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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 1 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.2 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. 3 However, large 
quantities of new dramas and steady demand for dramatic artefacts clearly testify to their 
fascination with theatre. 4 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. 5 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 techne in the better 
preserved plays I hope to throw some light (directly or indirectly) on the role of the

1 '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).
5 '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. If 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, I 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. 6 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' (aAA' avay/c?; Sta T&V KOLVOJV vroteta^at TO? morei? KOL TOU? Aoyous- Rh. 1355a27f.).



I. 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. 1 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 portrayals2 and the problem that 'the action of the play is not at all points 
perfectly fitted to the personages.' 3

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 play4 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. 5

First Frame: spectacle and hints

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

1 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 play.
2 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.'
4 Gutzwiller (2000) 102, 122.
5 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 idfacere nequeat, det locum illi qui queat. (Plaut. Ps. 568ff.)

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 m0ai/di/, 
true to life, even if the image of Menander's comedy as a mirror of real life may have 
originated later. 6 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. 7

Another working rule concerns the argumentumfabulae. 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.

Q

Spectators know the facts and are satisfied to watch who knows what and how they 
develop their knowledge.

6 Aristophanes of Byzantium is credited with the saying: o» MevavSpe /cat jSt'e, -n-orepos- a'/>' vp£> 
a-rre/u/rTyaaTo; (Men. Test. 83 K-A). Cf. Manil. V 475f.: Menander, qui vitae ostendit vitam (Test. 94 K-A); 
Quint. Inst. Or. lO.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.l.
7 Neumann (195 8).
8 Thus the Lar in Plaut. Aul. 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, / ilia ilium 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:

mxvra 8' e^e/caero

raG0' eve/ca TOU /xeAAoi/ro?, et? opyrjv 0' tva 

ouro? a.<f>iKT)T' - eya> yap rjyov ov (f>va i 

TOLOVTOV OVTO. TOVTOV, a-px*]v §' ^va AajSiyi 

TO. \OLTTCL - rou? 0' avrwv TTOTC

eupoiev OJOT et TOUT eucr^epave TIS~

art/ztav r' evo/ztcre, /zeraflecr&u vraAiv. (Pk. 162ff.)

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: Sea yap Oeov /cat TO KOLKOV et? a-yadov pe-n-ei (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 mind9) 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. 10

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) 11 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 conies 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. 13 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. 14

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*?] -r^iepav aya>... r-rjv vuv\ (Asp. 1, 2) 
' [?this] day' is not included more for dramatic purposes than out of any mflavor?;?. In 
reality, Daos would have felt his master's loss most acutely some time ago, not now on 
his arrival. 15

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.

10 A sign that suggests a wedding is or is not under way appears in Ter. An.: 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.
H Taplin(1977)75ff.,304ff..
12Cf. also Arnott (1988) llff. 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.
14 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.
15 A few days have passed since the death: 79-81. Alternatively, Daos may emphasize the sad 
homecoming. Cf. e.g. o> rrjs m/cpas- emS-T^ua? 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: Leo /^eAeos- 
a^iepa (Eur. Helen 335). 16 Similarly, Electra, who longed for Orestes' arrival, learns the 
false story of his death and laments: ot 'yw raAcui/', 6'AwAa rfjo' ev r^iepa. (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: ri -yap au KOTTTCIS rr/v Ke(j>a\7jv ovra) TTUKVO.; I ri ras rpixas rtAAet? 
emorrasv ri areveis; (Her. 4f). It is possible that at the beginning ofAspis 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. 17

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:

OTTO arpareas ev jtwt r 

77877 TO XOLTTOV Kara^LoxjeaBai TLVL, 

arparrfyov 77 cru/zjSouAov an>o/tacr/ievov, 

/cat TTJV aoeXfirjv , rja-nep efaip^a? rore 

, aeavrov VV^LML /cara^twt

-rroOeivov TJKOVT' ot/caSe... (5ff.)

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 7ro0eit>os- 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. 19 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

o f\
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

16 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.
17 Women are sometimes reported to be doing the same offstage: Dysk. 673ff, Asp. 227ff.
18 For TTodecvos 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 ofAspis 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) 7 If; 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 /cara£tou (9), Menander shows the obvious worry of a middle class 
Athenian. We find similar words in Plaut. Trin.: ...habeo dotem unde dem, / ut earn 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 /cara^to? 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. 21

For himself, the slave had hoped:

efJLoi r' ecrecrOai raiv fiaKpaiv TTOVOJV nva 

ava-navaiv els TO yfjpas evvoias x&Plv -

x^PLV m 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.23 The second point is more important still: Pan in

21 Schafer (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 hie tua res 
distrahitur tibi, / utinam te rediisse saluom uideam, ut inimicos tuos / ulciscar<e>, ut mihi, ut erga tefui et 
sum, referas gratiam! / nimium difficilest reperiri amicum ita ut nomen duet, / 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.)
23 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 Heifer und Troster ihres Herrn' (p. 293)



Men. Dyskolos gives his divine em/neAeia 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:

ras Se auvTp6(f>ou$ e/ 

Nu/z</>a9 KoAa/ceuouo-' em/LieAak Ti^takra re 

TT TreiK v avTTJs em^ieAeiav cr^eiv nva

(Dysk. 36ff.)

The effect of Pan's cm/zeAeca 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
fed thensaurum ut hie reperiret Euclio, 
quo illam facilius nuptum, si uellet, daret. (Plaut. Aul. 25ff.)

These examples may easily be compared with the expository information we get in 
Aspis. The slave expresses his euVota 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.24 Of course 
Daos is not a god who can effect his em/zeAeta 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, TWV paKpav TTOVUV 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.25

vvv 8e av pev olx^ Tra/oaAoyw? r' avrjpTraoraL (13), he laments in words that resemble 
Electra's lament in Sophocles' play (cf. foovBos avapTTaaQeis Soph. El. 848). In fact, the 
entire lament that opens the play bears resemblance to Sophocles' Electra 1 126ff. 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 euVota 
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.
25 Lombard (1971) 128 takes the words in lines 1 If. 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: tu 
Tu^iy, / o'iO)L fi' a<^>' OLOV SeoTrorou Trapeyyvav I /ieAAet?. ri a iySt/<7//ca r^Ai/coGr' eyai; (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.
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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.26 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.27

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.

98
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: ey<u 8' 6 muSaywyos-, <a» 
KAeoorr/oare (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.29

Daos praises his 'late' master's military quality av^p yap rjada r-rjv IJJVXTJV fj-eyas, I el 
Kai Tts- a'AAos- (17f.). 30 'MeyaAcH/fir^'a here denotes military apery. 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.' 31

The old man cuts short the pedagogue's characterization of Kleostratos. His first 
words may well be false: rijs aveAmorou TUX^S, / <u Aae (18f.). This seems to repeat the 
slave's TrapaTrX-rjaC w? TOT' lyAmo-' e£o/o/K,oj/zei'[o? (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.
27 Del Corno (1975) and Lombard (1971) are more balanced than Vysoky (1970); while Katsouris (1975) 
does not discuss Electra at all.
28 The first term used in the play immediately introduced Daos as a slave by opposition to his master: 
Tpofapos (commonly a term of address from a slave, cf. GS 292, ad Men. Epit. fr.l).
29 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 Kleostratos' 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 Misownenos, 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: Bohne (1968); Hofmann and Wartenberg (1973); Hunter (1985) 66; 
Nesselrath (1990) 325ff; Parke (1933) 234ff; Wehrli (1936) 101.
31 Lombard (1971) 134. Ajax has ^eyaX-rj ifjvx^ (Soph. Aj. 154), see Solmsen (1984). The opposite 
characteristic of a soldier appears in Men. Mis. (/u/cpo0uxo?, 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, 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 
euvota for the young master.

However, the type of a pedagogue finds its way into canonical tragedies as well - 
the one in Sophocles' Electra immediately conies 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. 33

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. ATroSpao-t-n-mS^s-, Vesp. 185), or contemptuous distortions of 
names (e.g. A^oAoyo/cAecov 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. 34 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.35 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.
34 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.
35 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. 36

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 KIVO&OS, a symbol of shamelessness, who 
upsets houses (165), and this exactly delineates the view of Smikrines in Aspis, who is 
shameful and cunning as well. 37

MacCary's efforts to find a common denominator in all Menander's slaves called 
Daoi require qualifications that weaken his thesis.38 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
OQ

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 (-nora^s ris earl TTJ$ Au/aas-

36 Cf. Olson (1992), Willi (2002) 5f. with references.
...77 /cat TO>V MevavSpou TreTron^evajv irpoawTraiv Mocr^iaiv /xev Ty/iS? -Trapeovceuacre TrapOevovs j8ia£e(T0(U,

XaipeorpaTos' Se (/taArpi'as1 epav, KvTy/Aajv Se SuovcoAou?  Troi^aev eivai, L/At/cpt'v^s' Se </>iAapyupous- 6 SeSiaj? 
TI TCJV ev8ov 6 /cam/a? ot^oi-To <f>epa)v; (Choricius 32, 73 Foerster). Another Smikrines appears in Sikyonios 
though too little is known of his character to pass any judgements.
38 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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Hai/0o?...23).4° The soldiers were winning easily, looting villages, coming back to camps 
with loads of money: xpwara / exaaros elxe iroXX a-neXQw (32f.). Menander makes 
Smikrines reply at this place with an ambiguous ws- KaXov. 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.41

Even Kleostratos experienced good fortune and possessed 
e£a/cocrt]oi>?, TTOTT^OI' emet/cak au^va, / ra>v T at^J/zaAamtu' rovrov ov opais 
[oxXov...] (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: -nov^pov -ye 
(48). It is a common sentiment that too much good luck is dangerous, e.g.:

TOJV ev avOpanroLS 

a, ra Xiav a-yada (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: VVKTO.S (f>vXaK~\Tjv rail/ 
TToovpevos I rail/ r av&pa,Tro8ia>v...(54f.). Smikrines again reacts ambiguously: 
aTTooraAets- rare (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. 43

cra(f>a)s OVK olSa: 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

40 Goldberg (1980) 31; Lombard (1971) 130ff.
41 Katsouris (1975) 113ff. discusses similarities between Smikrines and Polymestor in Eur. Hecuba.
42 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.'
43 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: ev Se rot? ve/cpots- / -ne-rrr^Kor etSe? TOVTOV; (68f). 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.44 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: avrov /zei/ aafas I OVK ^v emyi/a)i/cu,...(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 aa^veca 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.. ems] me aportu 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 morefecero. 
nam quom pugnabant maxume, ego tumfugiebam maxume; 
uerum quasi adfuerim tamen simulabo atque audita eloquar. 
sed quo modo et verbis quibus me deceatfabularier, 
prius ipse mecum etiam uolo hie 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.' 45

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. 
1 lOff., 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: TJKM cracfrrj raKeWev e/c arparov (f>epa)v (A. Sept. 40). So often,

44 Cf. also his yes-or-no questioning later, when talking to Chairestratos' 'doctor'; page 35 below.
45 Hunter (1987) 293; cf. Friedrich (1953) 263ff. There is also Eur. Orestes 1499 (imitated in Men. Sik
270).
46 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; IA 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 cliche. 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, mo? ovv 
olorQa; (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: IM. xpvaovs (/njis ayecv I e^a/coatou?/ AA. eywye. IM. 
/cat TroTrjpLa; (82f.). Daos grasps the meaning of his questions and hints as much when he 
calls him KX^povo^e (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:

2)M. musy otet </A'> epwrdv, enre JJLOL, 

Sta TOUT'; 'AvroAAov raAAa 8' rfpTraaQj]; (85f.)

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: OLKCLOV (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 (ZM. e/ceu/o? o^eAe

48£,T)v. AA. w^eAe 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 
evrvx^lv ^ovX-rjao^ai TL Aae aol I /cara axoXrjv (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 loquar. 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: 
Kara axoX^v (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. AF. MeveAae, /ca/zoi TrpoaSorov TTJS r)8ovr)s, I rjv ij.av6a.va} jjiev /cauro?, ou cra^iai? S' e%aj.
47It 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 [/ia rov AJ-n-oAAaj, 'ya> 
nev ov in Mis. 433, />O28f., 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.
48 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. 51 Of).
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Smikrines says he will go inside his house (etow -n-a/otevat 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:

nva

yi>/Ltv]a£o/Lt'; ov yap fierptos ayuv eart pot. (Sam. 94f.) 
94 ri S' ou/c 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 epTj^ia. 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 (1 13ff.). 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 49 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: TO TTJS TVXTJS yap 
pevjjLa /Lteram-n-ret raxv (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 6eos -n-poXoyi^ojv . vvv 8' ayvoovai /cat -n-AavaWat 
(99) says the still unidentified goddess and explains how a friend of Kleostratos' took his 
shield to fight and fell immediately, w? TTOLKL\OV -n-pay^ earl /cat -n-Xavov TVX-TJ (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. 50 Such emotionally neutral deaths do appear in expositions, where their

49 Del Corno (1974) 75-81; Goldberg (1980) 27, 29ff.; Hurst (1990) 95-100, 117f.
50 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
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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.

OJJTO? oL7]napTT]K v (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 vvv TL rwv 
TOVTOV crearuKev 77 Tir^/ (Men. Epit. 351). Ironically, her help will complicate things: she 
reverses her own role and preserves a gnorisma that misleads? 1 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 nostrum (Plaut. Trin. 4), Kleostratos became a captive, just as we 
suspected (1 12; 67f). He lives and will be saved soon (oaov ouSe-n  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. 5 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:

TrovTjpiaL Se Travras av6po)Trovs oAtu? 

VTTepTT TTaiK V' ovTos cure avyyevfj 

ovre (f)iXov oioev ovoe rwv ev rok

TT£(f>povrLK ovoev , aAAa jSouAerai 

aTravrcr rouro ytvaxr/cet [JLOVOV,

KOL £771 ^OVOT pOTTO^, ypdVV eXWV OLCLKOVOV. (1 1 6ff)

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 (lenones 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 67ff.
51 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 oaov ou/c 17877 covers the span of only 77 lines (until 218). It 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, 5 Iff, 73ff. Soph. Trachiniae 199 shows 
a situation where Herakles' arrival is foreshadowed (ofa 8' aurov atrriV e^avrf) 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. 53 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. 54

'Wealth acquired through hubris, 'violence', brings ate, 'infatuation, blindness', 
which is followed by punishment.' Campbell's discussion of Scion's poem (7-32) 
summarizes the Greek truism that is applicable to the plot ofAspis, 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. 56 He is ^OT/O-TOS- Se rok TpoTTWL iraw I /cat irXovaios (125f.); 57 similarly at 130 where 
he is again called ^O^CTTO?. 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 in53
' a

54 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).
55 Campbell (1983) 222.
56 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.
57 Cf. the nearly same wording in Sikyonios: -fj-ye^aiv XPTJVTOS acf>68pa I /cat -n-Aouo-to? (14f.).
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will be essential for the on-the-spur-of-the-moment scheme. 58 The juxtaposition that 
follows is revealing, especially now that we know that Kleostratos is alive:

TraBeKOL Traevov
TTCLTTJP a)v, ML KarcXiTTev 

6 )Lt 6/oa/C6a/cog TT]v aSeX^rjv. (126ff.)

Chairestratos' opposition to his brother is outlined even through the situation in his 
household: he has a wife and a daughter. When Kleostratos (6 /ze^a/aWo?) sailed away, 
he left his sister with Chairestratos. By the juxtaposition of a young man and a virgin girl 
(irapdevov, 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 (TO. KefiaXata, 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. 59 The 
wedding was to be today (vwi 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 hue saluos reuenit, reddam suom sibi;
si quid eo fuerit, certe illius filiae,
quae mihi mandatast, habeo dotem unde dem,
ut earn in se dignam condicionem conlocem. (Plaut. Trin. 156ff.)

Now, however, Smikrines will become an obstacle to the wedding. The dowry that 
Kleostratos intended for a /cara^o? 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. 60 Finally, the goddess reveals her name and the function she plays in the 
fdbulo. (TLS eifjit, Travrwv Kvpia / TOVTWV jS/oajSeGcrat KOL Stoi/c^aai/ Tir^ 147f.).

58 Del Corno (1970b) 102 notices that Menander's prologues generally devote little space to aspects of 
intrigue to be performed in the play.
59 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.
60 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 0eo? TrpoXoyi&v then obviously did not feel the need to mention explicitly the cliche 
which such an ending clearly was.
61 Gutzwiller (2000) 124-26 discusses the metaphorical connection between household management and 
plot epitomized by the word SIOIKT/OXU: '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) 11 Off.; 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.' 62 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 ^iXapyvpos (149, cp. 123) and denies any such intention. The denial 
is an ironic follow-up to what Tyche has just said of him.63 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. 64 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.

Se "ycvofjievovs

TOVTOVS 7TpO€LTT€LV jouo/Lt CLVTOLS JJL7) TTOELV.

tcrco? [lev aroTrov /cat Aeyetv OVK ev

62 Hunter (1987) 298.
63 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).
64 That is what Sostrata does in Ter. Hecyra 274-280 when she remains alone on stage.
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earlv yap TJKOVTOS TOLOVTOV vvv Aoyou. (158ff.)

The wedding was to be today (vwi 137) but Smikrines will prevent it from 
happening, now (vvv 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 motivated65 , 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. 66

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 hue aduenisse Charmidem. 
nunc mi is propere conueniundust, ut quae cum eiusfilio 
egi, eireifundus pater sit potior. eo. sedfores 
hae sonitu suo mihi moram obiciunt incommode. (Trin. 112Iff.)

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 cliche he used earlier: w</>eAe... 
 Keivos...£,TJv (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

65 Cf. Frost (1988) 24.
66 A slightly different point about control of the situation in this particular scene has been made by Brown 
(1995) 78.1 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 (Stot/cetv 169, /cu/oto? aTravTuv 171) again moves us back to the irony of Tyche 
controlling the play, of which Smikrines has no idea. 67 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 ouSe /xer/ota^et) by preparing to give Kleostratos' sister now (vwi 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.: TTJV ovaiav /ou^l /caraAet^o) TTJV e^rjv Sia/omzcrai TOVTOLS... Another 
Smikrines, in Menander's Epitrepontes, also expresses his concern over what is 
happening to his property: aAA' 77 Trept/zevw Karafiayelv TTJV TrpoLKa. IJLOV I TOV xprjarov 
avTTJs avSpa /ecu Xoyovs Aeyw / Trepl ran> e^avrov; (1065ff).

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. 69

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. 70

w Se CTOL TL 77/00? 6ea>v apapraveLv; (205) the Athenian Smikrines now asks 
Daos. 71 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: foovels e^ov I peXrtov et/corajs- (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

67 Goldberg(1980)36f.
68 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.
69 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. 738ff). 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.
70 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. Pint. 621 ff. 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.
71 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, /ox/col Opuyes- or timidi Phrygae 
(Eur. Or. llllf., 1351, 1448, Ale. 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. 72 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 rpa-n-e^o-n-oios- - another ethnic figure on stage, famed for his virility 7 - is 
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: XaOovres rou? OKOTTOUS / rou? rj^erepovs ol jSapjSapot X6(j>ov TLVCL I emVpocr^' e^ovres
€/i€VOv(41ff.).

It is an innovation that next we see the cook leaving the house where he was to 
prepare a wedding feast. 74 He is lamenting his bad luck in markedly tragic terms. 75 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. 76 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. 77

The cook lowers the tension of the previous scenes with some comfortingly 
conventional humour. He calls his attendant 'tepoo-uAe' (227), by a comic reversal, for

78
not stealing anything from the house. Daos' ethnicity is put to humorous use again. 
The waiter calls him aTro-n-A^/cros- (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).
73 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. 
74 Handley(1970) 10.
75 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.
76 One of Philemon's cooks exhibits great comic aAa&veia, when he boasts immoderately: aOavaaiav 
cvpTjKo. (Stratiotes, fr. 82.25 K-A). This probably concerns no more than his culinary tour deforce. It 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.
77 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: <I>pu£ /zT/Sev TJTTMV Zmvdapov. 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.
79 Daos is shown as a loyal slave even in Dyskolos: mcrrov ot/cer^v 6' eva I -narpuLov (26f).



22

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 
ixOvoiTwXaL, 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 (21 Iff). 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/1

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

0*} _

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: elev ri 
S?j JJLOL vvv Aeyets-, 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: LCTWS [lev aro-rrov /cat \ky iv OVK ev ya/Ltot? / earrlv yap 
rfKovros TOLOVTOV vvv Xoyov (160f).

Smikrines' destaging' 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: -npurov \ikv, at jSeArto-re, 
ra TT pl TTJV ra(f)Tjv I Set Trpay^arevdTjvaL (25If.). '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.
81 In Plaut. Trin. 815 we probably have an originally Roman situation when Megaronides says: ego 
sycophantam iam conduce deforo.
82 Jacques (1978) 4If.
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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. 84

Smikrines does not want to observe the rules of (comic) decorum. He is the
Of

opposite of what an appropriate and worthy (/cara^tos-, 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. Ad.}, 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. 86

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

83 Jacques (1978) 43 compares the ironic parallelism of Aspis 257 and 175 with Samia 427 and 550.
84 Marriage that originates from love is acknowledged at Dyskolos 788-90 as bringing stability. Brown 
(1993) 198f. comments on love and marriage in Aspis.
85 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.
86 This has been commented upon: Gutzwiller (2000) 122ff., Del Corno (1974) 80, Blansdorf (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). 88

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 
T&V xpyvTwv ex^L TLV' em/^eAeiav /cat 6e6s (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. 89

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 Menander90 expresses 
this sentiment nicely:

orav TLS Tjfjia)v t a/Aepi^tvov t ̂ XTJ r°v

87 Cf. Gaiser(1973) 117ff.
88 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: 
eor' a-yvoovaa TravreAo)? (Grammateidiopoios fr. 5 K-A).
89 One gets a different glimpse of the relationship between the god(dess) and his or her protege 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 leno, 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 449ff. 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.
90 Comparatio Menandri et Philistionis (Comp. II. 12 Jaekel), which no one any longer believes to contain 
genuine quotations from Menander. Cf. Testimonium 74c K-A
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OVK em/caAeirai TTJV

orav oe XUTTCLLS TTepnrearj /cat Tr/oay/zaorv,

TTpO(jaTTT€L T7J TV^r] T7JV aLTLdV '.

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 'periculumfabulae'. Daos in his frustration virtually puts himself in her hands and

OO

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. 6'xAov a'AAov avBpw-n-cw
TrpoaLovra TOVTOVL I 6p<5 ^edvovrajv. vovv e^ere 1 TO TTJS TUXTJS I aoTjXov eLX/»/oatve<70' ov 

e£ecrTLv xpovov (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 cliche 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.' 93 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:

91 For the wording, compare Phoenicides, incert. fr. 4.16 K-A rpLron awQevg 17 TVXTJ ^e ^lAoo-o^ojt. 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.: r//co]vr' em Orjpav pera Kwrfyerov TLVOS I ]u, Kara rvxyv TrapajSaAovr' et? rov TOTTOV. Again,
accidentally Sostratos strayed into this neighbourhood and the accident (/cara rvx-rjv) - or good fortune - 
will be decisive for the later developments of the play. Cf. also Dysk, 340
92 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.
93 Gutzwiller 2000, 127.
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rovT(DV yap OVTOJS r)TV)(T)Kev to? eya). 

e/otort TTepLTrecrtov yap OVK auftztperou... (286ff.)

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. 94

WIJJLTJV: 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 I 
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:

yap euSo[£o]OvTa /cat atodevra ae 

GLTTO arpareias ev /3tau r' eucr^novt 

Tjorj TO XOLTTOV /caTa/3ta)cre<70at TLVL, 

arparTjyov 77 arv^ovXov aivo/Ltao/zevoi', 

/cat T7)v aoeXfirjv, rjcnrep e^wpnas rare 

eve/ca, aeavrov VVJJL^L^L /caraftcot 

avvoiKielv TroQeivov TJKOVT' ot/caSe... (4ff.)

94 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:

rptaJv TjXSov St' rjfjiepwv Se/ca 

epyov AajSaw C^LJJLTJV e^etv rauras" vexpos

TLS  K Au/cta? a.(f>r)Lp7)Ta.L jStcu... (223ff)

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 
offstage, but the cook may narrate them to the audience. 95

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:

]et? cr  /zev Xafiovra TCLVTTJ \y

O.VTOV S' €K€LVOV T7JV €[Ji7)V.[

u/za? KaraXeiifjeiv rrj<s epavrou KvpLovs. 

aTraXXayrjvai TTJV raxt-arT-rjv rov jStou 

yevoiro \LOI TTpiv L&CLV a fjLrjTror' TjXmaa (278ff.) 
278f. (JJLOJJLTJV / aei ae \iev AajSovra TO.UTTJV, Xat/oea Austin

For the first time we hear explicitly that Chairestratos had hoped for a wedding 
between his daughter and Kleostratos. 96 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. ouju^v Se /Lta/capto? TLS elvau TOIL jSi'au (294ff): again for 
reasons of poetic justice we could not possibly expect the boy to remain unmarried, that 
is, without poetically justified /za/capt'a. 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.

95 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).
96 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 Aao?, evrvx^l (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.97

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.98 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 eartv OCTTLS TT[O,VT' avrjp euSat/Ltovet (407, from Eur. fr. 66 IN ), 

rvx^J ra dvTjratv TT/oay^a-r' OVK eujSouAta (411), and again: 

ev /Lttat yap rj^epac I rov evrvx^j ridden Buarvx'rj Oeos (417f).

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

97 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.Ttva £77x66?; o /J-[ev yap SeoTroTTy?

TTJS oLKias Te6vT)i<[e

KA. redvTjKev; oi'/xot Su[c
/ecu fJLT] Vo^Aet TT vd[pvat (500ff.)
502 ? 8vaTux^ [AA.] a-neXde au 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.
98 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: ouSei? Se VLKO.L 
W eefovoTjs TTJS rvx^ (adesp. fr. *882K-A). 100

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. 101

When Smikrines went into his house, Chairestratos' depression unexpectedly 
developed. Verses 282f. show his depressive disposition growing worse and worse in 
this extreme situation. 102 He probably collapsed in the doorway, leaving Chaireas on 
stage alone for a short monologue. 103 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. 104 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. 105 Such 
sentiments were put even to a dramatic use. In a fragment of Philemon's we find it 
expressed as follows:

TroAAaiv (frvcreL rot? iraaiv atria /ca/c<3v

AuTTTy Sta XVTTTJV /cat /itavta yap yiyverai

-noXXolat /cat voa^/Ltar' ou/c tacrt/M-a... (Philemon incert. fr. 106. Iff. K-A)

The staging may emphasize the inappropriateness of such behaviour if it has 
Chairestratos fainting and collapsing (cf. 299). 10 Moreover, such a collapse may remind 
the audience of the staging that resembles tragic genre as this fragment makes evident:

/cat Treoeiv n j8ouAo/u-at

99 Lombard (1971) 139 'The denouement of the play, however, makes the intrigue redundant. Daos 
therefore does not influence the outcome of events at all.'
100 Compare the comments in Plaut. Pseudolus 678f: centum doctum hominum cons ilia sola haec deuincit 
dea, /Fortuna. The passage continues with a most interesting commentary on mortals' limited knowledge 
in the context of Tyche's working.
101 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.
102 Cf. the sentiment in Menander's monostichs: oi'/zoi, TO -yap afoot Bvarvx^lv ^aviav -n-otet Mon. 602 Ja'kel.
103 Lloyd-Jones (1971) 183 n.20 against Del Corno (1970a); see also Del Corno (1971); Gaiser (1973) 115 
n.10.
104 Del Corno (1974) 79. An example from tragedy: Soph. Trachiniae 15f. See also Katsouris (1976a).
105 Jacques (1978) 49, esp.n.26.
106 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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rpaytKov -nea^a (adesp. fr. 159 K-A)

In the next scene, Chairestratos makes it for the stage supported by attendants. 107 
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 
/Atapcoraros-. From this point on, he becomes a much more active hero of the play 
pondering how Smikrines is to be beaten: AA. TT-WS- av ovv I rov o-c/>6opa -n-ovTjpov 
TrepiyevoiTo rt?: TTCLVV I epyaJSe? 108 . epytoSe? pev, aAA' eveaS' O/AWS" (315ff). A man SO 
focused on one thing only, says Daos, will be easy to fool (326f. remind us of Tyche's 
words at 119f.). 109 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' 
emjLieAeta 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 ^TJ -rrerpLvos el, 353) would sound appropriate in the mouth of a self- 
confident schemer mocking his slow-witted master. 110

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 
raxv fj,ev 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. 111

The ignorance of dramatic characters moves the play, the audience realize that the 
characters could just as well say: airavres ea^ev Trpos ra del' a^eXrepoi, KOVK lapev ovoev 
(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

107 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.
108 TTO.VU I epywSes is given to Chairestratos by Arnott (following Lloyd-Jones).
109 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 earlv avo^rorarov alaxpoKepBLa-1 -rrpbs 
ro)L AdjSeZV yap uv o vovs raAA' oux opo.i.
110 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.)
111 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. 12 Iff.
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new direction. The intrigue will lie in simulating Chairestratos' death to fool 
Smikrines. 112

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 (SiT^a/oTTy/cor', 324), Tyche used a similar word about Daos and his mistaken 
identification of his master's body (Si^/zapT^/cei/ 110).

The intrigue occurs to Daos when he sees Chairestratos' depression: he suggests 
pretending that Chairestratos is dead. 113 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.). 114

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. 115

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:

TT)V T' OLKLaV

Stot/c^aet, TrepcecaL /cAetSta 
, em/3aAAwv rat? Qvpais aj]\i&L\ ovap 

. (356ff.)

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

112 Gaiser (1973) 118; Raina (1987) 26-29; Scafuro (1997) 348; Vogt-Spira (1992) 84f.
113 Cf. below, p.51.
114 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.
115 Cf. Jacques (1998): 'le medecin du Bouclier n'a rien d'une creation originale, c'est le point
d'aboutissement d'une longue tradition.' We know that Antiphanes, Aristophon, Theophilos, and
Philemon all wrote plays called l latros\ See also Arnott (1996) 43If; Gigante (1969); Gil and Alfageme
(1972); Goldberg (1980) 32; Alfageme (1995).
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power to which even his masters must succumb. 116 Chairestratos approves of the intrigue 
and asks what he should be doing. Daos suggests following the plan and... dying dyaOrji, 
Tvxyi. 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 (40ff).

Chairestratos bids the accomplices Daos and Chaireas to keep the plan secret with 
all determination: dAAa r^petr' ai/Spi/cak / TO -npay^a (382f.). We may remember that 
Daos was earlier labelled dvSpo-yvvos (242) by the waiter who denigrated his capacity to 
do anything serious, daring and masculine. 118

If the doctor is credible, the charade will prove exciting. 119 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 flam, 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 ofDyskolos Getas says:

eiev. o~vv7)o~6evT $

TjfjLLV rov epyaioTj yepovra, <j>L\o<j>pova)s
/j,eipa/aa, muSe?, avSpe? em/cpoT-^craTe. (965ff).

As if the agon (/caTT/ywi/ioyAevoi?) 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

116 We can see this graphically in Plaut. Poenulus. Agorastocles, the young master in love, even says: 
quando Amor iubet/me oboedientem esse seruo liberum. (447f.) 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).
117 The formula dyafl^i TU^I 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 cliche about the working of Tyche in 
connection with death when he says: redv^K' 'Opearijs e£ avay/cat'a? TU^? (48).
118 For the concept of masculine protection of one's house, see below, 84.
119 Cf. Dysk 889f: <L IlocreiSov, / oiav ex^Lv ot/icu StarptjS^v, directly before the revenge that Getas plans on 
Knemon. Cf. also Plaut. Trin. 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: -n-oAu r e/zoO -rrefoovrLKe (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: Aao? p,era TOVTWV eariv (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. 120 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. 121

In the report of Casina's madness (Plaut. Casina 620ff.), 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. 124ff.
121 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. 661N2) 'began its afterlife through an initial use as comic parody.' This 
increases the comic element in the charade that pretends to be tragedy.

Vysoky 122 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: refleacrat r/oayajtSou?, otS' art, / /cat raGra /care^ets1 Travra... (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: yi/w/LtoAoyets-, rpicraflAie; (414) 123 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. aBeX<f>6s - a> ZeO, mo? (/>paaw: - crx^Bov TL crov I redvrjKev. ZM. 6 XaXaJv 
apriajs evravB' e/aot'/ 420ff.) Pedantically put, a/ortojs- 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 Vysoky (1970) 91.
123 There were impudent Daos's who, though loyal to their masters, were telling lies and pulling wool over 
their masters: Pk. 267ff.: Aae, TroAAa/a? /u.ev 77877 Trpos ^' a-n-^yyeXKas Aoyoy? / OVK aXrjdels, aAA' dAa£an/ /cat. 
Qeolaiv exOpos el. I el 8e KOL wvl TrAavat? 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'. 124

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) 125 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. 299ff.). 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?' 126 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: /cat yvXiov TLV' ap-yvp^ar^v. 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 ofAspis 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 hetaira 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.
125 The list of illnesses that appears in Adespota fr. 910 K-A (TrAeu/aiTiSe?, -n-ept-n-Aeu^ovtat, ^oevinSe?, /
arpayyovpiai, Sucrevre/ot'cu, X^dapyiat., / emAiyi/d'cu, cn)TTe86ves, a'AAa pvpia) may seem to Support the
hypothesis that such catalogues were used for a blatantly comic effect within a comic intrigue.
126 I read ou/c eorjiv eAm? ouSe/u'a acjTTjpias (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. 127

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. ou/c otS' oVwt 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 adflnem meum
cumque 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 
(yi.~\v TaL St-n-AoGs- ya^o? 521), i.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:

i' a/o' d]v St/cata»? TTJL 

MS -yap TV(f>\7)v avTTjv /cja/cak elp^Ka. ITOV,
* o, , > J. / / ,( »-! 5 t ,-> /

vuv o egecrcucre /z a;? eJo<<X o/oaKra TL.

127 It 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: m^uSe/o^os- rjcrda Kal au, vovv

8oKO)v (1 1 14). A similar resolution appears in Soph. Electra, mentioned here because the play bears 
many resemblances to Aspis. At 1479f. Aigisthos gains ultimate knowledge: oi/ioi, £vvfji«i TOU-TTO?- ou yap 
ea0' OTTOJ? 06" ou/c 'O/oeon;? e<70' o -rrpoo-favwv e/K,e. 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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 TTovovv jLtev auTo]^, rot? TTOVOLS 8' 

ouSev TrAeov TOUT]O»V yap ou/c av e 

 L fir) cruveAajSev.] ware /i-^Sels1 , -TT/OO? 

m/cak Aiav aOvfjLrjaTjL TTOT ' 

yap ayaflou rouro TTpofiaans ytverat. (13ff.)

Arnott's interpretation of the lacunose text seems fitting:

'/'ve wo/1 dtofle ng/tf to ra/7 fltf Zflt/v Z,wc&. / 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 
goodfortuneT

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.). 128

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. 130 1 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: 'Vielfaltigkeit 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.'



38

II. 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.' 1

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 fa9ades 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,2 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 It 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.' 3 The most famous apostrophe that praises 
Menander's art of imitation is that by Aristophanes of Byzantium (Test. 83 K-A) o> 
MevavS/oe /cat j8te, Trore/oo? a'/o' V^JLOJV Trorepov a-rre^niTjaaro; I 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 OI/ILS 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. 6 More importantly, the sheer number of artefacts representing 
drama in antiquity 7 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.
4 Zagagi(1994)94ff.
5 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 
(eva/oyeia) 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.
6 Poetics 1455a. Aristotle sees competition and spectacle as elements necessarily included for the less 
discerning audiences (Politics 1342a).
7 Green (1994) with further bibliography.



40

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. 8 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.9 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. 10 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. 11

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:

AL aAA', o> /ca/coSat/Ltov, avayKTj 

/zeyaAajv yvcj^MV /cat Stavotajv tcra /cat ra prjfjiara rt/cretv. 

/ca'AAa)? et/co? rovs T^u^eou? TOLS prjfJLacrL /Ltet£ocrt ^pT/crflar 

/cat yap TOLS t/xartot? rjfiwv xpcjvrac TTO\V crejLtvore/ootcrtv. 

a^tou xpTjarraJS /caraSet'^avros1 SteAu/n-T^vo) crv. ET. ri Spacrasy 

AL Tlpcorov [lev rovs jSaatAeuovras" pa/a' ajLtmcr^ajv, tV eAetvot 

TOLS avdp(t)irois (fxiivoivr' etvat. ET. TOUT' ovv ejSAat/fa Tt S/oacrasy 

AL OVKOVV edeXec ye rpnypapxeLV TrXovTwv ovoeis Sta ravra, 

dAAa pa/act? TrepuXafievos /cAaet /cat (^TJCTL TreveaQai. (1058-66)

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.'
9 Henderson(1990)290.
10 Cf. Arist. Ach. 719, 729. The old Agora may have had a long connection with performances: Kolb
(1981).
1 1 Of course one must bear in mind that the Great Dionysia probably differed in this respect from the more
domestic Lenaia.
1 Cf. also Ach. 412: TO pa/a' e/c
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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. 13 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. 14

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:

o)(Xov yap eaTreaelv ri 

iaropTJaraL ra?

UTT' atSoO? ra? ru^as". orav 8' avrjp 
KCLKOJS vijjrjXos, et? 
/ca/atu rov rraXai 

Se retpeL ^' ovre -yap alros irapa 
OUT' aju,</5i X/owr' eagres" aura 8' ei/caom 
rrapeart vaos e/cjSoAots" a/Amcr^o/Ltat. 
rrerrXovs Se TOU? rrplv Xafirrpa r a 

$ re rrovros rjprracr'' (415ff.)

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. Beauty and ugliness complement a description of a person's pattern of 
behaviour and status. 5 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

13 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: Scale 
(1982) 23 sees it as 'fundamental to Sophocles' way of looking at tragic situations'.

Ps-Xen. Const. Athen. 1.10: et vo^os ~f]v rov SoGAov UTTO rov eXeudepov TU7TT6cr0at 77 rov /zeroi/coi/ 77 rov 
a,TT \evdepov , TroAAa/cts" av oiiydeis eivaL rov 'Adrjvalov SouAov  TraTa£ev av: ead-fJTa re yap ouSev jSeArt'wv o 
ST^/XO? avrodi 77 ol SouAot /cat 01 /ierot/cot /cat ra et'S?? ouSev jSeArt'ou? etcrtv.
15 Greek heroes need to be beautiful. Homeric heroes are clothed in /cGSo? 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. 
Iliad 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' 16

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 (evSev ciWep TTTUXQS e^Xawo^rjv, 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:

ea, T19 OUTOSV OV TL TTOU KpVTTTeUOLLaL

aaerrrov TratSo? e/c

to? opofjiaia TrajAos" TJ j8a/c^ Beov 

ra</>a>t £vvaifj(D /caJAov; aypcos Be TLS

08' ear iv 6V Lie Or/paTCLL Xafieiv. (54 Iff.)

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. ou /cAome? e&LLev ouS' uTrr/peTaL /ca/can>.
EA. KOL LLTJV aroXrjv y* aLiopfiov a^cfii a&LL e%eLs. (553f.)

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. 'EAevTyi cr' OLLOLCLV OTJ /^aAtar' etSov, -yvvai, 

EA. eya) oe MeveAeau ye d' ouS' e^to TL ^<S. (563f.)

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 ov TTOV 
<f>povw [ikv eu, TO 8' 6'/ZjU,a [JLOV voael; 575).

Menander was obviously influenced by this tension between appearance and 
reality. 17 One fragment ofGeorgos comments on it as follows:

16 I.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" Getal I Ge. Aeschinus . . So. quid is 
ergol Ge. alienus est ab nostra familia. So. hem /peril, quarel Ge. amare occepit aliam. So. vae miserae 
mihil I Ge. neque id occulte fert, ab lenone ipsus eripuit palam. I So. satin hoc certumsfl Ge. certum; 
hisce oculis egomet vidi, Sostrata (Ter. Ad. 325ff.). 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 / nesdo
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eort, Fopyta, 
KO.V TTO.VV XeyTjt St/cata 1 TOVTOV -yap Xeyetv 

eve/ca /tovou vcyu'£e0' ouro?, roG AajSetv, 
/cat crvKO(f>dvT7)s eu6v$ 6 TO T/otj3a)i>tov

/caAetTat, /cav aSt/cou^evo? ru^t. (Georg. fr. 1)

The ethical discourse here is as lively and relevant as in Euripides. 18 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. 19

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:

AA. fALKpov S' emotes" ou IMCLTTJV yap

aAA' (ocnrep CLTTOV e/o^er' ava/ca/zj/fa? TraXiv.

TO. 6 TTJV p^AavtS' e^tov; ouros ecrnv ov Aeyetsv
AA. ouros. TO. KdKovpyos eudvs arro rov jSAe/LtfuzTos1 . (255ff.)

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 -nepirraroi. 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 (315ff).

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 ere 8' [ayovr' av] LOTJL I O~XO\T)V rpv^>S)vra r\ OL>8' o/owv y' ai/e^erat 
(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: vo^iaas avrovpyov elvac rok /3to»t / -nev^r 
(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:

TO. TrpoaeXde av. 
KN. em/ce/cauTcu ^iev. yewpyos eari; TO. /cat /LtaA', a) -rrarep-

quo adulescente. PA. quod ego, Sceledre, scelus ex te audio? / SC. profecto uidi. PA. tutin? SC. egomet 
duobus his oculis meis. /PA. abi, non uerisimile diets, neque uidisti, etc.
18 There is of course much talk about true virtue - in an age when values underwent severe scrutinizing. Cf. 
Heros, fr. 3: expTJv yap etvat TO KaXov euyevecrrarov, / rov eXevdepov Se TravTa^ou (f>povelv ^eya. A Sik. 
fragment (fr. 2) seems relevant but its context is unclear.
19 Cf. Arnott(1964) 111.
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20ov Tpv(f>a)v ouS' 0109 apyos TTepLTrarelv rrjv rjfiepav... (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: 32Iff., 723ff.) and a truly noble 
person does not change even if the circumstances happen to change. 21

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 ludiflcat una cornix uolturios duos?
Th. non edepol uideo.
Tr. at ego uideo. nam inter uolturios duos

cornix astat, ea uolturios duo uicissim uellicat.
quaeso hue ad me specta, cornicem ut conspicere possies.
iam uides ? (Plaut. Mostell. 832ff.)

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 meaning, that

OO ___

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.
21 Cf. Demeas' dig at Chrysis in Samia: (AH) KCH'TOI Trpos e^ rjXdes evdaSe I ev o-tvSovtr-^t, Xpval- 
navOdveis;  rrdw /XLTWL.. 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. Haul.. 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 inAspis. 
Smikrines asks directly whether Daos saw Kleostratos among the dead soldiers, ev 8e 
rot? ve/cpot? / TreTmo/coV eiSe? rovrov; (68f). The problem is, Daos had a limited view 
(auTov jLtev arcu/Mas I OVK fy emyvtuvcu, 69f). He could only see his master's shield and 
naturally believed that the already decaying body beneath (with the face bloated beyond 
recognition) 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.24

Talking about seeing
We must stop to discuss an obvious problem of reconstructing 'what' it is that the 

spectators actually saw. 25 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. 26

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

23 In cases where it does not serve this plot function, the mistake is quickly over, as for instance in Mis. 
617ff.
24 The errors stemming from seeing and hearing are put to an effective use in Samia, see the discussion 
below, 96.
25 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. 2 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. 28 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 (6 yepwv 3' 6 TTCLVT' avaKpiv<DV apriws..., 114) avcLKpivwv 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.29 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:

evear' evravda, ̂ Aa/n-uSes" TOVTOVL

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 (Asp. 227f., 344 about off-stage action; Dysk. 
673ff., Samia 406ff., Sik. 219ff., 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 
important! 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).
29 Cf. a similar context in Georgos 67.
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TOV o)(Xov opat? ot/cetov. (88f.)

But Smikrines immediately denies being interested:

ovOev

TOUTCOV e/ceivo? axfteXe t^v. (89f.)

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.30 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. ypav, TTJV Bvpav /cAetcraa' avoiye
tf »\ V X /) O. « I » \ ' \ Iea>? av eAua) oevp eyw TraAiV VKOTOVS

eorat Se rovro TravreXais, w? oio/^cu.

<MHTHP> IIAayyatv, Tropeuov OOLTTOV 17877 reflu/cevcu

77/xas1 eSei. KN. TOUT! TO KO.KOV ri jSouAeTai;

Tts1 . aVay' e? KopaKas. (MH) auAet, Ylapdevi,

30 There is preserved a peculiar fragment 'EAAi/vtV, OUK 'l^pLs- (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. muSicr/cas, 141)? I 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 7701810x17 promised to the much younger Chaireas.
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, (/KICTt, TOUTtol T£Ut 6eO)L

ov Set 77po<7tevat. (FE) vrj At" aTTeaojdTjre ye. 

<KN> a> 'Hpa/cAet?, a^Sta?. <FE> Ka6r)fieda 

Xpovov TOCTOUTOV TTepL^evovTes. (430ff.)

A director may focus this stage action around Pan's altar on stage (cf. OUTOS-... o 
FIav 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.32

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. 18 Iff, 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:

TO fj,ev xpovov yap e^tTroetv TOIL 

£ia£a>. TroAA' ev rjfjLepai 

av. aAAa TTJV Oupav TreTrA^e rt?. (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):

aAA'] 17877 [/LteJ Set 
e77-']e/cetvov[.aAA' 6

The corrupt text can be read in two ways: either exelvov (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.33 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 25 5 f. is another interesting scene:

AA. fitKpov 8' emerge?' ou ^CLTTJV -yap 

aAA' cocnrep elrrov ep^er' avaKafJufjas

What does emo^e? 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 /coi/fayie]i/. 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 ].yaoru[, in Samia 119, Arnott 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. 1 1 9), 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:

[ ]e 6 /Aetpa/ctCT/co? ev aypaJL StereAet, 

n] av^e^TjKOs o /n' aTioAaiAe/ce 
^ov els KopwOov em Trpd^iv TLVO.' 

KCLTLCDV t>]m> vvKra ytvo/Ltevou? erepovs ya^tou? (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.

Ironies 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^n-ai/Ja^e, ZJojcrrpare- / law? are -n-eiaei (23 
Handley) - he wonders if he should go to see her or not. 34 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 I 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.35

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 napa Tr/ooaSo/a'av jokes.
35 For this technique, cf. also Ter. Haul. 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. I 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.). 36 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 eK/cu/cA^a37). 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 Aae mu, /ca/cak e^w 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: ri ovv Aeyeisy eya> 
•yap o TL jSouAei TTOCLV I erotic? et/ni. 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.39 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. 40 Similarly, serious sentiments may be portrayed but they are 
followed with comic relief impersonated by a cook.41

36 See the discussion of the staging in Frost (1988) 28-31.
37 So Jacques (1978).
38 Cf. Dyskolos 54 where a young man in love (Chairestratos is neither) voices his frustration: 
eya) Se, Xat/aea, /caKtu? e^w.
39 Cf. Frost (1988) 30, Halliwell (1983) 32.
40 Arnott (2000) 118.
41 Cf. Blundell (1980) 39, Handley (1970) lOf. 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.42 A gentleman like Demeas in Samia is driven to an ekstasis of his 
mind, erupting in a mania.43 In the same play the slave Parmenon raises his voice when 
he earnestly encourages his cowardly master Moschion to fight for the girl,44 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 
227 f., 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 /cAaet /cara/cAn/ets- (174) and 
Moschion (537ff.) is forced to wait (in vain) for his mother's call. 45

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.
43 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 8Iff, and in Sikyonios 120ff.). 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)..
44 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. Inst. Or. 1 l.iii.91.), as for instance the actor who played Demeas had to do in his 
great monologue at the beginning of Act III, 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, deAn., 420b. Wiles (1991) 220; Del Corno (1990); Rispoli (1996); Vetta (1993).
45 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.). 45 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.45 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 TrepiTrarelv (or the noun 77-eptVaros-) is used far more 
frequently in comedy than in any other genre.47

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 frustration48 - 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: ov rpvfav ouS' oto? a/oyo? 
TTepLTTare.lv TTJV rj^epav. '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' dypwrrveLV  177-7719, ri cro\l TO 
TTJV aLTLav yva)cr€L. TT€pa,TTa,T€Ls /c[a,7"' ayopav. 
eicrijXdes evBvs, av KomaoTits1 r[a 

/cws1 eXovaa). TTOL\LV ava<jr[as
TjOOVTJV. VTTVOS aUTO? 6 jSl'fo? eCTTL VOL.

TO Trepas- KO.KOV e^ets- ovoev... (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:

» \ O ' /)) «\ / £ ~ \ tov IJLTJ OVTJL TTOU TJALOS. TL bet Aeyeiv; 
77 vv£ eavrijs. to jj,ai<pas oeiXijs. rpirov

46 Arnott (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: '/« fabulis 
iuvenum, senum, militum, matronarum gravior ingressus est, servi, ancillulae, parasiti, piscatores citatius 
moventuf Quint., Inst. Or. 1 l.iii.l 12. 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 84f.), slaves acting with authority and dignity (Daos in Aspis).
47 Thomas (1979) 182. Instances where it described actual behaviour on stage are listed in Thomas (1979) 
183,n.l9.
48 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 III. 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 (ou/c dyava/croiv
ouSevraj 271).

49 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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Aouao/Lt' eX6a)V ri yap e^ot/j,' av a'AAo TTOLCLV; (428ff.)

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 TrepnrarGLv 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 
TT€pL7raT€Lv] is . . . similar to that achieved with the device of the servus currens.' 50 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. 51 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'. 52

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 rpex^ or a7roTpex<*> really signified any running at all. 53 Instances 
where running on stage would have at least a short-term comic effect are few. 54

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.' 55 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.' 56 It will be noted that the commotion 
was nicely contrasted with Daos' slow and fearful entrance on stage immediately
afterwards (ri roGro, TTOL; / 01? OKVTjpcos [IOL rrpoaepxei*, Aae, 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,

50 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, TrepiTrareiv Tracts' [ie Trepi-narov TTO\VV TLVCL.
53 1 suspect no running should be assumed e.g. at Asp. 217, Mis. 519, Samia 38, 464, perhaps 393.
54 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 
(8Iff., 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 
e[</»uy]ei/ 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. ou Spa/iet; 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. 57 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: llf.), 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 (lOOf). 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:

etr' ov iiaKapLos TJV o Tleparevs /caret ovo 
rpoTTovs e/cetvo?, on Trerrjvos eyevero 
Kovoevi mjvrjvra rwv jSaSc^oVrcov ^a/xat, 

ec6 on TOLOVTO KTTjp, eKeKTTjO a)i XiBovs 
aTTavras e-TToei rovs evo^AoOvra?; o-rrep e^ol 
vvvl yevoir '  ovoev yap afflovairepov

<av> avopiavTwv Travra^oG (153ff)

He appropriately wishes for the ultimate apotropaic symbol, Gorgon's head. The 
head may conceptualize a theatrical experience5 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. 59 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

57 The combination of these two threads is not aesthetically as problematic as Schafer (1965) 75ff. would 
have it. See Brown (1992) 8ff, and Anderson (1970) 199.
58 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. II. 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 
(SiWoAos- TTpos oLTTavras, ov x^-i-p^v r o^Aou 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. 60 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 (TL Ttetcro/Acu; 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 (247rff). 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;61 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. 62 The shrine in between the two houses however 
carries with it connotations that create significant tensions. It is a place of leisurely

60 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 (57bff.).'
61 As fr. 1 Arnott (if that paraphrase is relevant at all) would seem to imply that: auro? e/xauraj -n-ovou? 
-rrpoaeTtdrjv.
62 That explains the prominence of the term oXXo? 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 stomach63 , 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 
sophrosune thrust upon them.' 4 The farmers have no time or means for amatory pursuits, 
they are not given to pleasure,65 in short, they are not makarioi.66 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 early as line 4, yeupyelv is 
juxtaposed to iepov e-mfaves -rraw 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:

o yepcov 8' e^cov TTJV Qvyarep 1 avros £77 1 ju-o 

/cat ypavv depaTraivav, ^vXofiopaiv 
TTOVMV , O.TTO TOVTWV ap£a(ji€vos TWV 
/cat TTJS yvvaLKos p-exP L XoAa/oyeajv /carat 

iravras. (3 Off)

r , aet

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.67

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).
64 Rosivach (1991)196.
65 Cf. Aristotle's generalizing comments on the insensitivity to pleasure that attaches to comic agroikoi:
(pious ol Kftj/xftjSoStSacr/caAot TrapayoucrLV aypoiVou?): ot ouSe ra /xerpta /cat ra avay/cata TrA^aia^oucri rot? 

rfiemv EE I230b 19-20.
The word is used in New Comedy to describe the bliss of winning a beloved girl (Asp. 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.
67 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. 68 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. 69 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 (5 1). 70 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:

XAI. epa>v aTTTJXOes evdvs;2£l. ev6v$. [XAI]

68 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.
69 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, 1'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. Ill, p. 33). Could Knemon's 
self-imposed life of hard-work, and Gorgias' poverty be contrasted in visual terms in the fa9ades 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. eM$, by its proximity to afrTjXBes, 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. 71

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. 72 He is bringing with him Chaireas whom he 
considers a friend, and a practical person too:

StOTrep

oe Trpo? TO 77/oay/xa, /cat </>t'Aov /cat Tipa/crt/cov 
/cptva? /xaAtoTa. (55ff.)

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:

Aeyet rt? /cat KopTjv eXevOepav 
erepos rt? et/u.' evravda' Truvflavojitat yevos, 

, T/oo7rous'...(64ff.)

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. 73 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. 74 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

71 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: ra^u pev ovv (379),
Daos calls after him. Dysk. 215ff. and 225ff. are similar. 
72 Handley(1965)141on57ff.
73 Cf. Arnott (2000) 1 17 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. 
74 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: aAA' ov /oatStov / <e>pajvra 
(TuvtSetv earn, TL TTOTC arvfjL(j>epeL (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. 76 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 (SetAtav Aeyet? 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 (eu/cat/oia 1 29) 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:

' \ \ •> « f\ 11 aAA eajuev avptov
eyai Trpocrei^ avrwc fiovos, TTJV OLKLCLV

5 / 'J'p, < » £ ' ' \Q* " 5efrenrep oiba. vvv o aireAucDV ot/caoe

KOL cru Star/06j3e' rouro 8' e£ei Kara rpoirov (13 Iff.)

75 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 m>AAa/a 8' dpyLvoevra SteSpa/xev ovpea paKpd, / iroAAa/a 8' ev /cv^/zoiai SnyAaae d-rjpas evai'pajv 
/o£ea BepKopevos (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. 77 When Sostratos spots him, he must admit his fear (15If) 
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 shows78 :

When Sostratos spots Knemon, to all appearances a madman, he does not leave, 
but only withdraws a bit. 79 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'?81 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 
exaggerating82 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 the8"^

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. 4 Knemon spots him straight away:

O6/AOI, iraXiv rt? ovroat Trpos rat? 6upaLs 
ecrrrjKev rjfiutv. (167ff)

77 The technique of creating such suspense appears in earlier tragedy - cf. Scale (1982) 31, Taplin (1977) 
297.
78 Cf. also comments above, p. 44.
79 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.
80 Frost (1988) 44
81 Arnott in his Loeb edition, 205.
82 As his use of the word o^Ao? is exaggerated: examples adduced by Frost (1988) 50f. on 456.
83 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 rvnr^aeL ye 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:

OV TOV TV)(OVTOS, to? e/LtOt OOKel, TfOVOV

TOUTL ro Tfpayfjia <y'> aAAa avvrovatrepov. 
TrpoorfXov eoTiv. ap' eyco TTopeuao^aL 
€Tn TOV Yerav TOV TOV iraTpos; vrj TOVS 6eovs 

'- e^ei <TL> otaTrvpov /cat TfpaypaTtov
ewriv TravTooaTrwv TO SuovcoAov 

TO roGS" €K6ivos < > aTT(i)creT\ olo' eya>. 
TO [lev xpovov yap e^iTfoelv rak Tfpay^a-Ti 
a7roSo/a/z-a£a). TroAA' ev rj^epaL jLuai 
yevoiT* av (179ff.)

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 T/^epcu /LLICU 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 hurry86 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

85 Aristotle would disagree: when generalizing about the physis of individual nations he describes 
Northerners (Getas' name implies such an origin) thus: TO. ^ev yap ev rot? ifrvxpols TOTTOLS eQv-q /cat TO
rrjv EvpwTTTjv 6vjj.ov \ikv ecm TrXrjpr], Stavot'a? Se evSeeore/aa /cat re^vTy? (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 ( 1 99 1 ) 1 69ff for a 
discussion of an aggressive streak in a Getas' character.
*6 Traia>v eKeLvTjv. ov axoXr) /xar[ 196. Frost (1988) 44 with n.ll, remarks that 'the choice of the verb 

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:

(t)

TLS av  /Me craxrai 8[ai/Lio]i>a;v/ (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. 88

The rather arbitrary entrance of Gorgias' slave is also conveniently motivated by 
his working routine: he was helping with the house chores long enough (Starpipa) aoi 
SLCLKOVOJV miAai 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 (earat Kara T/OOTTOV 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:

a-rro rauTO/zarou S' o</»0eicr' UTT' avrov Bpaarvrepov 
toa-rrep Trpoeip^K OVTOS em/ieAak r aei

em rrjv ot/a'av, eru^' earirepas
TTOL depaTraivav, a»? S' em rat? Ovpacs

evrjv elBev, €vSv 
</>i\Ei.,irepiepaM...(Pk. 15 Iff).e

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. 89 A new thread thus unfolds before the act break. 90 To show his

87 Adesp. 1147.38 K-A (Fab. Inc. 8.38 Arnott).
88 Cf. Frost (1988) 45, 46.
89Cf. Handley's (1965) note on OUTO? -rrpoaeppvr) (225).
90 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):

. ov H,TJV aAAct <T>aSeA0ak ye Sei 

a.aai \i€ TTJV ra^iarrqv rauB\ tVa 

ev em^eAeiai TTJS Koprjs yevajfjieda. (226ff.)

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 
(247ff). 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.91 Gorgias reproaches Sostratos 
in terms that associate work / leisure with social status:

OV OLKCLLOV 6CTTL yOVV

G7]v crxpXrjV TOLS acr^oAou/xevot? /ca/cov 

yevecrdat. (293ff)

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 (27 Iff.) is effective: Sostratos, hopeful that much can be done within one day

91 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 (ere 8 \ayovr av] I'S^t / axoX-rjv
rpv(j>a)VTa r\ ouS' 6/otuv y ave^erat, 356f., cf. 364).

This leads naturally to a dressing-up ruse92 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 (3 7 Iff). 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, eroc/xo? 
-rravra Treidapxelv (370). Sostratos' infatuation with the girl grows as he becomes acutely 
aware of the purity of her upbringing in isolation from corrupting influences (3 8 Iff). But 
the heavy dikella brings him from romantic thoughts back to reality.

aAA' 77 Si'/ceAA' ayet raAavra rerrapa

' TTpOa.TTO\€L fJL\ OV fJLaXcLKL(TT€OV 8' OJLUD?,

KarairoveLV TO TTpa-y^i a7ra£. (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. 93 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

92 Cf. Handley(1965)ad370.
93 Cf. Handley(1965)ad390.
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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.94 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. 95 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 (noLovaLv ye ^e I apyov 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 (TO Xe^rcov, 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

94 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.'
95 Is a) 'Hpa/cAei?, d-r)8ias (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:

8'

ri jitev OVK e^<o Xeyew /Lta rous deovs, 
eA/c]et 8e /u,' auro/Aarov TO Trpay^i et? rov rorrov (543ff.)

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. 96 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

96 Very much a cliche 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 97 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 
fanners:

aycuv /ze0' avrov TOVS em/cA^rous" epyarat
€K TOV TOTTOV TIV6S

ovros ri TOVTOVS Seu/o' a'yet vvv;r} 
; (608ff.)

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
QO

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:

97 1 accept (with Arnott, Sandbach) the papyrus reading that has the present tense here. Others (Barigazzi,
Winnington-Ingram, Handley) change it to the future tense.
98 On the careful timing of the feast, see especially Lowe (1987) and Arnott (1979).
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eaarad' Tjjjids -rrpos dewv /ecu

TrorjcraL. XoiSopelcrOe , ruTrrere 1 

' co TTJS ot/cta? T^S* e/croTrou. 62 Iff.

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 (o> Yopyia, TTOV 777? TTOT' el; 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:

*
av8pes, /^a rrjv Arj^Tfjrpa, /Lta rov 
/Lta TOU? Oeovs, ovnwnoT* ev 
evKacporepov avdpwTrov a 
eopa/ca jjitKpou (666ff.)

An oath by these gods is perfectly appropriate under the circumstances. 10° 
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

99 Using the means very close to Pan and the Nymphs: on the ironies of old Knemon becoming an 
'involuntary nympholept' cf. Lonsdale (1993) 270f.
100 Lonsdale (1993) 322f., note 50 notices the similarity between Knemon and the Demeter/Kore myth.
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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
1 fi 1

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:

ov TT€TrAaafji€va)L yap Tjdet Trpos TO rfpay^i eXrjXvOas, 
aAA' a-TrAak, /cat rravra irocelv rj^icocras rov ya^ov 
eve/ca, rpvfapos wv oLKeXXav eXafles, eovcai/ras1 , rrovecv 
TjdeXrjcras. ev Se rourcut rait pepec /naAtar' 01/77/0 

OELKVVT', e^iaovv eavrov OGTLS vrro^evei rivi 
evrropa)v rrevr/rc' Kal yap ^era^oX-rjv ovros TU^^J] 
eyKparws oLaei. SeSw/ca? rrelpav itcavrjv rov rporrov. 
Sta/Ltei/ot? IJLOVOV TOLOVTOS (764ff)

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

101 If that is what irapaaKeua&iiai 8-r) (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. ! °2

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) 86ff, 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.30n.12.
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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, 103 often played with the festive 
mood and the ironic contexts of feasting.

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 It 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 (7If.) 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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III. 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. 1 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 oikos
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.2 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.' 4 Even art 
history testifies to a growing interest by the late fifth century in representing the stage 
doorway. 5

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 eppvrf I Sta reyous- /cafleipy^ei/T/v re 
 n-atS' efiotxevcrev TTOTC (590ff.). It may be that an early image of Danae guarded by dogs 
in an underground dungeon with brazen doors underwent some change through

1 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. Leukadid), 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. /cctTrayopeuere /I^T' e^€\delv /Z.T)T' €KKi>ifjaaav aXuvai (790), and KO.V e/c

dvpioos Trapo.KVTTT(D^ev, TO KO.K.OV £,7)TeLTe deaodaL (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: ev xaA/coSerots- auAai? 945) to its treatment in theatre. 6

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 oikos9 , to their rjOos. 10

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

6 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: o Se dvaxayjTycra? et? "A/oyo? daXafiov -Trotet ^aA/couv ev rrj avXjj TTJS oi/a'as- /caret yfjs, evda TTJV Aa.va.7jv
eicrdyei.) From then onwards, cf. Eur. fr. 1132 hypoth. 77? [sc. Danae] epaaQeis 6 Zeus- ... xPva°s yei/o/Ltevos-
/cat puets- Sta rou are-yovs ets" rov KoX-rrov rrjs irapdevov ey/cuju,ova e-JTOLTjcrev. Cf. Luc. Gallus 13 d/couei? 8777701; 
at? xpvaiov e-yevero /cat pveis Sta rov reyovs avvrjv rfj dyamo/ievTy, Ter. Eun. 587ff. animu' gaudebat mihi, / 
deum sese in hominem convortisse atque in alienas tegulas / venisse danculum 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 Mio-oyvvrjs or ^o^oSe^s- 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.
9 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.' ! l

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 12 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:

•nXovrouvra KOL (J,e6vovr' ctet

6/00)0-' €K6LVOV, €VTTp6TT7J Se KOL V€O.V

, jSejSatov 8' ov6ev OJL /careAetVero. (Pk. 142ff.)

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:

aTro Tavrop,arou S' offleid VTT' avrov Opacrvrepov 
coanrep TrpoeipTjK ovros* em/ieAa)? r' ael 
(f)otTO)VTOS em TTJV OLKLCLV, ert>^' ecnrepas

a TTOL BepairaLvav, w? 8' 6776 rat? Bvpats 
yevo\i€.vr]v etSev, ev6v TrpoaBpafjLc^v 

6#Ae6,ircpie|8aAA'... (Pk. 15 Iff.)

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

1 ' Quoted in Cohen ( .199 1)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. 13

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. 14

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:

a/ca/cov Koprjv ^ovrjv d^et? ev ep^iai 
eas, (f>v\a.KT]v ouSe/uav, at? irpoarJKOv rjv, 

. TOVTL KaTajjiavddvwv caws
ovros TrpocreppvTj,

. (Dysk. 222ff.) 15

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. 1 
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 (perviurri) 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. Cure. 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: O'KOVTO? aurou 
8ieAoyi£d/i7/v 6' on I av /XT) yev-^rat rrjs eraipas eyKpaTr/s, I wn avrepaaToiv /neipa/a'ajv evo^AiycreTat (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.

(A?;)... ovcoTrei, / TOU reyovs et crot /Lte/oo? TL pel. (Nt) TO TrAetcrTov. aAAa ri I TOUTO -jrpos e/cetv' eori; (Samia
592ff). Demeas hints at lack of protection leading to the girl's rape. It 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: OVTOIS eT7)pet? muS' emyct/uov; roc-yapovv I repaaiv 
o/Ltota irevTafjLTjva muSta / e/CT/oe</>o/zev (1115ff).

16 Plaut. Cure. 33ff: PH. quin leno hie habitat. PA. nemo hinc prohibet nee uotat I quin quod palam est 
uenale, si argentum est, emas. I nemo ire quemquam publica prohibet uia; I dum neperfundum saeptum 
facias semitam, I dum ted apstineas nupta, uidua, uirgine, I iuuentute et pueris liberis, ama quidlubet.
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sceleste homo, qui angulos omnis 
mearum aedium et conclauium mihiperuium facitis? (Plaut. Aul. 437rf)

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 (?) redvrjKe Tt?, etr' cLTTorpex^iv Set /jLtaSov OVK exovra pe, 77 rero/ce TWV 
evSov Kvovaa TLS Xa6pa, elr' ou/cert Svovcr' e^aiTLvrjs, aAA' ot^o/Ltat ama>v eyw... 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 ff.). 
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) 19 to the ruin of Euclio and his children. I quote only the most obvious 
word-play:

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

EVC. qur id ausu 'sfacere ut id quod non tuom esset tangeres? (740)

EVC. quid tibi ergo meam me inuito tactiost? 
LY. quia uini uitio atque amorisfeci. EVC. homo audacissume, 
cum istacin te oratione hue ad me adire ausum, inpudens! 
nam si istuc ius est ut tu istuc excusare possies, 
luci claro deripiamus aurum matronispalam... (744ff.)

EVC. tu illam scibas non tuam esse: non attactam oportuit. 
LY. ergo quia sum tangere ausus, hau causificor quin earn 
ego habeam potissumum. EVC. tun habeas me inuito meam? (754ff.)

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.20 Plays about a treasure

17 Cf. Ter.Ad. 912f.
18 Dohm (1964) 129-35, Wilkins (2000) 401 calls it his 'distinguishing mark'.
19 Cf. Ter. Ad. 686 for virginem tangere.
20 Cf. Bain (1992), Arnott (1996) 363 and esp., 862. Arnott 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 uSpi'a, x"Tpa, or perhaps even
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were frequent in Middle and New Comedy21 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 ilium corruption filium, 
Plaut. Trin. 113f) and especially the treasure in the house:

CA. quoniam hinc estprofecturus peregre Charmides,
thensaurum demonstrauit mihi in hisce aedibus,
hie in conclaui quodam — sed circumspice.
ME. nemost. CA. nummorum Philippeum ad tria milia.
id solus solum per amicitiam etperfldem
flens me opsecrauit suo ne gnato crederem
neu quoiquam unde adeum id posset permanascere.
nunc si ille hue saluos reuenit, reddam suom sibi;
si quid eofuerit, certe illiusflliae,
quae mihi mandatast, habeo dotem unde dem,
ut earn 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

OO
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:

TrpoLKa 8e Xaf3a)V raXavra rerrap' apyvpov 
ov TTJS yvvaLKos vevofiLx' avrov oLKerrjv
CLTTOKOLTOS €&TL' TTOpVofioCTKaiL SftjSe/CO.

rjpepas Sparta? StSaxri. (Men. Epit. 134ff)

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 Krates II, 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: ems [i.e. filiae Euclionis] honoris gratia /fed 
thensaurum ut hie reperiret Euclio, /quo illam facilius nuptum, si uellet, daret.
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and false speech. 23 The male in all animals, on the other hand, is simpler and less 
cunning24 - 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. Haul, 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 (245f), Syrus adds a mention of aurum, vestem 
(248) and Clinia must lament the girl's moral decline (peril, unde illi sunt ancillael 246; 
vae misero mi, quanta de spe decidil 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 
hie reliqui, unde esse censes? (Ter. Haut.. 25Iff)

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 hie se coniecit intro, ego consequor; 
anu' foribus obdit pessulum, ad lanam redit. 
hie sciri potuit aut nusquam alibi, Clinia, 
quo studio vitam suam te absente exegerit, 
ubi de inprovisost interventum mulieri. 
nam ea res dedit turn existumandi copiam 
cotidianae vitae consuetudinem, 
quae quoi(u)sque ingenium ut sit declarat maxume. (Ter. Haut. 274ff.)

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

23 In summarizing the difference between men and women: Sto-n-ep yuv?) dvSpo? eXetj^ovearepov /cat 

dpt'Sa/cpu uaAAov, en Se cfrQovepwrepov /cat /ie^ti/it/iotporepov, /cat </>iAoAot'Sopov [laXXov /cat TrA^/cTt/cairepov. 

ecm Se /cat ovadvfLov /LtaAAov TO dfjXv rov a'ppevo? /cat SucreAm, /cat avatSeorepov /cat i/ieuSeorepov, 
euamtTT/TOTepov Se /cat /ii/T^ovt/caiTepov.. .(HA 608ab8ff.)

24 ff/l 608b3f.: TO. S' a'ppeva evavrtoj? dvfj.(aoeaTepa /cat ayptwrepa /cat airAouorepa /cat TJTTOV em'jSouAa.
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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. CUT. 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 tarn negleguntur internuntii. 
nam disciplinast isdem munerarier 
ancillas primum addominas 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.25

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:

ev yeLTOVwv 8' ot/coOcra raSeA^oG TO
Trpayii ov [Le^vvK ouS' e/cetvov jSouAerat

eivcu 8o/coGvra Aa/z,7rpov els ^eraXXayrjv (Pk. 147ff.)

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. 26

One feasible way was to create 'private', pseudo-domestic space on stage and
0 *7

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: Kevrpois epwTos T) raAatv' aTToAAurat / aLyfj- £uvoiSe 8' OUTI? oi/ceT<5v voaov. I dAA'
OVTL TCLVTT) Tov8' e/oa)Ta xp^ TT^aelv, I Sei'£oj Se 07/CTet 7rpay/ia, KaK(f>avr)aeTaL. 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. 197ff
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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).29

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.' 30 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.31

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 ofDyskolos 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. 13 73a.
30 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. 108ff). 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 (12 Iff.) 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:

vvv 8' e/c 8o/u,cov jLtev, ear' av 6*877^/771 Roves' 

©^creus", aVet/it, atya 8' e^o/xei/ oro/zcr 
deacro(jLaL Se avv Trarpos /LioAwv 77081

7TOJ? VLV TTpOaOlfjTJL, KOL CTV KCLL 8e<T7TOtVa arj. (Eur. Hlpp. 659ff.)

 } f\ __

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:

OVK epcov yap, w 

TOT' MLOfiTjv, eo-TreuSev, aAAct rrjv e^Tjv
(f>vy€Lv jSouAo/Ltei/o? evSoOev Trore (Men. Samia 335ff.)

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 Cf. Barren's comment on 66If.
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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, 
turn patri' pudor, qui me tarn lent 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 ilia 
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: 299ff:

turn matrem ex ea re me aut uxorem in culpa inventurum arbitror;
quodquom ita esse invenero, quid restat nisi porro utflam miser?
nam matri' ferre iniurias me, Parmeno, pietas iubet;
turn uxori obnoxius sum: ita olim suo me ingenio pertulit,
tot meas iniurias quae numquam in ullo patefecit loco. (Ter. Hec. 299ff.)

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. 299ff). 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 examples33

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 Arnott (1973).



87

originals in the amount of space he gives to the treatment of the oikoi of all the 
concerned characters. 34

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.

Andria
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, Pamphilus 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 tibil (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.

34 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.)!



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 
becomes reconciled to Glycerium: quor non illam hue transferri iubeo? (952) 35 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 die mihi quidrei 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 earn 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 ilia hie maneret potiu', tu hinc isses for as (222). The son will opt for the 
opposite solution later on.36

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 
apudme cenat etfrater meus (415). I.e. 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 adueniperegre. SI. promisi foras, / ad cenam ne me te uocare censeas (1004ff). 
36Ter. Hec. 480f.: segreganda aut mater a me est, Phidippe, ant Philumena. /nunc mepietas 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? quidhuic hie est rei? (806f.)37

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 ilium quaeram? credo abductum in ganeum 
aliquo:persuasit ille inpuru', satscio. (359ff.)

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 hie. 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:peril. MI. Aeschine, /AE. quidhuic hie 
negotist? (63 If). 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 apudme\ 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 quern praestolare, Parmeno, hie ante ostium? Parmeno, 
under the circumstances, believes he must quickly spit out the truth: quandam fidicinam amat hie 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 divomfldem!/ 
meretrix et materfamilias una in domo? I 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 
playwrights.38

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 breaks39 and this forced him to take Menander's original as a 
play text 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 (1 Iff.) implores the son's friend:

~p ?' ' ~
O\V 0 €K€LVOV

]v, vovderet 8' e 
avrov re crcjarov ot/ctav 0' O\TJV ^cXajv. (1 Iff. Handley)

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.l 
gives a comprehensive bibliography.
39 Bain (1979) 22-24. 'Poiche il poeta latino non conosce intervalli del genere, e 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 e stato costretto proprio dall' 
inesistenza nel suo teatro - come istituzione - di lunghe scene vuote con valore di intervallo tra 'atto' ed 
'atto'.' Questa (1970) 20If. 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.
40 This sentiment, with its clearly tragic overtones, turns into a mere: 'serva tibi sodalem et mihifilium' 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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and vv. 500ff are omitted in the adaptation. In the original, Moschos is angry with his 
friend but somewhat exculpates him nonetheless: 41

rov 8' afieXrepov
Mocr^ov eAeo). /cat ra ^iev e-yayy' opyt£o/Aat, 
TO. 8' OVK eKelvov rov yeyovoros alnov 

vevo/LU/ca, rrfv 8' 

(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 hue 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 
conies 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) ei/Soi/. 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.43

41 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.
42 Of course Sostratos has already heard that he is there.
43 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 Stuck ftihren sollte, traten... zu Anfang in zwei kontrastierenden Szenen in ihrem verschiedenartigen 
Milieu vor den beiden Buhnenhausern auf.'
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In Adelphoe, Demea suggests the following:

missa haecface,
hymenaeum turbas lampadas tibicinas, 
atque hanc in horto maceriam tube dirui 
quantum potest: hac transfer: unamfac domum; 
transduce et matrem etfamiliam 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 facer e nos hancfamiliam 
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.44 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. oi>x o rp6(f>L^09 crov Trpos Qewv, ' 
o vvv ex<DV <TTJV> 'Afiporovov TTJV j/

, v /~VXT ' x ^ /C 1 45 \; UJN. TTCLVV \i€.v ouv. (rr. 1 )

44 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 1 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.'
45 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

46The 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 Habrotonon47 and stressed his
allegiance to his daughter against the i/jaXrpLa 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.48 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.

46 For what it is worth, the hypothesis to the play too, naturally, presents characters in contrasting pairs, 
coupling Habrotonon and Pamphile: POxy. 4020.1 If.
47 See his comment that precedes the lines 159f.
48 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 TTJ$ yui/cu/co? vevo^x aurov olKer^v. I 
airoKOLTos eon, (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.49 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.' 50 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:

Xaptcrtjos" ere TT/ooo^iei'ei, XcupefarpaTe. (142)

It could have been used to let astonished Smikrines learn that Charisios was 
staying next door. 51 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 
conies on stage next. Smikrines hears of the baby's birth (cf. the preserved 'rero/ce'at

49 Cf. Bain (1977) 110-12, 152.
50 Bain (1977) 152.
51 If 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 psaltrid): 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. 52) 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 (rls av Qe£>v raXaavav eXe^crete ^e; 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 (o> cfjiXrarov [TCKVOV, 
 TOT'] oifseL /LtT/re/oa; 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:

os rat? Qvpais yap evoov apri\a)s iroXvv
OLaKVTTTOiV ev8[ieT|OH/f' 

O TTO.T7)p Se TTJS VV[L(f)7)S TL TT€pi \TOV

eAaAei irpos e/cetviyv, a>? eot^;', 6 8' oia 
TjXXarre ^pa)/Aar', avopes, ouS' eiireLV KaXov.
a f \ ' " o x « ~ \ ' " \ ' na» yAvKvrcLTTj oe rwv Aoyojv OLOUS Aeyeis 
aveKpaye, TTJV K€(f>aXrjv r' aveTrara^e afioBpa 
avrov. iraXiv Se SiaAcmm/, "ot'av AajSwv 

yvvai^ o /u-eAeos" TJTVXTJKO,. " TO 8e vre/oa?, 

a>? Travra Sta/cowcra? aTTTJXB' etcraj vrore,

€v8ov, rtAjLto?, eK.aro.aLS Guyy^]- (883ff.)

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,

52 Cf. also Sandbach's (highly tentative) supplement: Xa[pLaiw -nols ye-yovev e/c r-^? (/laAJrpiasv (621)
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gives the convention a twist and runs inside the other (Charisios') stage house. 53 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 (77 9vpa -rraLTjrea-1 /ce/cAei/^ei/T? 
yap eari 1075f.). The door-knocking adds a positively lighter flavour to the scene in 
which Smikrines' ignorance of facts will become ridiculed. 54 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 8e OwyarpiSovv
TTpoaeiTre. IM. dvyarpcBovv, /iacmyta; (1112f.)

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. TO>V $i\uv I 
rot? Seojuevots- ra ^erpC eirapKelv eSvvd^rjv, 15f). 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 Samianpallake 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:

TOVT\
avrov (23 f.)

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 (efoXdpx-rjcra 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. -rjcado^Tjv eyo> a/coi/ros- 
avrov 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: irpa.^ taws- av0/oa»mvov (22). 5

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: avrepaaTwv neLpaKitov (26), and Moschion: St' e/u,' taa»9 ai&xvveTai / 
Aeyjco57 XapeLv ravr-rjv (21 f.) 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. 58 Still, the three lines lean heavily towards the comic

55 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'; eZa\u that appears in Sandbach's apparatus is equally satisfactory.
58 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 (rj^apTTjKa yap 3; eKvyaev 77 mus- 
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. 59

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

Si' eKelvov rjv avOpatTTOS. aareiav 8' o/

TOVTWV X®-P LV riv '> aTreStSouv rjv /COCT/LUOS-. (17f.)

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. 60 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

59 In Ter. Phormio, for example, Chremes arrives from Lemnos full of hopes that he can have his daughter 
married to Antipho (e.g. 670f).
60 Keuls (1973) 9 and n. 27, Wilamowitz-Moellendorff (1935) 417 and n. 4.



99

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: e£ a-ypov By /caraS/aa/nojv (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. 61 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 proud62 and used to public prestige (cf. 
15) it is no easy thing putting explicitly what happened next:

' "> \ / \ \ / 5 V CO' 'OKVd) Aeyeiv ra AOLTT , tatos1 o atcr^uvo/xat

ov8ev ocfreXos ecrfl'* o/xaj? atcr^uvo/Ltat. (47f.)

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. 63 
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.

8e -rrpos rrjv TOV Trarpos

77 TTJS KOpTJS ^r)T7]p, TO. T€

TrAeiJor' rjv Trap' avrats r/'Se, KOL iraXiv

61 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 
pimp's house.
62 A frequently stressed moral duty, see examples in Arnott (1981) 217.
63 Dem. 55.23: TTJS -yap JJ.TJTPOS rrjs 6/11779 xpcu/MevTys- TTJ rovroiv p-rjrpi -nplv TOUTOU? em^et/a^o-at /Lie 
/cat 77/309 dAA^Aa? d^t/cvou/zevan/, olov ei/co? a/Lta /Liev a[L(f>OTep(av OLKOVCTUIV ev aypai /cat yetrvtaicraiv.
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Trap' T^LLV (Samia 35f.) 64

At 77ff, Moschion asks her if she is ready to keep up the agreed pretense and claim 
to be the mother of Plangon's baby. 65 She is fearless, confident in Demeas' love being 
no weaker than Moschion' s:

epai yap, o> jSeArtore, /ca/ceu/o?
' ^ " '/O1.C\OVX i)TTOv i] au (oil).

Thus, before we even see Demeas, both Moschion and Chrysis have been shown 
expressing their appreciation of him. 66 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!

' \ \ 5 "aAA O
evQvs T' epfiaXels irepL TOV 

Xoyov. (63 f.)

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) alo~)(yvo^aL TOV irarepa. (Ila) TTJV Se Trapdevov 
rjv rfOLKrjKas rrjv re ravTTjs fjLrjrepa 
OTTO)? 7 - Tpepeis, dvopoyvve . . . (67 Tf)

17877, TT€7ravcr6aL rovrovl Trpos rat? Oupaus 
/cAaovra ravrais, iS' e/ceti/'

64 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: dv8po(f>6va d-rjp'C- evdus axnrep -rrpos cf>LXov I KOTTTOVGLV (48 If).

65 The view taken by most scholars is that Chrysis herself gave birth to a baby that died (or was exposed?). 
Cf. most recently Arnott (1998) 39 (with references to previous discussions). Jacques (1971) xlii n.3 well 
compares Epitrepontes 267ff: Syros' wife reared the exposed baby after her own child died.
66 Cf. Weissenberger (1991) 418.
67 See Arnott (1998) 40 for discussion and references to previous attempts at correction. He suggests
ov.
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co/jLocrev Bveiv, crrecfxzvovaBai,
TTapeXQwv auro? otr^ i/cai/a? e 

So/ca) crot; (72ff)

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. 68 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.69 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 70 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

68 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.
69 Cf. Stoessl(1973)22.
70 Cf. Damen's examples and references (1992) 207 n.7.
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Smikrines 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: o> TTJS -mKpas emS^/xta? (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, turn maxume 
meditari secum oportet quo pacto advorsam aerumnamferant, 
pericla damna exsilia: peregre rediens semper cogitet 
aut fllii peccatum aut uxori' mortem aut morbum filiae 
communia esse haec, fieri posse, ut ne quid animo sit novom; 
quidquidpraeter spem eveniat, omne iddeputare esse in lucro (24Iff.)72

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

71 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: av StSwa' oLrot ya^els (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. 73 It is an effective way 
of teasing the audience by putting it in Act II before any complication has even 
occurred!

rauro/xarov eanv to? eot/ce TTOV 6eo$ 
cra)i£et re vroAAa ra)v aopara>v Trpay^aratv 
eya) yap OVK eiSaj? e^ov[ra TOUTOVL 
epcort/cai?, raO[r'. (163ff)

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 
(200f). 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: 97877 rpe^w (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.

73 Cf. for instance Men. Epit. 1107f and the discussions in Jachmann (1931) 3ff and Fraenkel (1960) 115 
n.2 on Plaut. Rudens 1191 ff.
74 Cf. Stoessl(1973)26.
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Act III, however, brings a sudden reversal - Demeas comes on stage very slowly 
TTUVV 263) in visible contrast to his earlier mood and tempo: only recently 

212) it was all plain sailing, everyone acted on his authority and quickly went 
about their business in the house:

eytver' a/xeAet mivfl' erot/io)?, TO 8e ra^o? 
Ttov TrpaTTOfjievatv rapa^v rtv' aurot? ei/ 7roei, 
6Vep et/co?. (223ff)

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:

»/ 1 'C» v J e> «J V o. V 5' ' I \ ~€/jL€ r ovoev etout evoov ovr , ev aacpaAei 
eivai vofjiicracra rov AaAet v . . . (240f)

8', eTretSav rrjv Xeyouaav 
rtrdrjv e/cetvou rrpwTov ovaav, etr' e/xoG 

XaBpat Xeyovaav. (275 ff)

It is a terrible blow to hear Moschion mentioned as the baby's father. How could 
the boy, who was until this day jcooyuo? and euo-ejSeo-raro? 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. 75 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. 76 
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 tekmerion 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) 13 Iff, 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: TO Trpay^a S' ei? peaov (/)€p(D (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. 77

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 1611). 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:

TOVTOV yap ouSev, o>? eytot/tcu, XavdavoL 
TOLOVTOV av TrparrofjLevov epyov eort yap 
irepiepyos, ei TLS aAAos1 (298ff)

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 (o-uy/c/ou-n-rets- TL 77/30? /z', rfiaQ^aL 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:

(Ila) ecrTL, Seo-TTor', aAAa Xav6av6LV
(A??) TL "Aai/0aveiv"; l^dvTa TraiSwv TLS SOTOJ. (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 77-eptecrrat. A-^/zea, vuv avSpa 
elvai a'' emAaflou TOV Trodov, Tre-nava

77 Kraus (1934) 68: 'das Publikum ein rein ideeller Partner 1st, dem keine Realitat in der Welt des Stuckes 
entspricht: seinen Nachbarn etwa oder Voriibergehenden auf der StraBe wiirde Demeas sein 
vermeintliches MiBgeschick gewifl nicht so briihwarm erzahlen.' Hofmeister (1997) 297 sees Demeas' 
address as a sign of Demeas' privileging them over his 'enemies.'
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KO.L raru^T^za /xev TO yeyovo? /cpu< ocrov 

eveori 8ta rov 6ov, eK TT? S'

em Kec^aXrjv e? /copa/ca? wcrov

Za/uav (349ff)

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 
(412ff). 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'! 78 
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 (rdvflaS' ayvoajv mipei; 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 (42 1 ) 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:

yap TTOCLV
rou? ya/Aou?, avBpes, /caramwv TTJV x°^]v ' Trjp[eL Se av, 
Secr-TTor', avros tVa yei/ai/tai /LIT/ 'm'S^Ao? /XT/SLevi, 

aAAa rov v^ievacov a'tSecv el&avdyKaaov pe av. (446ff)

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 As far as there can be one, given that Chrysis was apallake. 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: Setvoi/ TJ&TJ- crui/aSi/cet \L' ovros (456). Demeas is left alone; he appeals to 
Nikeratos the only friend who seems on his side. 79 Moschion still does not realize 
Demeas' suspicions about him and Chrysis, and he can only appeal to Demeas' sense of 
decorum:

T6 rjous" <f>iXous 
Tr/ooaSo/cais' epelv TrvOofjievovs; (45 8f.)

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:

\ opa[d', v\ 
TOVTO ra)v Bewwv e/cetvcov Seti/ore/oov (46 If.)

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.

(Mo) aAA' avayKTj, Trarep. (A-^) avay/CT?; TOJV e/z,aiv ou /cupto? 

ecro/z.' eya>; (Mo) TO.VTTJV e/xot So? TTJV ^aptv. (A?;) TTOLCLV 
olov a£iot? [i CLTTeXOelv avrov e/c rrjs ot/cta? 

KaraXtTTOvB' v^as Su ' ovra?. rovs ya/u-ous" ea rroelv, 
TOVS -yapovs ea pe -noielv, av ex^s vovv. (467ff)

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: ra>v e^&v ov Kvpios eaop eyw\ 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.

79 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 avvo^vvTcu rot? e/xot? exOpols (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:

co Zeu, rov dpdaous. evavriov 
or) a epo)Ta> TWV Trapovrwv e/c TLVOS TO muStov 

ecrTL crot; NiKTjparajc TOUT' el-rrov, el ^rj aoi So/cet 

Seti/ov <elvai.> (487f)

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 KOO/ZIO? 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:

(Ni) av8paTTo8[pv el, 
el yap e^ov iyt[cr\;uve \e\Krpov, OVK av els aXXov

' ovB ' 77 avy\_KA\iQel(ja' TraXXaKTjv B ' av avptov
dvdp(i)7T(ov eTTwXovv, orvvaTTOK'rjpVTTWv a/za 

vov, a>crre [jLTjOev elvac pyre Kovpelov Kevov, 
jjLT) crrodv, KaB^evov? Se Travras ef ea)6ivov 
Trepl efiov XaXelv Xeyovras a*? avrjp NiKyparos 
yeyov ' eTre^eXOcw SiKauo? TCOI (/JOVCOL. (506f)

As Gomme-Sandbach note, 'a man without spirit can be said to think of himself as 
an avopdirooov' (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 Cf. 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 (5 1 8) 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 (apri yap TO -npay^a Karavoa) 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) €<JTL TTjS

Ovyarpos, e£ e/xou. XaOetv oe TOUT' e^ovXo^Tjv eya) (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. 81 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 offer82 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. 83

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. 102Iff.). 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?84 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

81 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' (F1O. ri ecm, Awpl ^iXrar^; I 
Afi. a-yaOa- Tropevaed' <i)s ae, 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' (StSoacrt croi yuval/ca) and after this happy news Demeas 
appears on stage to perform an ey-yv-rj. 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. Ale. 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.
84 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. 85 He believes 
that will stop Demeas from such suspicions in the future (et? TO. XOLTTOL yap I c^uAa£e0' 
ouros- i^TjBev et? ^' ayv^ovelv 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. 86 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: ovxi rots- exOpois 
edrjKa (j>avepov em^cupetv CTU Se / TTJV e/Ltr/i/ a^apriav vvv e/c^epets" KOL ^aprvpas I CTT' e/xe 
TTJS €IJLTJS avoids ActftjSavei? (706f).

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.
86 Cf. Dysk. 903 ff: Krj8evo^ev yap aurok / oiKelos f]\iLv yiver'- el 8' ecrrat TOIOUTO? aiei, / epyov U7revey/cetv, 
TTUS yap ov; Epit. 1110: avdis 8' onus ^rj Ai^o/xai ae, Z/UK/M'VI;, I irpoTrer^ Aeyaj aoi... Asp. 537'ff may
suggest a similarly motivated punishment of Smikrines: ]av re KOTTTTJL -n-oAAa/a? / JUTOJI /coo/uairepov TTOOJ 
/ Tnp ecrri /iot Tponov nva... 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 (Kara 

93.3 K-A), men's behaviour cannot be reduced to any simple pattern:

77/zaiv 8' oaa /cat ra cra>jLtar' earl rov
Kad' evos, roarourovs eort /cat rporrovs tSetv (Phil. fr. 93.1 Of. 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. l Aristophanes of Byzantium 
praised him in equally famous words (o> Mei/avSpe /cat /3te, rrorepos a'/o' U/LUUV rrorepov 
a-n-e/ztju/T/o-aro; 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

1 Quint. Inst. Or. 10.1.69: 'ita omnem vitae imaginem expressit, tanta in eo inveniendi copia et eloquendi 
facultas, ita est omnibus rebus personis adfectibus accommodates.' 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. 2 '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. 3 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.4 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. 5 We have evidence for the increased fondness for 
theatrical artefacts in the fourth century6 and for the growing fame and importance of the 
actors. 7 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 8 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 Comedy9 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 II 52ff. Kaibel, III 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. 1341bl5. For the discussion of Aristotle's and
Plato's views of theatocracy see Wallace (1997) with further references.
5 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). 
9 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: 10 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:

/za/ca/otoi/ eaTLV rj r/oaycotSta 

rroLrjua Kara iravT\ et ye rrpwrov ol Aoyot 

vrro rcuv Searojv eicnv eyva>/ota/Aei>ot, 

TTpiv /cat Ttv' enrelv a>cr0' vTro^vfjaai [JLOVOV 
Set rov -rroLTjrrjv. QLOLTTOVV yap "j" (f>a) 
ra 8' aAAa rravr' Lcraaiv o rfarrfp Aatos1 , 

l^r/rr/p loKaarrrf, dvyaTepes, TraZoes rives, 
ri ireLaeS' ouro?, T'L TTC 710/77 /cev. av TraXcv 
eLTTTjL Tt? AA/Cjitecova, /cat ra TratSta 

rravr' evOvs etprjx, on, gavels a-neKrove 
rrjv fir/rep\ ayava/craiv 8' 'ASpacrro? evOews 
rf^et rraXiv T' aVetcrt   x   u   

< 7rei>0' orav [j,rj6ev ovvcuvr' ei'nelv eri, 
KOfjiLorji, 8' arfeipriKwaLV ev rols 8pa/itacrtv, 

alpovaiv axnrep oaKrvXov rrjv 
/cat rot? 6ea)fievoLaLv aTroxptoV

8e raOr' ou/c eariv, aAAa Travra Set

eu/oetv, ovo/Ltara /catva,   x   u   

x   u   Karrecra ra
rrporepov, ra vvv rrapovra, rrjv

rrjv etcrjSoA^v. av ei/ rt TOUTWV TrapaXirrTjt,
rt? T) OetSa>v rt?, eKavpirrerai' 

8e TTavr' e£ean /cat Teu/c/owt -zrotetv (Antiph. fr. 1 89 K-A)

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.).

10 Handley (1989) 160; Oliva (1968) 35-7; Pickard-Cambridge (1988) 275f.
11 Elsewhere (Rh. 1416b27), Aristotle claims that some famous stories - he mentions Achilles' deeds - are 
generally known.
12 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, [sjet tamen 
dissimili oratione suntfactae ac stilo. (Ter. Andria 9ff.)

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. 13

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:

rjyovfiaL 8' OVTWS av /zeyion/v emSo<7ti> Aa/xjSavetv /cat ra? aAAa? re^i/a? /cat TTJV Trepl 
rou? Aoyous" (j)i\oao(f)Lav', et TLS 0au/za£ot /cat TL^JHOTJ \LT] rovs Trpwrovs TO>V epycov 

, aAAa rovs apioB' e/caarov avrtov efe/oya^o/zevou?, /u/^Se rovs Trepl TOVTCOV 
Aeyetv, Trepl aiv ^LTjoels Trporepov eiprjKev, aAAa rou? ourco? emcrra/Ltevous' 

et-77-etv a>? ouSet? av aAAo? Suvatro. (Isocr. Panegyricus 10)

Aristotle praises Euripides for improving a verse of Aeschylus' with a single word 
(Poet. 1458al8) 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:

6 irpaJTOs eiTTOtv "/iterajSoA^ Trai/rcov yAu/cu" 
ovx vyiaive, SeaTror'' e/c ^ev yap KOITOV 
yAu/cet' avaTrauais, e£ aAoucrt'a? 8' u'Sou/o

771; 8' e/c TrAouatou

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.
13 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.
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yevecrflai, /xerajSoAr^ /tev, rj&v 8' ou. 

OJOT' ou^t iravrtov earl /zerajSoA?) yAu/cu (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 14 - 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:

KCLKOS

KG/CO)? dTroAoi^' oort? yvvaLKa Beurepos 
- rov yap Trpwrov OVK epw

o \i€.v yap TJV aircLpos, ot/xac, rov /ca/cou,

o 8' olov T]v yvvrj /ca/cov TreTrua/xevo?, etc. (Eub. fr. 115 K-A)

By the time of Menander, the joke becomes a little tired, but it is still used 
nonetheless:

' /  ' \ * ' \ /j » « ^e^tuA^s1 aTTOAOLu ocrrt? Trore 

o TrpaJros TJV yrjiJias, e-rreid' o Seure/oo?, 

et0' o rptro?, ei0' 6 rerapros", ei0' 6 peTayevrjs (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. 15 A brief mention here and there of 
tradition is not all it is about: with the appearance of Dyskolos, Gorier (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. 
Fie/a! euprjuaTuv treatises were written by Aristotle, Heracleides Ponticus (cf. Diog. Laert. V 88) and 
others; Stemplinger (1912) 10f; Leo (1912) 15 Iff., Fairweather (1983) 320.
15 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 
Handlungsschemen hat Menander mehrfach in verschiedener Weise verwandt. 
Mindestens einmal hat er dies Spiel so weit getrieben, daB er eine ganze Szene einer 
Komodie 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.' 16 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
Gorier (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 similar, we notice that the scenes serve 
different purposes at different points in the two plays: Chaerea did in fact commit the 
crime of which he is accused, but at the end of the play there is no room for retardation 
and the atmosphere does not become too serious. In the early scene of Dyskolos 
Sostratos has neither committed the crime nor has any intention to do so; therefore 
Gorgias' misguided moralizing may be developed into a serious speech, humorously off 
the mark, without any danger that the spectators' opinion of Sostratos would become 
unfavourable.

Dyskolos belongs to an early stage of Menander's career, yet compared to the 
other scene it shows freshness and even irony in the way that pattern is used. Unless one 
scene is directly modeled on the other, it seems unavoidable to conclude that Menander 
must have approached some scenes - such as this one which we may call, say, the 
'exposure of a rapist' - as a pattern that could be conveniently borrowed from play to 
play, adjusting details to a particular place in a given plot. Sometimes he perhaps created 
whole plays out of such basic scene patterns and - one almost wants to say - out of a 
few basic keywords. Even if spectators were not aware of the particular similarities 
between Dyskolos and the Greek original of Eunuchus, some set scenes of the kind 
shown by Gorier very probably existed. Naturally, similarities may have also brought 
about (unintentionally?) ironic differences but it is impossible to be certain about how 
these could have been appreciated by spectators without clear signposts.

Let us look for instance at the role of the clothes of the two young men: Chaerea 
earlier left the stage in search of a place where he could get rid of his eunuch's outfit. He 
comes back on stage in the same clothes because he could not change at his friend 
Antipho's since both Antipho's parents were in. Sostratos comes on stage after a 
similarly futile mission - he went home looking for Getas but the slave was not in. Both 
the young men return on stage because their missions failed. 17 It is interesting that even 
details such as the two young men's clothes are used to move the plot in mutually ironic

16 Arnott (1997a) 74 briefly comments on the similar wording of Men. Perik 1024-26 and Ter. Haul. 156ff. 
and opines that 'Menander's productivity may well have led him to adopt similar solutions in more than 
one play.' See also Arnott (1964) 232ff. and Williams, T. (1962) 22Iff.
17 Gorier (1961) 301.
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ways. Chaerea's humorously jarring outfit becomes a good motivation for his exit and 
later an opportune reentrance on stage, and for some sarcastic comments about 
inappropriate clothes borrowed from a eunuch. Against this, Sostratos wears a 
respectable chlanis - but he too is taken for a lesser man by the same token! In his case, 
the chlanis as a mark of a rich man comes close to incriminating him as a soft urban boy. 
Gorgias suggests he should take it off, or else Knemon will not even look at him. The 
chlanis as a symbol of a rich, leisurely urban man needs to be hidden from the hard­ 
working Knemon or else the intrigue against him will never even start. Thus while in 
Eunuchus the costume was part of the scheme that enabled Chaerea to rape the girl, in 
Dyskolos the chlanis is an obstacle to any stratagem to win Knemon. Here too, however, 
it is taken as a proof of the young man's innate softness and laziness, a symbol as 
pregnant in meaning as the eunuch's clothes.

Sometimes, as in Samia to be noted briefly below, it is naturally difficult to say if 
the irony caused by comparison with other plays is anyhow meaningful for the 
spectators. It could be if the motif being invoked was familiar enough and still fresh in 
their minds. If there were memorable plays before Samia that used the following motif, 
then we may be right to suggest that Menander in his play offered his audience a 
seemingly typical motif and allowed them to recognize its traditional value, only to 
surprise them by deviating from it, and then by surprising them again by an ironic use he 
finds for it, after all:

Samian pallake performing an Adonis festival
In a fragment by Diphilos, a boastful cook holds a lengthy sermon about the type 

of guests he serves. He concludes:

ov Be vvv
€OT6,

ayova eraipa. peff erepwv -rropvaiv. (Zographos, fr. 42.38ff. K-A).

Would our appreciation of Menander 's Samia be enriched if we considered the 
tradition behind the motif of a courtesan giving an Adonis festival? Chrysis looks back 
at the tradition in some respects, but also, in a novel way, she is far removed from the 
world of courtesans, she is a pallake now enjoying a 'near-matronal' status and her 
celebration of the festival noticeably included free-born, respectable women from the 
neighbourhood who often come to visit her. To a spectator aware of earlier treatment, 18 
Moschion's narration could have sounded 'problematic':

e£ aypov 877 
us  Tu]x[e] y, et? ASoW aura? /careAajSov 

evda&e 77/00? y^as /Ltera TLVWV 
(38ff.)

Chrysis lives with Demeas in a steady relationship. She has even made friends 
with the freeborn women from her neighbourhood. They represent the social class that 
would not tolerate her if she did not behave like a free woman and Demeas' 'wife' (in 
ethical terms they validate her status of Demeas' partner, even if she can never aspire to

18 Cf. also Diphilos, fr. 49 K-A (open to question), the title of Philippides' comedy Adoniazousai. Leo 
(1912) 174. I am not suggesting that the festival was held only by courtesans (the evidence of Samia itself 
proves the opposite): cf. Winkler (1990) 199-202.
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rise to a formalised relationship with him before the law). And yet, the image of a 
courtesan celebrating the festival (as seen e.g. in Diphilos' depiction) resurfaces as the 
plot of Samia develops. Demeas is gradually made to fall into a grave error that causes 
him to look at Chrysis as an unscrupulous courtesan who seduced a weak young man. 
Her status and morality become questioned and this aspect of the plot may be seen to 
have been subtly foreshadowed by the expository detail of her celebrating the Adonis 
festival.

If she stayed in the house, Demeas is led to believe, the threat to young 
Moschion's well-being would be too great. The house would gain in connotations not 
different from the porneion mentioned in Diphilos. We know tantalizingly little about 
Diphilos' play or any other plays that used the motif, but it cannot be ruled out that 
Menander inserted the detail about the festival frequently associated with courtesans in 
order to deepen - for a significant moment at least - the problematic nature of Chrysis' 
status.

Before an anagnorisis
Formal elements were reinvented, enlarged or just repeated without much 

innovation - and comic poets are definitely not loath to adopt the latter approach 
either, 19 not even in such climactic scenes as family reunions. In a rather formalized way 
those who are to meet for the first time in such a long time, heave a sigh and wonder 
where the relatives may be - and as if on cue they come into contact with the long-lost 
ones:

raAav,

7raAat ya/o' OVK oiS' o TL /ca/cov TreTrovOe fjioi. 
(Tla) rts" av deaiv raXatvav eXerjaeie \ie; 
'Aj3/o. a) (j)i\rarov [re/cvov, TTOT'] o^et prepay 

Acat[ ] (Ha) TTOpevaofiai. 
('A]8p) /xt/cpov, yvvat, ir/ooayzeii'ov. (Epit. 853ff.)

The baby was crying for some time and made Habrotonon come out to soothe it, 
wondering how much longer the baby will have to do without its real mother. Just at that 
moment Habrotonon is made aware of Pamphile's presence on stage, recognizing in her 
the mother of the baby.

Straightforwardly similar is a scene in Ter. Phormio 727ff. (not based on 
Menander). Chremes wonders where he can find his Lemnian daughter who disappeared 
without a trace (ubi illas nunc ego reperire possim cogito, Ter. Phorm. 727) and just 
then he spots Sophrona and recognizes in her the lost daughter's nurse (she is wondering 
herself where the girl's father may be):

CH. certe edepol, nisi me animu ' fallit aut parum prospiciunt oculi,
meae nutricem gnatae video. SO. neque ille investigate, CH. quid ago?
SO. qui est pater eius. CH. adeo, maneo dum haec quae loquitur mage cognosco?
SO. quodsi eum nunc reperire possim, nil est quod verear. (Ter. Phorm. 735ff)

19 Sosikrates (?3rd c.) has a character in his Parakatatheke comment on the humour of burdening someone 
unaccustomed to manual work with a heavy St'/ceAAa: orav -yap, OI/A<U, Aeu/co? avflpamos-, Trct^u?, / apyo?, 
XaBrii Si/ceAAav, etajflai? rpvfiav, / TTevreara-r^pov, yi-yverat TO -nvevyC av<a. (fr. 1 K.-A). I would like to see it
as a tantalizing piece of evidence for a continuation of minute verbal (and plot?) echoes that go back to the 
previous century (similarities with Men. Dyskolos are interesting indeed: 355ff., 390, 754f, 764ff).
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Just when the hardships reach their maximum and Sophrona laments the situation, 
the recognition with Chremes takes place.

I shall note below how the anagnorisis undergoes an original modification in 
Sikyonios but it is interesting to note that the same repetitiveness noted in other plays 
occurs in fact inside the novel treatment of Sikyonios as well. Kichesias' reopened 
wound makes him lament about the loss of his daughter and the family slave - and lo, 
Dromon appears in the doorway of the stage house. Kichesias, taken for an exquisite 
actor by Theron, dramatically faints on the spot.

A somewhat similar pattern is found in Ter. Andria: Crito, comes to Athens to 
claim inheritance from Chrysis. He spots Mysis and asks: quid Glycerium? iam hie suos 
parentis repperit? (Ter. An. 806) It matters to him whether or not Glycerium has 
recovered her citizenship: for if not, she may still be considered Chrysis' sister and he 
would have problems making a claim on Chrysis' inheritance. He goes inside with 
Mysis, a scene intervenes, and when he comes out next, he wants to defend Glycerium 
from accusations that she is not an Athenian (Ter. An. 904). He meets there Crito and 
Simo and all three inadvertently discover the truth about Glyceriums' origin.

One could go on collecting more examples of recurring patterns. However a bare 
catalogue would do no justice to Menander's art. 20 Throughout the thesis I wished to 
show how through a combination of various elements of surprise, irony, and 
multidimensional structuring, Menander gave even recurring episodes a sense of fresh 
originality.

Unlike in Aristophanes, poetic self-advertisement could not depend on laughing at 
the conventional tools of their trade. Nothing would be achieved with the strategy 
displayed in Nubes where the rehashing of motives is equated with cheating the 
audience.21 One's own originality in the genre had to be alluded to without criticising the 
rivals' material that was in all essentials common to all New Comedy poets. That, I 
suggest, could explain the frequent recourse to 'intensification' as a strategy of poetic 
defense: instead of advertising their novelty, poets began to advertise the degree to 
which their work was unusual.

Intensification of difficulties
To advertise a clever plot, poets put in their characters' mouths remarks on its 

unusual nature22 and on the difficult obstacles that stand in the way of a resolution. The

20 Ancient criticism noticed the dramatists' recycling of the same material. On Menander (and Sophocles)
we have YIopfivpLov O.TTO TOV a.' TT/S </>tAoAoyou d/cpodcreaj?: o-nov ye /cat MevavSpo? TTJS appajorta? rauriy? 
eTfXricrdr/, ov r/pe^a pev TjXey^e OLO. TO a'yav aurov </>tAetv AptOTo</>dvT7s- 6 ypa^t/iart/co? ev rat? TrapaXXr)XoLS 
auroO re Kai a<^' a>v e/cAe</iev e/cAoyatsy Aartvos- oe e£ |8tj8Atot?, a e7rey/3a</(e Ylepl TWV OUK ioiwv Mei>dvSpou, TO 
TrXwdos avTov' TOJV K\oTfO)v e£e<f>r/ve' KaQa.Tf€p 6 AAe^avSpeu? OtAoar/aaTO? Ylepl Trjs TOV Zcx^o/cAeou? K\OTCTJS 
Trpayaaretav /carejSaAero. Kat/a'Ato? oe to? TL /Aeya 7re0ayja/c<w9 oXov Spa/xa e£ apxijs  ^£ TeXos Avrt</>dvou9 TOV 
Ola)vio-TT/v /i6Taypdi/<at (fj-qal TOV Mevavopov els TOV AetatSat/iova, in Eusebios, Pr. evan. X 3, 12. 465d. Cf. 
Men. Test. 76, 81 K-A and Zagagi (1994) 17. It is clear from this that Aristophanes of Byzantium was 
interested in Menander's debts to earlier literature although the title of his treatise was probably not as 
condemnatory as Porphyries has preserved it for us: at FlapaAATyAot auroG [i.e. MevavSpou] re /cat a^' wv 
exXeiLev e/cAoyat. Latinus, a less discerning critic, is said to have come up with six books of evidence that 
Menander was a plagiarist. And we have Caecilius' claim that Menander stole the whole play Otoji/ton;? 
written by Antiphanes and took it into his Aeto-tSat'/iwv. This could indicate a refashioning of an old play 
and bringing it on stage under Menander's name - that is how Stemplinger (1912) 23 understands Athen. 
Ill 127bc. Alternatively, it could have been a simple case of one author deliberately imitating the other.
21 01)8' vfia? ^ynS '£a7raTai/ St? /cat r/ot? TOUT' etaayajv, / dAA' det /catva? loeas ela^epiav cro</>t'£o/Ltai, / ovoev 
aXXr/Xa.Lo-i.v o^tota? /cat Trdaa? Se£td<r (Ar. Nub. 546ff). Redfield (1990) 315ff: 'quite probably this claim to 
novelty is itself generic and all the poets of Old Comedy claimed to be the only ones with new ideas.'
22 E.g. Sam. 564-6.
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'no-one-like-him-has-ever-lived' sort of extravagant phrasing seems to be 'selling' a 
particular play by stressing its originality, thus in an efficient way making the audience 
receptive of what will come next. For instance, even though the misanthrope was a 
frequent object of derision on stage - and possibly more so at the early stage of 
Menander's career (when Dyskolos was performed), we still hear Gorgias say about 
Knemon:

raurTjt.
eaO* 0109 ouSeis* yeyovev ovre TOJV TrdXai 
avdpa)7ros ovre rcov Kad' rj^as. (Dysk, 323ff.)

The point is to focus the audience, and to have them wonder how such 'uniquely' 23 
intractable characters are to be won over. Extraordinary efforts are clearly called for:

OV TOV TVXOVTOS, O»9 efJLOL &OK6L, TTOVOU

TOVTL TO TT/oay/Lta <y'> dAAa avvrovairepov. 
v eanv. (179ff.)

Characters fall into despair and 'antidramatic' resignation before an unshakeable 
Knemon or Smikrines and plays reach an apparent deadlock. The playwright plays with 
his audience, as if suggesting that he has created such a character that within one day 
nothing can defeat him. As if almost suggesting: while other plays manage to finish 
within the given period, this play is of no such 'flat' nature.

Chaireas' suggestion goes in this direction: ev TOUT' t'o-0' on I Trpbs -rrdvra Trpd-y^ar' 
earl -npaKTiKwrepov I evKaapia (Dysk. 127ff.) and he suggests coming back tomorrow 
early in the morning: aAA' ewOev avpLov I eya) Trpbaei^i avrtoL [LOVOS, rrfv oiKtav I eireLTTep 
oloa. vvv 8' d-n-eAflojv oc/caSe / /ecu crv OLarpi^e... (Dysk. 13 Iff.) Pyrrhias too nods in 
approval. Even Sostratos who is against delay in this matter, is eventually faced with no 
option but to postpone things until the next day (Dysk. 539ff.). The dramatic problem 
seems almost intractable with no solution in sight.

In tragedy and earlier comedy there was a sense of real danger if things misfire. 
Dicaeopolis speaks of his plan to venture a private peace treaty as: epydcro^ai TL oetvbv 
epyov /ecu /xeya (Ar. Ach. 128) and such it was. Likewise, to give only one tragic example, 
Euripides' Orestes opens with a most dangerous situation facing the protagonist:

' 05 «O» < 'ca b 770 rjfjLe
ev T)t oioiaei ifj-fj^ov \pyeia>v TTO\LS,
€l xp}] Save.lv va) Aeucrt/Aoj Trerp^an... (Eur. Or. 48ff.)

New Comedy could not boast such dramatic dangers, yet it clothed its pettier 
problems in similar language: av debs QeX^i I OVK av a-rroXoL^Tjv (Men. fr. 43 K-A). 25 
Young men in love were frequently driven to despair and emphasized the plight in which

23MovoT/307ro? was written by Phrynichos, Anaxilas, and Ophelios; Tt/z^v by Antiphanes, and AuoxoAo? by 
Mnesimachos. And equally so, Smikrines of Aspis was probably not the first in the tradition of comic 
misers, yet Tyche is categorical about him: -n-ovT/ptat Se Trdvra? avdpa-n-ovs o'Aw? / iWe/oTremiiKev (Men. Asp. '

24 Three years before Orestes (Ar. Thesm. and Lys. were probably staged in 41 1, Orestes in 408: cf. I on 
371) Euripides himself appears on stage pressed to act to save his life: EY. T^Se d^epa /cpt^aerat / err' 
2or' en &v elr aTroAwA' Euptm8i^. (Ar. Thesm. 75ff.) 
25 The original, according to Donatus, for Ter. An. 61 1.
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they found themselves under seemingly hopeless circumstances. Success in love was all 
they lived for:

vvv 7) fjiaKapLov 77 rpiaaQ\i<l)rarov
Sei£ei? fie rti)v £OIVTO>V airavraiv yeyovora.
€L [IT] yap ouro? So/ct/Ltacret /ne, Kvpiws
Seocrei re ravr-rjv, ot'xerat ©pao-aWS?/? (Mis. 260ff. Sandbach, 66 Iff Arnott)

The only characters in physical danger were slaves threatened with hard work in 
the mills. If slaves find themselves in a particularly dangerous position - and stress the 
mess they are in, it only goes to advertise their capacity for scheming and finding a way 
out of difficult situations. Tranio's boast in Plaut. Mostellaria is just one example of 
self-praise put in particularly extravagant terms:

Alexandrum magnum atque Agathoclem aiunt maxumas
duo res gessisse; quid mihifiet tertio,
qui solus facio facinora immortalia? etc. (Plaut. Most. 775ff.)

Such advertisements could make the spectators appreciate all the more cleverly 
constructed plots that deal - in a plausible way - with uniquely intractable obstacles.

Despite difficulties, 'of themselves things will come'
There is ample evidence that well-constructed plot was valued highly in the fourth- 

century. 26 Not least of all there is the famous anecdote about Menander preserved in 
Plutarch. When someone questioned him about the newest play, whether or not he would 
be able to finish it in time for the approaching Dionysia, the playwright answered yes: VTJ 
TOVS Oeovs, eywye Tre-TroiijKa rrjv /cojjUwiSiav. WI/COVO/AT/TCH yap 77 Staflecrts, Set 8' avrrji ra 
arcxt-oLa eircuoui. 27 All that remained, he says, was to put the plot quickly into lines. The 
story obviously does no justice to Menander' s exquisite use of language 28 or the 
delineation of his characters, but one does not expect that much either from a simple

29riposte.
Menander' s plots are often an exploration of the limits of comic possibilities that 

nonetheless land the spectators at the expected goal without a trace of artificiality. He 
intensifies the dramatic experience, especially the danger and obstacles in the way of 
resolution, but at the same time puts much care into showing that the plot is running 
smoothly, without tricks that would disqualify him as a dramatist.

As remarked, through the 'no-one-like-him-ever-lived...' kind of intensification 
the poet places his spectators in a receptive mood, having them wonder how a hopeless 
situation can be saved within one hour or so allotted to the performance. And the smooth 
running plot of the end product should, ideally, make the audience respond adequately, 
preferably in something like this:

numquam ecastor ullo die risi adaeque,

26 See Xanthakis-Karamanos (1980) 18ff.
27 Plut. Moral. 347E (Test. 70 K-A)
28 Frequently discussed and appreciated. The starting point is Sandbach (1970), Katsouris has a 
monography on it (1975b).
29 For Aristotle care about plot-construction is more important than delineation of character (Arist. Poet. 
1450a23-26). Could it be a hint about the origin of the anecdote?
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neque hoc quod relicuom estplus risuram opinor. (Plaut. Casina 857f):

Aristotle warned against episodic plays (Arist. Poet. 1451b-52a) and his choice of 
a successful plot is Sophocles' Oedipus Tyrannos. The ideal plot should move on 'by 
itself Teiresias in that play implicitly voices what Aristotle approves of: r/£et yap avra, 
Kav eyw 07,7/77 crreya) (Soph. 07341). 'Of themselves things will come.' He refuses to act 
for he has trust in the god who will achieve everything even if mortals were to oppose 
him. Apollo is enough (LKO.VOS ATroAAwi/ oi raS'  K77/>afu /teAei, Soph. O7377).30

The prime example of a clever and smooth plot among Menander's plays is found 
in Epitrepontes. The initial situation is completely hopeless and the individual 
characters' stance makes any progress difficult. What force can achieve a happy 
resolution and restore to each other the separated husband and wife? Against gods of 
tragedy stands a new but no less potent force: it is coincidence, inexplicable and even 
ironic, a clever mechanism depending on seemingly insignificant parts fitting together in 
a surprising way. Menander brings about the resolution with the help of all stage 
movements, however accidental, so that the husband may recognize his wife's loyalty 
and chastity, although they live separated from each other. Their reunification is 
expected but we are shown that even though the husband and wife live near each other, 
nothing but a very lucky series of cleverly assembled accidents can bring them back 
together: (a) Smikrines, Pamphile's father intent on taking her away from her profligate 
husband, comes out of Pamphile's house to find himself settling a dispute over 
recognition tokens and who of the two strangers will keep them. He is involved in 
protecting his grandson of whose existence he has no idea until Act V. Syros' (or 
Syriskos') victory in the dispute allows for the baby's gnorismata to be left untouched. 
A sense of coincidence is created when his opponent Daos leaves the stage and Syros 
orders his wife to enter Chairestratos' house who is, so we hear, Syros' master (376ff)! 
Were we prepared for this in the prologue or is it a totally surprising twist? He at last has 
a close look at the things Daos was refusing to hand over and Smikrines' justice allowed 
him to keep, (b) He could have walked inside with his wife. Instead, we have him on 
stage going through the things when suddenly Onesimos walks out of Chairestratos' 
house complaining about the cook's lack of zeal for the party. He recognizes the ring 
Syros is examining. There was in fact nothing to prevent Menander from orchestrating 
the meeting inside Chairestratos' house with Onesimos coming out later to narrate the 
unusual coincidence. However, in the present play Menander seems at pains to increase 
the sense of coincidence. Onesimos' entrance seems designed to give a sense of being 
accidental and almost petty; besides, it is clear that the ring leaves the bag only for a 
while - and will go back in it once Syros has made sure what items are included.31 If he 
entered the house he would not want to go through the items inside amid the noise of the 
partying guests and before a cook (taken by comedy to amount to a thief); the stage 
space is the only suitable place to inspect the items. After that, the baby will be brought 
into Chairestratos' house where Charisios - his true father - is staying and whose 
parentage needs to be ascertained, (c) Habrotonon's timing too is nothing but arbitrary 
and accidental: she is on her way away from the house because, she says, Charisios has 
been strangely cold to her all the time. She will accidentally overhear Onesimos'

30 Compare the sentiment in Terence: equidem plus hodie boni /fed inprudens quam sciens ante hunc 
diem umquam (Ter. Hec. 879f).
31 When Syros orders his wife to take the things inside to Chairestratos (CTU Se rctim, yuvat, / AajSoOaa Trpo? 
TOV rp6J>i^ov evda.8' etafape I XaLpearparov , 376ff.) we should not imagine him planning to entrust them to 
Chairestratos. Everything seems to show that Syros plans to keep the baby and fight for his rights by 
guarding the trinkets.
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conversation with Syros about his master Charisios losing the ring now in Syros' 
possession at the Tauropolia last year. Another coincidence follows and we hear that 
Habrotonon was in fact at the Tauropolia then and even saw a ravished girl who could be 
the mother of the baby. The play is made to move further only because Habrotonon 
overheard the slaves' conversation, because she was present at the festival playing for 
women who were friends with, of all the people, the ravished girl, and because now 
Charisios, still pining for his wife, left Habrotonon alone at the feast. Only through 
accumulated coincidences concerning Charisios is she able to act. In order to find out 
whether it is indeed Charisios who raped the girl she saw at the festival, she will pretend 
to be the mother of the baby. With her scheme she walks back inside the house, (d) 
Habrotonon's pretence will create much confusion. Perhaps it was amidst such noise that 
the baby started to cry and she took it to her arms and left the house. Again a 
coincidental meeting, caused by nothing more than a crying baby, follows and 
Habrotonon recognizes the woman whom she saw ravished at the Tauropolia festival. 
With the baby clothed in recognizable embroidery she addresses Pamphile, the girl 
whom she had no easy way to locate and whom Smikrines threatened to take away from 
the stage house for good any moment, (e) Charisios, perhaps to be imagined as worried 
how Pamphile will take the news of the baby born to Habrotonon is eavesdropping on 
her conversation with Smikrines - the only moment when Pamphile could have an 
opportunity to declare her faithfulness to Charisios. It must have been the last straw for 
Smikrines to hear of Charisios' baby apparently conceived by a courtesan as he brings 
his daughter on stage to try to convince her with strong arguments. The husband 
recognizes the true character of his spurned wife when from a distance he overhears her 
conversation with Smikrines. Of course a simple confrontation between husband and 
wife would have revealed as much, but by the fact that the crisis made him eavesdrop on 
his wife like a stranger from the neighbour's house, her confession looks more objective 
than any profession of love in front of him would (for that could be interpreted as a false 
attempt to save her position).

What could possibly be realistic about this dependence on elaborate coincidence, 
one may well ask. And why Menander, instead of silently passing over the technique, 
actually draws attention to the element of arbitrariness in the behaviour of the play's 
characters? It seems to me that he draws attention to the coincidental and the arbitrary in 
order to emphasize the indispensable nature of every single cog in his plot mechanism. 
True, such an accumulation of happy coincidences does not happen in real life every 
day 32 , but it is not downright implausible either due to (at least a semblance of) 
motivation for everything that happens on stage.

Coincidence is a technical solution to the genre's limitations and requirements. It 
creates a sense of novelty, irony, and surprise for the spectators who, like the characters, 
are often kept in the dark about the timing and the meaning of such coincidences. The 
tragic vision of Euripides must have appealed to Menander who seems to have moulded 
the Euripidean technique to suit the comic world. Burnett comments:

32 Just two examples of characters who make us ponder about their extremely good luck: ego hodie, neque 
speraui neque credidi: / is inprouiso filiam inueni tamen; / et earn de genere summo adulescenti dabo / 
ingenuo, Atheniensi et cognato meo. (Plaut. Rudens 1195-98).
Similarly Sostratos boasting about 'his' achievement makes us aware of in fact how lucky he was: ouSevo? 
Xpr) TTpay^aros I TOV eu <f>povovvd' oAto? Q.-noyv5)va.L irore. I aAami yi'ver' em/teAet'cu /cat TTOVOJL I O.TTO.VT\ eya» 
TOVTOV TrapaSeiy/Lta vvv (f>epw I ev Ty/xepat {JUCLL /careipyao/iai ya.fj.ov I ov ouS' av eis TTOT' a)ier' avdpanraiv o'Acu?. 
(Men. Dysk. 860ff.)
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'[Tragedy] had made the blindness of men one of its principal tenets, and tragic 
irony, the device for conveying this blindness, had become the chief stylistic 
ornament of the classic stage. It was an elegant and indispensable tool, but irony 
had a major flaw as a teacher of humility, since it depended upon the creation of a 
knowing audience. The spectator who joined the poet in marvelling over the 
blindness of an Oedipus forgot to see himself in the blind man, for irony 
appreciated had made him feel as all-knowing as a god. Again and again the plays 
told of the dangers of misconstruing human strength and knowledge while their 
own inner symmetries were yet an encouragement to complacency. Euripides, who 
loved the effects of verbal irony, seems to have felt this paradox, and he developed 
in his mixed plays a set of counter-devices that would force the spectator from his 
omniscient throne. The multiplicity of their action allowed him to build terrifying 
structures of living contradictions, while the familiarity of each of their parts 
permitted a calculated disappointment of expectations. The known could be altered 
by mutation and distortion until the audience was forced to join the principals in 
their baffled groping.' 33

New Comedy poets must have been aware of the ambiguous nature of coincidence 
and its place in their cleverly constructed plots. At times they could even have some fun 
with their own sincerity in plausibly motivating characters and action as the two 
examples below will show.

Asked what takes him, an infrequent guest, to Athens Crito comes up with an 
answer sounding almost perfunctory:

CH. quid tu Athenas insolens? CR. evenit. (Andria 907)

This is the man who holds the key to anagnorisis and happy ending and he is not 
given a more plausible reason? There is a sense of inept motivation and weakly veiled 
arbitrariness in his reply. But it serves its purpose: naturally paranoid Simo suspects that 
Crito is a hoax, part of a scheme to fool him - for indeed his reason for arrival is highly 
unusual and thus suspicious:

itane adtemperate evenit, hodie in ipsis nuptiis
ut veniret, ant(e)hac numquam? est vero huic credundum, Chreme. (Andria 916f.)

In fact, however, the deus ex machina Crito had a good reason to come to Athens 
only he probably did not want to confess that he arrived with the intention of checking 
the possibility of inheriting from deceased Thais. He saw that Glycerium was still being 
considered Thais' sister and so there would have been no point in pressing his claim. It 
is important to note that by replying in such a perfunctory way Simo feels he is a cheat 
(sycophanta 919). Crito is offended and in anger he blurts out all the surprising facts that 
he knows and that would have otherwise remained hidden. Of course Simo will not be 
persuaded and dismisses Crito's narration (fabulam inceptat 925). Ironically Chremes, 
who is on stage as well, takes Crito's story seriously and thanks to that discovers his 
long-lost daughter. The resolution is accidental as frequently happens, but it gets an 
unusual twist in the paranoid Simo's doubts about Crito's identity and his all too 
opportune arrival thus serving as an ironical comment about the (necessary) deus ex 
machina of this play.

33 Burnett(1971)15.
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Another character commenting in an interestingly ironic way about the genre's 
required ending is Chremes in Terence's Phormio. He praises gods for seeing to it that 
things took an auspicious turn without his involvement:

CH. di vostram fidem, quam saepe forte temere 
eveniunt quae non audeas optare! offendi adveniens 
quicum volebam et ut volebam conlocatam amah: 
quod nos ambo opere maxumo dabamus operam utfleret, 
sine nostra cura, maxuma sua cura solu 'fecit. (Ter. Phormio 757ff.)

Chremes must find his daughter who grew up on Lemnos with her mother - the 
two women hidden from Chremes' Athenian wife. In order to keep the secret from his 
Athenian wife he wants to find the girl and marry her to his nephew Antipho. That is the 
only way the girl's father may be kept secret. If she were to marry anyone else, naturally 
her father would have to be identified and Chremes would be placed in a difficult 
position. In short, he needs to have his nephew married to his Lemnian daughter. 
However, he comes home to see that Antipho has already married some girl and all hope 
is lost!

By a stroke of good luck for Chremes, Antipho in fact married the very girl 
Chremes wanted for him: for when Chremes went to Lemnos he could not locate his 
local wife and daughter there as they were already in Athens looking for him. The girl's 
beauty attracted none other than Chremes' nephew Antipho. Phormio the trickster 
suggests to the young man an intrigue that enables him to marry her, much to the 
annoyance of both Antipho's father and Chremes, who believes (ignorant of the newly- 
wed girl's identity) that he has now lost for good a chance to marry off his Lemnian 
daughter in silence. Once the identity of the girl is revealed, however, Chremes is 
naturally jubilant. His self-congratulatory tone seems to be hijacking the play built 
around the problems of the young man and his 'love at first sight' into a cheating 
husband's petty wish-fulfilment. The author of the play has clearly had good fun with 
the old man and with the meaning of the happy ending of the play. Praise of the outcome 
put in the mouth of the one man who was most interested in having the plot conform to 
the New Comedy type is an excellent stroke.

In-jokes for those who know how the genre works do not seem to disturb the 
pretence because they are spoken in character - by a paranoid man like Simo who jumps 
at the slightest suggestion of foul play, or by a cheating husband like Chremes whose 
position makes him appreciate the coincidences that save his hide. 34 Let us look at them 
a bit more, for they are an interesting comment on the genre and its tools. It is especially 
tragic 'fiction' that seems to play an important role in the game.

Swift finish: and joking about it all
Bain excluded comic allusions to tragedy from his examination of illusion- 

breaking elements because '[tjragedy, its plots, characters, situations and conventions 
form a natural topic of conversation at Athens at almost any period... There exists in 
such references and comparisons no tension between real life and the play.' 35 He is right 
to say that on the obvious level there are no breaks of 'illusion' and that is all he was 
trying to prove; but implicitly at least, it must have been seen as dramatically ironic to

34 Or so he thinks: his wife does learn of his past after all (cf. 1005ff).
35 Bain (1977) 213 and note 3.
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hear about tragic parallels to comic situations. Gutzwiller36 recently even suggested that 
'Menander's plays invite metadramatic readings in which the plot develops through the 
struggles of characters to impose on themselves and others tragic readings of their comic 
situation.'

The pattern identified by Gutzwiller extends well beyond theatre, though: tragedy, 
its diction and motifs, was pragmatically (ab)used in real life, most obviously by orators. 
One hears of defendants quoting legends before the jurors in order to amuse them:

01 8e Xeyovaiv fivdovs TJ/UI>, ol 8' Aiaco-rrov TL yeXoiov
01 Se OVCCUTTTOUO-', tV eyit yeXaaoj /cat rov Qv^ov /caraflw/tat (Ar. Vesp. 566f.)37

Tragedy is presumably the source and the medium for the /n00oi here and it is 
interesting to find it next to Aesop's funny stories or jokes. 38 Pathetic, artful, or just 
amusing language had a pragmatic role in swaying the jurors. Bain's point is then valid - 
when for instance Syros, a deinos rhetor in Epitrepontes (cf. 236) alludes to a tragic 
precedent for the very situation he is in, he does copy real life practice:

redeaaai. rpayojtSous1 , otS' ore, 
KOL raura /care^et? Travra. NrjXea rtva
TT \ ' i ' ' T /-«/ >\He/uav r eKeLVOus evpe TrpecrpvTTjs avijp
atTroAo?, ex<oi> olav eyiD vvv Stfflepav (Men. Epit. 325ff.)

Such alludions to tragedy are to be expected especially when copying courtroom 
practice.40 Yet tragedy also provided precedents whose invocation may have served one 
particular pragmatic purpose: namely, by a quick identification of a tragic precedent, an 
intricate plot could smoothly speed to a resolution without getting bogged down in small 
points, or an uncomfortable situation could have been humorously passed off as having a 
venerable tragic pedigree. This allowed Menander to have it both ways: he could use 
interesting themes with a theatrical appeal, even those that would be rather 
uncomfortable in real life, and at the same time he did not have to worry with 
overloading his already complex plays, especially near the end, when he could just point 
his finger at familiar precedents for reference. Thus Onesimos in Epitrepontes 
mockingly threatens to quote a whole speech from Auge if Smikrines does not begin to 
catch up with the domestic developments. A repetitive scene with Onesimos explaining 
to Smikrines what the audience already knew was not an option; instead, Onesimos has 
his fun with Smikrines by alluding to the more elevated situation in Euripides' Auge as a 
precedent for what happened under the old man's nose.

"77 (fjvais efiovXed', TJL VO/LKUV ov8ev peXei'

36 Gutzwiller (2000) 105f.
37 Tragic pathos, both accepted and criticised, and citations from tragic plays abound in fourth-century 
orators: cf. e.g. Demosthenes 18.13, 19.189, 245f., Hyperides 1.12,4.26.
38 If all this does not persuade the jurors, more pathetic means are employed: children will be dragged by 
hand into court, they will prostrate themselves and 'bleat' with one accord: TO Se ouy/cui/favfl' a/xa jSA-^aTcu 
(570ff, MacDowell's text), a^a raises their behaviour to a level of a premeditated 'stage-act.'
39 He is alluding to one of the three famous poets: either Sophocles (fr. 648ff: 'veri simillimum,' Radt 
(1977) 463) or Astydamas II (60 F 5c, Snell, with Test. 1) or Karkinos (70 F 4 Snell). 
40 Or appealing to the magnitude of the situation at hand. Thus Daos, pretending a tragic outburst in Aspis, 
intends to fool Smikrines into believing that Chairestratos is about to die: Sei rpayojtS^o-at irados dAAotov, 
he says (Asp. 329f.) and goes about the business giving even the sources of his sententious lines (Asp. 414, 
417, 427). The two old men in Samia are another example. In their case tragic grandiloquence is an 
adequate expression for their stupefaction at Moschion's apparently atrocious crime (Sam. 325, 495).
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v £''» 5 <- <* n ) V / « /  
Ty O €77 aUTCOt TtUtO €0U. Tt /MCO/OO?

rpaycK-rjv epw <JOL prjcrLV e£ Avyrjs oXrjv 
av fjirj TTOT' atcr^t, 'LjjLLKpivTj. (1 123ff.)

The play shares some ground with Eur. Auge, but the similarities cannot have been 
far-reaching. By alluding to a dramatic precedent, certain detachment is made possible 
almost with a hint at the theatrical necessity of what happened. This comes in handy 
when the poet wants to speed things up, create a festive atmosphere, and so on. Naturally, 
also in situations such as rape - which was not an easy topic in real life, though a staple 
motif in comedy. Invoking a tragic precedent for the rape may work to make the crime 
seem less problematic. For instance Denies in Samia has to inform his neighbour of the 
fact that it was Moschion who raped her and the style he uses is full of wit:

OVK CLKTJKOaS AeyOVTWV, €6776 jLLOt, Nl/CT^OdTe,

rojy TjoaycotSoii/ a)$ yevopevos xPvor°S ° Zeus eppurj 
dta reyous Kadeipy/jievTjv re muS' efMoLxevcrev Trore; 
(Ni) ecra 877 ri rovro; (A?;) tcraj? Set -rravra irpoaSoKav; CTKOTTCL, 
TOU reyovs et crot pepos rt pel. (Nt) TO -nXelarov. aAAa ri 
TOUTO Trpos e/cetv' ecrTC/ (A?y) TOTE /zei/ yLveff o 
Tore 8' u8ay>. opats" eKeivov rovpyov eariv. ai? 

. (Men. 5a/w. 589ff.)

Demeas' light tone, devaluing the rain of gold of tragedy to mere rainwater, would 
be inappropriate in real life but comedy becomes for a moment suspended in its own 
world so that a sense of closure may be achieved. Quoting a tragic precedent and 
observing that it is applicable, makes the situation a little surreal and as such it can be 
handled with economy and irony.

Economy of presentation, I believe, is the reason for such invocations, and it is for 
the same reason that Menander may allude also to specifically comic situations and 
stock types. Complex plots required that some characters should arrive on stage 
unexpected and although costume and occasionally props could identify them 
immediately, the effect is frequently reinforced by hinting at the tradition behind the 
particular type. This is mostly the case with cooks, parasites or other characters who go 
without a mention from a prologue speaker.

The first entrance of the cook in Aspis is a case in point (see also Chapter I above, 
21). Unusually enough, he is first seen walking away from the stage house seemingly 
leaving for good, it seems. He cannot start with any of the typical cook jokes but he 
introduces himself by referring to his place in some recognizable comic situations 
(216ff).

There must have been some cases where comparison with predecessors verged on 
metatheatre by explicitly drawing attention to the comic stock types. In adesp. fr. 1093 
K-A (P. Heidelberg 184 fr. 11) a cook is seen talking about the representation of his 
colleagues on comic stage and feels sorry for their pathetic way of pinching insignificant 
bits and pieces of food:

e7re]/?/£ Tai ?[^ TroJAAa/a?, VTJ rou? Oeovs, 
0ea»p<u[v] rvyxavw /ao/zauSiai' 

Qijayet/DO? earrLV, eXeelv TTJV

41 Anderson (1982) on discrepancies between the two plays.
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/cat r[o] yevos- TJ^OJV, el rotaura

e]crrt yap 01/61877 Kat [<Ao]yo<r /cpeatSta

Su' e£ evos- TTotoGat /cat xo/o8^? ro/zou?

e/C TO]G /zeCTOU /cAeTTTOUCTt KOL TttUTTJV TTttAtl/

e]7rayouCTt, /cav rat? cr^oyytats- eAatSta

ot]i/o/AeAt r' €K(f>€povai. /cat /ca/ca? ru^a?

ar[..].a/Jouo-t.:: rt/ztecm roO AajSeti/

oju Se 87) T/, Trpos- 7-77? 'Ecma?; :: evo? Suo

dJ^eAet.......e8uyap[.]7rtj8a? /caA<S<r, etc. (adesp. fr. 1093.221ff. K-A)

Here, a comic cook claims superiority over his fellow cooks in a way that directly 
draws attention to previous dramatic treatment.42 He may well be referring to the comic 
type in a preparation for his own, better techne but it is difficult to guess how big a role 
the conceited promise played.

Similarly in Perikeiromene Daos is introduced by his young master Moschion as a 
cheeky slave often caught lying in the past:

Aae, TToAAa/ct? /nev 77877 Tipo? /x' aTTT^yyeA/ca? Aoyous" 

OUK aXijOeLs, aAA dAa£a)v /cat deotaiv e^po? et. 
et Se /cat vuvt TrAai/ats- ^e - (Ph. 267ff.)

This introduces a familiar figure but also prepares the audience for a subtle 
variation: a young master is often helped by his slave in his love affair and Daos may be 
expected to act similarly. In fact, the young Moschion' s slave will play a mischievous 
trickster, the role more typical for him when dealing with old masters. It helps, therefore, 
if from the beginning we see Daos' mischievous nature towards Moschion emphasized.

The predictability of the behaviour of particular character types allowed for a 
quick introduction by references to comic conventions and recognition of typical comic 
types was of significant help in moving plays plausibly ahead.43 Simo in Ter. Andria, 
when suspecting foul play from his servant, offers by way of proof only: 'I know you' 
(quia te nor am 502) and the playwright may count on the audience aware of the 
behaviour of typical comic slaves. Just as spectators came to expect certain behaviour 
from comic types, so too characters on stage consider, say, slaves, courtesans and 
soldiers as endowed with recognizable character traits. The following argumentum ad 
hominem is plausible not because all soldiers were like that but because spectators were 
aware of the theatrical tradition of such soldiers and the plausibility that this soldier 
would be no different :

Aw. Bvarvx^s,
TJTLS arrpaTLWTTjv eXafiev oVSpa. TrapavojLtot 

airavres, ou8ei> moToV. a) K 
a'8t/ca Trao^et?. (Ph. 185ff.)

42 For the suggestion that the fragment is by Menander, see Austin (1973) 252 and Jacques (1963) 55 n.3. 
Blass (quoted in Sandbach's Oxford text) suggested Philemon. For a discussion see Bain (1977) 217ff. On 
the treatment of comic types, see Leo (1912) 13 Iff.
43 Thierfelder (1936) 324 ff. on stock types and characters. Intriguers, for instance, often count on 
predictable reactions of those who are to be fooled: intrigues are plausible because characters on stage 
base their judgment on their past experiences (exo tou dramatos) and such experiences deliberately 
coincide with the spectators' awareness of particular comic types and their typical behaviour.
44 See the bibliography given above, 8 n.30.
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There is much dramatic irony stemming from the fact that the soldier in 
Perikeiromene is not a typical miles gloriosus, silly, boastful and forceful with girls.45 
He is novel, reinvented for an original plot, and the audience is made to realize it by 
characters such as Doris who mistake him for a typical comic soldier. Spectators 
naturally expected comic types to behave in the ways in which comedy consistently 
presented them and the playwright may take advantage of this. In Dyskolos Sostratos' 
friend, mentioned already by Pan (Dysk. 42), and boasting at length about his ability and 
speed in finding quick solutions to his patrons' romantic infatuations (Dysk. 57ff.) seems 
to suggest the role of a helpful friend for Sostratos - only for us to see that this 
preparation for aparasitos was in fact a red herring: the man runs off at top speed at the 
first intimation of danger. The same game of expectations is repeated anew when 
Sostratos wishes to pit his rascally slave against Knemon. He speaks of his plan to fetch 
Getas, whom he believes capable of dealing with the difficult old man:

<TL> OLOLTTVpOV KOL Tfpay^aTtoV

eoTiv TravTOoaTraiv TO ovaKoXov
TO TOGS' €K€LVOS < > aTT&a€T\ Oio' 6y(t). (Dysk. 183ff.)

If we expect the play to move towards a clash between a scheming slave and 
Knemon, the next scene must come as a surprise for we learn that Getas was not in when 
Sostratos was looking for him (259). Sostratos' mother, it transpires, needed him for 
something else. The promise of bringing on stage a scheming slave ends in a seeming 
anticlimax with the excuse humorously weak - as if a blatant joke on the spectators'

• 46
expectations.

Intriguers — rravovpyoi who spell out the workings of the game
By far the most obvious characters to spell out comic patterns are intriguers 

because they are ready to perform little posing acts that look remarkably similar to what 
comedy uses in earnest. A character in Xenarchos' comedy claims that fishmonger's 
tricks are far cleverer than anything an armchair playwright may come up with:

ol pev TTOirjTaL Xrjpos eiaiv' ovoe ev 
-yap evpiaKovacv, aAAa

e/cacrros1 CLVTOJV raur' aw re /cat /carou.

TO>V S' i^0uo7rft)Aa>i> (f>L\oao(f>a)T6pov yevos 
OVK eaTLV ouSev ovoe /u-aAAov avoaiov.

45 For other examples, see Arnott (1979) 353ff. Schafer (1965) 9Iff.
46 We get an impression that any excuse will do. Cf. Plaut. Cas. 64-6 for the kind of joke used here. 
Needless to say, Menander surprises his spectators when Getas does appear on stage (402) and the promise 
of a scheme against Knemon is renewed - but there quickly follows a third surprise and Getas is shown as 
completely helpless in the face of enraged Knemon (456). For Sostratos' endeavour, therefore, Getas is of 
little help. And yet, Menander returns to the initial promise and has Getas (with Sikon) punish Knemon in 
the charade of Act V. Similarly teasing is Ter. An. 69ff. Simo expected his son to fall prey to the courtesan 
Thais' allurements, but he is proved wrong and the boy becomes a paragon of virtue in his father's eyes. 
Unlike his friends, and unlike the compic type to which he belongs, he apparently resisted all temptation. 
Eventually, Chrysis died and Sosia is pleased that the danger of temptation passed the young master by (o 
factum bene! / beasti; ei metui a Chryside 105f). For a while we may be stop and admire that a new 
paradigm seems to have replaced the traditional treatment of young men. As the plot develops, however, 
we hear that the young man did fall in love with a girl in Chrysis' house and his behaviour thus after all 
fulfils what is generally expected of a comic young man. Cf. also Bain (1987), Ireland (1983), Katsouris 
(1976c).
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€TT€L yap aurots" ou/cer' ecrr' e£oucrta 

pat'vetv, aTret/oTyrat Se rovro rak i/o^uot, 

et? rt? Oeolaiv ep^/ao? avdpayrros TTCLVV 
^Ty/oatvo/^evous1 d>s etSe rou? t;^0G?, P' L̂Xrlv 
eTTOLTja' ev aurot? e^emr^Se? eu 7rdt>u. 

Se TrA^yat, /catptav 8' etA-^evat 

/caramVret /cat At7ro0u;£etv 8o/cwi> 

e/cetro /Mera ra>v t^0uo)v. jSoat 8e rt?
44«£ "^ 51 < 0» '/)\ 5 >. / ruoa»/o <vda)p.> o o euvus ega/oa? Trpo^ovv 
raiv o/More^;i/ajv rt? roG ^tev aKaprj TravreAai? 
/care^ee, /caret raiv i)(6ua)v 8' aTrafaTrav. 
etVot? y' av aurou? apri.(D$ -^Aco/cevat (Xen. Porphyra, fr. 7 K-A)

The little show staged by the fishmongers and claimed, all too explicitly, to outdo 
anything produced by poets, is however only too similar to comic charades: the 
monologue describes a little theatrical act (So£as- AcaramTrrei /cat At-n-oi/fux6^ So/cwv) and 
as sometimes happens on both tragic and comic stage the 'actor' faints and someone 
calls for water (J8oat Se rt<r 'uScop <u8wp.>', cf. Men. Stf. 363f, Ar. Vesp. 995). The 
danger of a panourgos intriguer lies precisely in that he is capable of anything, even 
speaking about his own theatrical methods with cool detachment, enhancing the present 
experience at the cost of the 'fictional' dramas. What is performed in earnest (seuerum et 
seriuni) in other plays becomes mere run (per iocurri) open to an analytical examination 
and an almost ironical comment. The contrast and confusion of the two concepts is very 
explicit in Plautus' Poenulus, based on Alexis' Karchedonios:

MILPHIO. opino hercle hodie, quod ego dixiper locum,
id euenturum esse et seuerum et serium,
ut haec inueniantur hodie esse huiiusfiliae. (Plaut. Poen. 1169ff)

What by Milphio was meant as no more than an arbitrary joke47 turned out as 
'real' in the play's universe. Even a New Comedy playwright no doubt saw much 
humorous potential in the tension between the universe of the created play and the 
disclosure of the comic experience that intriguers offered.48 They give a sense that a 
present play is not scripted but is 'real life' itself, while tricks borrowed from tragedy or 
comedy denigrate other plays to the level of'fiction'. I shall provide two examples.

Sikyonios, and the problem of comic sincerity in recovering Philoumene's 
eligibility for marriage

Theron's intrigue in Sikyonios toys with the necessity for a satisfactory and typical 
New Comedy ending. Stratophanes, believed a Sicyonian, is in love with Philoumene 
whom he bought from pirates in Caria some time ago (2ff). But how to make the girl 
eligible for marriage with Stratophanes? This familiar dramatic problem turns into a 
developed scene of generic self-irony. Theron, Stratophanes' ingenious parasite, tries in 
a rather unclear passage to convince Stratophanes to agree to a scheme by which a

47 The intrigue is sometimes presented as a joke: as in Ter. Eun. (CH. dixti pulchre... PA. iocabar 
equidem. 376, 378), Plaut. Mostellaria, Mercator, Poenulus, etc. Blansdorf (19S2) passim.
48 Thierfelder (1936) 330, judging by Latin evidence concludes: 'Menander besonders der der terenzischen, 
also spateren Stiicke, [hat] gern Gelegenheit zur Ironisierung der auch von ihm eifrig angewandten 
Klischees der Technik ergriffen, grundsatzlich im gleichen Geiste wie andere Dichter in fruher erwahnten 
Fallen, nur teils verwegener, und zugleich grazioser, teils ernsthafter.'
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witness is to be found who would perjure himself and claim that Philoumene is a free- 
born girl, thus removing the obstacle that lies in the way of the marriage.

TL orj TO /ca/c]ov TTOT' eoriV; OUTCO paprvpelv 
/Ltapru/oa] TOLOVTOV av TLS evpot, TroAAa^oG 

€VTau6' e]i> acrret roGS'' 'EAeucrt? ecrrt, /cat 

Travriy]vpis TTOV. rt? voTyaei, Tfpos 6ewv; 
el o-vvopa^ecTat ST^IO?,  69 TLS ov TO^U 

TTJV 77-atS'] a^eA/cuaatr' av. (Men. SVc. 55ff. )

The prologue speaker would have told the audience that the girl is indeed a 
freeborn Athenian (cf. 1. 2) as she must be if the play is to reach any meaningful 
resolution. The audience acquainted with the genre would realize that the majority of 
New Comedy intrigues are directed at removing obstacles in the way of the lovers' 
(re)union and that often it is the seemingly inappropriate origin that forms an obstacle to 
such a resolution. 50

The dramatic necessity for such an ending turned into an ironic statement about 
plotting which required an undoubtedly contrived way to reach the satisfactory 
resolution. Theron's intrigue addresses a typical comic problem, but Theron himself 
becomes a victim of ignorance when what he devised per locum begins a life of its own 
(as something seuerum et serium). Like Xenarchos' fishmongers allegedly cleverer than 
poets, Theron's intrigue finds a mightier rival in 'real life'. Act V (312ff.) brings 
dangerously close together the scheme and the 'real-life' of the play. Theron brings on 
stage a man whom he wishes to convince to play the part of a witness51 who would 
confirm that Philoumene is a free-born Athenian citizen. The situation gets out of control 
when poor Kichesias refuses to make a financial profit out of perjury. He must have 
found the task unpalatable, not least because he himself knew how it was to lose a 
daughter... Theron, on hearing that, believes that the old man instead of playing a 
witness wishes to play the part of the girl's very father and the schemer admits this beats 
his own scheme. Theron the parasite does not for a while believe that Kichesias is 
serious and takes it that the impecunious (what a fine touch!) Kichesias easily slipped 
into the role asked of him. The situation results in splendid irony from the moment that 
the impostor brings an unsuspecting old man and tries to teach him the role that the old 
man knows only too well already:

KI OVK el? TOV oXedpov - <0H> ^aAe-Tro? ^aQa, KI -a-no^Bepel 
a-n e/^oG; Ktx^o-Lav a^ Toiovd' iWeAajSe? 
epyov TroTjcreiv rj Xafielv av irapa TLVOS 
apyvpiov. 0H . CLOLKOU TrpaypaTOs. KI

49 Following Arnott's text in the lacunae.
50 Dieterle (1980) 38-42 gives the summary charts that make clear the predominance of (re)unions of 
lovers as the most obvious goal of comic intrigues. In the following plays such a (re)union requires the 
removal of the obstacle of one partner's inadequate origin through an anagnorisis: Plaut. Casina, Curculio, 
Poenulus, Ter. Andria, Haul., Eunuchus, Phormio. Good evidence of how frequent this motif is can be 
found in the mistake some critics were led to make when parts of Men. Samia first appeared. It was 
believed that the same motif of anagnorisis had to be used in the play to allow for the reunion of the lovers 
Demeas and Chrysis, with Chrysis' status as a courtesan proved false by some evidence. Only further 
papyrus finds proved such guessing to have been wrong, misled as it was by a sentimental sympathy with 
Chrysis (no working courtesans is in fact known to be Athenian born). See Lloyd-Jones (1972).
51 I follow the interpretation of GS ad 312 (and Belardinelli ad loc.). 
52 1 follow Arnott's lively distribution of parts.
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jv yevo^vov; 0H. ev y- op'
TOUTOU

,

w eXeyov aprt. KI. roO rtVo?; 0H.
I/ca^covtST/s- ye - TroAu cru jSeArioi/ Aeyet?.

voetv rt, (f>aiv€L TOV TVTTOV TOV Trpayjuaro?.
OUTOS- yevoG- /cal cn^o<r et yap CLTTO rvxys
KO.L /u/cpos-, olov eAeyev 6 Oepairuv rare.

KI. yepaw oy et/xt yeyoi/a. 0H. -npoaQes "Owydrpiov
A\TJdev aTT-oAeaa? aeaurou rerpaeres--"

KI. Apo^wi/a r' OLKeTTjv aiToXeaas . 0H. eu 77avtr
"ap-rraaSev UTTO A^to-raiv." KI. ave^vrjaa? TraBous
rov adXtov pe /cal (/>0opa$-53 oi/crpa? e/Ltot.

0H. apioTcr TOVTOV Sta^uAarre rov Tpo-rrov
TO r' emSa/cpuetv. aya^os- avOpamos crfoSpa. (Sik. 343ff.)

Theron wants to create something that, on reflection, must be there in the play 
somewhere in earnest for the drama to reach a satisfactory resolution. Menander could 
well have brought on stage a different Kichesias with any perfunctory purpose and have 
him coincidentally become reunited with his daughter. However, through Theron we are 
treated to a travesty of the theme before reaching the de rigeur recognition scene. An 
audience aware of the only possible generic resolution available in this play (foretold in 
the prologue) must realize the explicit irony of the intrigue and the freshness with which 
Menander reached the required anagnorisis after all. We perhaps associate such scenes 
that can laugh at generic requirements more with Plautus - and indeed comparison with 
very similar Poenulus (1 lOOff.) is unavoidable. 54

Habrotonon and the scripts for raped girls
Another character who takes a detached view of typical comic material is 

Habrotonon in Epitrepontes. In order to find the true parents of the foundling baby, she 
devises a scheme that entails her posing as the baby's mother. To succeed, she must play 
the part of a raped girl, but she knows what they usually say, and should not have 
problems sounding plausible as she seems acquainted with their situations53 :

ABP. 0eaa', '

av crvvapear/L aoi TOV^LOV evv^Tfy apa. 
efjiov Trorjao^aL TO Trpa-y^a TOUT eya>, 
TOV oaKTvXiov AajSoGcra r' etaw TOVTOVL 
elaei^i Trpos eKelvov. ON. Aey' o Aeyets" aprt yap 
vow. ABP. KaTLOMV \i exovaav ai/a/cpti/ei Trodev

irapBevos
eV ouaa", ra r eKeivr/L yevopeva TTQ.VT 

TO, -rrXelaTa 8' avTwv otS' eyw.
ON. aptara y' av6pa)Tra>v . ABP. eav OLKCLOV TJL 

TO -7TaLt<a S'>, ev6vs jj^e

53 v. 358: t0upa?t = Owyarpos Barigazzi, Post: fidopas Arnott.
54 Gratwick (1982) lOlff. presents a strong case for Menander's Sikyonios as the model for Plautus' 
Poenulus scene.
55 Men. Heros (e.g. 74ff.) could have contained something like a narration of the circumstances of 
Myrrhine's rape but, admittedly, fr. Se£ »  is too lacunose to be certain.
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em rov eAeyXov /cat /tefluan; ye vvv epet 
Trporepos- a-n-avra /cat Trpo-n-e ?- a 8' av Ae 

TT-pocro/AoAoyTJaa) roG Sia/Aapreii; /xTjSe ev 

TrpOTepa Aeyoucra. ON. iWepeuye i^ rov/ "HAtov. 

ABP. ra /coti/a ratm 8' a/c/aoG/xat rwt Aoyau
ro

S rt?". ON. euye. ABP. /carejSaAe? Se /A' (is 
t/xarta 8' ot' amuAecr' 97 raAati/' eya»" 

(£770 . 77po TOUTOU 8' evSov auTo jSouAo/xat 

Aa/3oGcra /cAaGcrat /cat ^tA^crat /cat Troflev 

eAa£ei> epturai/ r^v exoucrav. ON. 'Hpa/cAet?. 

ABP. TO -n-epa? Se TravTaiv, 'VatSt'oi/ rotVuv" epw 

"earjt yeyovo? aot", /cat TO i/Gv evpypevov 
Set^w. ON. Travoupytu? /cat /ca/co^ws1 , 'Aj8poToi/ov

ABP. av 8' e^eraaBrfi ravra /cat (bavni,
" r ' - * / y /a>i/ OUTO? auTou, TT^J/ Kopijv ^rjrrjao^ev
Kara arxoXrjv. (Men. £p/Y. 5 1 1 ff.)

Habrotonon is intent on imitating Ta /cotva - things commonly said by ravished 
girls, playing faithfully a part of a ravished girl - a strikingly self-conscious arrangement 
in the comic universe, and the more humorous for that. Admittedly, she does not reach 
anything like the explicitness of a Ballio in Plautus' Pseudolus 56 It is this subtlety that 
distances Menander from both Aristophanes and Plautus. Moreover, I wish to suggest 
that even with much subtler and implicit means Menander can in fact achieve the same 
effect as his more metatheatrical colleagues. 57

Because of such subtlety, Aelius Aristides ignores him completely in his Flept ToG 
Trapa^BeyfjLaros, conceived with a specific purpose to defend a piece of incidental self- 
praise (mipa^fleyiLta) in his hymn to Athena. 58 When that remark caused offence, the 
rhetor set out to assemble examples from major literary genres to show how authorial 
self-praise pervaded most of them. Significantly enough, New Comedy finds no place in 
his list. 59 This could mean either that it was non-existent for him or that the genre simply 
did not provide examples explicit and useful enough for Aristides' rhetorical purposes; 
nothing that would approach the explicitness of a 'dramatic parabasis' to which he at 
one point compares his paraphthegma.

56 Nugas theatri; uerba quae in comoediis solent lenoni did, quae pueri sciunt: malum et scelestum et 
peiurum aibat esse me (Plaut. Pseudolus 1081-83). On explicit mentions of plays and players in Terence 
and Plautus, see Knapp (1919).
57 Studies examining metatheatre in Menander, notably Stockert (1997) and Gutzwiller (2000), are 
interesting but not utterly clinching for the very reason of Menander's subtlety. My example to show this 
would be cases where either an intriguer spelling out his scheme, or his listeners, comment on it with an 
oath by Dionysos - how can we be certain that it has anything to do with acknowledging a theatrical 
nature of the suggested intrigue? Cases such as Sik. 80-2 and Dysk. 346f. spring to mind, but is the oath by 
Dionysos really meant to hint at the theatrical connections of the god (e.g. Ar. Nub. 519)? Or is it just a 
conversational tag such as is not infrequently found elsewhere (Ar. Av. 1370, Men. Sam. 112; Ar. Nub. 
90f, cf. 108)? On Menander's subtle characterization of characters through their use of oaths, see de Kat 
Elia'ssen (1975); Feneron (1974); Bain (1984). I am not sure there is any sound methodology to help with 
such problems where lack of material limits our knowledge. Nor is it certain that any increase in 
Menandrean finds would help us greatly here.
58 See the discussion in Rutherford (1995).
59 Rutherford (1995) 196.
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Leaving aside the problematic case of tragedy,60 we know that Old Comedy does 
allow room for the poet's voice to be heard: for instance, in Peace (736ff.) Aristophanes 
expresses a most confident self-praise, a wish to appropriate kleos (cf. /cAen/oVaro?, 737) 
and primacy (irpa>To$ 739, 743) for raising an over-conventionalized genre from 
repeatedly staged stock types ('H/oa/cAea?, 741) onto a higher level of techne (rexvrjv 
neydXrjv TJ^JLLV). Goldhill goes further and identifies as 'part of [Old] comedy's discourse 
...a marked self-awareness and self-projection of its own fictionality.' 61 If we had more 
of Middle and New Comedy, we would be better placed to see how the dialogue 
between poets and their audience had to accommodate the gradual loss of the parabasis 
and keep within the bounds of prologues and epilogues. 62 However, I hope to have at 
least sketched the trends recoverable in the preserved play texts. The New Comedy poet 
had the advantage that he could take into account his audience's awareness of the genre 
and play with its self-enclosed similarities as a way of commenting on his art and his 
place in the tradition. I suggest therefore, that Menander could address his audience as 
effectively as Aristophanes had done before through more explicit means. In the end it 
all depended on the spectator: the fonder he was of the genre, the more attuned he could 
become to the many layers of meaning hidden in the sentimental stories of everyday life.

Sympotic kleos
The genre became different things to different people, but highly pleasurable to 

them all. When Theognis promises Kyrnos immortality, he develops the most obvious 
social image that can constitute and perpetuate his fame with future generations, the 
symposium'.

BOLVTJLS Se KOL eiAamv-Tyicri 

ev micrais-, 7roAAa>v Keipevos ev crro/Ltacrtv (23 9f.)

Likewise, Aristophanes judges the poet Karkinos famous by the fact that his songs 
are sung at the symposia (Eq. 529f.). Our discussion of Menander 's works must 
therefore end with Plutarch's testimony. Menander, as Plutarch bears witness, gained 
prestige and kleos from subsequent generations of Greeks who would quote speeches 
from him at gentlemen's symposia: /LtaAAov av otvou x°>p'Ls y Mevav8/oou &LaKv(3epvfjaaL 
rov 77-oroi/. 64 By Plutarch's time at least, Menander did become part of the canon and 
acquired the status equal to that of his illustrious tragic model, never to lose his prestige. 
It is ironic that with his rising fame knowledge and appreciation of the subtlety of his 
plots began to wane for good.

60 Plutarch, for one, insists that Euripides (along with Pindar) actually does insert his own praise into his
plays: c^o/m/cami-ny Ke^pT/rcti ^eyctAauxt'a TO> CTuy/caraTrAe/cetv rot? T/aaywSou/xevoi? iradeat /ecu -rrpayp-aai 
p-rjSev -npoa^Kovro. 'TOV Kepi auroG Aoyov (Plut. Mor. 539 b-c). On the problem of tragic parabasis, cf. Bain 
(1975) 14ff. Of course, I do not touch here on the eloquence of veiled comments about a tragic poet's art 
such as Eur. Ion 507ff. and pronouncements referring to songs and dance: Henrichs (1994-95), Bain 

(1977) 210, Wilson and Taplin (1993/94).
61 Goldhill (1991) 186.
62 Probably references in comedy to rival poets and general discussions about literature were not restricted 
to the parabasis: fr. adesp. 1008 K-A raises an interesting question of whether such references and literary 
discussions were not commoner than we think. Arnott (1985) asks a hypothetical question about whether 
the kind of prologues we know from Terence did not in fact appear in some of his lost Greek originals. See 

Leo (1912) 238ff.
63 Evidence collected in Csapo (1999) 158f. with note 18.
64 Plut. quaest. conv. VII 8, 3; Men. Test. 104 K-A.



136

Bibliography
Alfageme, I.R. (1995)

Anderson, M. (1970) 
Anderson, W.S. (1970)

(1982)
Arnott, P.D.& (1996) 
Walton, J.M. 
Arnott, W.G. (1964)

(1965)

(1968)
(1972)
(1973) 
(1979)

(1981)
(1985)

(1986)

(1988) 

(1993)

(1994)
(1996)

(1997a)
(1997)
(1998) 
(1998b) 
(1998c) 
(2000)

Barchiesi, M. 
Bain, D.

Barigazzi, A. 
Barsby, J.

(1971) 
(1975) 
(1977)

(1979)

(1984) 
(1987) 
(1992)

(1965) 
(1986)

'La medecine technique grecque dans la comedie athenienne.' In 
Ph. J. van der Eijk (ed.) Ancient Medicine in its Socio-cultural 
Context, Amsterdam-Atlanta, vol. II: 569-585 
'Knemon's/fcwwr/Ki.' G&R 17: 199-217.
'A New Menandrian Prototype for the serous currens of Roman 
Comedy.' Phoenix 24: 229-36.
'Euripides' Auge and Menander's Epitrepontes' GRBS23: 165-177. 
Menander and the Making of Comedy. Westport, Conn. / London 
1996.
'The Confrontation of Sostratos and Gorgias.' Phoenix 18: 110-123. 
'A Note on the Motif of "Eavesdropping behind the Door.'" RhM 
108:371-76.
' Menander, quivitae ostenditvitam.' G&R 15: 1-17. 
'From Aristophanes to Menander.' G&R 19: 65-80. 
'Euripides and the Unexpected.' G&R 20: 49-64. 
'Time, Plot and Character in Menander' Papers of the Liverpool 
Latin Semnar, F. Cairns (ed.). Liverpool, vol. 2: 343-360. 
'Moral Values in Menander', Philologus 125: 215-27. 
'Terence's Prologues' in Papers of the Liverpool Latin Seminar, F. 
Cairns (ed.), vol. 5: 1-7. Liverpool.
'Menander and Earlier Drama.' In Studies in Honour of T. B. L. 
Webster. J. H. Betts, J. T. Hooker, J. R. Green (eds.). Bristol, vol. 1: 
1-9.
'New Evidence for the Opening of Menander's PerikeiromeneT ZPE 
71:11-15.
'Comic Openings.' In Inter'textual'itat in der griechisch-romischen 

Komodie, N.W. Slater and B. Zimmermann (eds.). Stuttgart, vol. 2: 
14-32.
'A New Look at P. Berol. 11771 (Pack2 1641).' ZPE 102: 61-70. 
Alexis: the Fragments. A Commentary. Cambridge classical texts 
and commentaries (vol. 31). Cambridge. 
'Two Notes on Menander.' ZPE 115: 73-74. 
'First Notes on Menander's Sikyonioi.' ZPE 116: 1-10. 
'First Notes on Menander's Samia.' ZPE 121: 35-44. 
'Notes on Menander's Phasma.' ZPE 123: 35-48. 
'Menander's Fabula Incerta.' ZPE 123: 49-58. 
'Stage Business in Menander's Samia.' In SKENIKA. Beitrage zum 
antiken Theater und seiner Rezeption. Festschrift H.-D. Blume, S. 
Godde & T. Heinze (eds.). Darmstadt, 113-124. 
'Plauto e il 'metateatro' antico.' II Verri 31:113-30. 
'Audience Address in Greek Tragedy.' CQ n.s.: 25, no. 1: 13-25. 
Actors & Audience: A Study of Asides and Related Conventions in 
Greek Drama. Oxford.
'PLAVTVS VORTIT BARBARE: In Creative Imitation and Latin 
Literature, ed. D.A. West and A. J. Woodman. Cambridge, 17-34. 
'Female Speech in Menander.' Antichthon 18: 24-42. 
'Some Reflections on the Illusion in Greek Tragedy.' BICS 34: 1-15 
'A Recent Suggestion about the Origin of Plautus1 Aulularia.' LCM 
17.5:68-70.
Laformazione spirituale di Menandro. Turin. 
Plautus: Bacchides. Warminster.



137

Bernabo-Brea, L. (1981) 
Bernsdorff, H. (1992)

Bers, V.

Bierl, A. F.

Blanchard, A. 
Blansdorf, J. 
Bloom, H. 
Blume, H.-D.

Blundell, J. 
Bohne, C. - G.

Bond, G. W. 
Borgeaud, P.

(1985)

(1991)

(1983) 
(1982) 
(1982) 
(1974) 
(1991) 
(1980) 
(1968)

(1963) 
(1988)

Brown,P.G.McC. (1983)

(1987)
(1992)
(1993) 
(1995)

(2000)

Bruhn, C. 
Burnett, A. P. 
Burian, P.

(1910) 
(1971) 
(1977)

Calame, C. (1995)
Campbell, D. A. (1983)
Cassio, A. C. (1978)

Chapman,G.AH (1983)

Charitonidis, S., (1970) 
Kahil, L., 
Ginouves, R. 
Clark, J.R. (1976)

Clausen, W. 
Cohen, D.

(1994) 
(1989)

(1991)

Cohen, R. & (1974) 
Harrop, J.

Menandro e il teatro greco nelle terracotte liparesi. Genoa.
Untersuchungen zur Rolle des Aussehens im homerischen
Menschenbild. Gottingen.
'Dikastic ThorubosS In CRUX. Essays Presented to G.E.M. de Ste.
Croix on his 75th Birthday, ed. P. A. Cartledge and F. D. Harvey.
London & Exeter, 1-15.
Dionysos und die griechische Tragodie. Politische und
'metatheatralische' Aspekte im Text. Tubingen
Essai sur la composition des piece de Menandre. Paris.
'Die Komodienintrige als Spiel im Spiel.' A&A 28: 131-154.
Agon: Towards a Theory of Revisionism. Oxford.
Menanders "Samia." Fine Interpretation. Darmstadt.
Einfuhrung in das antike Theaterwesen. Darmstadt. (3rd ed.)
Menander and the Monologue. Hypomnemata. Gottingen.
Der Bramarbas: ein Beitrag zur Differenzierung und Bestimmung
des Miles-typus. Koln.
Euripides, Hypsipyle. Oxford.
The Cult of Pan in Ancient Greece (tr. K. Atlass & J. Redfield).
Chicago
'Menander's Dramatic Technique and the Law of Athens.' CQ 33:
412-420.
'Masks, Names and Characters in New Comedy.' Hermes 115: 181-202.
'The Construction of Menander's Dyskolos, Acts I-IV.' ZPE 94: 8-20.
'Love and Marriage in Greek new Comedy.' CQ 43: 189-205.
'Aeschinus at the Door: Terence, Adelphoe 632-43 and the
Traditions of Greco-Roman Comedy.' Papers of the Leeds
International Latin Seminar 8: 71-89.
'Knocking at the Door in fifth-century Greek Tragedy.' In
SKENIKA. Beitrage zum antiken Theater und seiner Rezeption.
Festschrift H.-D. Blume, S. Godde & T. Heinze (eds.). Darmstadt,
1-16.
Uber den Wortschatz des Menanders. Jena.
Catastrophe Survived. Euripides' Plays of Mixed Reversal. Oxford.
'The Play before the Prologue: Initial Tableaux on the Greek
Stage.' In Ancient and Modern: Essays in honour of G. F. Else, J.
H. D' Arms & J. W. Eddie (eds.). Ann Arbor, 77-94.
The Craft of Poetic Speech in Ancient Greece. London.
The Golden Lyre. The Themes of the Greek Lyric Poets. London.
'Arte e artifici di Menandro (Aspis 1-18).' In Studi in onore di
Anthos Ardizzoni. E Livrea & G. A. Privitera (eds.): 175-185. Rome.
'Some Notes on Dramatic Illusion in Aristophanes.' AJPh 104: 1-
23.
Les Mosa'iques de la mats on du Menandre a Mytilene. Bern.

'Structure and Symmetry in the Bacchides of Plautus', TAPhA 106:
85-96.
A Commentary on Virgil. Eclogues. Oxford.
'Seclusion, Separation, and the Status of Women in Classical
Athens.' G&R 36: 3-15.
Law, Sexuality, and Society. The Enforcement of Morals in
Classical Athens. Cambridge.
Creative Play Direction. (Prentice-Hall series in theatre and drama)
Englewood Cliffs, N.J.



138

Csapo, E.

Damen, M.L.

Davison, J. A. 
Dearden, C. W. 
Dedoussi, C.

Del Corno, D.

Dickie, M. 

Dieterle, A.

Diggle, J. 
Dodwell, C. R. 
Dohm, H.

Dover, K. J.

(1993) 

(1999) 

(1992)

(1968) 
(1976) 
(1986)

Easterling, P.E.

(1970a) 
(1970b) 
(1971)
(1974)
(1975) 
(1990)

(1996)

(1983) 

(1980)

(1981-94)
(2000)
(1964)

(1987)

(1993)
Duckworth, G. (1994) 
Dunbar,N. (1998)

Durham, D. B. (1913) 
Dworacki, S. (1969-70)

(1971)

(1973) 
(1977) 
(1993)

(1997) 

- & Hall, E. (2002)

Edmunds, L. (1992)

'A Case Study in the Use of Theatre Iconography as Evidence for
Ancient Acting.'^36: 41-58.
'Performance and Iconographic Tradition in the Illustrations of
Menander.' SyllClass 6: 154-88.
Translating Scenes: Plautus' Adaptation of Menander's Dis
Exapaton: Phoenix 46: 205-31.
From Archilochos to Pindar. London.
The Stage of Aristophanes. London.
'A Note on Dramatic Technique in New Comedy (Men. Aspis 399,
Ter. Eun. 941, Plautus Casina 621).' In Studies in Honour ofTBL
Webster. J. H. Betts, J.R. Green, J.T. Hooker (eds.). Bristol, vol.
1:79-83.
'Note all' Aspis di Menandro.' ZPE 6: 213-225.
'Prologhi Menandrei.' Acme 23: 99-108.
'Ancora sull' Aspis di Menandro.' ZPE 8: 29-32.
'Die neuen Texte von Menander.' Eirene 12: 75-85.
'Alcuni aspetti del linguaggio di Menandro.' SCO 24: 13-48.
'La voce dell'attore nel teatro greco.' In // silenzio e la voce. Atti
del seminario di antropologia letteraria. Trento, 231 -41.
'Menandro e il Teatro della realta.' In Menandro Fra Tradizione e
Innovazione, Atti del Convegno Nazionale di Studi Monza 6-7
Maggio 1995. A cura di Claudio Consonni. Milano, 17-29.
'Phaeacian Athletes.' Papers of the Liverpool Latin Seminar 4: 237-
276.
Die Strukturelemente der Intrige in der griechisch-romischen
Komodie. Heuremata, G. Wille (ed.). Amsterdam.
Euripidis Fabulae. Oxford.
Anglo-Saxon Gestures and the Roman Stage. Cambridge.
Mageiros. Die Rolle des Kochs in der griechisch-romischen
Komodie. Munich
'Greek Comedy.' In Greek and the Greeks. Collected Papers. Vol.
I: Language, Poetry, Drama. Oxford, 190-219. [repr. from Fifty
Years (and Twelve) of Classical Scholarship. Oxford. 1968]
Aristophanes: Frogs. Oxford.
The Nature of Roman Comedy. Bristol. [2nd ed., R. Hunter]
Aristophanes. Birds. Edited with Introduction and Commentary.
Oxford.
The Vocabulary of Menander. Princeton.
'The Role of Scenic Accessories in the Comedies of Menander I.'
Eos 58: 127-201.
'The Role of Scenic Accessories in the Comedies of Menander II.'
Eos 59: 35-56.
'The Prologues in the Comedies of Menander.' Eos 61: 33-47.
'The Ending Formula in New Comedy.' SPhP 3: 35-40.
'The end of an era? Tragedy in the early fourth century.' In
Tragedy, Comedy and the Polis. Papers from the Greek Drama
Conference, Nottingham 18-20 July 1990. A. H. Sommerstein, S.
Halliwell, J. Henderson, B. Zimmermann (eds.): 559-69. Bari.
'From repertoire to canon.' In The Cambridge Companion to Greek
Tragedy, P. E. Easterling (ed.). Cambridge, 211-227.
Greek and Roman Actors. Aspects of an Ancient Profession.
Cambridge.
'The Blame of Karkinos: Theorizing Theatrical Space.' In Antike
Dramentheorien und ihre Rezeption. Drama. Beitrage zum antiken



139

Ehrenberg, V. (1954) 
Fairweather, J. (1983)

Fantham, E. 

Fantuzzi, M. 

Faraone, C. A.

Feneron J. S. 
Foley, H.P.

Fraenkel, E.

Frassinetti, P. 
Friedrich, W. H. 
Frost, K. B.

Gaiser, K.

Gantz, T.

(1975)

(1984/86)

(1991)

(1974)
(1980)
(1981)

(1985) 
(1936)

(1960) 
(1962) 
(1955) 
(1953) 
(1988)

(1993) 
(1970)

(1973) 
(1993)

(1971-74)Ghiron-
Bistagne, P.
Gigante, M. (1969)
Gil, L, & (1972)
Alfageme, I.
Goldberg, S. M. (1980)

(1990)
Goldhill, S. (1984)

(1986) 
(1991)

Goossens, R. 

Gorier, W.

Graf, F.

(1946) 

(1961)

(1973) 
(1991)

Gratwick, A.S. (1982)

Drama und seiner Rezeption. B. Zimmermann (ed.). Stuttgart, Band
1:214-239.
Sophocles and Pericles. Oxford.
'Traditional Narrative, Inference and Truth in the Lives of the Greek
Poets.' In Papers of the Liverpool Latin Semnar. F. Cairns (ed.).
Liverpool, 4:315-369.
'Sex, Status, and Survival in Hellenistic Athens: A Study of
Women in New Comedy.' Phoenix 29: 44-74.
'"<DPYE EIMI": Men., "Aspis" 206ss., 242ss.' AncSoc 15, no. 17:
113.
'The Agonistic Context of Early Greek Binding Spells.' In Magika
Hiera. Ch. A. Faraone, D. Obbink (eds.). Oxford, 3-32.
'Some elements of Menander's style.' BICS21: 81-95.
'The Mask of Dionysus.' TAPhA 110: 107-33.
'The Concept of Women in Athenian Drama.' In Reflections of
Women in Antiquity, ed. Helen P. Foley. London, 127-168.
Ritual Irony. Poetry and Sacrifice in Euripides. Ithaca, N.Y
'Dramaturgical Problems in the Ecclesiazusae.' In Greek Poetry
and Life. Essays Presented to Gilbert Murray. Oxford, 257-276.
Elementi Plautini in Plauto (Plautinisches im Plautus). Florence.
Beobachtungen zur Aristophanes. Rome
Fabularum Atellanarum Fragmenta. Torino.
Euripides und Diphilos. Munich.
Exits and Entrances in Menander. Oxford Classical and
Philosophical Monographs. Oxford.
'An Entrance Convention in New Comedy.' LCM 18.8: 125.
'Die Plautinischen "Bacchides" und Menanders "Dis Exapaton.'"
Philologus 114: 51-87.
'Menanders Komodie "Der Schild.'" GB 1: 111-136.
Early Greek Myth. A Guide to Literary and Artistic Sources.
Baltimore, London.
'La messa in scena della commedia attica antica illustrata nelle arti
figurative.' Dioniso 45: 231-250.
'II ritorno del medico straniero.' PP 24: 302-307.
'La figura del medico en la comedia atica.' CFC 3:35-91.

The Making of Menander's Comedy. Berkeley.
'Act to Action in Plautus' Bacchides' CPh 85: 191-201.
Language, Sexuality, Narrative: The Oresteia. Cambridge.
Reading Greek Tragedy. Cambridge.
The Poet's Voice. Essays on Poetics and Greek Literature.
Cambridge.
'At/ca? Xeyovres - 8i(f>6epas e^oi/re? ('EiriTpeTrovTes, 53).' CE 41:

115-20.
'Menander, Dyskolos 233-381 und Terenz, Eunuchus 817-922.'
Philologus 105: 299-307.
'Uber die Illusion in der antiken Komodie.' A&A 18: 41-57.
'Gestures and Conventions: the Gestures of Roman Actors and
Orators.' In A Cultural History of Gesture. From Antiquity to the
Present Day. J. Bremmer, H. Roodenburg (eds.). Ithaca, N.Y., 36-
58.
'Drama', in The Cambridge History of Classical Literature. II.
Latin Literature. E. J. Kenney, W.V. Clausen (eds.). Cambridge.



140

Grant, J.N. 

Green, J. R.

Greindl, M.

(1986)

(1994) 
(1997a)

(1997b)

(2001)

(2002)

(1938)

Gutzwiller, K. (2000)

Haiman, J.

Halleran, M. 
Halliwell, S. 
Handley, E.

(1998)

(1985) 
(1983) 
(1965) 
(1968)

(1970) 

(1989)

(2002)

Harrison,A.RW. (1968) 
Harsh, P. W. (1935)

(1955)
Harvey, D. & (2000) 
Wilkins,J.(eds.) 
Hauschild, H. (1933) 
Haviland, P. (1984)

Henderson, J.

Heinimann, F. 
Henrichs, A.

(1987) 

(1990)

(1961) 
(1994-95)

Hofineister, T. P. (1997)

77-137.
'The Father-Son Relationship and the Ending of Menander's
Samia: Phoenix 40: 172-84.
Theatre in Ancient Greek Society. London.
'Deportment, Costume and Naturalism in Comedy.' In De la scene
aux gradins: Theatre et representations dramatiques apres
Alexandre le grand. B.Le Guen (ed.). Toulouse. (Pallas 47): 131-43.
'In Search of Performance Styles in Ancient Greek Theatre.' La
Lettre de Pallas 5:7.
'Comic Cuts: Snippets of Action on the Greek Comic Stage', BICS
45: 37-64.
'Towards a Reconstruction of performance style.' In Greek and
Roman Actors. Aspects of an Ancient Profession. P.E. Easterling, E.
Hall (eds.). Cambridge, 93-126.
Kleos Kudos Eukhos Time Phatis Doxa Fine bedeutmgsgeschichtliche
Untersuchmg des epischen undlyrischen Sprachgebrauches. Munich.
'The Tragic Mask of Comedy: Metatheatricality in Menander.'
ClAnt\9,no. 1: 102-137.
Talk Is Cheap: Sarcasm, Alienation, and the Evolution of
Language. Oxford, New York.
The Stagecraft of Euripides. Totowa, NJ.
The Staging of Menander Aspis 299ff.' ZCM8: 31-32.
The Dyskolos of Menander. London.
Menander and Plautus: A Study in Comparison. An Inaugural
Lecture. 5 February 1968. London: University College London.
'The Conventions of the comic Stage and their Exploitation by
Menander.' In Entretiens, Menandre, 1-26.
'From Aristophanes to Menander.' In The Cambridge History of
Classical Literature, P. E. Easterling, B. M. W. Knox (eds.), vol. I.
2 (Greek Drama). Cambridge, 146-162.
'Acting, Action and Words in New Comedy.' In Greek and Roman
Actors. Aspects of an Ancient Profession. P.E. Easterling, E. Hall
(eds.). Cambridge, 165-88.
The Law of Athens. Oxford.
Studies in Dramatic "Preparation" in Roman Comedy. Chicago.
'The Intriguing Slave in Greek Comedy.' TAPhA 86: 135-142.
The Rivals of Aristophanes. Studies in Athenian Old Comedy.
London.
Die Gestalt der Hetdre in der griechischen Komodie. Diss. Leipzig.
'Metabolai Tyches. Aleatoire, temps, responsibilite dans la comedie
grecque nouvelle.' QS 19: 179-202.
Aristophanes. Lysistrata. Edited with Introduction and
Commentary. Oxford.
'The Demos and the Comic Competition.' In Nothing To Do With
Dionysos? J. Winkler, F. Zeitlin (eds.). Princeton, 271-313.
'Eine vorplatonische Theorie der rexvrf MH 18: 105-130.
'"Why should I dance?": choral self-referentiality in Greek
tragedy.' Arion 3 (1): 56-111. [The later version: "Warum soil ich
denn tanzen?" Dionysisches im Chor der griechischen Tragodie,
Lectio Teubneriana IV, Stuttgart and Leipzig, 1996]
'at mitrai TroAet?. Polis and Oikoumene in Menander.' In G. W.
Dobrov (ed.), The City as Comedy. Society and Representation in
Athenian Drama. Chapel Hill, 289- 342.



141

Hofmann, W. & (1973) 
G. Wartenberg 
Holzberg,N. (1974) 
Hughes, A. 
Hunter, R. L.

(1991) 
(1985) 
(1987)

Hurst, A. (1990) 

(2000)

Ireland, S. 
Iser, W.

Jachmann, G. 
Jacques, J. M.

Jakel, S. 

Janko, R. 

Jauss, H. R.

Jebb, R. C. 
Kaibel, G.

Karabelias, E.

(1983) 
(1978)

(1931) 
(1978)

(1982) 

(1984)

(1982a) 
(1982b) 
(1896) 
(1899,
2 1958) 
(1970)

Kat Eliassen M.H. (1975)
de
Katsouris, A. G. (1975)

(1975b)

(1976a) 
(1976b) 
(1976c) 
(1981)

Kenny, D. 
Keuls, E.

Kindermann, H. 
Kirto, H. D. F. 
Knapp, Ch.

Knox, B. M. W. 
Kolb, F.

Konet, R. J 
Konstan, D.

(1968) 
(1973)

(1979) 
(1961) 
(1919)

(1961) 
(1981)

(1975/6) 
(1995)

Der Bramarbas in der antiken Komodie. Berlin.

Menander: Untersuchungen zur dramatischen Technik. Niirnberg.
'Acting Style in the Ancient World.' Theatre Notebook^: 2-16.
The New Comedy of Greece and Rome. Cambridge.
'Middle Comedy and the Amphitruo of Plautus.' Dioniso 57: 281-
298.
'Menandre et la tragedie.' In Relire Menandre. E. Handley, A.
Hurst (eds.). Geneva, 93-122.
'Wie schickt Menander den Arzt weg? (Menander, Aspis 455-464)'
In SKENIKA. Beitrage zum antiken Theater und seiner Rezeption.
Festschrift H.-D. Blume, S. Godde & T. Heinze (eds.). Darmstadt,
103-111.
'Menander and the Comedy of Disappointment.' LCMS.3: 45-47.
The Act of Reading: A Theory of Aesthetic Response. (Der Akt des
Lesens) Baltimore.
Plautinisches undAttisches. Berlin.
'Mouvement des acteurs et conventions sceniques dans 1'acte II du
Bouclier de Menandre.' GB 7: 37-89.
'Euripideische Handlungstrukturen in der Samia des Menander.'
Arctos 16: 19-31.
Aristotle on Comedy. Towards a reconstruction of Poetics II.
Berkeley & Los Angeles.
Toward an Aesthetic of Reception. Minneapolis.
Aesthetic Experience and Literary Hermeneutics. Minneapolis.
Sophocles. The Plays and Fragments. Ajax. Cambridge.
Comicorum Graecorum Fragmenta. Berlin.

'Une nouvelle source pour 1'etude du droit antique: le "Bouclier" de
Menandre.'/?/)48: 357-89.
'The oaths in Menander's Samia.' SO 50: 55-60.

Tragic Patterns in Menander. Athens: Hellenic Society for
Humanistic Studies, International Centre for Classical Research.
Linguistic and Stylistic Characterization. Tragedy and Menander.
loannina.
'The Suicide Motif in Greek Drama.' Dioniso 47: 4-36.
'The Formulaic End of the Menandrean Plays.' Dodone 5: 243-56.
'Menander Misleading his Audience.' LCM 1: 100-102.
'Doubling of Scenes for Comic Purposes in Menander and
Aristophanes.' LCM6: 73-76.
A Guide to Kyogen. Tokyo.
The Samia of Menander. An Interpretation of its Plot and Theme.'
ZPEIO: 1-20.
Das Theaterpublikum der Antike. Salzburg.
Greek Tragedy: A Literary Study. London. (3rd edn.)
'References in Plautus and Terence to Plays, Players and
Playwrights' CPh 14: 35-55
'The Ajax of Sophocles.' HSPh 65.
Agora und Theater. Volks- und Festversammlung (Archaologische
Forschungen 9). Berlin.
The Role of "Tuche" in Menander's "Aspis"' CB 52: 90-92.
Greek Comedy and Ideology. Oxford.



142

Koster, W. J. W. 
Kraus, W. 
Lacey, W.K. 
Lampignano, A.

Lascu, N. 
Lefkowitz, M. R. 
Leo, F.

Lonsdale, S. H. 
Long, T. 
Lowe, N.J.

Ludwig, W.

Luppe, W-

(1934) 
(1968) 
(1971-4)

Landfester, M (1989)

(1969) 
(1981) 
(1908) 
(1912)

Lloyd-Jones, H. (1971)

(1971-74) 

(1972)

Lombard, D. B. (1971)

(1993) 
(1979) 
(1987)

(2000) 

(1968) 

(1970) 

(2000)

MacCary, W. T. (1969)

(1970)

(1971)
(1972)

MacDowell, D.M. (1971)
(1982)

Maehler, H. 

Magistrini, S. 

Marzullo, B.

(1989) 
(1963)

(1970) 

(1980)

Scholia Graeca in Aristophanem 11 a. Groningen.
' "Ad spectatores" in der romischen Komodie.' WS 52: 66-83.
The Family in Classical Greece. London.
'II movimento scenico all'inizio dell' Aspis di Menandro.' Dioniso
45: 601-7.
'Versohnung folget nach dem Streit. Humanitat und Komik bei
Menander.' Gymnasium 96: 341-62.
'Intorno ai nomi degli schiavi nel teatro antico.' Dioniso 43: 97-106.
The Lives of the Greek Poets. London: Duckworth.
Der Monolog in Drama. Berlin.
Plautinische Forschungen. Zur Kritik und Geschichte der Komodie.
Berlin2 .
'Menander's "Aspis."' GRBS 12: 175-195 [reprinted in Greek
Comedy, Hellenistic Literature, Greek Religion, and Miscellanea.
The Academic Papers of Sir Hugh Lloyd-Jones. Oxford. 1990. 7-
251
'Cualche considerazioni a proposito dell' Aspis di Menandro.'
Dioniso 45: 251-260.
'Menander's Samia in the Light of the New Evidence.' YCIS 22:
119-44. [reprinted in Greek Comedy, Hellenistic Literature, Greek
Religion, and Miscellanea. The Academic Papers of Sir Hugh
Lloyd-Jones. Oxford. 1990. 31-52]
'New Values in Traditional Forms - A Study in Menander's Aspis.'
AClass 14: 123-145.
Dance and Ritual Play in Greek Religion. Baltimore.
'Menander's Aspis 206-8.' Hermes 107: 117-118.
'Tragic Space and Comic Timing in Menander's Dyskolos.' BICS
34: 126-138.
The Classical Plot and the Invention of Western Narrative.
Cambridge.
'The Originality of Terence and his Greek Models.' GRBS 9: 169-
82.
'Die plautinische Cistellaria und das Verhaltnis von Gott und
Handlung bei Menander.' In Entretiens, Menandre, 43-96.
'The Rivalry between Aristophanes and Kratinos' In The Rivals of
Aristophanes. Studies in Athenian Old Comedy. D. Harvey & J.
Wilkins (eds.). London, 15-20.
'Menander's Slaves: their Names, Roles, and Masks.' TAPhA 100:
277-294.
'Menander's Characters: their Names, Roles and Masks.' TAPhA
101:277-90.
'Menander's Old Men.' TAPhA 102: 303-325
'Menander's Soldiers: their Names, Roles, and Masks.' AJPh 93:
279-98
Aristophanes Wasps. Oxford.
'Love versus the Law: an Essay on Menander 's Aspis' G&R 29: 42-
52.
'The Oikos in Athenian Law.' CQ 39: 10-21.
Die Aujfassung des Dichterberufs im fruhen Griechentum bis zur
Zeit Pindars. Gottingen.
'Le descrizioni fisiche dei personaggi in Menandro, Plauto e
Terenzio.' Dioniso 44: 79-114.
'Die visuelle Dimension des Theaters bei Aristoteles.' Philologus
124: 189-200.



143

Merkelbach, R. (1967)
& West, M. L.
Mette, H. J. (1965)

(1966) 

(1968)

(1971-72) 
(1983)

Muecke, F.
(1985) 
(1977)

Nesselrath, H.-G. (1990)
(1993) 

Neumann, M. (1958)

Nisbet, R.G.M. (1970) 
& Hubbard, M. 
Ogle,M.B. (1911) 
Oliva, C. (1968)

Olson, S. D. (1992)
Parke, H. W. (1933)
Parsons, P.J. (1994)
Pascucci, G. (1978)

Perusino, F. (1962) 

Photiades, P. (1959)

Pickard - (1988) 
Cambridge, AW. 
Pippin, A. N. (1960) 
Post, L.A. (1940) 
Preaux, C. (1957)

(1959)

Quadlauber, F. (1960)

Questa, C. 

Radt, S. (ed.) 

Raina, G. 

Redfield, J.

Rehm, R.

(1970) 

(1977) 

(1987)

(1982) 
(1990)

(2002)

Fragmenta Hesiodea. Oxford.

'Der heutige Menander (insbesondere fur die Jahre 1955-1965).'
Lustrum 10: 5-211.
'Nachtrag zu "Der heutige Menander (insbesondere fur die Jahre
1955-1965)."' Lustrum 11: 139-143.
'Zweiter Nachtrag zu "Der heutige Menander (insbesondere fur die
Jahre 1955-1965)."' Lustrum 13: 535-568.
'Menander 1966-1973.' Lustrum 16: 5-80.
'Nachtrag zu den Menander-Berichten in Lustrum lOf. 16.' Lustrum
25: 15-30.
'Menander bis 1984.' Lustrum 27: 27-31.
'Playing with the Play: Theatrical Self-consciousness in
Aristophanes.' Antichthon 11: 52-67.
Die attische Mittlere Komodie. Berlin.
'Parody and Later Greek Comedy.' HSPh 95: 181-95.
Die poetische Gerechtigkeit in der neuen Komodie:
Untersuchungen zur Technik des antiken Lustspiels, Mann.
A Commentary on Horace: Odes, Book I. Oxford.

'House-Door in Religion and Folk-Lore' AJPh 32: 251-27'1.
'La parodia e la critica letteraria nella commedia post-aristofanea.'
Dioniso 42: 25-92.
'Names and Naming in Aristophanic Comedy,' CQ 42: 304-19.
Greek Mercenary Soldiers. Oxford.
P.Oxy. LX4020. Oxford, 27-29.
'La scena iniziale dell' AEFIIZ Menandrea e il resoconto militare di
Sosia nell' Amphitruo di Plauto.' RCCM20: 1067-80.
'Tecnica e stile nel tetrametro trocaico di Menandro.' RCCM4: 45-
64.
'Le type du Misanthrope dans la litterature grecque.' CE 34: 305-
326
The Dramatic Festivals of Athens (rev. by J. Gould & D. M. Lewis).
Oxford.
'Euripides' Helen: A Comedy of Ideas.' CPh 55: 151-163.
'Woman's Place in Menander's Athens.' TAPhA 71: 420-59.
'Menandre et la Societe Athenienne.' CE 32: 84-100.
'Reflexions sur la Misanthropic au Theatre. A propos du Dyscolos
de Menandre.' C£34: 327-341.
'Die Dichter der griechischen Komodie im literarischen Urteil der
Antike.' 0$ 73: 40-82.
'Alcune strutture sceniche di Plauto e Menandro.' In Entretiens,
Menandre, 183-228.
Tragicorum Graecorum Fragmenta. Vol. 4 Sophocles. (F 750 a-g
ed. R. Kannicht). Gottingen.
'Z, 'Aspis di Menandro.' In Studi offerti ad Anna Maria Quartiroli e
Domenico Magnino. Pavia, 21-31.
'Notes on the Greek Wedding', Arethusa 15: 181-201.
'Drama and Community. Aristophanes and Some of his Rivals.' In
Nothing to Do with Dionysos? J. Winkler, F. Zeitlin (eds.).
Princeton, 314-335.
The Play of Space. Spatial Transformation in Greek tragedy.
Princeton.



144

Richardson,N.J. (1981) 

Rispoli, G. M. (1996)

Rizzo, S.

Rogers, B. B. 
Rosen, R. M.

Russell, D. A. 
Rutherford, I.

Scafuro, A. C. 

Schafer, A.

Schmid, W 
Seale, D. 
Sherberg, B.

Sherk, R. K. 
Sidwell, K.

Sifakis, G. M. 
Slater, N.W. 
Solmsen, F.

Steinmetz, P.

Stemplinger, E. 
Stockert, W. 
Stoessl, F.

Stone, L. M. 
Taplin, O.

-& Wilson, P.

(1990)

(1919) 
(2000)

-& Sluiter, I. (2003) 
(eds.) 
Rosivach, V.J. (1991)

(2000) 
(1965) 
(1995)

Sandbach, F.H. (1970)

(1977) 
(1997)

(1965)

(1959) 
(1982) 
(1995)

(1970) 
(1995)

(1971) 
(1985) 
(1984)

(1960)

(1912) 
(1997) 
(1960) 
(1973)

(1980) 
(1977)

'The Contest of Homer and Hesiod and Alcidamas' Mouseion.' CQ 
31: 1-10.
'La voce dell' attore nel mondo antico: teorie e tecniche.' ACME 
49: 3-28.
'Da Crisalo a Siro: per una ricostruzione del Dis exapaton di
Menandro: (con alcune riflessioni sui pedagoghi in commedia).' In
Dicti studiosus. Scritti di filologia offerti a Scevola Mariotti dai
suoi allievi. Urbino, 9-48.
The Frogs. The Ecclesiazusae. London.
'Cratinus' Pytine and the construction of the comic self In The
Rivals of Aristophanes. Studies in Athenian Old Comedy. D. Harvey
& J. Wilkins (eds.). London, 23-39
Andreia. Studies in Manliness and Courage in Classical Antiquity.
Leiden.
'Some Athenian Presuppositions About The Poor'.' G&R 38: 189- 
198.
The audiences of New Comedy.' G&R47: 169-171.
Longinus. On Sublimity. Oxford.
The poetics of the Paraphthegma: Aelius Aristides and the
decorum of self-praise.' In Ethics and Rhetoric: Classical Essays
for Donald Russell on His Seventy-fifth Birthday. D. Innes, H. Hine,
Ch. Felling (eds.). New York, 193-204.
'Menander's Manipulation of Language for Dramatic Purposes.' In
Entretiens, Menandre, 113-36.
The Comic Theatre of Greece and Rome. London.
The Forensic Stage. Settling Disputes in Graeco-Roman New
Comedy. Cambridge.
Menanders Dyskolos. Untersuchungen zur dramatischen Technik.
Mit einem kritisch-exegetischen Anhang. Meisenheim am Glan.
'Menanders Dyskolos und die Timonlegend.' RhM 102: 157-182.
Vision and Stagecraft in Sophocles. London & Canberra.
Das Vater-Sohn-Verhaltnis in der griechischen und romischen
Komodie. (ScriptOralia 80). Tubingen.
'Daos and Spinther in Menander's Aspis.' AJPh 91: 341-343.
'Poetic Rivalry and the Caricature of Comic Poets: Cratinus' Pytine
and Aristophanes' Wasps.' in Stage Directions: Essays in Ancient
Drama in Honour of E. W. Handley. (ed. A. Griffiths). London,
[BICS Suppl. 66] 56-80.
Parabasis and Animal Choruses. London
Plautus In Performance : The Theatre Of The Mind. Princeton.
'OPHN, KAPAIA, *I>YXH in Greek Tragedy' In Greek Poetry and
Philosophy. Studies in Honour of L Woodbury, D. E. Gerber (ed.):
265-74. Chico, California.
'Menander und Theophrast. Folgerungen aus dem Dyskolos.' RhM
103: 185-191.
Das Plagiat in der griechischen Literatur. Leipzig, Berlin.
'Metatheatralisches in Menanders "Epitrepontes."' WS 110: 5-18.
Personenwechsel in Menanders Dyskolos. Wien.
'Unkenntnis und Missverstehen als Prinzip und Quelle der Komik
in Menanders Samia.' RhM 116: 21-45.
Costume in Aristophanic Comedy. New York.
The Stagecraft of Aeschylus: The Dramatic Use of Exits and
Entrances in Greek Tragedy. Oxford.
see under Wilson, P.



145

Thierfelder, A. 

Thomas, R. F.

Treu, M. 
Treu, U.

Turner, E. G. 

Vetta, M.

Webster, T.B.L.

Wehrli, F.
Weissenberger,
M.
Wendel, K.
West, S.
Wilamowitz-
Moellendorff, U.v.

Wiles, D.

Wilkins, J.

Williams, T.

(1936) 

(1979)

(1969) 
(1976)

(1969) 
(1979) 
(1993)

Vogt-Spira, G. (1992) 

Vysoky, Z. K. (1970)

Wallace, R. W. (1997)

(1956)
(1962/63)
(1970)
(1974)
(1936)
(1991)

(1935) 
(1991) 
(1927)

(1935)

(1987) 
(1991)

(1997) 

(2000)

Willi, A. (ed.) (2002) 
Williams, G. (1983)

(1962)

Willink,C. W. (1986) 
Wilson, P. & (1993/94) 
Taplin, O. 
Winkler,J.J. (1990)

Winter, F.E. (1983) 
Woodbury, L. (1978)

'Die Motive der griechischen Komodie im Bewufttsein ihrer 
Dichter.' Hermes 71: 320-337.
'New Comedy, Callimachus, and Roman Poetry.' HSPh 83: 179- 
206.
'Humane Handlungsmotive in der Samia', RhM 112: 230-54. 
'Zum historischen Hintergrund von Menanders Aspis.' AC 45: 606- 
607.
'The Phasma of Menander', GRBS 10: 307-324. 
'Menander and the New Society of his Time,' CE 54: 106-26. 
'La voce degli attori nel teatro attico.' In Tradizione e innovazione 
nella cultura greca da Omero all 'eta ellenistica. Scritti in onore di 
B. Gentili. R. Pretagostini (ed.). Rome, vol. II: 703-18. 
Dramaturgic des Zufalls: Tyche und Handeln in der Komodie 
Menanders. Zetemata. Miinchen.
'O nove objevene Menandrove komedii "Stit" (Von der neu 
entdeckten Komodie "Der Schild" von Menandros).' LF 93.2: SI- 
92.
'Poet, Public, and "Theatocracy": Audience Performance in
Classical Athens.' In Poet, Public, and Performance in Ancient
Greece. Lowell Edmunds and R. W. Wallace (eds.). Baltimore,
London, 97-111.
Greek Theatre Production. London (revised edition: 1970)
'Menander: Production and Imagination.' BRL 45: 235-72.
Studies in Later Greek Comedy (revised edition). London.
An Introduction to Menander. Manchester.
Motivstudien zur griechischen Komodie. Zurich.
'Vater-Sohn-Beziehung und Komodienhandlung in Menanders
'Samia'.' Hermes 119: 415-34.
Scholia in Apollonium Rhodium vetera. Berlin.
'Notes on the Samia.' ZPE 88: 11-23.
Aristophanes Lysistrate. Berlin

'Die Samia des Menanders.' in Kleine Schriften I. Klassische
Griechische Poesie. Berlin, 415-39.
'Reading Greek Performance.' G&R 34: 136-51.
The Masks of Menander. Sign and Meaning in Greek and Roman
Performance. Cambridge.
Tragedy in Athens. Performance space and theatrical meaning.
Cambridge.
The Boastful Chef. The Discourse of Food in Ancient Greek
Comedy. Oxford.
The Language of Greek Comedy. Oxford.
'Roman Poets as Literary Historians: Some Aspects of Imitatio."
/OS 8: 211-237.
'On Antinoopolis Papyrus 55: Fragments of New Comedy.' RhM
105: 193-225.
Euripides Orestes. With Introduction and Commentary. Oxford.
'The "Aetiology" of Tragedy in the Oresteia: PCPhS39: 169-80.

The Constraints of Desire. The Anthropology of Sex and Gender in
Ancient Greece. New York.
'The Stage of New Comedy.' Phoenix 37: 38-47.
'The Gratitude of the Locrian Maiden: Pindar, Pyth. 2.18-20.'
TAPhA 108:285-99.



146

Wright, J. 
Xanthakis- 
Karamanos, G.
Zagagi, N.

Zanker, G. 
Zeitlin, F. I.

(1974) 
(1980)

(1979)

(1988) 
(1994)

(1981) 
(1980)

Dancing in Chains. Rome.
Studies in Fourth-Century Tragedy. Athens

'Sostratos As a Comic, Over-active and Impatient Lover: On
Menander's Dramatic Art in His Play Dyskolos.' ZPE 36: 39-48.
'Exilium amoris in New Comedy', Hermes 116:193-209.
The Comedy of Menander: Convention, Variation and Originality.
London.
'Enargeia in the Ancient Criticism of Poetry.' RhM 124: 297-311
'The Closet of Masks: Role-playing and Myth-making in the
Orestes of Euripides.' Ramus 9: 51-77.



147

Martin Ciesko (Keble College)
Menander and the Expectations of his Audience
Abstract of DPhil Thesis Hilary 2004

How can a dramatist writing in a highly conventional genre 'imitate life'? I 
develop various aspects of the hypothesis that the stereotypes of New Comedy were put 
to a varied dramatic use through being questioned, reacted against, or commented upon 
- always in ways that eventually upheld them in such an intricate and polyphonous 
process that spectators' demand for novelty was fully satisfied. The thesis contains four 
larger sections; each is in a different way a commentary on the extant plays and their 
conventions.

Ch. I. 'Techniques of foreshadowing and character presentation in 
Menander's Aspis in the light of Greek dramatic traditions' In a running 
commentary on the chosen play I explore the problems of the spectators' expectations of 
what a newly staged play should be like, as they are shaped by the familiarity with the 
generic rules. The question of genre and its boundaries is particularly pronounced in this 
play since it chose Tragedy to carry its comic meaning.

Ch. II. 'Conventions in the theatre of life: Menander's Stagecraft' and Ch. III. 
'The Oikos as a Dramatic Space' Even in the conventionally fixed stage space 
Menander could recreate miniatures symbolic of real life experiences. Through exquisite 
plotting, he could allow his spectators an insight into the deep recesses of the house and 
the minds of its inhabitants. I show how fixed and unchanging setting becomes a 
dynamic force in moving Menander's plots ahead.

Ch. IV. 'Familiar games and the poet's voice in self-advertisement.' How can a 
New Comedy playwright advertise and 'sell' to his audience a play if he works in a 
genre that does not destroy its Fiktion der Handlungl This highly conventional genre 
can, I claim, through both embracing and problematising its very conventionality 
express itself with irony and subtlety that is at least as effective as open self-praise by 
poets in comic genres that allow it.




