response to such expections may be expected to pass silently
over the topic of the stage setting: for, as was already mentioned, if anything is to be
seen repeated from play to play it is precisely the stage background representing two or
three private houses.' How should such a solid backdrop offer a sense of freshness, grip
the spectators and invite them to participate again and again in novel stage portrayals of
life? I believe Menander’s toying with the spectators’ familiarity with the fixed meaning
of the stage space is indicative of his dramatic technique in general; but while we cannot
test with any degree of security the audience’s familiarity with the comic genre and,
consequently, their responses to innovations in other respects, we are on somewhat
firmer ground in assessing their appreciation of, and attitudes to, the dramatic
transformation of private and public space about which evidence is abundant.

Dramatic interest in the orkos

Of course Greek drama in all its stages showed an interest in exploring the
associations of oikos and there are seeds of New comedy’s preoccupation both in earlier
tragedy and Old Comedy.* Fraenkel, among others, noted the similarity of Aristophanes’
setting in Ecclesiazusae and especially Clouds with New Comedy domestic setting,” all
the more striking because ‘generally speaking, in early comedy the background does not
exist for the audience, unless there is a special reference to it in the dialogue.’* Even art
history testifies to a growing interest by the late fifth century in representing the stage
doorway.’

It would be, incidentally, interesting to know whether it was theatre that shaped the
language of earlier myth and gave it the often domesticized touch: In Samia we hear of
tragic actors speaking how Zeus turned into gold and éppvn / 8ca Téyous kabepypevny Te
matd’ eépoiyevoev more (5901F.). It may be that an early image of Danae guarded by dogs
in an underground dungeon with brazen doors underwent some change through

! Though there are some imaginative or exotic settings moving the plays towards the countryside (Men.
Dysk., Epit., Heros, Ter./Men. Haut.), the sea (Plaut./Diph. Rudens, Men. Leukadia), and so on, they too,
in the end imitate the domestic arrangement of the more typical plays.

2 Nesselrath (1993) suggests that it was through parody that Euripides’ domestic plots found their way into
comedy. That may be partly true, especially in terms of plot; but it also seems clear that the comic stage
representing for instance two neighbours’ houses (as it does for much of Aristophanes’ Ecclesiazusae) was
developing in a freer way independently of the more conservative Euripidean stage arrangement.
Aristophanes’ lines such as Thesm. kamayopevere pnr é€eMetv pnr’ éxxiaoav adévar (790), and «av éx
BupiSos mapakimrwpev, 10 kakov {nreite Oedofar (797) may hint at stage representations of masculine
anxiety (and women’s allurements) by the comic genre that would be inappropriate in tragedy. It is a small
step from Ar. Thesm. 797 to Men. Pk. 152f. that is developed into a significant part of this comedy’s
exposition.

3 Fraenkel (1936) 257f; ‘on the whole the opening scene of the Clouds has more in common with New
Comedy than any other piece of fifth-century drama that we possess’, ibid. 258. Cf. Wilamowitz-

Moellendorff (1927) 206 on Lysistrate.

4 Fraenkel (1936) 260f. _
5 Green (2001) 54 in discussing the development in Athenian comedy as seen on vases from late fifth

century to the third quarter of the fourth notes: ‘It is of course very difficult to say from the vases, which
inevitably carry single scenes, whether a door-identification is on-going throughout the play, but what we
can say is that depictions of doors become steadily more common during the period of our sample, that it
appears to be a rule that vase-painters do not show them unless they are directly relevant to the action, and
therefore that doors (and in consequence the houses that they represent) are growingly intrinsic to the

action of the drama.’” [Green’s emphasis]
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treatment on stage. Each of the three great tragedians dealt with the myth and it may not
be too wide off the mark to attribute domestification of Danae’s imprisonment (e.g. in
Soph. Antigone: év yadkodérois adals 945) to its treatment in theatre.®

Spectators familiar with at least a few productions of the comic genre are, at least
subconsciously, ready to test their familiarity against a new play evolving before them. It
would not have been lost on them that comic economy frequently requires that the
resolution should be achieved through a ‘unification’ of both stage households: in, say, a
marriage or mutual recognition. How did such awareness shape the audience’s
expectations of a play that they were about to watch? What can the plot developments be
for instance in a play with a well-off house pitted against a poor-looking one when the
first character to appear on stage is a rich young man with guilt written all over his
face?’ Will he act the role of a typical comic seducer of girls and will the poverty of the
neighbour’s house stand in the way of his happiness? Again, how does a tragic looking
slave in Men. Aspis with a solemn entourage of captives fit into the stage setting where
we perhaps see a garlanded house in preparation for a wedding?

It is not an exaggeration to say that the dramaturgy of New Comedy moved away
from earlier character comedy (e.g. the Knemon of Dyskolos®) towards a comedy of
errors with principally good-natured characters not reduced to mere caricatures of
character traits. If character comedy follows an individual character, his reasoning, his
power to transform stage space after his wishes, no matter how inconsequential, later
New Comedy shows a gradual preference for social interactions between a number of
characters each aware of his or her place with the importance of the oikos growing
proportionately. The sense of roundedness in characters comes from their movement in
familiar space, in which even the most simple choices provide economical but telling
hints of their character. That is, New Comedy in a pronounced way makes use of an
equation valid in everyday life between an individual’s movement in space, especially
around the oikos’, to their 7fos."

In a society where everyone has an allotted place and restrictions apply to
movements beyond it, failure to follow the rules results in questioning the master’s
authority and masculinity. Du Boulay has interesting remarks on the equations between
a woman’s place in house and her ethos, still valid in a modern Greek village:

‘Evidence of infidelity is direct proof of a woman’s worthlessness in all other
fields, and, conversely, careless behavior about the house and neglect of house

% Hes. fr. 135 MW has a reference to Danae and Zeus, but the mention is brief and unenlightening. Until
the fifth century, we have only Pherekydes’ evidence to go by (preserved in scholia in Apoll. Rhod.
4.1091: 6 8¢ dvaywproas els "Apyos Badapov moLel xalkobv év 17j avAfj THs oikias kata yijs, évba Ty Aavany
eladyec.) From then onwards, cf. Eur. fr. 1132 hypoth. 77?9 [sc. Danae] épacfeis o Zevs ... xpuaos yevipevos
kai puels Sua Tob aTéyous eis Tov koAmov Tiis mapfévov éykupova émoinoev. Cf. Luc. Gallus 13 dxobeis 8ymov
ws xpvatov éyéveTo Kai puels dua Tob Téyous quviy Tf ayamwuévy, Ter. Eun. S871f. animu’ gaudebat mihi, /
deum sese in hominem convortisse atque in alienas tegulas / venisse clanculum per inpluvium fucum
factum mulieri. The literary evidence for the Danae myth is discussed e.g. in Gantz (1993) 300ff.

7 In Men. Samia. Rich young men as seducers/rapers of girls: Men. Kith., Georgos, Pk (if he could)., Epit.,
Fab.Inc., Plaut./ (?Men, ?Alexis) Aul., Ter./Men.. An., Eun., Ad. Indeed, as Arnott (1981) 226 remarks,
Sostratos in Men. Dysk. ‘is the only one so far to have had an opportunity (at 189 ff.) of raping or seducing
an unknown inamorata and then rejected it.’

8 Migoydvns or Wogoders are also known to have been written by Menander and, judging by their titles,
seem likewise to have had to do with caricatures of character types.

® See MacDowell (1989) for the gradual developments in the meanings of this word.

10 with some omissions or reductions: in real life, for instance, there were many opportunities for women
to participate in outdoor activities, cf. Cohen (1989) 7. Of course, dramatic oikonomia is to be seen behind
the choice of not giving the whole picture and simply equating a chaste life with staying indoors.
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duties are referred back to the basis of a woman’s honor and cause asperisions
to be cast on her chastity.” "'

The simple equation between a woman’s behaviour in the allotted space and the
higher ethical categories of loyalty to the house and chastity are, as we see, fully
embraced by comedy as economical prerequisites for dramatic mistakes.

Getting people on stage sometimes requires overstepping social boundaries or
working with them in a particularly clever way. To recover truth, ingenious plotting was
required so that characters are allowed to overstep all sorts of social boundaries
represented on stage and access knowledge hidden from them (often in the form of
gnorismata). How to bring out of a house hidden truths'? or even more deeply hidden
secrets inside a character’s heart? By being hidden from sight they were inaccessible to
anyone outside the walls of the house. Often, it will be seen, plots lead to a disclosure of
domestic secrets on stage as the only juncture where strangers could meet and be
confronted with the previously hidden or inaccessible truths. Even the cleverest plotting
depends on giving stage presence to hidden secrets of an inaccessible mind or equally
inaccessible dark recesses of a house. Let us look in more detail at the codes of
behaviour recognized in comedy for women, masters and the young sons.

Treasure in the house: women without protection

In Perikeiromene Moschion epitomizes just the type of the dangerous young men
against whom girls have to be protected: he is rich, fond of wine, and rash, while
Glykera is beautiful. Besides, Polemon, her guardian, was often on military campaigns
and thus provided only inadequate protection:

-~ \ ’ PO TR
mAovTovvTa Kai pebvovr’ aet

¢ -~ b ~ 3 ~ \ \ ’
opio’ exeLvov, evmpeTy) b€ Kal vEav

ravTny, BéBatov 8 obbév au karelelmero. (Pk. 1421ff))

The old woman who found both Glykera and Moschion as exposed babies foresaw
the danger in such a constellation and informed Glykera that Moschion was none other
than her brother. Just as the old woman had predicted, when an occasion offered itself
Moschion did not hesitate but hurried straight up to Glykera and kissed her at the
threshold of her house:

b4 \ 2 ’ ’ 0 ~ 9 ¢ L) 9 ~ ’

amo TavTopaTov 8 ofbeto’ v’ avtov BpacuTepou
’ k4 7 ~ LAY

WOTEP TPOELPTIK’ OVTOS ETTLUEADS T~ A€l

~ 2 \ A) b ’ ” € ’
POLTOVTOS ETL TTV OLKLAV, ETUX €TTEPAS
’ ’ ’ ¢ I TEY -~ ’
mépmovoa mou Bepamrarvav, ws 8 et Tais Bupacs
’ > LAl \
avTyv yevopevny eLdev, evbu mpoadpapwy

édider, meptéBalX’... (Pk. 1511f)

By coincidence the slave of Polemon, the soldier with whom Glykera lives,
spotted Moschion embracing Glykera in the doorway and he must have noted that she
did not resist too much, although he could not know that she was only happy to be
holding her long-lost brother. This simple confusion started the dramatic action when

'" Quoted in Cohen (1991) 47. _
12 post (1940) 423 rightly warns against seeing gnorismata as a merely mechanical, unrealistic means of

recognition.
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Polemon, told of the incident, turned into a jealous brute punishing Glykera by cutting
her hair. We see how comedy enjoys contriving statistically improbable coincidences,
such as here the proximity of a lost brother to his sister, and how it then inserts them into
a chain of credible human reactions. Anyone in Polemon’s shoes would suspect Glykera
of an illicit affair under the circumstances, not giving even a thought to the chance that
Moschion could be her blood relative.

It seems to be taken for granted that women such as Glykera need protection
(Polemon was away at the time of the ‘incident’) since they are constantly exposed to
unwanted attention and if they succumb, it is not only their weakness that is to blame,
but also the guardian’s apparently lax protection."?

For instance the simile with Zeus as gold rain used in Samia to hint at the rape of
Nikeratos’ daughter, humorously implies that if due care had been given to the
protection of the house, the rain (Moschion) would not have got inside."*

In Dyskolos, Daos and Gorgias, oppressed by poverty, act to stop a rich young man
from, so they believe, seducing a freeborn girl. Long before we see Gorgias helping
Knemon directly, we see him trying to protect Knemon’s household by protecting the
old man’s daughter. When Daos spotted Sostratos running from Pan’s shrine right to
Knemon’s daughter and then in an elated state running to find help, the slave naturally
suspects a plan to seduce the freeborn girl. He laments that the girl is without protection
due to Knemon’s lack of interest:

b4 ’ ’ b \ b b ’
QKAKOV KOPTV LOVTV QPELS €V EpTLLAL
LIPS \ ’ ’ ¢ -~ 3
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opacov. (Dysk. 222f£)"

Daos and Gorgias will accost Sostratos — who is on the point of knocking at
Knemon’s door — in order to stop him from taking from the house what is not his.

Houses of respectable citizens are not open to all. In this they contrast sharply with
courtesans’ houses that are like public highways where people are free to walk at will. !¢
The most frequent and comic intruder prying into the secrets of the house and its
reputation is the cook. Euclio in Aulularia complains that the cook has made a
thoroughfare (pervium) out of his house — an image referred to in note 16 to describe a
courtesan’s ‘open’ house:

13 Cf. for instance Dysk. 218ff, Plaut. Curc. 15-26. Also, one of the reasons behind Moschion’s insistence
that Demeas should take Chrysis inside his house was to protect her from other wooers: dxovros avrod
Sceoyulopny O o / av py yévnraw Tis €taipas €ykpatrs, / vm avtepacTdv pewpariov évoxAnoerar (Samia
24ff). Sosias’ mistake in Perikeiromene is repeated in Misoumenos 216ff. Cf. Woodbury (1978) and
Cohen (1991) 148 for a useful discussion of material on the social associations of women standing in front
of their own house.

14 (A7)... oxdmer, / Tob Téyous €l gou pépos i pet. (Nu) 0 mAelaTov. alda 7i / TobTo mpos éxetv’ éati; (Samia
592ff). Demeas hints at lack of protection leading to the girl’s rape. 1t is humorous to see that even at this
stage, and comfortable in knowledge superior to Nikeratos’, Demeas is unaware that the girl was made
pregnant not in Nikeratos’ but in Demeas’ own house!

15 Cf. Onesimos’ words to Smikrines in Epitrepontes: obrws érpes matd’ émiyapov; Toryapov / Tépaoiy
opora mevrapmva wacdia / extpédopev (11151F).

' Plaut. Curc. 33ff: PH. quin leno hic habitat. PA. nemo hinc prohibet nec uotat | quin quod palam est
uenale, si argentum est, emas. | nemo ire quemquam publica prohibet uia; | dum ne per fundum saeptum
facias semitam, | dum ted apstineas nupta, uidua, uirgine, | iuuentute et pueris liberis, ama quidlubet.
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sceleste homo, qui angulos omnis
mearum aedium et conclauium mihi peruium facitis? (Plaut. Aul. 4376)"

By the nature of his profession he wants to know the number of people he is to
serve and the reason for the celebration. He is at the centre of action when a domestic
trouble occurs (4 Tébvné Tis, elr’ dmorpéyewv Sel piobov ovk Exovrd pe, 7 TéTokE THY
évBov kvobad Tis Adbpa, elr’ ovkére Bova’ é€amivns, AN oiyopar dmiiwy €ya... Asp. 216ff)
and the sacrifice or the festive meal is suddenly cancelled. He is often represented as a
thief'® and indeed, he steals not only provisions, pots and pans, but by revealing what
was to be hidden, he is also a threat to the reputation of the house.

The play that most clearly conflates the images discussed here is Plautus’
Aulularia. In the house is a young woman in need of protection — but there is also a pot
of gold that needs to be guarded from nosy outsiders such as, most obviously a cook.

Euclio, determined not to have anyone discover the secret treasure in his house, is
perhaps more explicit than most other masters of the house. While Euclio protects his
pot of gold, he is completely unaware that his daughter was raped by a young man nine
months ago. Lyconides, the young man who made the girl pregnant, spots on stage
Euclio stricken with grief over the loss of his treasure and a wonderful scene of cross-
purposes ensues whith Euclio thinking of the gold, and Lyconides of the rape (731{f.).
The humour of cross-purposes can be pulled off because of an intrinsic similarity of the
two crimes. Something inside the house that did not belong to Lyconides was ‘taken
hold of* (740)" to the ruin of Euclio and his children. I quote only the most obvious
word-play:

EVC. quid ego <de te> demerui, adulescens, mali,
quam ob rem ita faceres meque meosque perditum ires liberos? (735f)

EVC. qur id ausu’s facere ut id quod non tuom esset tangeres? (740)

EVC. quid tibi ergo meam me inuito tactiost?
LY. quia uini uitio atque amoris feci. EVC. homo audacissume,
cum istacin te oratione huc ad me adire ausum, inpudens!

nam si istuc ius est ut tu istuc excusare possies,

luci claro deripiamus aurum matronis palam... (744ff.)

EVC. tu illam scibas non tuam esse: non attactam oportuit.
LY. ergo quia sum tangere ausus, hau causificor quin eam
ego habeam potissumum. EVC. tun habeas me inuito meam? (7541t.)

Only when Lyconides is asked the impossible: to give back what he has secretly
stolen, does the young man begin to suspect that something is amiss. The scene conflates
two concepts, helped by the feminine gender of aula in Latin.*® Plays about a treasure

'7.Cf. Ter. Ad. 912f.

'8 Dohm (1964) 129-35, Wilkins (2000) 401 calls it his ‘distinguishing mark’.

19 Cf. Ter. Ad. 686 for virginem tangere.

20 ¢f. Bain (1992), Arnott (1996) 363 and esp., 862. Amott follows Bain to show that if the word-play was
not originally Plautine, a Greek original (inconclusively identified by Arnott (1996) as Alexis’ Lebes)
could only have had recourse to such words as 03pia, xi7pa, or perhaps even kAnpovoplia.
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were frequent in Middle and New Comedy®' and although their plots remain in general
unclear, there were cases such as Trinummus (adaptation of Philemon’s Thesauros, cf.
lines 18f.) where Callicles was asked to take care of a friend’s whole household (mihi
commendauit uirginem gnatam suam/ et rem suam omnem et illum corruptum filium,
Plaut. Trin. 113f) and especially the treasure in the house:

CA. quoniam hinc est profecturus peregre Charmides,
thensaurum demonstrauit mihi in hisce aedibus,

hic in conclaui quodam — sed circumspice.

ME. nemost. CA. nummorum Philippeum ad tria milia.
id solus solum per amicitiam et per fidem

flens me opsecrauit suo ne gnato crederem

neu quoiquam unde ad eum id posset permanascere.
nunc si ille huc saluos reuenit, reddam suom sibi;

si quid eo fuerit, certe illius filiae,

quae mihi mandatast, habeo dotem unde dem,

ut eam in se dignam condicionem conlocem (Plaut. Trin. 149ff)

The treasure in the house was by comic economy guarded partly as a dowry for the
marriageable daughter and thus the association between the two concepts was felt even
stronger.” It is clear then, that the reasons for proper protection of the house were
always at least partially concerned with the women of the house. Even a woman in a
poor house was guarded so that her virginity, at least, could become her ‘second’ dowry
(quae secunda ei dos erat, / periit: pro virgini dari nuptum non potest Ter. Ad. 345f, cf.
Plaut. Amph. 839).

Smikrines in Epitrepontes, as was mentioned above, keen on protecting his
daughter wants to take her back from a disloyal husband. Perhaps by choosing as
Pamphile’s father a rather parsimonious character, Menander may have wanted to
increase the feeling of a waste — both the girl in the house and the dowry are being
wasted on a seemingly extravagant and unfaithful husband. In Smikrines’ mind the two
concepts, the girl’s well-being, and the dowry, are naturally conflated into one big
lament:

~ \ \ ’ ’ s 9 ’
mpotka 8€ Aafwv TadavTa TETTAP’ ApyvpoOU
~ \ ’ € A b 4
00 T7)S YUVALKOS VEVOULY QUTOV OLKETTV"
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amoKoLTOS €0TL Topvofockit dwdeka

s Nuépas Spaypas Stdwor. (Men. Epit. 1341Y)

Masculine paranoia

However, women cannot be kept under cover in a pot, much as some men may
have wished so. Women of comedy must constantly struggle to dispel suspicions of
paranoid men. Aristotle is hardly alone in giving voice to a sentiment that places women
on a different level from men: they surpass men in passion, shamelessness, deceitfulness,

21 grates 11, Anaxandrides, Archedikos, Philemon, Menander, Diphilos, Dioxippos, are known each to
have written a play called Thesauros.

22 That is also Lar’s reasoning in Plaut. Aul. 25-27: eius [i.e. filiae Euclionis] honoris gratia / feci
thensaurum ut hic reperiret Euclio, / quo illam facilius nuptum, si uellet, daret.
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and false speech.”? The male in all animals, on the other hand, is simpler and less
cunning®* - this holds good for men above all other genera. How then could men hope
to catch up with women’s tricks? Always one step behind women’s cunning, it is left to
men to hang onto whatever signs they chance on by accident.

Even though the following example is of a different sort and visual proofs are
merely narrated not staged, still it provides an example of the dramatist’s need to use all
visual symbols available for the revelation of character. Clinia in Ter. Haut. has not seen
his mistress for a long time and he is naturally eager when the chance has come to see
her again. He hears two slaves Dromo and Syrus conversing about the girl who is
following them but does not appear yet. He overhears Dromo mentioning how impeditae
sunt.: ancillarum gregem / ducunt secum (245£.), Syrus adds a mention of aurum, vestem
(248) and Clinia must lament the girl’s moral decline (perii, unde illi sunt ancillae? 246;
vae misero mi, quanta de spe decidi! 250). His friend Clitipho does not understand:

CLIT. quid istuc? quae res te sollicitat autem? CLIN. rogitas quid siet?
viden tu? ancillas aurum vestem, quam ego cum una ancillula
hic reliqui, unde esse censes? (Ter. Haut.. 251ff)

The mistake is not visual but aural in this case. It shows, however, a typical pattern.
It is enough for Clinia to hear of the typical signs of moral deterioration in a woman and
he passes judgment without checking the particulars. The pattern of such a quick
judgment is popular in comic plays and while in Heauton Timorumenos it is only
presented through a speech, elsewhere we find it staged as well. To stay with that play:
Syrus, who brought the girl and overtook her in arriving, understands the flimsy
foundation for Clinia’s judgment and goes on to correct his master. Again, it is
significant what proofs he, an outsider, can provide for the girl’s modesty — he was not
with her every day to keep an eye on her behaviour and so the proofs must be rather
ingenious: Dromo and he rushed inside her house and their unexpected incursion
ensured that the girl, taken off her guard, was caught in what was her typical behaviour:

SY. iam primum omnium,
ubi ventum ad aedis est, Dromo pultat fores,
anu’ quaedam prodit; haec ubi aperuit ostium,
continuo hic se coniecit intro, ego consequor;
anu’ foribus obdit pessulum, ad lanam redit.
hic sciri potuit aut nusquam alibi, Clinia,
quo studio vitam suam te absente exegerit,
ubi de inprovisost interventum mulieri.
nam ea res dedit tum existumandi copiam
cotidianae vitae consuetudinem,
quae quoi(u)sque ingenium ut sit declarat maxume. (Ter. Haut. 2741t.)

Proofs of the girl’s innocence derive from finding her weaving diligently (texentem
telam studiose, 285) and dressed plainly (mediocriter vestitam...sine auro...capillu’

3 In summarizing the difference between men and women: 8.émep yvvy avdpds édempovéarepov kal
apidakpu pdddov, ére 8¢ gfoveparepov Kkal pepfiporpotepov, kail PrlodolSopov pdddov kal TANKTLKGTEPOV.
Zori 8¢ kal 8tofupov pddov 7o OfAv Tob dppevos kai Svoedmi, kal avaiSéoTepov kai evSéaTepov,
ebamaryroTepov 8¢ kal pvmuovikwrepov...(HA 608ab8ff.)

24 14 608b3f.: & §' dppeva évavriws BupwSéoTepa kal aypiuTepa kal amAovoTepa kal TrTov émiBovla.
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pexu’ prolixus circum caput / reiectu’ neglegenter, 286f.). Her slave’s negligent dress
code is another magnum signum:

SY. anus
subtemen nebat. praeterea una ancillula
erat; ea texebat una, pannis obsita,
neglecta, inmunda inluvie. CLIT. si haec sunt, Clinia,
vera, ita uti credo, quis te est fortunatior?
scin hanc quam dicit sordidatam et sordidam?
magnum hoc quoque signumst dominam esse extra noxiam,
quom eius tam negleguntur internuntii.
nam disciplinast isdem munerarier
ancillas primum ad dominas qui adfectant viam. (Ter. Haut. 292ff.)

The argument is a little strained: the slave was in rags, and therefore there were no
signs of her having been bribed by potential lovers who would wish to approach the
mistress. The case shows, however, the lengths to which the rhetoric of chastity and its
proofs could be taken. It would obviously not do just to let the girl profess her constant
love for Clinia (which she later does, of course) — for without adequate proofs that would
be meaningless.?’

But if women are so clever, deceitful, and ready to pretend, how can one be sure
that the workings of their minds are properly revealed on stage when that is dramatically
needed? And how to stage a situation when a clever woman does not want to disclose
her secrets? Women are often presented as possessing secret knowledge: Glykera for
instance, as just mentioned, knows all along that she is living next to her brother but will
keep quiet not to compromise his position:

> ’ s -~ ’ -~ A \
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elvar Soxkobvra Aapmpov els peralayny (Pk. 1471f)

It is difficult to let women speak their minds in the ‘public’ space on stage simply
because it is more difficult for them to appear in it and also because they may have a
good reason not to want to divulge their secrets to anyone. In Eur. Hippolytus Aphrodite
makes it appear as if it was she alone who could open Phaedra’s mouth because the
woman is adamant in her refusal to divulge the secret weighing heavily on her. Phaedra
is intent on hiding her passion from everyone in the house.*

One feasible way was to create ‘private’, pseudo-domestic space on stage and
allow them to explain their motivations through monologues spoken on stage®’ and taken
by convention as truthful. Such monologues on empty stage are a symbol of a total
control of the space, that becomes in a way part of the inside, the private domestic space
where there is no fear of prying ears overhearing it. The stage was, needless to say, a
space for disclosure, but a dangerous one as accidental overhearing was always a

25 Maraspini (in Cohen (1989) 65), describing Calimera well notes that ‘[i]t is not enough for a girl to
remain chaste, or for a married woman to be a faithful wife: she must, in addition, appear chaste.’

26 Eur.Hipp. 39-42. 39ff:  kévrpos épwros 1) Tadawy’ amodtvrar / avyj) €bvoude 8 obtis olkerdv végov. / AN
obTL TavTy TOVS' Epwra xpn) meoely, / Seifw 3¢ Onoel mpdypa, kakpavioerar. Aphrodite’s workings are more
complicated than she intimates at this stage, see Burnett ad loc. Without her action, however, Phaedra’s
innermost secret would never have been revealed.

27 Such as Sostrata in Ter. Hecyra 274ff, or Thais in Ter. Eun. 1971f
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possibility.*® This little compromise was needed so that women do find their way out of
the recesses of the house in a way similar to gnorismata originally hidden deep inside
the house. Only once women or recognition objects find their way out of the recesses, do
secrets of the house transpire and start making sense.

Men and the protection of private space as a sign of masculinity

Man’s reputation is connected with masculine, resolute protection of the house and
those belonging to it. Crimes and transgressions committed by any member of the
household show a lack of respect for his authority. The kyrios, in his turn, if he does not
act resolutely in dealing with them, gets bad press for being no man. Obviously, it is
difficult to be resolute if that meant disclosing internal affairs and endangering family
relations and not infrequently men must have preferred discretion. The conflict between
speaking out and acting to assert authority on the one hand, and keeping silent to protect
the loved ones on the other, are best exemplified in Samia (see below, 96).

Resolute, active protection of domestic interests is masculine while slave-like
cowardice, indecisive nature, manic outbursts and passivity are exposed for censure.
Masculinity in this wider context is part of a constant negotiation of one’s public
reputation. Cohen sees the implications of the fact that ‘the Greeks considered burglary,
theft, and adultery crimes of stealth. But, because (in the Greek view) these offences
typically involve a penetration of the house, they inherently risk a violent confrontation
between the intruder and the men whose duty requires them to protect the family, the
house, and the honor associated with them.” He goes on to quote Hasluck for the effect
successful housebreaking has on the reputation in Albania: ‘because human life had been
endangered and the house’s honor tarnished, [housebreaking]... always implied that the
men in the house were weak or the womenfolk light.”** It is obvious then, that it is in the
men’s interest to protect the house and women who dwell in it and comedy does not
break the rules of decorum.’!

Young men and the house

Less restricted in their movements than women, are the young men of comedy. Yet
even in their case the dramatist may be eager to define their character through spatial
metaphors although it is less easy due to the difficulty of defining proper space for them.
Moschion of Perikeiromene, hanging about a girl’s house intent on spotting her has
already been mentioned. Sostratos of Dyskolos is mistaken for another such type because
his movements seem to conform to the Moschion type of a young man.

A clear case of movements supporting a representation of an excessively chaste
character appears in Euripides’ Hippolytus: Euripides is at pains to paint a picture of a
chaste Hippolytus uninterested in women and he does it partly through spatial metaphors,
especially through the opposition of house and outdoor activities. He avoids the bed of
love; instead he is out hunting with Artemis in the woods. He returns home, as he

28 “Neighbors are basically watchers of their neighbors’ behavior’, as Cutileiro comments about Portugal
Vila Velha (quoted in Cohen (1989) 48), would be a sentiment comprehensible to a Greek audience.

29 Aristotle remarks how difficult it is for men to speak openly about hybris against women and sons of the
house, Rh. 1373a.

39 Cohen (1989) 112f.; the quotation appears on page 113.

31 Cf. Plaut. Miles Gloriosus 1168: ne ille mox uereatur introire in alienam domum. Part of the intrigue
against the braggart soldier will be in having him apprehended with a married woman in her house. The
fear that the soldier may not wish to enter the house is directly confronted and a lie is concocted to make
him feel free to walk inside. Palaestrio instructed the ‘wife’ to tell the soldier that the house is part of her
dowry and the old man left (divorced her) and went away after divorce.
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believes, only for a meal and after that plans to go out again and exercise his horses (Eur.
Hipp. 108ft)). Even inside the house he is significantly represented as keeping away
from Phaedra. While she is fasting herself to death (135ff) he is preparing for a hearty
meal. The contrast is upheld by the Chorus in the parodos (1211f.) just after Hippolytus
and the Pedagogue enter inside the house, singing only about Phaedra’s mysterious
illness. After the choral ode, both the nurse and the Queen come out of the house —
leaving Hippolytus inside. When the young man at last comes out of the house at 601, he
bursts out in a rage that blinds him to Phaedra’s presence on stage ‘somewhere at the
side’ (Barrett ad loc). At 659ff. he dissociates himself from the house, from staying
under the same roof with Phaedra:
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Throughout the scene Hippolytus is ignoring Phaedra.’* This is relevant for
Menander’s Samia where Moschion’s avoidance of the house for fear of his father, is
implicitly taken by his father to be a moral choice of the kind Hippolytos deliberately
made. When his father returns home after a long business trip, Menander seems careful
to create a sense that Moschion is not staying inside the house. And when Demeas
construes the domestic situation mistakenly and suspects Chrysis of having seduced
Moschion, he thinks he understands all of a sudden Moschion’s eagerness to marry the
neighbour’s Plangon:
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From the time Demeas arrived, Moschion was away from the house. For the old
man his son’s running away is mistakenly read as a sign of his chastity. He is, Demeas
believes, fleeing the Helen (or Phaedra, one wants to add) who resides in the house.
What he cannot see is that Moschion’s reasons are somewhat baser: he is trying to avoid
both his father and Nikeratos as well as the consequences that the rape has caused.

Moschion flees from his house and he cannot go to see Plangon either for fear of
running into her father. The only option available to him is to flee offstage. Both he and
other young men in love are forced to make choices between loyalty to the paternal
house and faithfulness to an object of their love. This is more easily stageable than the
movements of women and consequently a young man’s dilemma is frequently shown on
stage in visual terms.

At the beginning of Georgos an unnamed young man probably comes on stage
from his father’s stage house. He is running away from the marriage that awaits him
inside. Rather, he wishes to marry the girl who lives next door. The two houses represent
his dilemma: to be loyal to one house necessarily means putting down the other. We are
unable to follow the plot in its details but even from what is extant it is clear that much is
made of this dilemma: note the entrance of Myrrhine and Philinna on the empty stage.
They want to protect their house and the (pregnant) girl inside but they see two slaves
from next door coming and bringing home everything needed for the wedding. The

32 of Barrett’s comment on 661f.
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women have to look at it and put up with the apparent disloyalty on the young man’s
part.

Another play that follows this paradigm of a dilemma visualized in stage space
terms is Andria, modelled on a Menandrean original. Pamphilus’ dilemma concerns his
loyalties: should he go against his father (represented by one stage house) or against his
girlfriend who lives next door?:

tot me inpediunt curae, quae meum animum divorsae trahunt:
amor, misericordia huiu’, nuptiarum sollicitatio,
tum patri’ pudor, qui me tam leni passus est animo usque adhuc

quae meo quomque animo lubitumst facere. eine ego ut advorser? ei mihi!
(Ter. An. 260ff.)

When Daos suggests that Pamphilus should pretend to be willing to marry
Chremes’ daughter, Pamphilus again visualizes the dilemma in strong terms: he may end
up forever pent up in the wrong house and denied access to Glycerium (cf. ut ab illa
excludar, hoc concluder, 386). Such a proximity of the two families brings with it not
only plot-complicating mistakes but also the frequently employed sentimentality that
comes with the portrayal of the feelings that the girlfriend and her household feel when
they mistakenly believe the young man is spurning them (cf. 268ff.).

Hecyra presents a similar dilemma: when Pamphilus arrives home and hears of the
hatred between his wife and his mother, he is distraught because he will surely find one
of them to blame: 2991f.:

tum matrem ex ea re me aut uxorem in culpa inventurum arbitror,

quod quom ita esse invenero, quid restat nisi porro ut fiam miser?

nam matri’ ferre iniurias me, Parmeno, pietas iubet,

tum uxori obnoxius sum: ita olim suo me ingenio pertulit,

tot meas iniurias quae numquam in ullo patefecit loco. (Ter. Hec. 2991f.)

Later, when he learns the truth (his wife gave birth to a baby that he does not think
could be his), he will still try to claim that he faces this dilemma. He will have to choose
between his affection for one house - where his mother lives; or the other with his bride
in (cf. 299ftf.). But everyone hurries to take away this ‘obstacle’: Sostrata even offers to
move to the country so that she does not stand in the way of the young couple. Let us
look at a particularly stageable form of this dilemma:

Vnde egreditur — Terence’s examples™

A character may underscore his moral dilemma by having to choose in visually
clear terms between the two stage houses (frequently with father in one, a loved girl in
the other). The choice between, for instance, eusebeia and sophrosyne on the one hand,
and eros on the other, becomes represented in stage terms and the coming out of an
inappropriate stage house is very often developed into broad comedy of confrontation.
Terence’s language of space often coincides with Menandrean techniques. Of course, by
choosing a working method of contamination and dual plots he differs from his Greek

33 Euripides is an interesting precursor: note for instance surprises stemming from arrivals of ‘wrong’
persons from ‘wrong’ spaces. Cf. Halleran (1985) 40-2 (examples of entrances of the ‘wrong’ person), and
42f. (surprises of location, i.e. ‘someone moving towards and trying to enter the skene door, interrupted by
the appearance of another from above’, p. 42). see also Amott (1973).
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originals in the amount of space he gives to the treatment of the oikoi of all the
concerned characters.**

However, notwithstanding such problems, thanks to the extent of Terence’s extant
plays, it is possible to follow in greater detail the importance of the oikos for New
Comedy stagecraft. I shall look at places where a character — mostly, but not always, a
young man - incriminates himself by exiting from an inappropriate and forbidden stage
space while his father or guardian is on stage to see him. The technique is consistently

used in most of Terence’s plays, and we may assume that Terence here follows Greek
playwrights.

Andrtia
In Andria, during the scheme suggested by Davos, Pamphilus pretends to agree to

marry Philumena and tries hard to give the impression that he wants to obey his father.
Terence uses a visual symbol to enhance the impression of Pamphilus’ obedience 424f.:

SI. i nunciam intro, ne in mora, quom opu’ sit, sies.
PA. eo.

In stage terms, by choosing to go into his father’s house, Pampbhilus is presented as
having resolved the dilemma of which house to choose, in favour of the paternal house.
Simo is led to believe that irae sunt inter Glycerium et gnatum (552) and Davos
corroborates the story when he comes out of Simo’s house (cf. 580) where he may be
imagined to have been supervising some initial preparations for the ‘wedding’.

When the wedding unexpectedly becomes imminent, Pamphilus wants Davos to
make up some other plan. They start to panic and no longer play the willing and
obedient characters, and Pamphilus disengages himself from his father’s wish even in
stage terms: he decides to go into Glycerium’s house to comfort her (ego hanc visam,
708). When Crito comes, even Davos decides to go into Glycerium’s house - not to be
seen by his old master at present (819).

After a pause Chremes and Simo come on stage. Simo tries hard to convince
doubting Chremes that Pamphilus’ connections with Glycerium are severed and that the
opposite is just envious rumour. Chremes is not convinced and the stage situation shows
him right: em Davom tibi! (842) he says, pointing to Davos who at that moment
suddenly appears from Glycerium’s house. Simo cannot comprehend why he is coming
out from there: unde egreditur?...quid illud malist? (843) Davos for a moment freezes
and shudders to have been caught coming out of the improper place (erus est: quid
agam? 846) and so the surprise is mutual. The fact that Pamphilus should be in the
house as well comes to Simo as a complete shock (851). Pamphilus, just like Davos,
expresses his surprise at seeing Simo on stage when he comes out having been called out
(872 perii, pater est).

The impropriety of staying at a stigmatized place and being discovered comes
closest on the comic stage to a realistic portrayal of an improper behaviour that can be
followed in all its incriminating details, and one would imagine that much humour was
derived from a poor person’s flustering at being caught red-handed. No doubt the actors
took advantage of increasing the possibilities for good theatre that such scenes offered.

3 For obvious reasons of contamination, the relationship between Charinus and Philumena in Andria
cannot developed in spatial terms. Both Charinus’ and Philumena’s houses are located offstage. Charinus
is not even mentioned among the friends who dined at Chrysis’ (cf.86f.). We do not hear of Charinus
running around Philumena’s house, and Byrria is not sent to see what his master’s girlfriend is doing, but
is rather sent to spy on Pamphilus (cf. 412ff.)!
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When Simo learns of the happy turn of events he no longer accuses his son of
having acted against his wishes (domus uxor liberi inventi invito patre, 891). Instead, he
b.ecomes reconciled to Glycerium: quor non illam huc transferri iubeo? (952)>° The
dilemma that Pamphilus stood before, i.e. which house to prefer, is thus concluded by
his father’s reconciliatory offer of unifying the two households.

Phormio

Phormio revolves around a marriage that the bridegroom’s father Demipho refuses
to accept. He wants the girl out of his house (abduce hanc, 410) or else he threatens to
forbid the house to both his son and his bride (425). Two scenes follow the pattern under
discussion: firstly it is a surprise for Chremes when he sees Sophrona come out of
Demipho’s house: 748 eho dic mihi quid rei tibist cum familia hac unde exis?

The second instance is Nausistrata’s spotting her husband come out of Demipho’s
house (795) - the house where he found his daughter and where there are proofs of his
illicit affair. And Nausistrata sees him exactly when he leaves that house. Of course the
neighbours are friendly and Demipho’s house is not an ‘improper space’ where Chremes
would feel awkward to have been caught. And yet there is a metaphor of impropriety in
his exit and Nausistrata’s notice of the exit: Chremes was not inside with Demipho, he
was in the house to meet his daughter — the result of an illicit connection that he would
like to keep secret. In the scene Nausistrata’s presence clearly makes him uncomfortable
(cf. 797) and he can only speak once she goes back home and shuts the door behind her
(816).

Hecyra

In Hecyra the girl’s unaccounted-for hatred of her mother-in-law is visualized in
oikos terms: if Sostrata ever came for a talk, she would be refused entrance (cf. 181ff.)
and eventually the girl decided to go to her mother’s place. Sostrata was trying to call
her back, even go and see her herself but again would be denied access (188). Laches is
sure that the daughter-in-law hates Sostrata: quid ais? non signi hoc sat est, / quod heri
nemo voluit visentem ad eam te intro admittere? (236f.). Indeed, if the two cannot get on
together, he would rather have the girl stay in his house and his wife leave: quod si
scissem illa hic maneret potiu’, tu hinc isses foras (222). The son will opt for the
opposite solution later on.’ ¢

When Pamphilus arrives, he rushes to see his wife. Parmeno waits outside and the
reasoning is ironic: if they saw a slave of Sostrata’s around they would have ascribed the
guilt for the illness to him (332). He does not know, though we do, that the ‘illness’ is
pregnancy and so Parmeno’s musing about the neighbours casting the blame for this
particular ‘illness’ on a slave is rather piquant.

35 Phormio in the eponymous play does not leave the stage in the end through a parodos but enters into
Sostrata’s house and is treated to a dinner, probably with Sostrata’s son too. It nicely spites the old men
who not only lost their money but are to lose their food as well (1052-4). In Stichus Epignomus, having
told Antipho of the acquired fortune, becomes friends again with the old man. et is [i.e. Antipho] hodie
apud me cenat et frater meus (415). Le. the cena becomes a resolution, it takes place in Epignomus’ house
from which not a long time ago Antipho wanted to take away his daughter. The order of cena giver and
receiver is reversed (to point at Antipho’s miserly disposition?) - usually the one who arrives home
receives a welcome home party, and does not throw one himself. From lines 512ff. we may infer that it
would have been more appropriate for Antipho to give a feast aduenientibus; Cf. also Mostellaria for the
sentiment: TH. quia hodie adueni peregre. S1. promisi foras, / ad cenam ne me te uocare censeas (1004f.).
3Ter. Hec. 480f.: segreganda aut mater a me est, Phidippe, aut Philumena. / nunc me pietas matri’ potiu’
commodum suadet sequi. He makes this preference obvious when he escapes from them and their
questioning into Laches’ house (cf. 495).
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A case of a surprising entrance from an unexpected place occurs in the scene
where Parmeno spots his ex-love Bacchis coming out of his in-laws’! Of course it was
highly unusual that a hetaira should mix with free born women - and Bacchis says just
as much (756ff.); so he naturally wonders what took her there:

sed quid Bacchidem
ab nostro adfine exeuntem video? quid huic hic est rei? (806f.)>’

Adelphoe

A similar case, given much more prominence than in any other comedy by
Terence, may be found in Adelphoe. When Demea talks about Ctesipho he never forgets
to set him in contrast to his profligate brother who lives in the city. He believes Ctesipho
to be in the country: ruri esse parcum ac sobrium (95). The future developments show
him to have been deluded. The girl was kidnapped for Ctesipho’s sake. Aeschinus
invites him to ‘use’ the house while he goes to the forum to pay for her (tu intro ad illam,
Ctesipho 277, cf. 284f)).

Demea somehow hears that Ctesipho was present when Aeschinus kidnapped the
girl. He ironically comments:

ubi ego illum quaeram? credo abductum in ganeum
aliquo: persuasit ille inpuru’, sat scio. (3591f.)

He is unaware that his son is actually in the stage house having a good time with
his girlfriend. Syrus lies that the son is on the farm. Demea heaves a sigh of relief: 402f.
optumest: / metui ne haereret hic. Later the concealment in the house is even
strengthened: at 537ff, Ctesipho runs from on stage into hiding in the house when his
father approaches. He begs Syrus not to let his father come in. But just in case he will
find himself a solitary room and will lock himself in there with his girl (552).

A surprising meeting occurs at Sostrata’s door, an unexpected place: Micio comes
out of her house when Aeschinus wants to go in. He had not told his father about his
love for Sostrata’s daughter yet. pater hercle est.: perii. MI. Aeschine, / AE. quid huic hic
negotist? (637f). The surprise is not doubled as in other comedies: here Micio knows
what Aeschinus came for and is ready to forgive him. It is rather the father coming out
of that house that needs to be explained. In fact, later, Micio will agree to marry Sostrata
and so this could be an ironic foreshadowing for his marriage connections. Of course
that was not the intention with which he entered, but the picture of the father coming out
of the women’s house while the son is on stage has some piquancy about it.

Demea meanwhile, tired after touring the places where Syrus sent him (573ff.)
comes on stage and probably sits near Micio’s door hoping to see him when he returns
(717f.). Surprisingly, Micio then comes out of his own house! DE. sed eccum ipsum. te
iamdudum quaero, Micio (720). Just as Demea is uninformed about Micio’s movements,

37 In Eunuchus the humour of ‘staying at an improper place’ appears in a modified form when Chremes
hears that Thais has his long lost sister. He doubtfully asks to be shown a proof (ubi east? 747). The
answer is unusual; TH. domi apud me; only a brief hem in reply conceals his shock. Thais calms him down
and stresses that regardless of the place she has taken care to guard the girl properly as befits her status. A
similar shock of finding one’s relative in an improper house follows when Phaedria’s father returns and
sees Parmeno standing in front of Thais’ door. 975 quem praestolare, Parmeno, hic ante ostium? Parmeno,
under the circumstances, believes he must quickly spit out the truth: quandam fidicinam amat hic Chaerea.
985. The father is surprised that Chaerea is actually in town. He is utterly confounded to hear that he is in
the hetaira’s house all tied up and ready to be castrated as an adulterer! He rushes in and, to add insult to

injury, finds his son in a eunuch’s clothes (1015f.).
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so he lacks any knowledge of facts that others possess. He is shocked to hear that Micio
agrees to move the girl into his house - but not throw the psaltria out! pro divom fidem! /
meretrix et materfamilias una in domo? | MI. quor non? (746ff.) Micio as a father, alas,
seems to support such an arrangement!

Syrus has his lies revealed by an inattentive slave Dromo who comes out of the
house to say that Ctesipho is calling him inside (776). Demea is astonished that Ctesipho
could be inside; DE. eho carnufex, est Ctesipho intu’? SY. non est (777ff.). He dashes
into Micio’s house to see for himself and finds his son inside with the psaltria.

Dilemma in Dis Exapaton

The extant fragment of Dis Exapaton is similar to the plays just discussed and is
also particularly interesting for giving us a chance to make comparisons between
Menander’s and Plautus’ vision of stage space and its dramatic importance for the two
playwri ghts.3 8

The comparison between Menander’s efforts to represent a dramatic problem and
the Plautine reworking of the original must take into account the rather different
structure of Roman comedy. Plautus was forced to mould Greek scenes into a continuum
to make do without choral breaks® and this forced him to take Menander’s original as a
play fext to be given an original stage life.

Sostratos is led to believe that his friend Moschos perfidiously consorts with the
woman Sostratos loves. Sostratos hears that Moschos is in the hetaira’s house having a
good time with her. Moschos’ father (11ff.) implores the son’s friend:

o]u 8’ éxelvov éxkalde(t
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The old men plead with him as with a family friend. Plautus develops the theme of
friendship that must have featured significantly also in Menander (cf. Bacch. 386f, 414f,
453, 492). Moschos was doing his friend Sostratos a favour when he agreed to search for
his friend’s girlfriend; what Sostratos does not know is that Moschos found not only her
but also her sister and it is precisely the other sister that both Pistoclerus’ father and the
pedagogue are talking about. Mnesilochus (Menander’s Sostratos) venting his
indignation and surprise at his friend’s perfidy (for keeping for himself the girl whom
Sostratos loves) is misunderstood and applauded by both the old men who believe his
chastity has made him angry at his friend’s visit to the house of vice. Plautus does not
choose to incorporate Menander’s more complex delineation of the friends’ character

38 For a discussion of the Greek original and its Latin adaptation, cf. Handley (1968); Barsby’s edition
(1986); Gaiser (1970); Questa (1970). Bain (1979) is most germane to my study. Damen (1992) 205 n.1
gives a comprehensive bibliography.

3% Bain (1979) 22-24. ‘Poiché il poeta latino non conosce intervalli del genere, & costretto a far uscire
subito Pistoclero dalla casa di Criside-Bacchide, prestandogli qualche parola di circostanza per allungare il
discorso, in modo che Sostrato-Mnesiloco possa uscire lui, nel frattempo, dalla casa del padre... A questa
inversione delle entrate di Mosco-Pistoclero e Sostrato-Mnesiloco Plauto ¢ stato costretto proprio dall’
inesistenza nel suo teatro — come istituzione — di lunghe scene vuote con valore di intervallo tra ‘atto’ ed
‘atto’.” Questa (1970) 201f. Goldberg (1990) argues that there is a musical (not choral) break at this point
even in Plautus. I do not think he presents a very strong case for a substantial break of any kind.

“* This sentiment, with its clearly tragic overtones, turns into a mere: ‘serva tibi sodalem et mihi filium’ in
Plautus (Bacch. 495). While generally Plautine language can be said to be more expressive than
Menander’s, here we have an example of a Greek wording that works much better than the Latin one.
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ar}d vv. 500ff are omitted in the adaptation. In the original, Moschos is angry with his
friend but somewnhat exculpates him nonetheless:*!

\ ? ’
Tov 8’ afeArepov
M ’ ’)\ ~ \ \ \ ” ? 0 7
00x0V €AER. Kai Ta pev eywy’ opyllopad,
\ s 3 » ~ ~ )
7a 8’ 0UK €kelvov Tod yeyovoTos alTiov
b 14 ’ \
adtkmpartos vevouLka, Ty &’ LTapwTATYY

macdv éxeivny (98ff. Handley)

I adduced this play because a telling difference occurs in the Menandrean and
Plautine staging of the visual proof: at Bacch. 525 Mnesilochus goes inside his house to
hand over the earned money to his father and in the meantime, on an empty stage,
Pistoclerus comes from the hetaira’s house. His ‘over the shoulder’ conversation with
Bacchis (526ff.) cannot have been heard by his friend. We have here Pistoclerus who
will actually want to visit Mnesilochus at home: ibo ut uisam huc ad eum, si forte est
domi (529). In fact, they meet as Mnesilochus leaves his house unburdened of the gold.

Menander had the staging itself ‘prove’ Moschos’ guilt before his friend: Moschos
comes out of the hetaira’s house looking for Sostratos who is in fact on stage at that
moment (102f.): the staged movement from the house itself accuses him in front of his
friend. ** When they engage in a conversation, Sostratos continues this household
metaphor: he says the trouble he met is (107) éwSov. Although the friends’
misunderstanding is quickly removed with none of the delaying comic techniques that
enliven Plautus’ Bacchides.

The scene of the meeting between Moschos and Sostratos in Dis Exapaton ends
with both young men entering the hetaira’s house to make sure Moschos is telling the
truth. It also works as a visual metaphor for the shift in Sostratos’ loyalties: now he will
side with this house against his father’s and this calls for a second scheme to find money
for the hetaira.

For him and other young men, as for women and for comic masters, the stage
house offers economical means of delineating their character and portraying problems in
their mutual relationships. I wish to analyze now two plays where the use of stage space
is particularly effective.

Partitions and incongruous juxtapositions in Epitrepontes

In some respects at least, there is a sense that comedy presents individuals as
interacting with each other through semitransparent walls, always from a certain distance,
with characters speaking their mind only to themselves and when given their own
autonomous space. Final resolutions frequently focus on reintegrating disjointed families
under the same roof: a Knemon needs to cross the threshold of Pan’s shrine as a final
symbol of the breaking of barriers between himself and the society, Smikrines in
Epitrepontes needs to enter the house and greet his grandchild and the son-in-law from
whom he was keen to keep his daughter for much of the play.®?

I Bain (1979) 26f. Clark (1976) argues that Plautus’ arrangement of the material has given more emphasis
to the theme of friendship and trust than Menander had given it.

*2 Of course Sostratos has already heard that he is there.

“ Ludwig (1970) 54, in his hypothetical reconstruction of the Greek original of Cistellaria nicely notes
how the stage image at the beginning of Synaristosai could have possibly borne on the final resolution that
lay in the reunification of mother and daughter: ‘Selenium und Phanostrata, zu deren Wiedervereinigung
das Stiick fiihren sollte, traten... zu Anfang in zwei kontrastierenden Szenen in ihrem verschiedenartigen
Milieu vor den beiden Biihnenh#usern auf.’
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In Adelphoe, Demea suggests the following:

missa haec face,
hymenaeum turbas lampadas tibicinas,
atque hanc in horto maceriam iube dirui
quantum potest.: hac transfer. unam fac domum;
transduce et matrem et familiam omnem ad nos. (906ff.)

By nos he means Micio’s house. The unity of the two houses that were separated
before is here suggested rather mockingly, as if to subvert the typical comic optimism
found at the endings of plays. Micio has his misgivings about having the whole lot of
neighbours entertained in his house. Demea stresses that he gives these generous orders
so that the two families will become one:

ego vero iubeo et hac re et aliis omnibus
quam maxume unam facere nos hanc familiam
colere adiuvare adiungere. (925ff.)

Aeschinus insists too. As the absurd climax of these unificatory efforts Demea
suggests that Micio should marry Sostrata — an unusually bold subversion, almost a
question mark over the typical comic unification of stage space.

Partitions between characters are depicted in an interesting way in Epitrepontes
where the recently married husband lives separated from his bride, each occupying one
stage house. While Pamphile is spurned and forced to live alone in one stage house,
Charisios, her husband, is enjoying the company of friends and hetairas, partying inside
the other stage house.** The text of the play is poorly preserved, but even in this state it
allows us to observe how all sorts of relationships are dramatized by walls erected
between a husband and wife, father and daughter, grandfather and grandson, Charisios
and his hetaira Habrotonon, Habrotonon and Charisios’ wife. Further relations were
quite certainly developed but they are difficult to evaluate now.

Incongruously juxtaposed characters move side by side in their different spaces.
The plot seems to have been built around the clashes between characters who are
estranged but their love is not dead and the proximity of the houses in which they live
makes it difficult to ignore each other. This is hinted at from the start when Onesimos
enters with a cook. They do not go into the master’s house, but, strangely, head for the
neighbour’s door (cf. GS and Wilamowitz-Moellendorff ad loc). Lines 2, 3 could not be

made fuller of contrasts:

KA. ody 0 Tpodiuos oov mpos Beav, Ovrope,
4 ~ b4 \ < ’ \ ’
o vov éxwv <tnv> ABpotovov Ty aitpiay

Zymu’ Evayyos; ON. mavv peév odv. (fr. 1)

“ We do not possess Menander’s originals that would show a hetaira’s house on stage but — as Ter.
Eunuchus suggests — he seems to have been fond of staging the danger and irony of freeborn characters
moving into inappropriate, corrupting spaces. Pamphila (whose recognition will be part of the resolution)
is brought on stage and into the hetaira’s house, in itself a meaningful image for a Greek spectator.
Ludwig (1968) 172 notes how Terence modified this significant stage event: ‘This is an event full of
consequence for the whole drama, for it is in the house of Thais that the rape will take place, because of
which the happy ending of the play is seriously endangered...[Pamphila] remains by her very silence the
centre of attention. In Terence the parasite [contaminated from Kolax] upstages her.’

* We now know from the fragment of the hypothesis that the play did start with this fragment: see POxy
4020: Parsons (1994).
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Charisios is by his own choice staying at the house of his neighbour next door,
enjoying the provided feast and a hetaira’s company. Onesimos (and the now lost
prologue speaker) would have explained this strange behaviour: it was because
Onesimos told his master how he had seen his newly-wed wife Pamphile expose a baby
that must have been conceived before she married Charisios. Once we are told this, we
look forward to seeing just how it will come about that the exposed baby finds his way
on stage and his parentage is learnt by all those involved. And how both the parents’
involvement in the recognition will be orchestrated now that each is staying in a
different stage house, with Charisios seemingly uninterested in anything but the feast,
and Pamphile threatened to be soon taken away by her father.

There are many instances of accidental recognitions in the play that depend on
timely movements in space by characters who were not expected to come into any
contact and it was only through their separation that they could learn hidden truths about
themselves and become reunited. Rather than being jarring such coincidences emphasize
the fine tension between self-imposed distance and the fact that the stage space does not
allow all that much distance, in fact it forces proximity on those who want to be left
alone.

The contrast between the wife and a hetaira is kept alive for much of the first act,
especially by Smikrines (who need not know that the hetaira Charisios is enjoying is in
fact in Chairestratos’ house). The strange position of a wife pitted against a hetaira is

kept up explicitly as these fragmentary words spoken by Smikrines allow us to see
(145f.):

o TpLokaxodaipwy Yadlrpiav

loav yuvaika

The contrast between the two women went on:*° both verbally but also visually, by
allotting each her own space. Smikrines wishes to guard his daughter against the hetaira,
and it is possible, as Arnott conjectures, that he insulted Habrotonon®’ and stressed his
allegiance to his daughter against the paArpia who should suffer for the domestic
disruption, once he has clearly learnt all the facts from his daughter.

There is no point to leave Pamphile alone in the stage house, he believes — and he
will do all he can to make her return with him to his home.*® Indeed, if Smikrines is not
successful, bringing Pamphile out of the house on stage may be thought rather
problematic — she would not have any reason to come out on stage occupied now by a
cook fretting about Chairestratos’ feast, now by the brouhaha caused by Habrotonon’s
(feigned) motherhood. How can the girl’s mind under such circumstances become
observable to her husband if she cannot even come out? And yet, her mind must be
observed from an objective distance, almost as if the mind itself was yet one more item
of gnorismata proving her free-born origin (in a moral sense), that, like all gnorismata,
needs to be brought out of the recesses of the house to be observed by those to whom the
inside of the house is inaccessible. For the husband to learn the truth he must be hidden

but close by to overhear the facts.

% For what it is worth, the hypothesis to the play too, naturally, presents characters in contrasting pairs,
coupling Habrotonon and Pamphile: POxy. 4020.11f.

47 See his comment that precedes the lines 159f.
“8 Similar is Misoumenos where there is a danger that Demeas may take his daughter Krateia away from

Thrasonides (cf. 685ff.). Menandrean Stichus repeats the pattern as well (e.g. 17). Cf. Scafuro (1997) 307-
26.
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. The beginning act juxtaposes Charisios’ friend Chairestratos and Smikrines, both
trying to protect ‘their space’ in one of the more unusual stagings we know from
Menander. We do not know for what reason and with whom Chairestratos entered on
stage but it is clear that sometime into their conversation Smikrines arrived,
Chairestratos’ partner left the stage, and Chairestratos stayed to watch from a secure
distance what Charisios’ father-in-law came for. Smikrines is fuming when he thinks of
the big waste caused by Charisios. Chairestratos throws in an aside confirming
Smikrines’ calculations (137f, 140f). How could the scene have been staged?
Chairestratos, presumably somewhere in the hiding near his house overhears Smikrines
who must have been directing his anger at Charisios of whom he knows that he is away
from the house: the groom took the dowry but ov T7S YUVaALKOS vevouLy avTov olkeéTn. |
amokoutos €are, (135f.) — but does he know that the son-in-law is in fact in the house next
door (cf. GS on 159f., p. 300)? If so, he would have directed some of his indignation at
that house with further unnaturalness arising from the fact that he does not notice
Chairestratos standing by and commenting on what the old man is saying. A common
stage convention would be admittedly stretched to a large extent if he was indeed
directing his anger at Chairestratos’ house, and even perhaps seemed on the point of
going inside (132f.). Smikrines would have to be imagined as acting up his indignation
to a humorous extent for Chairestratos presence to be left unnoticed.* Bain observes that
lines 140ff: “a soliloquy followed by a conversation, both elements quite unobserved by
Smikrines — which amounts to at least five lines is probably the longest aside passage in
Menander.”® Such irregularity must perhaps be accounted for by a special emphasis on
the staging of two separate houses with Smikrines shown ignorant of what goes a few
steps away from the daughter’s house. The loss of text is responsible for some difficulty
and we have no way of telling how much Smikrines actually knew. If he was unaware of
where Charisios was staying then the humour of the following would be dramatically
lowered. Habrotonon comes out saying:

Xapiai]os oe MPOCLEVEL, Xa:.pé[o‘rpa're. (142)

It could have been used to let astonished Smikrines learn that Charisios was
staying next door.”! This, however, seems ruled out by the lack of an immediate reaction
from Smikrines who must therefore be imagined totally absorbed in his own thoughts. It
remains uncertain when Smikrines at last notices Habrotonon. The information remains
ultimately irretrievable in the lacuna of some 10 to 30 lines after 146. The scene between
Chairestratos and Smikrines, despite its lacunose state, hints at a stage divided between
Smikrines on the one side and Chairestratos with Habrotonon on the other, each trying to
protect their proper spheres (164, 165f.).

In Act III, just after Habrotonon went inside the house to unleash her scheme,
Smikrines arrived on stage and delivered a long monologue (almost all of it is lost). He
overhears the cook thrown out of the house mention the incredible news of Charisios and
Habrotonon having a baby. The rest of the facts are supplied by Chairestratos who
comes on stage next. Smikrines hears of the baby’s birth (cf. the preserved ‘réroxe’at

¥ Cf. Bain (1977) 110-12, 152.

% Bain (1977) 152.
SLIf such was the case, it would resemble Terence’s Adelphoe: Dromo comes out of the house, he spots

Syrus and bluntly announces that Ctesipho is calling him inside (776). Demea, Ctesipho’s father is on
stage then, and overhears that Ctesipho is in the house (with a psaltria): DE. eho carnufex, / est Ctesipho
intu’? SY. non est (777f.). He dashes into Micio’s house to see for himself and finds his son inside with

the girl.
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639, and 645f.°%) and the shocking information will make him even more determined to
take his daughter away (655ff). It is noteworthy that the intrigue spun by Habrotonon
should not be unleashed on stage on Charisios but on the comically more interesting
(and less important) characters of the cook and Smikrines. And here comes a solution to
the difficulty of having Pamphile come out on stage: Smikrines comes just on time to
learn of ‘Habrotonon’s baby’ and he is understandably outraged. If it were not for
Smikrines’ indignation and insistence, it would be impossible to present Pamphile
declaring her unchanging love for Charisios. Habrotonon’s intrigue achieves that not
only is the father of the baby confirmed, but so is also Pamphile’s loyalty to her husband,
during an onstage conversation with her father. Charisios is himself a spectator himself,
eavesdropping on the conversation from inside Chairestratos’ house as we learn later
(883ff.). Smikrines does not convince his daughter to leave with him. She remains on
stage alone and lamenting her wretched situation (ris av fedv TdAavav élerjoeié pe; 855)
when, again as if on cue, Habrotonon comes out of the other house with the baby for no
other reason than that it has been crying. Habrotonon, unaware of Pamphile’s presence,
tenderly soothes the baby wondering when he will see his mother (& ¢irrarov [réxvov,
mwor’] oper unrépa; 856). The stage picture shows the irony of the plot — the marriage
between Pamphile and Charisios could not have been saved by the solitary efforts of the
couple who knew too little about each other. Their recognition is brought about by a
dramatically efficient means of putting them in two incongruous spaces. The two spaces
come together in the person of Habrotonon accosting Pamphile and handing her
Pamphile’s child. Recognizing in Pamphile the ravished girl, the courtesan, of all the
people, brings happiness to Pamphile’s house and in a meaningful image crosses its
threshold with the mother and her baby. The hetaira, who for much of the play
symbolized a rupture between Charisios and Pamphile, and who kept the couple
separated each in a different house, now symbolically heals their marriage.

Onesimos comes on stage next announcing a strange turn in Charisios’ behaviour
who was watching Pamphile from inside the house:

\ ~ ’ \ v b ’ A}
mpos Tats Bupacs yap evdov apti[ws moAvy
’ ’ ) ’ N

xpovov StakuTTwy €V LeTpL

L4 Ay \ ~ ! ~ ’
o maTnp O€ TTS VURPTS TL mept [Tob mpaypaTos
7 \ ) ’ ¢ y € y T \
eladeL mpos exeLvny, ws €oty’, 0 &’ oLa pev

” ’ s ¥ sQy 9 ~ ’
nAdatTe xpwpat , avdpes, ovd’ eLmeLy Kalov.
«w? ’ 9 QN w A~ ’ % ’ ”

o yAvkuTatn” 8€ “Tdv Aoywv olous A€yeLs

s \ ’ s ’ ’
avékpaye, TV kedadny 7’ avemarae opodpa

~ ’ ({4 \
avTob. maAw 8€ Stalimav, “otav AafBwy
~ 9 ¢ ’ b ’ L) \ \ ’
yuvaly’ o pe€deos pTuxmKa.  To € TEpas,
b ~ ” !

ws mavta dtakovoas amnAl’ elow ToTE,

Bouxnbuos evdov, TL\LOS, éxoTaots ouxvr. (8831f.)

Perhaps a modern dramatist would prefer Habrotonon and Pamphile not leaving
the stage but meeting Charisios so that the couple’s reunion may be enacted on stage.
Menander, however, opted for an indirect report detailing Charisios’ reaction to
Pamphile’s declaration of loyalty. When the door rattles, Onesimos loses courage and
runs away for fear that Charisios may kill him as the principal reason behind the
domestic split. Another runaway slave would probably dart offstage, Onesimos, however,

*2 Cf. also Sandbach’s (highly tentative) supplement: Xa[pioiw mats yéyovev €k s fallrpias; (621)
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gives the convention a twist and runs inside the other (Charisios’) stage house.” This
leaves Charisios alone on stage to confess to his own wrongdoing and double standards
because it was none other than himself who had raped Pamphile. When he is about to
finish his monologue, he spots Onesimos coming out with Habrotonon in tow. They
assure the young master that the baby is his and Pamphile’s. The emotional reunion
between husband and wife was avoided and preference was given to a scene in which
the baby’s parentage is confirmed.

In the final act Smikrines arrives with Pamphile’s nurse Sophrone once again
intent on carrying his daughter away from Charisios. He has no idea of the recent
developments, the fact made obvious at the door of the house. He is taken off his guard
when he finds the door to be, significantly enough, locked (7 8pa marpréa: / kexAewuévy
vap €ore 1075f.). The door-knocking adds a positively lighter flavour to the scene in
which Smikrines’ ignorance of facts will become ridiculed.>* Onesimos comes out to
open the door of the house, yet another shock for Smikrines who surely did not expect to
find him in Charisios’ house. Onesimos has his fun with Smikrines’ slow-wittedness.
The old man is ridiculed for having tried to separate the couple and eventually he is
invited to enter the house, accept and greet the grandchild:

ON. Tov 8¢ Buyarpidotv AaBav
evdov mpogece. IM. Buyarpidoiv, pactiyia; (11121)

The fact that the child everyone considered Habrotonon’s in fact belongs to
Pamphile dawns on him very slowly. In the end, however, he enters the house that
looked deserted at the beginning of the play, and that now turned into a place of
celebration with Habrotonon, the child, Charisios, Onesimos and Smikrines all having to
walk through its threshold.

Samia

Unlike Epitrepontes, there should be no divisions on the stage of Samia: the old
men of the two houses are friends, so are the women. Not to forget young Moschion,
who hopes to marry his neighbour as soon as his father arrives home. However, the play
offers much of interest regarding its stagecraft. The reason for that lies in the barriers
that run through Demeas’ house, splitting it into two unequal halves: Demeas against
everyone else.

Let us look at how the situation in Demeas’ house offers opportunities to show the
dramatic problems of the play in stage terms. The kyrios of the house, Demeas, is also a
loving father and a partner of a faithful pallake Chrysis. In a moment of domestic crisis,
he must deliberate how much information he allows out of his house in order to protect
those inside against evil influence (embodied by Chrysis, he thinks). His love will not let
him act openly and with a resoluteness that a Nikeratos would require of him. Protection
of the house becomes a problem because he decides to keep to himself his deluded
suspicions and not expose his son to public scrutiny. His silence will, however, make
him incomprehensible and his error will be hard to detect, let alone mend. The stage
space in the play is symbolic of the independence of individual family members — they

53 Bain (1977) 145-7 makes a strong case for having Onesimos on stage at 587 and during Charisios’

monologue.
54 On comic door-knocking cf. Brown (1995).
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each move almost in seclusion, allowing no one to appreciate their frame of mind.”
Only a series of exquisite twists brings father and son to confront each other in a
situation that no longer allows escapes. Nothing but stage accidents allow recognition
and reconciliation between characters as Menander presents them, moving in solitary
spaces and afraid of confrontation.

At the beginning of Samia Moschion enters from (most probably) Demeas’ house
to deliver the prologue in the role of a typical young man in love. Something is weighing
him down, but before he begins to explain his misery, he makes clear how his father
Demeas showered benefactions on him from early childhood when Demeas adopted him
into the house. Thanks to Demeas, Moschion could be generous himself (e.g. rav ¢ilwy /
Tols Seopévors Ta pétpl’ émapkely éduvauny, 15). The generous upbringing received in a
well-off house may alert the audience to the presence of the house on the other end of
stage that belongs to a poorer family. Some in the audience instinctively start to expect a
typical love affair to have developed between a rich young man and a poor neighbour’s
daughter. However, before going into details of his own affair, Moschion brings up the
theme of his father’s romantic liaison with a Samian pallake Chrysis narrated at length
in the typical language of New Comedy love affairs: Demeas, having fallen in love with
Chrysis, wanted to make the relationship with her stable and so brought her in the house
as a signal for those in the house, as for the outsiders. He was at first afraid to bring her
in because of Moschion but the son urged him to go with it. Moschion learnt of the affair
despite his father’s unwillingness:

” ~ ? ’ 3 ’ b \
EKPUTTTE TOOT , LOXUVET * Lotopuny eyw

axovtos avtov (23f)

If Menander had wanted to write a play with Demeas’ affair as a target of derision,
references to Moschion’s friends (15f), Chrysis’ young suitors (26), even Moschion’s
service as a commander of the tribe cavalry (édvAapynoa 15) could well have been made
significant — for instance, it could have been shown that through them Moschion learnt
of his father’s affair with Chrysis, the object of younger suitors. nueflouny €yw axovros
avTob sounds almost like a compressed account of a comic plot against a senex
libidinosus caught red-handed by his son and his young friends. It was in part, I suspect,
to dispel such comic associations, that Moschion quickly shows his approval and
understanding for his father’s love affair: mpayp’ fows avlpémwor (22). 6

Demeas was conscious of young rivals for Chrysis’ attention and bringing her in
the house was the only way of guarding her as his property. Menander makes Moschion
hint at the comic error that will later crop up in the play: the juxtaposition of the mention
of young rivals: avrepaotdv pewpariov (26), and Moschion: 8.” €y’ lows atoyvverar /
Mylw® daBeiv ravryy (27f.) is interesting. Moschion only hints at his father’s sensitive
and delicate relationship with his son and he denies as early as this speech any comic
potential of the father-son rivalry.>® Still, the three lines lean heavily towards the comic

5% Weissenberger (1991) 421 comments on how both father and son attempt to keep a ‘mask’ of exemplary
behaviour and anything that seems to fall short of that is kept hidden from sight. Cf. Vogt-Spira (1992)

146 on the Verschleierungsmotiv.
56 Grant (1986) 178 thinks that ‘Moschion helped his father in some way to bring his desires to fruition.

One of the frequent ‘duties’ of a young man’s friend was to help him in his love affairs.’

57 The supplement is Jacques’; elo]w that appears in Sandbach’s apparatus is equally satisfactory.

8 Keuls (1973) 1 thinks that the father-son topic ‘apparently held a special interest for Menander’. See
especially Wehrli (1936) 63ff, Treu (1969), Weissenberger (1991), Sherberg (1995) and references in
Keuls (1973) 1 n.2.
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tradition of mistrust and competition between father and son when a pretty hetaira is to
be brought near them both. This juxtaposition will be realized into the comic error of the
play: in his moment of utter crisis of trust, Demeas will be wrongly led to believe that
Moschion fathered a child on Chrysis. It is only with hindsight that we may appreciate
the subtle interplay between comic tradition and Moschion’s simple use of evocative
images. Menander seems to be teasingly flashing certain comic cards only to deny them
their value, and then suddenly resurrecting them later with a twist.

The entrance from his father’s house to deliver the prologue may not be seen
significant but in the light of later developments it is revealing: Moschion shows that he
does not shun Chrysis and does not mind living under the same roof with her in his
father’s absence. However, from the moment of Demeas’ arrival, he will look for
Moschion in vain: the son will not be staying in the house. For dramatic purposes
Moschion must be kept running away and even if Demeas does not comment on
Moschion’s motivation for it, his absence is misread as deliberate and may have added
to his mistaken belief that Moschion is on the run from Chrysis and her temptations.

After a lacuna of some 23 or 24 lines, we see Moschion struggling to reveal the
incident that led to the rape of his neighbour’s daughter (judprnka ydp 3; éxinoev 7 mals
49). The play seems to be definitely moving away from the father-son rivalry into, we
suspect, a familiar pattern of intrigue comedy: his father, we imagine, will probably
oppose the marriage with the poor neighbour’s daughter. The girl’s mother was told of
the rape and the focus therefore naturally shifts onto Demeas’ house. The neighbours’
role becomes naturally reduced — after all, what can the girl do, but wait how Moschion
will deal with his own father? No independent role seems intended for the other house.
Even the baby is staying from the beginning of the play in Demeas’ house. Could it be
that Moschion’s father will be the dramatically necessary obstacle to this marriage? Such
ideas do come to mind, but it is difficult to accommodate them with what we have been
told about Demeas’ generous disposition. As a man in love himself, Demeas is an
understanding man, generously cherishing his relationship with Moschion. Would such a
character be a suitable dramatic obstacle to the wedding? It is difficult to see him as a
willing obstacle to Moschion. Conceivable obstacles are quickly disappearing and it
seems that just one is left available — namely that Demeas, on arrival, will become an
obstacle through nothing else but his typical generosity: bringing for his adopted son
news of a wedding with another bride seems a conceivable option.’

It is important to see that Moschion believes himself a good son, repaying all
kindness. Charis, so characteristic of a relationship between the next of kin and good
friends will be used by Moschion to describe theirs:

y 2 ~ 3 ” ) ’ s o
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TovTwY yaptv Tev’ amedidovv: v kooueos. (17£.)

It is natural that the young man having before his eyes his father’s generosity, may
be unwilling to confess to raping a poor girl and thus frustrating father’s natural hopes of
a good marriage.®® Demeas’ generosity, that underlies all dramatic conflicts in this play,
suddenly comes to the fore: Moschion acutely feels it needs to be repaid and so he is
naturally ashamed to be found in a situation when for the first time he cannot do

** In Ter. Phormio, for example, Chremes arrives from Lemnos full of hopes that he can have his daughter

married to Antipho (e.g. 670f).
% Keuls (1973) 9 and n. 27, Wilamowitz-Moellendorff (1935) 417 and n. 4.
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precisely that. It is the first serious failing, although the rape is presented as an almost
natural consequence of the circumstances:

Samian Chrysis, we are told, was accepted into the house and the neighbourhood.
She got on well with the women of the house next door being treated almost as Demeas’
full-fledged wife. The women of the two households often visited each other and even
the rape of the neighbour’s girl happened nowhere else than in Demeas’ house, turned
topsy-turvy during the festive Adonia.

Menander could have chosen any out-door festival that took his fancy and so the
circumstances rather show Moschion as not too typical a seducer, in order to stress the
relationship of trust with his generous father by showing this as an accidental error. The
Adonis festival under Moschion’s very nose rendered Moschion incapable of resistance.
Noteworthy is the detail that Moschion includes as another hint at his serious
disposition: é¢ aypod 87 karadpauwv (38). In the description of himself before the rape he
appeals to the rhetoric of chastity: he was given to farm work generally used in comedy
to imply chaste life away from urban leisure and amatory pursuits.’’ But even farm work
did not make him fall asleep — such was the uncharacteristic noise in the house. He
became an involuntary spectator and his fall was inevitable.

To a young man making his father proud®® and used to public prestige (cf. Aapmpés
15) it is no easy thing putting explicitly what happened next:
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He promised the girl’s mother to marry the girl on his father’s return home.
However, in dealing with his father, Moschion, until now inexperienced at dissembling,
will be disastrously inept: he will try hard to save his face by avoiding the problems on
stage and if forced to confront them, he will resort to a good deal of insincerity.

In a gap of some 26-27 lines Moschion ended his speech, and probably went in the
direction of the harbour to meet his slave Parmenon. Chrysis comes on stage next, her
motives for doing so are lost with her lines — options are many: the baby may have been
crying, she may have wanted to see if Parmeno was back already, she may have wanted
to visit the neighbours. Virtue and proximity created friendships, just as in real life.%
Free movement between the two stage houses was even used as a visual metaphor to
describe a voluntary nature of friendships: though being a pallake, Chrysis’ position in
Samia is subtly shown validated by the women of the neighbourhood who freely meet
with her. Virtue is assumed necessary for a friendship and the freeborn women’s
acceptance of Chrysis means she poses no threat, and is consequently elevated almost to

the status accorded to proper wives.

’ \ A \ ~ \
¢ JtAavbpwmws 8e mpos TV ToL TaTPOS
~ ’ ’
TaplJav diéxeld  Tis kopms pTYP, TA TE
~ s 3 3 > -~ \ ’ \
el |or’ qv map’ avTals 1€, kat maAw moTe

! The contrast between urban leisure and hard farm work is developed for instance in Ter. Adelphoe
where it serves to contrast the ethos of both Micio and Demea, and the two sons in their care. Demea
believes his son Ctesipho to be the serious one of the two: he is, Demeas claims, on the farm: ruri esse
parcum ac sobrium (95) while Aeschinus, his brother living in town, was just rumoured to break into a
Eimp’s house. _

2 A frequently stressed moral duty, see examples in Arnott (1981) 217.

83 Dem. 55.23: tfs yap uyrpos tis Euils Xpwpévns Tij TOUTWY PITPL TPLY TOUTOUS EMLYELPTITAL [LE CUKOPAVTELY,
Kkal mpos AANTAas AdLkvoupévay, olov elKOs Gua eV GUPOTEPWY OLKOVTWY €V AYPH KAl YELTVLWOGY.
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adra wap’ Huiv (Samia 35f.) &

At 771f, Moschion asks her if she is ready to keep up the agreed pretense and claim
to be the mother of Plangon’s baby.®’ She is fearless, confident in Demeas’ love being
no weaker than Moschion’s:

S A~ ’ 3 ’ > -~ ~
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oy frrov ) ov (811).

Thus, before we even see Demeas, both Moschion and Chrysis have been shown
expressing their appreciation of him.®® Demeas was generous both to Moschion and
Chrysis and allowed them both almost as much authority in the house as he enjoyed
himself. They both appreciate it, but do not show their appreciation to Demeas’ face;
partly because Demeas himself feels uneasy about disclosing his own feelings and does
not give them a chance to disclose theirs. Demeas will be cast in a position that
emasculates him. His very generosity will lead to the seeming loss of his authority in his
own house when he sees his pallake, his son, and then the whole household, Parmenon
and the womenfolk, take lightly his authority; he will feel almost on the verge of being
thrown out of the house, to his neighbour his behaviour will seem unbefitting a real man.
He must, it seems, undergo this ordeal, in order to be reassured of the mutual love in the
house and everyone’s appreciation of his authority.

With the news of his father approaching, Moschion loses courage and the theme of
courage and manliness is given its first relevance. In an unusual social twist, he needs to
be exhorted by a slave to act like a man!

aAA’ omws €ger
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Aoyov. (63f)

He is afraid to the point of crouching and weeping by the door of the house where
he promised the girl’s mother he would marry her.

(Mo) aloyvvopar Tov marépa. (Ila) Ty 8¢ mapbevov
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¢ Blume (1974) 21 suggests that Chrysis’ first entrance on stage could have been motivated by a wish to
visit her friends next door. This would most explicitly represent in front of the audience the friendship
between the women of the two houses and their unity in secretive knowledge hidden from the two old men.
This is of course only attractive guesswork as Chrysis could just as well be coming out only to see if
Parmeno and Moschion haven’t returned yet from the harbour. On free movement allowed neighbours, cf.
Knemon’s indignation in Dyskolos: av8pogova Onpl’ edfus Gamep mpos idov / komrovawy (481£).

% The view taken by most scholars is that Chrysis herself gave birth to a baby that died (or was exposed?).
Cf. most recently Amott (1998) 39 (with references to previous discussions). Jacques (1971) xlii n.3 well
compares Epitrepontes 2671f: Syros’ wife reared the exposed baby after her own child died.

% Cf. Weissenberger (1991) 418.
%7 See Arnott (1998) 40 for discussion and references to previous attempts at correction. He suggests mas

ov.
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Who is in control of the situation, father or son? Free-born Moschion lacks
courage and needs to be exhorted to manliness by a slave and by fearless Chrysis. They
agree to follow a scheme that would buy them time before Moschion confesses to his
father. This includes pretending that Chrysis is the mother of the baby. Before the fathers
arrive, they are shown to be victims of an intrigue, not capable of controlling the
domestic situation. The concepts of masculinity and authority will be developed through
control of space and the consequent control of knowledge.

When Demeas and Nikeratos arrive, their bright mood and ignorance of the serious
matters that have arisen behind their backs, seem to cast them in a position of stock
targets of the brewing intrigue. However, Menander is at pains to keep us in suspense
about who is in fact in control of the stage: and he proves this by balancing out the old
men’s ignorance with their authority as kyrioi of their houses moving the play in the
direction which they want.

Even though they are ignorant of what goes on behind their backs they are not
made into simple comic fools: as two kyrioi, they start a subject that leaves the intriguers
unguarded. In their authority as heads of their houses they raise a topic of the wedding
between Moschion and Nikeratos’® daughter.®® Eventually, it is their decision and the
speed with which they put it into action that keep the intriguers inside the house gasping
for air. And yet, in a Menandrean manner, our experience is constantly a mixture of
emotions with no party shown as gaining an upper hand. The two kyrioi assert their role,
with everyone running around at their command, but the old men are at the same time
shown to be ignorant of what goes on in their houses.”’ Such an arrangement brilliantly
brings to surface the essential problem of the play, that is, the lack of communication
between the two groups. Not only during the intrigue when they are naturally split into
two parties, but also in everyday life, when none of them opens up his mind and instead
of being open they just move in parallel spaces.

Before the end of an act Menander often introduces characters who will prove to
be obstacles to a smooth plot” and it must be interesting to see that Demeas and
Nikeratos are in fact not against the wedding. He and his neighbour went inside their
respective houses. Moschion was not in, we saw him run away, in order to prepare
himself for a duel with his father. Demeas comes out of the house at the beginning of
Act II angry, as must have been expected, because he found Chrysis inside with ‘her’
baby. Demeas finds that she did not expose the baby but kept him even though she must
have been aware that Demeas would be against such an arrangement.

Chrysis seemed to have acted with authority that did not belong to her. Demeas
will act to recover it. He is aware of Moschion’s place in the house and will wish to
throw her out. Instead of a reunion to be celebrated with festivities, comic characters
frequently arrive home to face unexpected domestic problems that only emphasize how
important it is to keep under control the whole house. More than in real life, in dramatic
life those who control space, also control access to information, conversely, those like

8 The reasons for Demeas’ choice of Nikeratos’ daughter for his son are not clear. They could have found
a reason during their trip abroad (Keuls (1973) 10) or Demeas may become impressed with a girl brought
up in a poor house under strict Nikeratos free from exposure to temptation (Lloyd-Jones (1972) 143). Such
a reason would be pleasantly ironic.

% Cf. Stoessl (1973) 22.

® Cf. Damen’s examples and references (1992) 207 n.7.
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Smlkrlnes In Epitrepontes, who leave the stage risk losing control over what goes on on
stage.”' A lengthy absence from the stage or home city allows time for loss of control
over stage space and crucial information. Theopropides in Mostellaria returns home full
of hopes of a nice welcome (credo exspectatus ueniam familiaribus 441) but long
absence made him ignorant of the latest developments and he is made to flee away when
told that his house is haunted. In Perikeiromene, Polemon returns from a military
campaign to hear of Glykera’s improper behaviour with a young man from the
neighbourhood: & r7s mukpas émdnuias (360), comments his slave on the stressful return.
Demipho in Phormio, talking about a man returning from abroad, ostensibly exaggerates
but he is not far off target in describing the whole tradition of comic home arrivals:

quam ob rem omnis, quom secundae res sunt maxume, tum maxume
meditari secum oportet quo pacto advorsam aerumnam ferant,

pericla damna exsilia: peregre rediens semper cogitet

aut filii peccatum aut uxori’ mortem aut morbum filiae

communia esse haec, fieri posse, ut ne quid animo sit novom;

quidquid praeter spem eveniat, omne id deputare esse in lucro (2411£)7

We hope that after an open confrontation between Demeas and Chrysis, the
misunderstanding will be cleared. We are disappointed: Moschion comes in from
offstage and through a series of insincere and artificial arguments he persuades his father
to keep Chrysis. The arrangement is unpleasantly precarious and nothing is solved.

Moschion forgot all about preparing a convincing speech while he was away. His
mind wandered off and he spent the time daydreaming about his wedding. This
absorption will make him blind to his father’s presence on stage. When he becomes
aware of him he is startled but Demeas too was engrossed in his own thoughts. Demeas
is deeply concerned about his relationship with Chrysis while Moschion thinks only of
his desire to marry. His insincere arguments remind us of the comic conflict between the
young and old, as represented through a comic clash between clever and rich young men
using rhetoric and their simpleminded, easy-to-fool old fathers. Unfortunately, the text
becomes lacunose when we see Demeas move from the theme of Chrysis to the new
topic of Moschion’s wedding that must have been the ultimate reason for dropping the
subject of Chrysis’ baby. Demeas is shown to forget or put aside his own problems and
concentrate on a wedding for Moschion. The desired marriage with Plangon falls into
Moschion’s lap suddenly and without the young man’s least effort. Demeas’ new act of
generosity makes the young man even less willing to come clean about the baby’s
parentage. Ironically, the wedding that was the ultimate goal, all too easily comes true,
and, what is worse, in fact proves an unpleasant element in that it prevents Demeas from
quietly talking to Chrysis, and it also lulls Moschion into believing that perhaps all will
be well even if he postpones his confession to a more convenient time.

The wedding that was to be a resolution turns instead into an element detaining
Demeas from discovering the truth. He is running around and orchestrating everyone
else’s movements with the speed of a whirlwind. In dramaturgical respects, this

"' In Misoumenos, Getas runs to fetch his master Thrasonides who needs to be informed of the happy
event of Krateia’s reunion with her father. When the slave leaves the stage (638), however, Demeas learns
from Krateia about her suspicion that none other than Thrasonides killed her brother. With this
information, their attitude naturally changes and Thrasonides cannot comprehend it. He arrives on stage
full of hopes that Demeas will give him his daughter in marriage, only to be shocked at the unusually
mulish resistance from both Krateia and Demeas (cf. 685ff).

72 Cf. also Phormio 611. See also Goldberg (1980) 109f., Wright (1974) 138-51.
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resembles plays where protagonists cease from finding the truth and instead of trying to
clear their misunderstandings, idle away their time drowning their frustration in wine
and feasting.

For Demeas part of the agitation may come from his efforts to forget Chrysis. It is
interesting that again Demeas is shown as a man fully in control of the situation because
it is he who suggested a wedding, yet at the same time a comic side of the matter
resurfaces as well: dv 8860’ obror yapeis (150 Arnott) spoken by Demeas gently hints at
the old man’s lack of knowledge about the two households’ plans thought out in his
absence. When Demeas congratulates the abstract automaton on the happy coincidence,
it resembles the frequent tag found at the resolution of comedies.” It is an effective way
of teasing the audience by putting it in Act II before any complication has even
occurred!
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Demeas calls Nikeratos out, and tries to fix the wedding on this day. Besides his
own reasons, he believes that it will take Nikeratos some time to persuade his wife
(200£.).”* His rush will become dramatically important and so it helps to make it more
obvious by contrast with the unhurried Nikeratos and Parmenon. Nikeratos would opt
for a more reasonable timing (176) but eventually gives in. Likewise Parmenon (189ff),
who is totally unaware of what is going on around him, does not perform with the
desired speed. All this is meant to prepare us for the troubles that Demeas’ rushing will
create.

Things move at the tempo Demeas sets and as Parmeno leaves the house we are
given a glimpse of the bafflement that must have been felt inside the house as a result of
Demeas’ unsuspected and very sudden decision to have Moschion marry (198f).
Similarly, Nikeratos on coming out of his house throws a significant comment about his
wife who was quizzing him about the events (203ff., the text is uncertain).

Demeas’ generosity makes him literally run after his duties: 565 rpexw (154). Even
if the verb could be used for a wide spectrum of agitated movement, it is clear that
Demeas’ eagerness to speed things up causes some chaos in the house. This finds an
interesting parallel in a much more difficult Knemon in Dyskolos: there too, Knemon
arrived home early and ordered his female slave and daughter to heat some water (193f.).
He was not expected home so early, and so even the trivial order was enough to throw
the house into confusion that was eventually to snowball into near-tragic proportions.
Demeas rushing his household will fulfil the same dramaturgical role. He makes all his
slaves busy with the suddenly ordered preparations; so much so that the baby is left
forgotten crying. If at the start we suspected that it was Demeas’ generosity that could
have been imagined to stand in way of Moschion’s wedding, now we see that his
generosity propels the house into action and that in fact it will be the cause of the
dramatic complication slowly gaining momentum. The matter is as yet invisible because

of its initial triviality.

 Cf. for instance Men. Epit. 1107f and the discussions in Jachmann (1931) 3ff and Fraenkel (1960) 115
n.2 on Plaut. Rudens 1191ff.
" Cf. Stoessl (1973) 26.
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Act III, however, brings a sudden reversal — Demeas comes on stage very slowly
(qovxHe mwdvu 263) in visible contrast to his earlier mood and tempo: only recently
(apriws 212) it was all plain sailing, everyone acted on his authority and quickly went
about their business in the house:
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As is typical for Menander, another tone sneaks into this description of Demeas’
authority. Demeas is the kyrios and no one disobeys him — how could they if they all
wished for the wedding to come true anyway. And it is precisely in Demeas’ description
of the readiness and smoothness with which the preparations were instantly undertaken
that we are given another hint at the difference in the knowledge Demeas possesses and
the secret shared by the rest of the house. Menander again mixes emotions by making
Demeas a nice man moving the house around but left completely unaware of their
motivation. He was generously trying to help with the preparations, he walked inside the
pantry and while he stood there unnoticed, he happened to overhear Moschion’s old
nurse soothe the baby in the room next door. The nurse did not know that Demeas was in
the house and so she freely addressed the baby as Moschion’s son. The whole house
watched their mouths in Demeas’ presence and there was no way for Demeas to pry out
the secret from the group while they kept together. He remains unobserved and on
leaving the room he himself pretends to have heard nothing. He puts on an act and
slowly walks out of the house full of intriguers. Demeas has no reason to doubt the old
woman’s veracity as she was thought she was alone with the baby:
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It is a terrible blow to hear Moschion mentioned as the baby’s father. How could
the boy, who was until this day xoouios and evoefeoratos be believed to have done
anything like that?

Moreover, as he walked out, he saw Chrysis with the baby at her breast (265f.).
Menander is at pains to show that even a reasonable man may be trapped by
circumstances. ° If he were a rash ‘manly’ lover like the soldier Polemon in
Perikeiromene, he would not wait for any further proofs but would act in justified rage.”®
But while Polemon caused grave offence by the act, Demeas, if he sought confrontation,
could have quickly discovered the truth if he acted with appropriate resolution and
questioned both the nurse and Chrysis. However, the greatness of the suspected crime
and his love for Moschion make him attempt to save as much as possible and he comes
out of the house as calm as possible hoping to examine the matter on his own. In a

75 Demeas did not act unreasonably, under the circumstances, cf. Blundell (1980) 36. Woman with milk
was a powerful fekmerion that she has born a child: references in Scafuro (1997) 264 n.54.

76 West (1991) 17 well contrasts Demeas with the rash Theseus in Eur. Hippolytus, the play that offers
significant parallels: Katsouris (1975) 131ff, Jakel (1982), West (1991) 17ff.
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sudden reversal, the master of the house is reduced to dissimulation and pretence in his
own house. He cannot bring himself to express the conclusion that offers itself naturally,
rather, he walks out of the house where everyone is a potential enemy and creates his
own domestic private space on stage with the audience as umpires of the logic of his
reasoning: 7o mpéypa 8’ eis péoov dépw (270) he says. This is obviously necessary to
reveal the nature of his mistake and the basis for it. There was no other way to disclose
what happened inside the house especially since no one else noticed that Demeas had
overheard the nurse. Menander had to have him reveal the secret to the audience even
though it is Demeas’ nature to keep his thoughts to himself, not revealing them to
Chrysis, Moschion, Parmenon or Nikeratos. His monologue before the audience must be
taken as something that does not compromise Demeas’ attempt to keep secret from the
public everything he saw inside.”’

When Demeas arrived, Moschion was not at home: he was at some solitary place
intent on practising his welcome speech. When the two eventually met in Act II,
Moschion again would not go into the house not wanting to stand in the way of wedding
preparations (he exits at 161f). In Demeas’ eyes, therefore, Moschion’s constant
absence from the house is taken to mean that Moschion abstains from staying under the
same roof with a disloyal Helen. ‘He does not love the girl, as I naively thought’ - for
that would be too great a coincidence, we may continue his train of thoughts - ‘but
merely wanted to flee my Helen.” (335f))

Demeas seeks to investigate on his own. By coincidence, he spots the slave
Parmenon coming from the market with a cook. Parmenon if anyone must be well
informed because of the slave’s inborn nosiness:
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Demeas counts on Parmenon to play the ‘stock’ role of a nosy comic slave and
confronts him as a stern master would confront an intriguing slave. Although Demeas
has heard enough, he has no proof against Parmenon and so he must test the slave with
generalities. Demeas approaches Parmenon pretending he knows all and accuses the
slave of taking part in a plot against him (ovykpvmrets ¢ mpos p’, quofinuac 308).

Parmeno believes that Demeas has hit upon the truth about the intrigue and admits
that Moschion really is the father of the baby and that an intrigue was attempted to keep
it from Demeas. Why, Parmeno has no time to add:

(ITa) goti, Séamor’, ala AavBaveLv:

(An) 7i “AavBavew”; tpavra maldwv Tis Sorw. (320f)

The kyrios is duly angry at such a bold admission that they wanted to keep it secret
from Demeas. Now Demeas must be a man, acting resolutely, not enslaved by love:

ov yap mepiéarac. Anuéa, viv avdpa xpn
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7 Kraus (1934) 68: ‘das Publikum ein rein ideeller Partner ist, dem keine Realitét in der Welt des Stiickes
entspricht: seinen Nachbarn etwa oder Vorlibergehenden auf der Strale wiirde Demeas sein
vermeintliches Miflgeschick gewifl nicht so brithwarm erzdhlen.” Hofmeister (1997) 297 sees Demeas’
address as a sign of Demeas’ privileging them over his “enemies.’
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If it were not for Parmenon’s unabashed admission Demeas would not perhaps
have felt the need to reassert his authority so rashly. Demeas makes up his mind outside
the house — while inside he must keep on a mask of pretence in a complete reversal of
the use of domestic space. Resolute to throw Chrysis and the baby out of the house, he
now rushes inside. His outburst throws the house yet again into disbelief and chaos.
Chrysis will later voice everyone’s shock at his incomprehensible behaviour: at first he
was calm about her keeping the baby, and it was only gradually that did he became mad
(4121f). How irrational of him to first order Chrysis to organize the wedding, and then
just as the cook arrived, he threw the woman out in what amounted to a ‘divorce’!’®
Demeas is made to appear even more incomprehensible since, under the circumstances,
it would be usual to stop the wedding preparations and — also typically enough — throw
the cook out with all his pots and pans. Instead, Chrysis goes out and the cook is ordered
back inside to continue with the preparations as before.

Chrysis, the baby, and the nurse stand on stage while inside both stage houses
wedding preparations continue uninterrupted. Nikeratos® arrival from the agora with a
sheep is after the cook’s presence the second element to keep Chrysis’ domestic tragedy
securely within the comic context. She finds protection in the house of Nikeratos, who
comforts her with a comically simplistic explanation of Demeas’ behaviour. In effect,
the baby returns to his true mother and the women of the two households become united.
Their force is made obvious when at the beginning of Act IV Nikeratos comes out on
stage. He is speaking back to his wife (421) who must be imagined urging him to
confront Demeas. As he moves across the stage, just before knocking he spots Moschion
coming from the city entrance. ‘You are here but don’t know what’s going on?’
Nikeratos asks incredulously (ravfad’ ayvodv mapec; 433). Moschion’s ignorance was
allowed by absence from stage. Of course, had he been around, he would not have
allowed Chrysis’ expulsion.

Just as Nikeratos at the beginning of the act (421) came out of his house speaking
to his wife, so later Demeas (440) enters with his words directed to the lamenting
women inside his house. Amid all this domestic misfortune, Demeas prays to Apollo to
be able to keep his emotions to himself:
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For Moschion’s sake, he will force himself to sing a wedding hymn. The wedding
that is a typical resolution and reassertion of the master’s authority in the house, is given
an entirely different ‘feel’. Of course, if Demeas’ indulgence were to continue in this

78 A far as there can be one, given that Chrysis was a pallake. Scafuro (1997) 262 and n.53. Expulsion as
a comic theme is hinted at e.g. in Plaut. Miles 977, Ter. Phormio 410, Ter. Hec. (e.g.) 222. Cf. the
fragment of Concha in Frassinetti (1955), an Atellana by L. Pomponius Bononiensis: vos istic manete:
eliminabo extra aedis coniugem. Context is unknown but it looks like a rather farcical execution of the

motif (note the address to some bystanders).
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way, it would end in total disaster for Chrysis and the baby, not to mention the mistrust
that would only grow between Demeas and his son. Either Demeas is somehow made to
disclose his wrong suspicions or the rest of the household will never be able to correct
his unsuspected views. How can the man who prays to be able to keep a happy mask
both inside the house and outside, be naturally made to air his wildest suspicions?

As will be seen, just as in the scene with Parmenon, he will become enraged only
when faced with the seemingly barefaced disregard for his authority. Demeas surely
hoped for discretion and silent pact between father and son, but strangely Moschion
starts to protest and threaten Demeas’ position when he learns of Chrysis’ expulsion.
Until now Demeas had every right to believe himself and Moschion united against the
rest of the ungrateful womenfolk inside the house (who do not hide their sadness over
Chrysis’ expulsion). Now, Demeas is saddened to see that Moschion’s allegiance lies
elsewhere: 8ewov 787 ovvadikel p’ ovros (456). Demeas is left alone; he appeals to
Nikeratos the only friend who seems on his side.” Moschion still does not realize
6Il?emeas’ suspicions about him and Chrysis, and he can only appeal to Demeas’ sense of

ecorum:

i T]ovs ¢idous
mpoadokacts €petv mubouévous; (458f.)

This must make Demeas even angrier — is his son really interested just in empty
decorum and, worse, is his kosmiotes only a show for strangers? No matter how much he
loved Chrysis, Demeas said good-bye to her — but to lose Moschion now is an altogether
different thing and he is beside himself when he sees his son betraying his authority and
trust by taking Chrysis’ side:

(An) 7006’, 6palf’, vlmwepPorn:

T00TO TOV S€Lvdv éxelvwy dewvatepov (4611)

Moschion does not appreciate the situation and confident in Demeas’ generosity at
the worst possible time, he asks Nikeratos to tell Chrysis to come back. Demeas protests
but Moschion asks it as a favour.

s s 3 7 ’ » e A A ’ ’
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b \ A} \ 14 ’
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kaTalemovd’ vpas Sv’ ovTas. Tovs yapouvs €a ToeLy,

ToUS yapous €a e motely, av exnus voov. (4671f)

Moschion shows trust in Demeas’ generosity and he cannot be blamed for not
revealing the baby’s parentage to Demeas now — simply because he does not know that
is what Demeas’ melancholia is all about. Demeas could of course never grant his son
the favour he is asked. And when told ‘he must’ do it, Demeas openly brings up the
topic of who is the kyrios here: t@v éuév ob kipros €oop’ éyw; What Moschion asks for
would reduce him to an emasculated slave-like position as he would have to suffer the
seducer sharing Chrysis with himself under the same roof, an impossible arrangement.

 Hofmeister (1997) 299-303 is not convincing when he claims that Demeas has a ‘flawed’ relationship
with Nikeratos and that the two are not ‘real’ friends.
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Does Moschion dare to ask him to vacate the house and leave the young man alone in
the house with Chrysis? The old man believes Moschion to have turned into his enemy
now who ovvopvurar Tols epots exbpots (474f). Demeas still tries to avoid being open in
his accusations and not only because Nikeratos is on stage but also because it is his way
of talking to Moschion. He indicates to Moschion that he knows that the young man is
the father of the baby — but only after moving away from Nikeratos. In the face of the
still unsuspecting Moschion, Demeas is reduced to shouting and throwing away last

shreds of decorum. Without restraint he asks his son to tell Nikeratos who the mother of
the baby is:

(A ) 3 Z ~ -~ 6 ’ ’ ’
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ETTL gol, NLK??pa'T(UL TOUT ’ ELTTOV, EL I.L77 ooL SOKGL

Sewov <elvar.> (4871

That is the last thing Moschion would want to do. The play thus seems hopelessly
stuck — Moschion is the father of the baby but he cannot open his mouth and confess
who the mother is in front of the raped girl’s father. His silence, however, is taken for
admission of his guilt. And it must make quite a nice contrast for Demeas: the boy who
dared to tell him in his face that the deed was rather trivial, is standing silent in front of
Nikeratos! Again, Moschion earlier praised as xdoucos to strangers seems indeed more
ashamed of an outsider than of his own father! Menander once again uses stagecraft to
add to the false image of Moschion.

Needless to say, Nikeratos begins to suspect the same thing as Demeas and he
shudders in horror that his daughter was to be married to such a depraved and sexually
incontinent man. His outburst is unstoppable and threatens to reveal the crime to public
scrutiny. Demeas was trying to avoid a public show and he now turns to Moschion with
a reproach that their secret is out because of Moschion’s unreasonable behaviour (500).

A simpler Nikeratos is angry with Demeas for lack of spirit:

(NL) dvdpamodlov e, Anuéa.
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As Gomme-Sandbach note, ‘a man without spirit can be said to think of himself as
an avdpdmodor’ (GS ad 506); but surely Nikeratos also implies that Demeas did not
exercise his authority as the head of the household, as a resolute kyrios, as a man who
would care about his reputation in the eyes of other men. Nikeratos makes it clear he
would have made short shrift of both Chrysis and Moschion so that no man could say he
behaved irresolutely.

Andreia was for others to judge.*® For Nikeratos acting like a man means acting
openly, resolutely, and it eventually holds a promise of public recognition. However,

80 f, Rosen and Sluiter (2003) 8.
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when we hear Nikeratos scolding Demeas for lack of manliness, we are again reminded
of the problem of manliness and how Parmenon exhorted Moschion to behave in a
manly way. Had Moschion obeyed and fearlessly owned up to the rape, all the
complications could have been avoided.

Demeas asks Nikeratos as a friend (518) to throw Chrysis out of his house and
Nikeratos need not be told twice. This is the third time the expulsion theme has been
raised — Moschion averted Demeas’ first attempt to throw Chrysis out, and now he is
present to set things straight when Chrysis is threatened with the third expulsion. The
situation has reached a breaking point and Menander does well to speed things up
towards a resolution by a triple recognition: firstly, Moschion begins to fathom the
extent of Demeas’ suspicions (dpr yap 76 mpaypa karavod 522) which was impossible
so long as Demeas wanted them to remain secret. This, in turn, elicits a strong denial
from Moschion — none of what Demeas suspected was true. With Nikeratos gone into
the house, Moschion confesses to having raped Nikeratos’ daughter and to playing a
little intrigue by suggesting that the baby was Chrysis’ when in fact it was Plangon’s:

(Mo) €ore s Nukmparou
Buyarpos, €€ pod. Aabetv 8¢ o7’ éBouvAduny éyw (528f)

A third recognition occurs offstage: Nikeratos rushed inside to drag Chrysis out
but his abrupt entry caused the womenfolk to be caught red-handed. Nikeratos could see
his daughter with the baby feeding him at her breast. As often, gnorismata had to change
place and move to a position from which they were visible and accessible for the first
time so that people could read them. In this play the role of gnorismata suffers an
interesting alteration for the simple fact that it was in Moschion’s power to reveal
everything. The fact that even in such a play gnorismata will play a role goes a long way
to describe the unusual circumstances towards which Moschion’s cowardice hijacked the
play. The dramatic situation has reached such a point of confusion that there was a
possibility that Moschion’s confession could have been taken as a final attempt to save
his hide by telling lies. Without an objective proof in the form of gnorismata, Demeas’
trust in Moschion would not have perhaps automatically returned. Demeas sees his
mistake and duly apologizes to his son.

Just as Parmenon earlier was the comic substitute for Demeas’ anger, so now
Nikeratos becomes the comic butt who mirrors Demeas’ earlier lack of knowledge on a
lighter level. This comicalization of a previously serious problem by transferring it on a
comically exploitable character seems a stock feature of Menander’s drama to lighten up
the mood. It surely is more effective than to harm the relationship between Moschion
and Demeas by robust comedy, if Menander rather relegates the comic element to the
scene with Nikeratos. There is also another reason for having Nikeratos undergo a
humorous teasing: the light touch makes sure that the problem of the rape will not keep
the mood serious for unnecessarily long. Menander can inject some farcical humour into
Nikeratos’ ignorance — something he would not want to do in Demeas’ case. How
different the depiction is can be seen from having uninformed Nikeratos rushing inside
his house and outside again repeatedly. He, a self-professed epitome of manliness, is
comical for his ignorance in which he fights the women keeping united against him.
When Chrysis comes hurriedly out, the baby in her arms, manly Nikeratos must be
restrained by Demeas from hurting her. Blind andreia is questioned and problematized
but it allows Demeas a chance to return to a role of kyrios again when he calls Chrysis
back inside his house. A reader will be justly baffled by the lack of attention given to
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Chrysis after Demeas has learnt the truth about her innocence.®' Her return into Demeas’
household, if it were not so swift and carried out against the farcical background of the
two old men panting and struggling, would have been a perfect reenactment of the
passage towards reunion which other comedies offer®? but Menander does away with it,
and only briefly shows us Chrysis again at the very end, significantly in the role of a
quasi-wife when she is called out to welcome Moschion’s bride: the privilege given to
real wives.%

The women of the two houses will be surprised to see Chrysis back in Demeas’
house, and that the two old gentlemen have drawn a full circle — from friendship to fist-
fighting and back. The two old men return to their respective houses at the end of the act
in a completely different state of mind and all seems well at last.

In Act V it is Moschion’s turn to show an incomprehensible and sudden change of
mind. True reversal from bad to good fortune is a reason good enough for Glykera to
forgive Polemon’s rashness in Perikeiromene (cf. 1021ff.). However, unlike Polemon,
who is the bad guy there (and who is clearly repentant for his error), it is impossible to
find a single culpable character in Samia and in that respect the fifth act can move in a
rather arbitrary direction any way as the poet wishes. If Moschion tries to manoeuvre his
father into the culprit for his unfounded suspicions, with astonishing freedom and good
sense Demeas does not become a prototype of a farcical comical target. Demeas is not
treated as a comic fool who needs to be overcome at the end of the play. Instead, he is
the one to come out victorious in the final battle of words. And if previously (Act II), we
were given a hint of a typical comic conflict between a clever young orator and his
simplistic father, here it is Demeas who delivers a great speech against which Moschion
cannot protest. Was then the reason for this act to make Moschion look sillier?** He does
not seem to appreciate Demeas’ utterly reasonable behaviour, nor has he any comment
about Chrysis. Or was the goal no more than to show that Moschion still trusts in

8! Cf. e.g. Fantham (1975) 66 ‘Chrysis gets nothing more than a gruff ‘Come over here, Chrysis, ...run on
in, then!” when he lets her into the house to escape the frantic Niceratos. For the dramatist it would seem
her problems and her honour were of no more concern, his real interest is the man-to-man relationship of
Demea and his adopted son, and Chrysis once back in the household is forgotten.’

82 And it matters little if the marriage passage is staged or just narrated. Compare Men. Perikeiromene:
Doris says to Polemon: ‘good news, she [Glykera] is coming back to you’ (I1O. 7i éore, Awpt duArary; /
AQ. ayaba- mopeboed’ ws oé, 989f.): and no more need be said or staged of Glykera’s return. Similarly, in
Misoumenos 431 (=961 Arnott), Getas comes out of Kleinias’ house with the news for Thrasonides: ‘they
are offering you the girl you love in marriage’ (8t80a0t got yuvaika) and after this happy news Demeas
appears on stage to perform an éyydn. The finale does not feature Krateia’s movement back to
Thrasonides’ house - there is just a promise of a celebratory dinner and the wedding will take place the
following day.

83 Redfield (1982) 189: ‘The wedding is the special task of the mothers (cf. Eur. Alc. 317)...The mother of
the bride follows the wedding procession with a torch,... on arrival they are met by the mother of the
groom, also with torches.” We do not know how much of this was felt necessary to be represented on stage
in this particular play. It is noteworthy, however, that Chrysis’ appearance in the doorway means to
represent not only normalisation of the relationship with Demeas but also her inauguration onto a higher
relationship with Moschion, as her role so closely resembles that of the groom’s mother.

8 Weissenberger (1991) 432 n.54 argues against a purely burlesque nature of the act (on which, see
Zagagi (1988) 196 n.8) . However, his analysis does not provide real clues to the mood of the act. For
Weissenberger (and cf. others’ opinions listed, 433 n.55) it is important that Moschion at last does
something actively and on his own — although he knows that it will not make father happy and this
becomes a chance for both of them to rebuild their relationship on a more solid basis. But again, does the
ending show any promise of a new beginning? Moschion does not seem any wiser at the end of the play
for that to be true. Besides, both he and his father were privately aware of the other’s gratitude and
generosity; it was rather their communication that needed help but Moschion does not seem to have learnt

any new lesson here.
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Demeas’ generosity to the extent that he can afford to test his father with a childish
lesson?

This act offers an example of the use of stage space typical for spurned lovers: an
effort to enter the stage house and provoke the cold person inside into action. Moschion
orders Parmenon to fetch him a cloak and sword (Samia 659, cf. Pk. 354). He has
decided that by pretending to go into exile he will teach his father a lesson.®® He believes
tllat will stop Demeas from such suspicions in the future (els ra dowma yap / ¢uvAdéet’
ovtos unfév els p’ dyvapoveiv 636f). Such language is sometimes used to explain the
broad humour of punishment scenes in the final acts: the likes of Knemon or Smikrines
must be bent and taught how to behave.® Moschion expects his father to come out,
realize the son’s injured feelings and beg him to stay. The soldier in Misoumenos had
similar expectations: to be invited back into the house by the girl he loves (already at
23ff.). However, it sits oddly in this play as Demeas has done very little to deserve such
a treatment and also because Moschion shows no traces of contrition for the problems he
caused both households.

Demeas admits his mistake but also rightly reproaches Moschion for harshness:
Demeas tried as much as he could to keep his suspicions to himself, while Moschion
showed no such restraint and is disclosing Demeas’ error publicly: oyt Tots éxfpots
ébnka Pavepov emyalpewvt ob 8¢ / Ty éunv apapriav viv ékdépets kal pdpTupas / €m éue
T1s €ufjs avoias AapBavers (7061).

Moschion cannot react thanks to Nikeratos’ timely arrival. This act is either a poor
attempt at incorporating a traditionally light ending to an unusual play paying little
attention to what went before, or we have here a deliberate twist to such comic endings —
Moschion does not control the behaviour of anyone else during the scene, the ruse fails
and ends on a very bland note, and Demeas’ apology in the middle of it is throughout
utterly convincing. One feels that this act is emotionally much more complex than
anything a reductive analysis may offer and part of it may lie in our not getting the mood
right because we are unable to grasp fully the nuances of Moschion’s behaviour here.

This and the previous chapter showed some of the extent to which movement in
stage space helped describe individual characters by alluding both to everyday ‘real life’
practice and the accumulated experience of the comic genre itself. At the same time,
unchanging stage space of comedy was shown to have been put to a varied use in
describing women, old masters, and young men, and as the prime vehicle for clever plots
whereby even an open street could come to reveal in various forms the deepest recesses
of the characters’ secretive minds.

85 The motif is discussed by Zagagi (1988) 194f.

8 Cf. Dysk. 903ff: kndevopev yap avTéL / olkelos Nuiv yiver” el 8 €arar TowobTos alel, / Epyov Umeveykeiv,
mds yap ob; Epit. 1110: adbs & omws pn Appopal o€, Zpikpivy, / mpomeri Aéyw oor... Asp. 537ff may
suggest a similarly motivated punishment of Smikrines: Jav e komrne moAddxis / Jurar koouidrepov mod
/ Ynp éori pou Tpomov Teva... Pk. 1016ff is relevant as an example of a man who learnt his lesson well and

will watch his behaviour in the future.
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IV. Familiar games and the poet’s voice in self-
advertisement

Real life and conventions

Speaking one’s mind in the street is not very natural, but the sentiments given
voice are very human and convincing. Beginning with the behaviour on stage, there are
many such points of contact in the genre between convention and a convincing
resemblance of real life. The genre’s realism seems to be accepted from the start as
operating within certain assumed limits. In this final chapter I shall refine and somewhat
sum up the theme of my thesis by exploring the paradoxes that this entails. The audience,
apart from their familiarity with the genre brought with them a natural desire to see
something new that was worked into an adequately intricate plot, with the hopes for the
final product to be plausible (realistic), fresh and original but familiar at the same time.

Unlike the New Comedy world, real life is unpredictable, things do not always end
up as desired or take too long to accomplish, and it is normally difficult to gain enough
detachment to appreciate one’s situation at any given moment in life. This variety
refuses all attempts at categorization: Philemon (fr. 93 K-A) has an unnamed character
commenting in this vein: there are as many types of behaviour as there are men. And
while to each animal Prometheus gave a specific code of behaviour (xara yévy ¢dvoww
piav 93.3 K-A), men’s behaviour cannot be reduced to any simple pattern:

¢ A ) 'O ’ s 3 'R ’ \
nuov 6 ooa kat Ta cwpat e€otl Tov aplbuov
ka’ evos, TooovTous €oTe kat Tpomous (detv (Phil. fr. 93.10f. K-A)

To represent such variety could not have possibly been the artistic goal of any
New Comedy playwright and the fact that this sentiment features in Philemon should
alert us to the possibility that it was exploited for a particular comic effect, perhaps with
dramatic irony intended. And yet Menander, working in this genre, is known to have
been praised as one who omnem vitae imaginem expressit.' Aristophanes of Byzantium
praised him in equally famous words (@ Mévavdpe kai Ble, morepos dp’ dpdv moTepov
ameppnoaro; Test. 83 K-A) and one must therefore conclude that the conventional tools
and self-imposed limitations of the genre were probably ignored as not diminishing that
experience of ‘real life’.

I shall suggest that (ironically) playing precisely with the stock material of comedy
helped Menander achieve a sense of novelty and realism. Characters, and situations in
which they found themselves, looked similar in most plays but Menander could surprise
with a touch of unusual individualization, with a clever use of accidents, timing, and
variations in tempo that could at any time change the course of action. He could
moreover enhance the realism of the performance by playfully suggesting that dramatic
performances were mere fiction, pretending that only what goes on on the stage at the
moment is ‘for real’. To achieve all this, dramatic canon, and recognizable dramatic
conventions could work as ‘the other’ against which a new play redefined itself in
various ways, for instance by seemingly discarding the trite, but in fact cleverly using

' Quint. /nst. Or. 10.1.69: ‘ita omnem vitae imaginem expressit, tanta in eo inveniendi copia et eloquendi
facultas, ita est omnibus rebus personis adfectibus accommodatus.’ Comments on the nature of
Menander’s realism appear in most studies of the author, see e.g. Zagagi (1994) 94ff., Arnott (1968), Del

Corno (1996).
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and modifying the canon into a new experience. Such a game must have been of
particular interest to the audience: they knew what outcome to expect, what general
behaviour would characterize what dramatis personae, and so on, but they were
constantly kept in the dark about the particulars. The timing, say, or any other surprises
In store for them were all built around the spectators’ very familiarity with what should
come next.

Moreover, if the dual nature of the genre — that posed as reality but used stock
techniques to represent it — is cleverly used, it can allow the playwright effective
comments on his art and his own sophistication without disturbing the illusion that his
dramatis personae speak and act fully in character. This naturally requires audience
participation and therefore it is advisable to stop to look at the audience’s familiarity
with the genre.

The audience and its interest in drama

The New Comedy playwright thus seeks to create a convincing image of real life
with all its unpredictability, but he is also moving along certain well-defined generic
lines and, as has just been remarked, this tension allows him to play a little game with
his spectators’ expectations. For this to make sense to them, spectators needed to be
acquainted with the genre. Of course, fourth-century audiences were exposed to a
massive output of new dramas, both comedies and tragedies.” ‘Tragedy was never
cultivated with more enthusiasm than during the fourth century’ and some of the plays
gained as much fame as the already canonical fifth-century plays.’ Surely behind the
dismissive remarks of the philosophers about the depraved common tastes of the
spectators and their negative influence on the contemporary playwrights, there lies an
acknowledgment of the spectators’ interest in the dramatic productions and lively
participation in the dramatic events.® The sheer mass of productions that the audiences
were exposed to must have created among them connoisseurs who watched the plays
with a certain horizon of expectations.” We have evidence for the increased fondness for
theatrical artefacts in the fourth century® and for the growing fame and importance of the
actors.’ If this was not enough to suggest a serious interest in theatre, comic parody,
literary debates within the plays, and even explicit playing with the concept of writing a
play ® should alert us to the possibility that technical aspects of the theatre were
becoming widely recognized by the spectators before Menander began his career.

Intensive literary polemic was a feature of both Old and Middle Comedy® and
indeed the very competitive context in which much of Greek literature was produced
shaped the awareness of strictly defined rules embedded in each particular genre.
Competition required a certain technical standard, and comedy (Old and Middle) was
particularly prone to appeals to such standards before its audience.

2 For instance the tragic poet Karkinos is credited with 160 plays, Astydamas with even more (240:
Xanthakis-Karamanos (1980) 20f). For the period of Middle Comedy, we have the figure of 617
comedies (Anon. De comoedia 11 52ff. Kaibel, 111 45ff. Koster.) or by a different estimate (Athenaeus
8.336d) over 800. The output of plays by New Comedy playwrights must have been equally vast, with the
numbers only for Menander variously given as 105, 108 or 109 (Men. Test. 1, 3, 46, and 63.).

3 Xanthakis-Karamanos (1980) 20. Cf. Easterling (1993), (1997) 212 with note 6.

4 Cf. e.g. Plato Leg. 659a-c, Arist. Poet. 1451b37, Pol. 1341b15. For the discussion of Aristotle’s and
Plato’s views of theatocracy see Wallace (1997) with further references.

3 There is much stimulating work in this area. Seminal are Jauss (1982a,b) and Iser (1978).

6 Green (1994) 76 ff.

7 Arist. Rh. 1403b33 claims that actors have gained more power than the playwrights. Wallace (1997) 108.
8 Cf. Rosen (2000).

? Oliva (1968).
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It is naturally difficult to state precisely how widespread the awareness of the
technicalities of the dramatic genres was. We have some evidence but it is hardly
neutral:'% a prologue speaker in Antiphanes’ comedy Poiesis (fr. 189 K-A) humorously
exaggerates when (s)he says a tragic poet has an easy task because it is enough for him
to drop a name and the spectators are sure to know the direction a play will take. In the
case of comedies, it is argued, the plot has to be thought up anew every single time:
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On the other hand, Aristotle suggests that even the most famous tragic subjects
were known only to a limited number of spectators (Poet. 1451b25). Both
pronouncements are made within a particular argumentative context and they need not
be taken as mutually exclusive. "' Clearly there must have been differences in the
perception of theatre and in the spectators’ expectations that depended on their
individual interests, education, social status and various more elusive elements. Given
the differences in the education of the spectators — between, in Aristotle’s words, the
hired workers, mechanics and the like on the one hand and the educated spectators on
the other (cf. Arist. Pol. 1342al9ff.), it would indeed be difficult to insist that everyone
in the audience recognized, say, an echo of Euripides’ Orestes in the ‘messenger-speech’

of Menander’s Sikyonios ( 176ff.)."2

1 Handley (1989) 160; Oliva (1968) 35-7; Pickard-Cambridge (1988) 275f.

'l Elsewhere (Rh. 1416b27), Aristotle claims that some famous stories — he mentions Achilles’ deeds — are
generally known.

2 Even though we know that Eur. Orestes was a particularly successful play in the fourth century. Cf.
Willink (1986) Ixiii, Arnott (1986). Xanthakis-Karamanos (1980) 28-34 discusses Euripides’ popularity in
the fourth century. There were, incidentally, poets whose plays were meant to be circulated and read by
educated readers (Cf. Arist. Rh. 1413b, Xanthakis-Karamanos (1980) 8) and they presumably made
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It is probable that not all in the audience were aware of, say, the influence of
dramatic tradition on Menander’s comedy. On the other hand it must be stressed that to
notice at least the repetitiveness of many comic patterns requires no great learning.

All is familiar...

Becoming acquainted with only a couple of New Comedy plays makes one attuned
to the genre’s familiar settings, characters and resolutions. Some repetitiveness was
openly acknowledged: Terence can claim, without a trace of censure, that there is no big
difference between the argumentum of Menander’s Andria and Perinthia:

Menander fecit Andriam et Perinthiam.

qui utramvis recte norit ambas noverit:

non ita dissimili sunt argumento, [s]et tamen

dissimili oratione sunt factae ac stilo. (Ter. Andria 91ff.)

Terence selects, and perhaps twists, his evidence for a particular rhetorical effect
but his statement must have struck his spectators as containing a grain of truth if they
were to sympathize with his line of argument."

If we consider that Menander wrote over a hundred plays within thirty-odd years
of his career — three plays a year on average — we need not doubt that a compromise had
to be struck between originality and recycling: as if Menander had to face the basic
problem of which part to concentrate on and make stand out. The rest could rely on
dramatic shorthands. However, even these dramatic shorthands could very economically
conceal their staleness and even give a sense of freshness with a few strokes that would
turn the pattern on its head or tease the spectators with the timing of its execution. A
poet may, for instance, work against a familiar ‘grid’ that smoothly moves his plot, but
then suddenly surprise his knowledgeable audience with a few strokes. The general
esthetic attitude had been around for some time:
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elmely ws ovdels av dAdos Suvarto. (Isocr. Panegyricus 10)

Aristotle praises Euripides for improving a verse of Aeschylus’ with a single word
(Poet. 1458a18) and this type of literary emulation is wholeheartedly embraced by
comic poets who frequently appropriated while giving an impression of improving on
their models, often Euripides himself: an anonymous comic poet speaking about a line
from Euripides’ Orestes (v. 234) elaborates:
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6 mpidTos eLTwv “petafodn wavrwv yAvky
r’ b \ \ ’
oy Uylaive, SETTOT " €K [LEV Yap KOOV
~ b b ’ 14
ylukel’ avamavats, €f adovatas 8’ Udwp
" s ) ’
nv 8’ €k wAovaiov

different requirements on their target audience but it is futile to speculate how reading public influenced
other poets whose prime motive was to win a dramatic competition.
1> Donatus, commenting on line 10, seems to be suggesting something different from Terence. See Arnott
(1994) 70 who warns against taking Terence’s words at face value.



116

mrwyov yevéolar, peTafoln pev, ndv 8 od.
woT’ ovyl mavTwv éatl petaBoly yAuxd (fr. adesp. 859 K-A)

Impertinent slaves are best suited to show off their erudition in classics and point
out how the high-flown dicta fail to reflect the ‘real’ life. A case of trivial nit-picking at
the immensely popular Orestes may hint at the possibility that a significant part of the
play’s plot or perhaps an intrigue had to do with the popular theme of reversal in fortune.
But I would like to see all this pointing at prota heuremata and their inventors — a staple
joke eventually'® — as indicative in a more general way of the rhetorical strategy of
referring to tradition, canon, predecessors and a deliberate effort to improve upon them.

It is most probably a hen-pecked husband who pronounces the following lines in a
fragment by Eubulus:

KaKOS
~ 3 ’ PY) ~ ’
kakas amodod’ ooTis yuvatka devrepos
b4 \ A ~ ~ ~
EYNLE" TOV VAP TPOTOV OVK €PD KAKDS.
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O [LEV yap MV ATELPOS, OLULAL, TOD KAKOD,
[ s ° 3 \ \
0 8’ otov v yuvn kakov memvouévos, etc. (Eub. fr. 115 K-A)

By the time of Menander, the joke becomes a little tired, but it is still used
nonetheless:

eAns amodol’ GoTis moTe
o mpdTos N yuas, émeld’ o Sevrepos,
eth’ o TpiTos, €0’ 0 TéTapTos, €8’ 0 peTayevns (Men. fr. 119 K-A)

It is not just a reference to an accursed protos heuretes of marriage, but also a
punning reference to all other familiar jokes of the similar nature. Improving on a
predecessor, writing as if in reaction to something rather than coming up with a wholly
original play, was one way of producing fast and with economy, leaving enough space
for the most interesting scenes. Of course, as each unhappy husband identified himself
as belonging to the long tradition of men paying the price for the invention of marriage,
every improvement on the joke also drew attention to earlier treatments and the poet’s
cleverness in surpassing them. Goldhill (1991) 221 well comments on ‘the archetypal
comic appropriation - which purloins in order to mark its own superiority, the
Aufhebung of the practice of others, only to remake the joke by the parodic repetition
with a difference.’

I shall return to this below, showing how a clever appropriation of the stock
material may make it seem novel or at least better executed, and thus perhaps also subtly
drawing attention to the creative process itself and the playwright’s inventiveness in
particular. However, let us return to the discussion of the self-enclosed world of New
Comedy where everything necessarily looks similar.® A brief mention here and there of
tradition is not all it is about: with the appearance of Dyskolos, Gorler (1961) quickly
noted the striking similarity, down to some minor details, of a scene in it to Terence’s

14 Euripides also has the first instance of this: see Barrett on Hipp. 407. See the references to comedy in
Arnott (1996) 122 on Alexis 27 K-A and Dohm (1964) 130. The ancient critics were interested in the
literature on prota heuremata: Taplin (1977) 438 n 2; and Nisbet-Hubbard (1970) on Hor. Od. i. 3.12.
Iepi ebpnudrwv treatises were written by Aristotle, Heracleides Ponticus (cf. Diog. Laert. V 88) and

others; Stemplinger (1912) 10f,; Leo (1912) 151ff., Fairweather (1983) 320.
13 Cf. Sandbach (1977) 62, Konstan (1995) 195f. n.49.
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Eunuchus. His examination of the evidence led him to conclude: *...Nicht nur gleiche
andlungsschemen hat Menander mehrfach in verschiedener Weise verwandt.
Mindestens einmal hat er dies Spiel so weit getrieben, dal} er eine ganze Szene einer
Komédie in einer anderen nachgebildet und trotzdem beiden Szenen durch die
unterschiedlichen Charaktere und die unterschiedliche Stellung im dramatischen Ablauf
einen vollig verschiedenen Stimmungsgehalt gegeben hat.’'® We may be certain that if
we had more of Menander, we would find even more proofs of the recycling of the same
material and this fact would not be lost on the audience.

Dyskolos vs. Eunuchus

Gorler (1961), as noted, finds interesting parallels between Act V of Eunuchus and
Act II of Dyskolos. In Eunuchus, Thais castigates her servant Pythias for not having
guarded the girl under their protection more closely. The slaves’ lack of care gave
Chaerea a chance to rape the virgin. This chastisement parallels the situation in Dyskolos
233ff, where Daos is similarly rebuked by his master Gorgias for not having taken
greater care to protect Gorgias’ half-sister from a stranger’s advances. After the dialogue,
in both plays the ‘seducer’ now comes on stage and delivers a monologue without
noticing the other two persons. While both Gorgias and Thais are eventually convinced
by the young man’s pleading and help him, the slaves in both plays are sarcastic towards
the youngsters. Even if this basic pattern is sim<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>