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Abstract

This dissertation aims to read Aristophanes’ comedy as comedy, by foregrounding the
mental processes involved in processing humour. I draw upon several areas of modern
theory: humour theory in its various instantiations, cognitive approaches to reading
literature, and empirical studies in media psychology. By pulling together ideas from
several areas of contemporary research, I create a toolbox of ideas suited to reading the
Aristophanes’ parabases in a way which focuses on humour and explores the mediating
effect it has on the creation of political meaning.

Next, I put these tools to work on the parabases, passages of Old Comedy which
have featured as the cornerstone of arguments surrounding Aristophanic politics. By
carrying out a close reading of each parabasis in turn, this dissertation illustrates the
myriad ways in which humour can be generated, and it becomes clear that, to an audience
of diverse political opinions, every character and demographic represented in the parabases
can be understood as a source of humour. There is very little in Aristophanes which can be

taken as entirely serious.
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Introduction

1. What’s All This, Then?

Twice a year, a handful of Athenian citizens were each given the opportunity to
monopolise the attention of a broad swathe of the demos for over an hour, with the
production of a play that could be highly political and flout social conventions with regard
to appropriate public speech. These citizens, the comic playwrights, were not elected, but
could petition an official, the eponymous archon, who would grant or refuse them a chorus
according to criteria unknown to us, but which were likely a matter of personal discretion.!
No wonder, then, that the comic playwright’s potential to wield disproportionate political
influence upon his audience quickly became a source of anxiety.

Comedy, with its imaginative and vituperative power, has often been seen as a
threatening political force. This is clear from the numerous attempts by politicians
throughout history to check the power of comedy by introducing censorship. To name but
a few occasions: Aristophanes himself was supposedly taken to court by the politician
Cleon when his comedy revealed uncomfortable truths about Athens’ treatment of her
allies on the public stage of the City Dionysia;? in England it was primarily a sexualising,
scatological political farce called The Golden Rump satirising King George II and his
government which led to the Licensing Act of 1737, giving powers of censorship over all

theatre to the Lord Chamberlain for over two centuries;* and comics in Berlusconi’s Italy

faced censorship by the thin-skinned prime minister, in scenes interestingly akin to the

! Arist. Po. 1449b1-2 says that originally the performers of comedy were volunteers, but when the process
was later formalised the archon granted choruses to playwrights: kai yap xopov Kopmd®dv Oyé mote O dpywv
£dwkev, GAL" 80elovtai fcav. Cratinus was supposedly denied a chorus at least once: Kporivoc émod
S10vpaupov v Bovkodroic dpédpevoc, Emeld yopodv ovk Edapev mapd Tod dpyovioc. Ectv ob trthpet (fi.
20).

2 Ach. 377-382; Atkinson (1992). The possibility that comedians’ speech was curbed by decree in the 5"
century has been long debated: e.g. Sommerstein (1986, 2004a, 2004b), Halliwell (1984, 1991, 2004),
Wallace (2005), and Rigsby (2020).

® This was a move to renew and legitimise the censorship of theatres on matters related to the government, a
role that had previously fallen to the Master of Revels: Wright (1964) 252-4.



Aristophanes-Cleon affair, and in one case even involving a production of Aristophanes’
Frogs, which was set to include caricatures of the businessman-turned-politician.*

Recent studies have suggested that politicians ought not to cower at the power of
comedy, since there are only specific, limited circumstances in which comedy can wield
power effectively, as will be discussed below.® Certainly, however, all this censorship
points to a widespread historical belief that comedy is politically potent. Of course we
want to identify the political perspective of our comics, since they often in Western culture
seem to wield unchecked, unelected influence on political currents.

In the case of Aristophanes, the mission to determine his political perspective is
motivated on historical grounds too, since his topical, politically engaged comedies are
among the most compelling sources of political discussion in the last decades of the fifth
century. Unlike its sibling genre, tragedy, which was generally confined to enactment of
mythic or historical material,® comedy is frequently set in the here-and-now of classical
Athens, with license to comment explicitly and directly upon social and political matters.

Naturally, attempts to discern Aristophanes’ own political perspective have been
numerous. The question has long been debated, and yet his political bent and influence
remains controversial. It would be fair to say that the majority who have tackled this
question have found that Aristophanes represents a conservative or elite perspective.’

Nevertheless, some have placed Aristophanes on the opposite end of the political

4 Bannerman (2009), ‘Comedian Daniele Luttazzi accuses Silvio Berlusconi of media censorship’, The
Times, 16 May; Grimmond (2002), ‘Political toads stir up row over 2,500-year-old drama’, Independent, 21
May.

5 Political satire seems sometimes to reinforce the status quo it challenges: Tsakona & Popa (2011).

® Historical plays were scarce and, judging by the reception of Phrynichus’ Sack of Miletus, could cut too
close to the bone: Hdt. 6.21.2, Proietti (2019) 86-90. Few tragedies solely featured characters of the poet’s
invention, and Agathon’s Antheus is the only known named example: Arist. Po. 1451b, Karamanou (2010)
389-90.

7 E.g. de Ste. Croix (1972) 357-8 saw Aristophanes as a Cimonian conservative, hostile to radical democracy
and opposed to continued warfare; Konstan (1995) 25-8 sees Aristophanes as oligarchic in sympathies
throughout; Sommerstein (1996, 1993) argues that Aristophanes’ plays may have been harnessed by
conservative politicians and weaponised against ‘the Left’.



spectrum, as a committed democrat.® Standing apart from both these contrasting
interpretations are those who, like Malcolm Heath, find that the plays were not seriously
intended to have any influence on politics at all.” While I think it safer to discuss effect
than intention, it is this view with which I most sympathise, and this seems to be partially a
consequence of the plays’ political polyphony; in Aristophanes many political strains are
expressed, but in counterpoint with opposing voices, the result of which is that none are
presented as authoritative or unfocalized, and the plays carry no one authorised ‘correct’
political meaning. As Ruffell says, we must ‘embrace the multi-stranded nature of the
discourse’.!” This nature renders these plays and their political import a sort of Rorschach
ink-blot test for the reader.

Lately, discussions have tended not to hinge around pinpointing the political
perspective of the poet but have become more sensitive to the particular complexities of
interpreting political comedy.!! While this may be a welcome change given that these
ongoing discussions have long been worn ‘threadbare’,!? it is also hard to side-step the
issue. Our sense of Aristophanes’ political stance inevitably informs our reading of the
plays. Additionally, in the parabases of the first five extant comedies, the author is
represented as a character, and a loud and opinionated one at that. When faced with such a
figure, it is natural to consider the thoughts and opinions that lie behind their words.!* The
audience is encouraged to identify that character with the poet, albeit only partially and

superficially, since each audience member must also have been aware that the poetic

persona’s speeches in the parabases were matters of artifice, sometimes conventional, and

8 Sidwell (2009); Miller (2019) sees Aristophanes’ criticisms as participating in and reinforcing democratic
systems; Case (2021) argues that the plays envisage an extremely egalitarian and inclusive democratic world.
° E.g. Heath (1987), Gomme (1938).

10 Ruffell (2006) 75.

' E.g. Rosen and Foley (2020).

12 Gomme (1938) 97.

13 Indeed, the idea of ‘mentalising’ is a useful lens which this dissertation will use; see section 4 below.



not necessarily informative in aim. And so, the question of Aristophanes’ political stance
and intent confronts the reader or audience member. It is a question both difficult to
answer and difficult to avoid.

The present dissertation will aim to approach this debate from a new angle, by
reading the text primarily as a piece of comedy, foregrounding the mental processes
involved in ‘getting’ comic texts. Since humorous messages are processed by the brain in
different ways than earnest messages, this seems key to interpreting the political satire of
Aristophanes, and understanding how his original audience naturally would have
interpreted it. I operate on the assumption that the plays were genuinely humorous, as
indeed modern readers intuitively recognise them to be. Of course, not every joke in
Aristophanes’ corpus need have landed. If a particular joke failed to elicit amusement, if
the dynamic of humour failed, then it remains to us as a sort of red herring when it comes
to understanding the culture that belies it. It is both charitable to the historic playwright,
and more productive for us, to assume that Aristophanes’ work is generally funny.

I also take as a foundation of my argument the fact that a modern reader or
audience member’s brain processes humour in much the same way as an ancient Athenian
would. While the context of humour is largely culturally specific,'* the way in which a
mind digests the fundamental structure of humour is universal. This can be justified on
grounds of ‘psychobiology’.!> Evolution does not work fast enough for our brains to be
structurally different than the brains of our 5" century ancestors, and the brain’s
psychological processes are determined by its physical structure. Therefore modern and
ancient thinkers share the same basic underlying cognitive processes. If cognitive

processing varied between civilisations as greatly as cultural factors, then other

14 See note 69.
15 Fagan (2011) 39.



civilisations would be totally inexplicable to us, whereas in fact anthropologists have
found many human universals.!® Likewise, a modern reader confronted with an ancient
text often immediately and intuitively identifies common emotions, thought processes and
responses. In Aristophanes, a modern audience often readily recognises the dynamics of
humour.

On these grounds, this dissertation undertakes a new reading of the parabases of
Aristophanes, drawing on various contemporary fields to understand how the humour
functions and shapes the political ‘message’ of the plays. Reading the plays through the
lens of humour is not a new practice. Ruffell’s illuminating interpretation sees jokes as the
building blocks of the plays.!” Recent edited volumes have been alive to humour’s role in
moderating meaning, explaining this phenomenon through aspects of humour theory. '8
One particular contribution to such volumes, by Lowe, explores the processual nature of
getting a joke, a chronologically unfurling journey which may comprise one or several
comic beats, and which involves script collisions and mentalising at every step.!” Rosen
has drawn interesting comparisons between the practice and politics of modern American
satirical comedians and the ancient theatre.?? Scott has studied ancient jokes, explaining
incongruity theory and demonstrating how it can be made to bear upon Aristophanic
comedy,’! while Kanellakis has explored how para prosdokian jokes in Aristophanes
exemplify incongruity theory and Jendza has discussed how such jokes function as part of
comic scenes.?? All these readings have contributed to my approach for understanding

Aristophanes.

16 E.g. Brown (1991), Antweiler (2016).

17 Ruffell (2011) e.g.

18 E.g. Rosen & Foley (2020), Swallow & Hall (2020).

19 Lowe (2020). See sections 2.1 and 3.1 below for the concepts in bold.

20 Rosen (2012).

2L Scott (2023).

22 Kanellakis (2020); Jendza (2023) and his article in Swallow and Hall (2020) 39-52.



What is new in this dissertation is the breadth of fields from which I have drawn
ideas, and the sustained analysis of Aristophanic passages with this approach. Selecting
useful concepts from three key areas, I explore how Aristophanic humour may have been
processed by the audience through a sustained study of a humorous, and supposedly
politically potent recurring scene: the parabasis. The first area from which I draw is that of
humour theory, where I consider modern refinements of the three canonical theories of
humour (Incongruity, Relief and Superiority), and explore how other insights from the
field may reflect on Aristophanes. Secondly, I introduce concepts from cognitive
approaches to analysing literature. These approaches are grounded in neurological data
and, when made to work for the comic stage, provide insight into how an audience
member processes character-driven narratives. Finally, since Aristophanes’ comedy is
inescapably political, I discuss empirical studies into political satire, and derive some
principles about how the audience is liable to process humorous political messages. With
all these selected ideas, this dissertation brings an empirical, cognitively grounded
perspective to long-debated questions.

In the rest of this chapter, I introduce the tools in my toolbox. I describe each
theory and what it explains, and demonstrate how each can be meaningfully applied to
reading Aristophanes. The names of each tool will be in bold throughout this dissertation,
to make it clear that I am using particular terms in particular ways and that each piece of
jargon is explained in this introduction. After introducing these tools and demonstrating
how they can be applied to reading Old Comedy, I will lay out the project at hand, with a
brief discussion of the parabasis, the audience, and Aristophanes’ place in poetic tradition.
To draw this introduction to a close, I will gesture towards what emerges in the following
chapters, each a close line-by-line reading of one or two Aristophanic parabases in

sequence, with some discussion of historical and cultural context.



2. Aristophanes as Comedy

It is difficult, perhaps impossible, to list exhaustively all the ways in which a particular
joke is funny, and this ‘unlimited semiosis of humour’?® makes classification and
explanation difficult. Plato and Aristotle are our earliest sources hinting at theories of
humour,?* but humour has only been the subject of empirical scientific study for a
century.? Over time, three canonical theories of humour have emerged — Superiority
Theory, Relief Theory and Incongruity Theory — although many other strands of thought
abound.?® Each theory has its own particular ‘wheelhouse’ which it explains best, but no
theory is sufficient in explaining every instance of humour. Nevertheless, each theory
highlights an important aspect of humour, and so the following discussion of these theories
notes the special insight of each which can be productively applied to interpretation of

Aristophanic comedy when used to guide a close reading of the texts.

2.1 Incongruity Theory, Mind Candy and Cold Cognition
Incongruity Theory is the most popular and comprehensive of the three canonical theories
to explain humour,?” which has been applied to Aristophanes several times.?® This theory
posits that humour arises as a result of an incongruity, a sudden divergence from set

expectations. This idea may be detected in Aristotle,?® was expressed more fully by Kant

23 Osborne (2020) 24.

24 P1. R. 388a-389a, 605¢-607a; Phlb. 47e-50b; Lg. 816d-817a, 935a-936a; Arist. EN. 1127b34-1128b9, Po.
1449a32-37, 1453a30-38; Pol. 1336b16-19, 1336b33-35. Daly (2021) explores these passages and the
philosophers’ impact on humour theory.

5 Provine (2000) 18.

26 E.g. biological theories, ambivalence theories, play theory, or Bergson’s (1911) mechanical theory of
humour. For this last, see chapter five on Wasps and Peace.

27 Farber (2007) 68 calls it ‘clearly the front runner’.

28 Scott (2023); Swallow (2020) 4-5, 167-81; Lowe (2020); Jendza (2020).

29 Rhet. 1406b5-6 discusses ‘inappropriate’ (drpeneic) metaphors: ‘there are inappropriate metaphors, some
because they are ridiculous (for comedy writers also use metaphors)’; see also Po. 1453a30-38 and Rhet.
1412a19-1412b11 with Daly (2021) 41-2.



inter alios,* and was endorsed by Darwin.?! Its predominance is not surprising, as its
breadth allows it to encompass the domains of the other two canonical theories of humour:
Superiority Theory can be seen as incongruity with regard to social status and hierarchy;
incongruities puncture pretensions and license the temporary relaxation of normal
inhibitions which is described by Relief Theory. While these other two theories relate to
emotional experiences which may predispose an audience to receive a joke favourably, or
which the humour may elicit, incongruity seems to be a necessary and intrinsic part of
generating humour. Our brains have been evolutionarily programmed to enjoy the process
of noticing and resolving a perceived incongruity, and we now have an appetite for this
‘endogenous mind candy’.*

While Superiority and Relief theories particularly explain highly emotive humour
Incongruity Theory fills in the gaps, explaining more harmless humour, like wordplay and
puns. It is, therefore, tempting to see incongruous humour as primarily a process of ‘cold
cognition’ — that is, a non-emotional process. However, this overlooks the fact that as
embodied beings, our thoughts and emotions are interdependent, creating a continual
feedback loop, both conscious and unconscious.?® To ‘get’ any joke generates an emotional
response (pleasure, mirth), and the flipside of this is that failure to resolve an incongruity
could result in anxiety or even paranoia.’*

Of course, there are some obvious cases in which mere incongruity is not funny. A

non-sequitur, for example, may baffle rather than amuse, and some incongruities could

30 Kant (2008 [1790]) 210 ‘laughter is an affection arising from the sudden transformation of a strained
expectation into nothing’. Schopenhauer espouses a more restricted incongruity: ‘laughter arises from
nothing other than the sudden perception of an incongruity between a concept and the real objects that are, in
some respect, thought through the concept.’: (1966a [1844]) 141-2; he fleshes out the theory in (1966b
[1844]) 142-9.

3! Darwin (2009 [1872]).

32 Hurley, Dennett & Adams, Jr. (2011) xi.

33 [bid. 67-72.

3% Granitsas (2020).



generate disgust, anger or fear.?> Incongruity may be a necessary condition for humour,
but not a sufficient one.’® Defining what is meant by incongruous in this theory is
therefore the greatest and most important challenge faced by its proponents.

A useful definition is provided by Raskin’s Semantic Script Theory of Humour,

which employs the concept of semantic scripts, and can be summarised like this:*’

1) A semantic script is a bundle of concepts and associations. The ‘bar script’ for
example contains the associations one typically has with a bar: bartenders, drinks,
purchasing, etc.

2) A text can be characterised as a joke if and only if the following conditions are met:

1) The text is compatible, fully or partially, with two scripts.
i1) The two scripts with which the text is compatible are opposed in some
important sense.

ii1) The two scripts overlap fully or partially in this text.

By this theory, an incongruity is a collision of opposed scripts. The sense in which two
scripts can be opposed has been the subject of some debate, but what seems certain is that
there must be a sense of difference, and the second script should be surprising and more
specific than the first.® A script is a bundle of associated ideas which may be invoked by a
text even if they are not explicitly mentioned. These scripts are culturally constructed,”
and thus thinking about how these scripts were recognised by the original audience

requires one to consider culturally determined ideas and associations.*’ Finally, another

35 Bain (1859) 282-3 lists some, e.g. ‘A decrepit man under a heavy burden’, ‘an instrument out of tune’ or ‘a
corpse at a feast’.

36 Morreall (1987) 91, 108; Martin (2007) 64.

37 Raskin (1985).

38 Defining this opposition has been somewhat controversial, but to paraphrase Attardo (1997) who draws
upon Weiner (1996) and Giora (1991), the opposition is more than mere negation, and the second script will
often be more specific and more surprising (this being a layman’s way of understanding the cognitive
linguistic concepts of ‘accessibility’ and ‘informativeness’).

3 As e.g. Kianbakht (2020) explores.

40 See note 69.



useful term when considering incongruity is that of set-up.*! The set-up may be textual or
purely contextual, logically precedes the incongruity, and may be compatible with two or
more scripts, without obviously clashing at first. When two scripts do collide, by the
occurrence of an incongruity, the listener engages in problem-solving and works out how
the incongruity can follow the preceding set-up of the joke. This result of this process is
resolution.*? The resolution is intellectually satisfying, and sometimes in some sense
incomplete, since the incongruity may persist after the resolution, and ‘often stresses the

playfulness or even the fallacious nature of the resolution.’*

Let us consider an example from Frogs.

‘Hpaxiijc TO1 YTC AMEONUELC;

Awdvucoc gnefatevov Kiewchéver-

‘Hpaxiijc Kévavpdymeoc;

Awdvucoc Kol KATEOVLCAUEY YE VADC
1OV Tolepiov §) 0ddeK’ 1) TPEic Kol dEKA.

‘Hpaxiijc cOM;

Awdvucoc V1| TOV ATOM®.

ZavOiac KQt Eyoy’ dEnypdunv.
Heracles Where on earth have you been travelling?
Dionysus Aboard Kleisthenes’ ship.
Heracles So you fought in the sea battle?

41 Attardo (1997).

42 Suls (1972).

43 Attardo (1997) 405-406. See e.g. my analysis of Eq. 573-4 where, even when the audience realise why the
chorus mention Cleon’s father, the resolution is incomplete and the reference nonsensical, calling attention
to the irreality of the world they conjure to mock Cleon.

10



Dionysus Oh yes, and we sunk
Twelve or thirteen enemy ships.
Heracles You two?
Dionysus Yes, by Apollo!
Xanthias And then I woke up...
Frogs 48-51

In this exchange, the set-up is the discussion between Dionysus and Heracles,
which introduces the script of naval warfare, with its associations (e.g. rowing, sinking
ships, bravery). The incongruity comes with Xanthias’ aside, which introduces the
specific and surprising script of waking, and associated ideas of sleep and dreaming. The
consumer must then rapidly reprocess what they have heard to reach the resolution,
realising that what has come before, the sinking of enemy ships, was in fact part of a
dream. The lines of text which comprise Dionysus’ claims, therefore, constitute a period of
overlap between the two scripts. Here, part of the humour is that bravery is an subtextual
association of the naval warfare script, and one at odds with the passivity and lack of
bravery associated with the second script, of dreaming. The resolution is complete in the
sense that what Dionysus describes is also fully compatible with the dream script,
although the audience member is left to decide for themselves whose version of events to

believe.

2.2 Tension, Timing and Taboo
Incongruity can go some way in explaining the underlying mechanisms of humour.
However, our understanding is supplemented by additional theories which relate more
closely to the emotional experience of humour. Relief theory, for example, is a psycho-

analytic theory which posits that laughter occurs as a result of a pleasurable release of

11



psychic energy normally invested in maintaining certain socially mandated inhibitions.
Laughter arises when someone is suddenly freed from nervous tension, and releases this
latent quota of energy. This theory was developed and championed by Freud,** and is
useful for understanding laughter as an emotional response. It can explain, among other
things, why transgression of authority can be funny. The theory has found empirical
support in a neurological study which demonstrated that humour typically correlates with
patterns of emotional arousal.*’

This theory is also appealing because it explains why emotionally arousing topics,
like sex and death, are so ripe for comedy. It also explains why jokes sometimes benefit
from a long build-up before the punchline: the growing tension from anticipation results in
a greater release of energy. However, this theory is not comprehensive in explaining how
humour functions. It does not, for example, explain puns, or how something can be
humorous with little to no build-up. It also seems to rely on our understanding of the
human psyche as something like a steam engine with high pressure contents which, once
built up, needs to be released to ease it. This metaphor may aid understanding, but it is an
unsophisticated image to apply to something as complex as the human brain and sense of
humour.*¢

Despite these limitations, Relief Theory has some truth to it, and its own purview:
topics that occasion high tension and emotional arousal. Analysis of humour through this
lens will therefore seek to identify when the humour deliberately plays upon topics that
stimulate tension and emotional arousal. These are sometimes culturally dictated, and at

other times quite universal in scope.

“ Freud (2002 [1905]).
4 Hubert et al. (1993).
46 Hurley, Dennett & Adams, Jr. (2011) 44 say it ‘seems old-fashioned and naive’.
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Let us consider the entrance of Opora in Peace (819-855). Non-speaking female roles
like this, along with flute-players, may have been performed by women, presumably
hetairai in revealing costumes.*’ If this was the case, then part of the allure of such parts
was that they were titillating for the spectators. Even if they were performed by men in
padded costumes suggesting women'’s bodies, still sexual attraction is the focus of the
exchange, and the spectators accordingly experience emotional arousal or tension when
hearing about such a topic.*®

The tension generated by the presence of the alluring Opora, is not relieved for some

time. She enters at 819, but the alleviating sexual innuendo does not occur until 851-55:%

Oikétnc €lmé pot, 0@ Kotapayev
a0 T,

Tpuyaioc undév- ov yap €0eAncel poyeiv
oVt dptov obte palav, slwbui’ del

napd Toic Beoicty apppociov Aelyew Gvo.

Oikétnc Agiyewv ap” avTh) KAvOAde ckevacTéov.

Slave Tell me, what should I give her
To eat?

Trygaius Nothing. She won’t touch

Bread or cake. She’s used to licking ambrosia
At the feasts of the gods above.

Slave Well, we’ll have to give her something to lick here, too.

47 Zweig (1992).

48 Mastromarco (2023) discusses the costuming of such roles.

49 Passing over the comic beat at 848-9, which refers obliquely to Opora’s sexuality by suggesting that the
gods are acting as pimps, a joke that targets the gods rather than centring straightforward sexual humour.

13



Both the titillating subject matter and the long build up to the comic climax

increase the tension ultimately released with this last line.

2.3 Superiority Theory to Disposition Theory

Superiority theory of humour, which chimes with the German concept of Schadenfreude,
says humour is the result of a sudden pleasurable feeling of superiority derived from a
comparison that shows the joker and/or audience in a better light than the denigrated other.
Like incongruity, this theory has an impressive pedigree. Plato and Aristotle hint at it,>
but Thomas Hobbes spells it out more clearly in Leviathan: ‘sudden glory is the passion
that maketh those grimaces called laughter; and is caused by some sudden act of their own,
that pleaseth them; or by the apprehension of some deformed thing in another, by
comparison whereof they suddenly applaud themselves.”>! We laugh when others suddenly
are revealed to be deficient, and we are pleased by the flattering comparison. When
Dionysus is scared of Empusa in the Frogs,>? for example, his deficient courage and self-
awareness (he has just boasted of super-Herculean bravery)*? are gratifying to the audience
member who feels temporarily superior to him.

The enduring nature of this theory is unsurprising, since it speaks to something

widespread in human nature — that humour is used competitively in social contexts.>* This

is clear in the obscene mockery of iambos, the antagonistic quips of orators, and of course

30 Plato Philebus 48-50; Aristotle Poetics 5.1449a

1 Hobbes (1996 [1651]) 38.

52 Ra. 285-308. Xanthias may merely pretend that Empusa is present.

33 Ra. 279-284. Humour at the expense of a boaster lacking in self-knowledge, at their dAaloveia, is
recognised by ancient and modern thinkers alike: Major (2006). This dynamic is present in parabases
frequently, where the poet presents himself as an dAaldv.

34 Gruner (1997) 80: ‘humor consists of basically two elements: one is conflict, contest, competition,
aggression, hostility, or whatever synonym you wish. The other is “sudden perception” of the result of the

EERR]

contest, a “win” and a “loss”.
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in Old Comedy.> Ridiculing someone can increase one’s own esteem, or the esteem of the
listener, at the expense of the ridiculed, and humour that targets a particular person or
group can also serve a positive social role, enforcing group values by ridiculing those who
transgress these values.® This is operative in the ridicule of named komoidoumenoi in
Aristophanes, as scholars have noted.>” The chorus leader in Knights even comments upon
the positive impact of disparaging iniquitous people: ‘There is nothing hateful in insulting
wicked men. In fact, it’s an honour to the good ones’.*®

Recent developments in humour theory have added nuance and broader scope to
Superiority Theory, and it can be used to understand dynamics of humour with regard to
in-groups and out-groups. Early developments of this theory hypothesised that a member
of a group will see the group as an extension of the self, and accordingly find
disparagement humour more amusing if it targets an unaffiliated group.>® However, further
research suggested that it was not actual affiliation with a targeted group which predicted
whether or not someone found antagonistic humour funny, but psychological
identification with the relevant groups.®® One may identify with a group either because
one is a member of the group, or merely because one feels positively about said group, and
on these grounds one can predict whether someone will find a piece of disparaging humour

amusing.®! This theory was refined into Disposition Theory which treats attitude towards a

55 In e.g. fr. 12 (West) Hipponax refers to his enemy Bupalus as pntpoxoitnc (‘motherfucker’); see section
5.3 for Old Comedy’s relationship to iambos. Harding (1994) argues humour in classical rhetoric may be a
result of the influence of comedy.

56 Bergson (1911) 21 talks of laughter as a ‘corrective’ to behaviour that seems ‘mechanical’, that is, overly
rigid and therefore anti-social. Things can become less funny when the transgressor is perceived to have
suffered too much for their mistake: Deckers & Carr (1986), Wicker et al. (1981).

57 Stark (2004), Ruffell (2011) 275-84.

8 Eq. 1274-5.

59 WolfT et al. (1934).

%0 For example, while gentiles found anti-Jewish jokes more amusing than Jews did, Jewish study
participants also found anti-Scottish jokes less amusing than gentiles did, suggesting a vicarious
identification of Jewish participants with denigrated Scottish people: Wolff et al. (1934); Conversely, one
may not psychologically identify with a group in which one is numbered: a study showed that lower-class
African Americans found anti-African-American jokes less amusing than their white counterparts did, but
middle-class African-Americans enjoyed these jokes just as much as white Americans: Middleton (1959).
6l La Fave (1972), La Fave et al. (1996 [1976]).
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disparaged group as a continuous variable instead.> The more one psychologically
identifies with Megarians, for example, the less likely one is to laugh at the Acharnians
scene with the starving Megarian father.®?

This last framework is the most sensitive to the minutiae of a relationship which might
result in disparagement humour being effective and it finds empirical backing in studies.®*
For my purposes, to identify how group identities factored into the overall original
reception of Aristophanic humour, it is generic identity groups which will be most
relevant, although of course with any particular comic moment an individual audience
member’s predispositions will be more complicated than simply psychological affiliation
with one group or another.%®

Humour which elicits amusement by denigrating a particular target, whether a single
person, a group, or even an ideology, is called ‘disparagement humour’.%® When such
humour occurs in Old Comedy, it is useful to consider the various demographics in the
audience, and their probable psychological identifications with different groups,
individuals and stances. This is particularly important in, for example, my analysis of
misogynistic humour in chapter seven on the parabases of Lysistrata and
Thesmophoriazusae. For now, I note that this off-shoot of superiority theory gives us
three main useful concepts to work with. Firstly, at its most basic, humour can be
generated by suggesting the inferiority of some character or group. Secondly, the
perceived humorousness of a joke is inversely proportional to the favourableness with

which an audience member regards the target of humour, so jokes targeting out-groups,

62 Zillmann & Cantor (1996 [1976]) 100-101: ‘Humor appreciation varies inversely with the favorableness
[sic] of the disposition toward the agent or entity being disparaged, and varies directly with the favorableness
of the disposition towards the agent or entity disparaging it.’

83 Ach. 729-835.

64 Zillmann & Cantor (1972).

85 Gallois & Callan (1985) suggest that attitudes towards the generic social categories of the target, and
specific attitudes to the individual, predict amusement.

% E.g. Ferguson & Ford (2008).
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with which the majority of audience members are not likely to identify psychologically,
will likely generate the most amusement. Thirdly, it is not actual affiliation with some in-
group or other that determines the audience’s reaction to a joke, but psychological
identification with groups.

I illustrate these principles through two jokes from Aristophanes.

MoaOnmic 11 €é0avpacac; T@ cot dokodCty eikévar,

ctpeyraonc  toic €k [THAov Anebeict toic Aakmvikoic.

Student Why are you surprised? How do they seem to you?
Strepsiades Like the Spartans captured at Pylos!

Clouds 185-186

Here, Strepsiades mocks the appearance of the students of the Thinkery. They are,
we gather from dialogue elsewhere, presented as skinny and pale, and Strepsiades’ reply
that they resemble the emaciated prisoners-of-war captured by Athens at Pylos pleasingly
recalls one of the city’s recent triumphs in war. The physical inferiority of the sophistic
students and the captured Spartans are played upon to generate humour, relying on the lack

of psychological identification between the typical audience member and these two out-

groups.
Awdvucoc KOTEISEC 0LV OV TOVC TTaTpoLoice odTdOL
Kol TovC €mdprovc, odc Eheyev NUIV;
ZovOiac cV o’ ov;
Awévucoc v Tov [Tocedd '"yoye, Kol vovi y” 0pd.
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Dionysus And did you see the father-killers there
And the oath-breakers, like he said?
Xanthias Didn’t you?
Dionysus Yes, by Poseidon, and I see them now.

Frogs 274-276

The deictic vovi suggests that Dionysus is breaking the fourth wall and referring to the
audience as patricides and perjurers. This surprising and cheeky digression from
expectation demonstrates a curious phenomenon of ancient comedy, which can be
explained by reference to the developed forms of Superiority Theory outlined above:
abuse of the audience. Despite the assertion of the Old Oligarch,®” the Athenian public is
frequently insulted in Old Comedy. At first glance this sort of humour seems to fly in the
face of the principles of Superiority Theory — why would an audience member laugh at
their own group being mocked? However, the joke carries little sting, because each
individual audience member need not psychologically identify with his fellow audience

members.

3. Aristophanes as Cognitive Event

In the 21% century there has been a growth in scholarship taking a cognitive approach to
Classics.®® This involves the foregrounding of processes, capabilities and limits of human
cognition. As already discussed, this seems justified on the basis that the structure and
therefore processing capabilities of our brains, as studied by contemporary science, is

shared by the ancient audience member. While a modern reader or spectator of

7 Ps.-X. Ath. 2.18: kopmSeiv 8" ol kol kakdc Aéyety TOv pév Sfjpov odk dGcty.
% E.g. Meineck, Short & Devereaux (2019); Budelmann & Sluiter (2023); for an online platform, see
https://cognitiveclassics.blogs.sas.ac.uk.
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Aristophanes may have to consult a commentary to immerse themselves in the culture-
specific references required to understand the jokes,% the underlying mechanisms of
humour are recognisable and familiar. Hence, the application of cognitive theories, which
benefit from and have been developed through empirical scientific studies, can be
legitimately applied to our ancient sources.

Cognitive approaches to literature tend to focus on useful concepts such as
mentalising and Text-World Theory (TWT), which will be discussed below. These
methods of approach can be applied equally well to all sorts of literature. But as of yet,
cognitive theory has only been tentatively applied to ancient comedy, and some have
turned to less mainstream models of humour theory instead.”® One notable recent attempt
at applying cognitive theory to ancient comedy was made by Lowe,’! who stresses the
importance of mentalising in the pay-off of a joke, and that the process of ‘getting’ a joke
is not a static thing but a process that involves re-analysing what came before. He also
stresses the need to consider jokes not as stand-alone items, but as parts of longer speeches
where different comic beats unfurl slowly and interact over time. I adopt his use of ‘beat’
to refer to a climactic moment of humour, since ‘punchline’ implies a simple one setup,
one punchline structure, whereas in fact a passage may have multiple comic beats of
varying strength.

The application of cognitive science and its technical vocabulary to the reading of
classical literature may seem abstract or anachronistic at first glance, but there is much

continuity with traditional methods of interpretation. Cognitive models are informed by the

% Cognitive theorists, e.g. Haugeland (1998) 207-37, talk of ‘embedded cognition’: that a mind is one part of
a broader cognitive system, acting upon and within its own cultural context. Scott (2023) 1-2 explains Ra. 1-
4, as wordplay ‘embedded in the dramatic scenario’ for which ‘a quite extraordinary amount of literary,
linguistic, cultural and dramatic knowledge is required to get this joke.” A cognitive approach to classics must
foreground mental processes, while at the same time striving to understand the specific cultural context in
which the text was produced and consumed.

70 E.g. Robson (2006), Ruffell (2011).

"I Lowe (2020).
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way humans process information, which has not changed and can be grasped to a certain
extent a priori. The approach taken in this dissertation is still essentially one of
chronologically working through the text and situating it within ancient culture,’? and
therefore has much in common with a traditional commentary. Where cognitive
approaches innovate is in bringing a sense of assurance that the scholar can legitimately
make interpretative leaps about characters, their thoughts, and the fictional world of the
play, which are not explicitly dictated by the text. This sort of analysis may be speculative,
but it is also fundamental to communication, and therefore a natural part of the way a

consumer of a text processes information.

3.1 Mentalising
Mentalising, also known as mind-reading, or Theory of Mind, is a particularly influential
idea derived from cognitive approaches.’”® To mentalise is to attempt to determine the
cognitive state of another person. Evaluating their knowledge, beliefs or emotional state
typically involves intuiting things which have not been made explicit and taking clues
from context. Mentalising is frequently extremely important in generating humour, in
ways clearly compatible with the aspects of humour theory: differing levels of knowledge
between speakers, for example, can easily result in misunderstandings which may generate
incongruity, and which can put people on an unequal footing, potentially leading to

feelings of superiority over a figure who lacks some understanding. In fact, mentalising

2 See note 69 above.

73 Others refer to ‘social cognition’. Apperly (2011) 114-7 sees ‘social cognition’ as something broader,
encompassing also e.g. social scripts. Since the process by which an audience member analyses the mind of a
character in a play is a one-way street, mentalising seems the preferable term because one would expect
‘social cognition’ to be more ‘social’, i.e. interactive. However, the characters of Aristophanes’ parabases do
sometimes act as if they are mentalising about the audience in turn: e.g. I argue in chapter eight that the
chorus backtrack at Frogs 695-6 because they expect the audience will be offended by what they have
previously said.
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is so fundamental to human interaction that studies suggest we can grasp several orders of
intentionality when processing an idea or joke (e.g. ‘he thinks that she thinks that...).”
How characters in ancient dramas should be understood — as psychologically
convincing depictions, as representatives of types such as ‘tyrant’ or ‘wife’, or as mere
drivers of plot — has been the subject of some debate.”® If dramatic characters exist only to
further the plot, then it may be illegitimate to mentalise about them; there is no mental
state to theorise about. On the other hand, modern cognitive science suggests that
mentalising is a natural human instinct, and scholars have created fruitful readings of
ancient texts using this lens.’® Significantly, by mentalising we imbue characters with
motives, emotions and beliefs that may be expressed in a way that allows us to recognise
the gap between what a character says and what they mean. In parabases, typically a
straightforward address to the audience, this is particularly notable when the speaker either
fails to express themselves as they seem to intend to, or when their attempts to persuade or
deceive the audience fail. For example, at Acharnians 655, the poetic persona accidentally
undermines his own claim to didactic righteousness, and the speakers of the parabases of
Thesmophoriazusae and Frogs try to persuade the audience of their point of view, but their
specious logic and deceptive intentions render their attempts to persuade so flimsy that the
audience likely felt an enjoyable sense of superiority that they were not taken in by it.”’
An example to illustrate mentalising’s role in humour is found at Frogs 56-7.

Dionysus explains to Heracles that he is consumed by desire (m60oc 53). This desire will

4 A conversation tends to involve a minimum of three orders of intentionality (speaker intends listener to
recognise that the speaker intends the listener to produce some effect: Dennett (1983) 346). Adults struggle
to cope with more than five orders of intentionality: Kinderman et al. (1998); Powell et al. (2010); Stiller &
Dunbar (2007). At this point jokes generally become too complex to reliably elicit amusement: Dunbar et al.
(2016).

5 Gould (1978); Gill (1986); Thumiger (2007) 20-6.

76 E.g. Budelmann & Easterling (2010), Scodel (2012), Minchin (2019), Lowe (2020).

7 Or, some would have. Audience members who already sympathise with e.g. the oligarchic tones of the
Frogs chorus may process the humour differently. See section 4.1 in this chapter and chapter eight on Frogs.
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turn out to be a longing for Euripides as a poet, but Heracles assumes that Dionysus’

longing is sexual desire, and guesses for whom that desire may be:

‘Hpaxiijc
Awdvucoc
‘Hpaxiijc
Awdvucoc
‘Hpaxiijc
Awdvucoc

‘Hpaxiijc

Heracles
Dionysus
Heracles
Dionysus
Heracles
Dionysus

Heracles

YOVOKOC;
oV Ofit’.
QAL TTadoC;
0VOOUAC.
GAL™ dvdpoc;
amomod.

Euveyévou @ Khewchévet;

For a woman?
No.
Then for a boy?
Not at all.
Then for a man?
Ugh!

You had sex with Cleisthenes?

Here, mentalising about Heracles is a key source of humour, as we witness his
increasing surprise as he moves from appropriate objects of m66oc to inappropriate ones. A
little later, Dionysus clarifies that his longing is for Euripides, and Heracles’ incredulity is
patent from the intensifying kai in his response: kai Tadta Tod Tebvnkotoc;’® Analysis

through mentalising allows us to speculate that this incredulity is due to the fact that

78 Ra. 67.
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Heracles still thinks Dionysus’ desire is sexual in nature. Heracles is thus surprised at what
he takes initially to be his half-brother’s necrophiliac desire towards Euripides.
Mentalising about the chorus in the parabasis is perhaps slightly more
complicated, since they are a group, and one that some scholars see as speaking in Greek
tragedy with more authority than other figures.”® This seems not to be the case in the
parabases, however, which can by and large be split into autobiographical passages and
passages concerning the chorus’ intra-narrative identity. In the former type, the chorus
speaks as or about the poet in his defence or praise. In the latter, the chorus explains its
own world-view from their peculiar perspective (as birds, as clouds, etc), and here the
focalisation seems rather to be the point. In neither sort does the chorus display the kind of
impartial perspective and unfocalised, authoritative wisdom that might distinguish them
from dramatic characters, and so it seems legitimate to analyse them with the same lens.
Nor does the plurality of minds of the chorus significantly effect my analysis, but what
results from mentaling about these groups is the construction of appealing portraits of

particular character types or demographics.

3.2 Text Worlds
Text-world theory (TWT) posits that when consuming a text we create a mental model of
the scenario envisaged. These mental representations are text-worlds, constructed by
analogy to the real world which informs our experience.?’ These worlds are developed in
spatial and temporal dimensions, so spatial, temporal and deictic markers are meaningful
world-building elements. Typically, text-worlds rely on the audience’s background

knowledge to fill in the gaps of what is not explicit in the text.?! In the sense that both refer

7 E.g. Mastronarde (1998).
80 Werth (1999); developed by Gavins (2007).
81 Werth (1999) 19-20, Gavins (2007) 2.
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to mental models conditioned by prior knowledge, text-worlds resemble scripts, and just
as in Semantic Script Theory of Humour the shift from one script to another may generate
humour, so too shifting text-worlds have this potential ®?

Although Paul Werth, who expounded this theory, saw TWT as applicable to all
sorts of discourse, his work focused upon realist narratives — a far cry from the fantastical
comic dramas of Aristophanes. More work has since been done to adapt TWT to reading
plays, and to comic narratives.3* What is important for this dissertation is that the
primary world of a play is the fictional world of the narrative, the world which is
inhabited by the characters. Within this, there are embedded worlds, which are created in
speeches by the characters. Both sorts of world are constructed in a cooperative process
between creator and viewer: the creator, through the text, provides deictic and referential
information, and the viewer contributes their own knowledge to flesh out the world. Both
sorts of world are thus constructed using external inputs, such as real-world scenarios or
other narrative worlds, and the way in which this world distorts or diverges from this
input can be telling, and often humorous.

Cognitive approaches are as applicable to the parabases as to the rest of Old Comedy,
and I take a chunk from the parabases of Thesmophoriazusae to illustrate the utility of
TWT since the passage also nicely shows the importance of mentalising, and how the two
concepts interact. I argue in a chapter below that the audience is primed by the plot of the

play, where women plot vengeance upon Euripides for presenting deceptive women as the

82 Marszalek (2012) 113.

8 Cruickshank & Lahey (2010) distinguish between the staged world and the fictional world that a reader of
a play envisages — that is, when reading a play the reader juggles, on the one hand, the mental image of the
staging, costumes and actors they must conjure up, and, on the other hand, the fictional world which the
characters inhabit. Since this dissertation considers how an Aristophanic play was received by its original
audience, I will not discuss the staged world, since the audience would not have had to imagine such, but
would have seen the actual staging.

8 Marszalek (2012) 32-59 sees humorous worlds as constructed largely through disrupted elements, a
broader sort of incongruity than verbal humour; Marszalek (2015) explores how the consumer experiences
the humorous worlds of a text.
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protagonists of his tragedies, to recognise Euripidean plays with outspoken heroines as an
input for the fictional world. This input also casts doubt on the legitimacy of the
embedded imagined world the speaker creates, since Euripidean heroines are often

deceptive, as the audience of Thesmophoriazusae has already been reminded.

kv ££6M01 1O YOVaudy mot, ka0’ ebpnt’ adTd BVpacty,
poviac paivecd’, ode xpiiv crévdety Kai yoipewy, imep aAnddC

&voobev NUpeTe PPODOOV TO KaKOV Kol U] KateAaUPAveT EvOov.

And if a little woman should go out somewhere, and you then find it outside

You’re mad with madness, when you should pour libations and rejoice, if really truly
You have found your curse clean gone from the house, and won’t come upon it at
home.

Thesmophoriazusae 792-794

Here a spokeswoman defends womankind, arguing that women cannot be the ‘curse’ men
say they are, since they are guarded so closely. Spatial references act as world-building
elements which construct a text-world of two binary and unnuanced locations: inside and
outside (k0 ebpnt’ odTd BVpacty 792, Evdoldev nipete ppoddov... pr kotelapPaver’
gvoov 794). At first, the world is intended to be a depiction by the speaker of the real
world, in which husbands are infuriated by their wives’ absence from home. The speaker
does not spell out why women leave the house without their husbands’ permission, nor
why exactly this angers said husbands, but since text-worlds are constructed by analogy
with the real world, an audience member could flesh out this world by inferring why a

husband might find his wife’s absence alarming. A mentalising perspective might suggest
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that the woman is trying to diminish the bad behaviour of women, judging by their
avoidance to clarify why women sneak out, and by the diminutive form ybovaiov. Through
mentalising one might even recognise the speaker to be feigning naivety with deceptive
intent, as I argue more fully in chapter seven.®®> The audience’s recognition that the speaker
is lying is intellectually rewarding, and creates a mismatch between how the speaker
believes they are coming across and how they really are, which may generate humour
through superiority.

The speaker then moves from one embedded world to another, and the second is a
hypothetical world in which husbands ought not to rage, but to rejoice, since their ‘curse’,
has disappeared. This humorously incongruous deviation from the previously described
status quo is ridiculous, and highlights that the behaviour of men is illogical, in that they
speak of their wives as an ‘evil’ (kakdv, used to express the way men see their wives, is
repeated again and again in a sort of ironic or caustic quotation), yet they do not act in line
with this apparent belief. Thus, the construction of a hypothetical world is part of the
speaker’s argument, although it is hardly an air-tight argument: women could be a pest in
the eyes of their husband especially because their absence from the home meant a lack of

control over them and over reproduction.

4. Aristophanes as Political Comedy

Media psychology, in the broader discipline of the social sciences, is a growing but ill-
defined field.®® An offshoot from the areas of communication studies and psychology, it
shares much with audience theory.®” Much like cognitive approaches, this field has been

developed through theoretical discussion and empirical studies. It differs from cognitive

85 See chapter seven.
8 Giles (2003) 1-13.
87 Livingstone (1997).
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approaches in that it takes a broader perspective on how media affects audiences, focusing
on the end result of how political messages in media influence viewers’ opinions. In recent
years there has been rapid growth in this area when it comes to understanding the effects
of political satire on audiences, particularly in the USA, where studies on how audience
members understand various late night political comedy shows have proliferated. A large
amount of these studies focus on single personae, often from late night news shows, such
as Jon Stewart or Stephen Colbert,®® but there are also some studies on the processing of
satirical narratives featuring multiple characters.®

The field is still finding its feet, and as with many areas in the social sciences,
researchers sometimes come up against a problem of replicability.”® To mitigate the risk of
relying on the results of study which later turn out not to be replicable, I have developed
ideas only on the basis of results confirmed by multiple studies. Nevertheless, when used
cautiously, insights from these results could be very significant, because as with cognitive
approaches to literature, the grounding of this area in scientific study allows us to use this

area to seek empirically-derived hermeneutic principles.

4.1 Seeing What You Want to See
Strikingly, some studies conclude that audiences are frequently poor at pinpointing the
political stance of the author of a piece of satire. A study focusing on viewers’
understanding of The Colbert Report (Comedy Central, 2005—-14) demonstrates this most
clearly.”! In this late-night satirical news segment, the personally Left-leaning Stephen

Colbert dons the persona of a right-wing political news pundit and aggressively interviews

88 E.g. Warner (2007), Polk et al. (2009), Martin et al. (2018); Levinson’s (2020) survey of satire begins with
Aristophanes and ends with Colbert.

% E.g. LaMarre & Grill (2019).

%0 Baker (2016), Pashler & Wagenmakers (2012).

! LaMarre, Landreville & Beam (2009).
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left-wing politicians and celebrity guests. The study revealed that viewers from opposite
ends of the political spectrum, both liberals and conservatives, found the segment funny at
similar levels, but the individual political perspective of the viewers strongly predicted
perceptions of Stephen Colbert’s own political stance. While left-leaning viewers were
laughing at the satirising of a right-wing interviewer stance, and perceived Stephen Colbert
himself to be a liberal intentionally mocking conservative institutions like Fox News, the
conservative viewers enjoyed the discomfort Stephen Colbert’s persona inflicted upon
liberal interviewees, and believed that Colbert’s persona was a slightly exaggerated
representation of the comedian’s own opinions. Audience members see what they want to
see, selectively interpreting media in such a way as to make it accord with their own
beliefs.

Similarly, studies of the sitcom character Alf Garnett (and his American counterpart
Archie Bunker) suggest that such selective processing and interpretation on the level of the
individual occurs widely throughout media consumption. The racist, chauvinistic father
figure in 7ill Death Do Us Part (BBC, 1965-75; the US counterpart was A/l in the Family
CBS 1971-9), was created by and played by committed socialists, Johnny Speight and
Warren Mitchell, with the explicit intention of using this figure to satirise bigotry among
the working class.”? Despite the writer and actor’s intentions with the character — that we
should laugh at them and their foolish opinions — audiences found themselves identifying
with the character. Indeed, the gruff pater familias was broadly approved and widely
quoted, as a study of his American counterpart shows.”?

Since identification with the satirised party was not what the creator intended, these

variant interpretations could be seen as misinterpretations. And yet, this would prioritise

92 Speight in an interview in The Sun, 2 December 1975: ‘There is still deep-seated racial prejudice in this
country, based on ignorance and fear. But my show brings it out in the open and tries to make people realise
how silly it is.” This quoted in Schaffer (2014) 219 n.11.

93 Vidmar & Rokeach (1974).
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the intended reading of a text according to its author over the actual received meaning
decoded by a significant portion of the audience. In the case of Aristophanes, there is no
non-comic material expressing his real political opinions. No interview clip remains for us
in which, for example, Aristophanes laments that Philocleon was received by the public as
a loveable rogue, rightly thumbing his nose at aristocratic pretensions, when in fact he
wanted the figure to satirise the blind followers of Cleon who worship the mechanisms of
democracy. Even if we wished to champion the authorially intended meaning of a text, and
judge any politically partisan interpretation of a play as ‘wrong’ or ‘right’ insofar as we
believe it aligns with Aristophanes’ political stance, there is no external source which
would justify our judgement of this stance.

Of course, not every text is as open to selective re-interpretation on the part of the
individual as the rest. When a political message is clearly expressed, it is harder for
selective reinterpretation to occur.”* A bitter tone, as mentioned in the next section, can
also be decisive in making sure a political message is taken to be serious. But since
humour tends to succeed only when the perceived political message does not threaten the
audience member’s own identity,” clearer and more partisan messages are therefore the
most likely to alienate a great portion of the audience. This does not seem, therefore, to be
a promising strategy for an ambitious comic playwright.”® All the more reason, then, to be

agnostic when it comes to the personal politics of the historical poet.

4.2 Limited Political Potency
Another interesting result, closely related to the above, is that the persuasive effects of

political satire are surprisingly weak. Humour tends to rob political messages of their sting,

% Podlas (2011).
%5 Meyer (2000) 314, and see section 2.3 on superiority and disposition theory above.
% The size and composition of the audience is important here; for this, see section 5.3 below.
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because its presence triggers the cognitive process of ‘message discounting’.”” That is, the
comedian is seen as ‘just joking’. This effect is particularly powerful when the humour is
perceived as light-hearted or silly, rather than bitter.”® Of course, the application of these
descriptors is a somewhat subjective matter, and I leave it to each reader to decide to what
degree and where they may apply within Old Comedy, but certainly the fantastical plots
and the outlandish costumes result in the plays being seen as light-hearted.

Comedy satirising particular figures can even counter-intuitively end up increasing an
audience’s affection for and/or agreement with the satirised subject.”® This result is perhaps
most interesting for its historical significance. Aristophanes’ railing against Cleon, for
example, not only does not seem to have swayed the public’s perception of the politician,
but in fact, this result suggests, it probably could not have. Even in cases where political
comedy contains explicit calls to action, it yields only negligible results, at most increasing
the salience of its discussed topic in the minds of the audience.!” Even if, for example, we
read the Frogs parabasis as containing an earnest call to action to re-enfranchise the dtiyot,

it seems unlikely that Aristophanes had any chance of significantly shifting opinion.!'%!

4.3 Principles and Application
The three key principles I derive from the field of media psychology are: (1) selective re-
interpretation on the part of the individual is liable to occur when the political message of a
text is ambiguous; (2) we are unreliable interpreters of the political stance of a text’s author
when that text is ambiguous; (3) from a historical perspective, political satire was unlikely

to have affected public opinion. Expanding on the first two points, I would argue that

7 Nabi et al. (2007), Boukes et al. (2015).

%8 LaMarre et al. (2014), Holbert (2014).

9 Esralew & Young (2012), Boukes et al. (2015), O’Connor (2017), Becker (2021).
100 Boukes (2019).

101 Contra Arott (1991). See chapter eight on Frogs.
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Aristophanes’ texts fall squarely into the category of the politically ambiguous, because
they are balanced in their presentation of opposing perspectives. Aristophanes loves to put
two opposing viewpoints or demographics on stage and make them thrash it out.!*> They
both undermine their opponent and themselves, thereby leaving no political position in
Aristophanes’ plays fully or unproblematically endorsed. This even-handed style creates
political ambiguity, and therefore, from (2) we should expect variant interpretations of
the text to occur on the level of the individual. The political ambiguity also suggests, from
(3) that we cannot with certainty pinpoint Aristophanes’ own political perspective. It is
therefore more useful to focus not on determining authorial intent, but to concentrate on
the multiple possible readings that would have occurred on the individual level, and to
appreciate their multiplicity.

The use and import of these principles may be illustrated through a concise discussion
of the Kpeittowv and "Httwv Adyoc of Clouds (889-1114). The former is costumed as an
old man (tvpoyépwv 908) who represents traditional values (dpyaioc 915) and is construed
as out of touch (&véppoctoc 908; Kpdvoc 929, cf. 1070); the latter represents youth,
innovation (896) which was a trend of the time (tadta yap dvOel 610 TovToLCi | TOLC
avontovc. 897-898), associated with the subversion of traditional moral values (e.g. denial
of Justice’s existence at 902; Bopoidyoc 910; matparoiac 911) and sophistry (copoc 895;
copictic 1111) that can distort the truth. Emblematic of this last point is the fact that the
"Httov Adyoc admits to being the worse (fjttwv 893) but asserts that he will win
regardless (894-5). The pair are parodic instantiations of opposing societal attitudes and
trends. Their agon enacts on stage the culture clash occurring in fifth century Athens.

Importantly, they are presented in a balanced fashion. Neither group is authoritatively in

102 Consider the sustained clashes between Philocleon and Bdelycleon in Wasps, Euripides and Aeschylus in
Frogs, or the Better and Worse Arguments in Clouds.
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the right. The argument of the Kpeittwv Adyoc argument is essentially an encomium of
traditional education (961-1023), which attacks the sophistry and lack of physical rigour of
modern education (1015-1023), but which also effectively undermines itself with its
sentimentality and its perverse obsession with the genitals of young men (e.g. 972-978,
981-983). Likewise, the "Httwv Adyoc confounds his opponent with arguments (1043-
1114), but his arguments are specious — such arguments being both emblematic of his
character and typical in comedy. He ultimately triumphs only through expediency as the
Kpeittov Adyoc realises that, if most Athenians are already wide-arsed (evpvrpoxtor),
then it wouldn’t hurt to join this group too (1083-1104). Both traditional values and
innovative ‘sophistic’ ideas would have had champions among the Athenian audience,'?
and Aristophanes gives both camps a character to laugh with and laugh at in this even-

handed scene.

5. Reading the Parabases

5.1 Recap of Methods
To recap: jokes begin with a set-up which textually or contextually introduces at least one
mental script, i.e. mental bundles of associations. The set-up can generate psychic
tension, particularly when dealing with emotionally arousing subjects, and this tension
may increase the payoft as the joke when it is ultimately resolved into pleasurable
entertainment. Jokes hinge around a comic beat which is usually an incongruity involving
an opposing script, and which the audience must do some cognitive work to resolve. The
resolution may engender in the audience member a pleasing sense of intellectual
achievement. The resolution need not be complete, but sometimes the joke calls attention

to the specious or comic logic which the audience member has been forced to apply.

103 T discuss the composition of the theatre audience in section 5.3 below.
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Jokes sometimes target a person or group, and will generally be found more amusing if
the audience does not psychologically identify with said target. Since audience members
are liable to reinterpret humour in line with their own beliefs, as antagonistic towards
groups with which they have no psychological identification, and favourable towards
groups with which they do have psychological identification, targeted jokes may produce
variant interpretations on the level of the individual, which can be concurrently valid.
Jokes frequently call upon the audience to construct mental models of the state of mind of
characters — mentalising — and of fictional text-worlds.

Taking one final example to demonstrate all of the above, let us consider the Cyon-
Labes canine lawsuit in Wasps (891-1007). This prolonged parody of the Athenian
courtroom transfers it into the domestic world of Bdely- and Philocleon’s home. The set-
up is the activation of the courtroom script, which clashes frequently with the dog and
dog-behaviour scripts activated throughout the scene. The dogs are clearly to be identified
with real political figures, with Cyon (‘Dog’) a stand-in for the politician du jour Cleon,
while Labes (‘Grabber’) represents the general Laches, further complicating this travesty
of the courtroom. These politicians represent diametrically opposed political interests,
which gives this political comedy broad appeal, as audience members would likely
individually identify with one of the two figures, and enjoy the humour that targets the
other. Bdelycleon here constructs a text world within the play that takes as input the real
Athenian lawcourts, and the domestic scenery of a Greek household kitchen, and many
incongruities ensue.

I note just two comic beats from this scene. First, the punishment suggested for Labes
is a figwood collar (tipnpa kKAmoc cokivoc 897). This punishment is humorously apt, since

KA@dc can mean a collar suitable for restraining a disobedient or violent dog,'** but it can

M E.g X HG. 11. 441.
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also refer to a neck shackle used to restrain a prisoner.!% Therefore, this choice of
punishment fits both the law-court script and the dog script. Later in the scene,
Bdelycleon defends Labes by saying ‘If he stole, forgive him: for he does not know how to
play the lyre.” (958-9). The suggestion that the dog must be forgiven for his misdeeds
because he has missed out on an improving education conjures an absurd mental image. It
also suggests that Bdelycleon is willing to make argument geared towards manipulating

his listener’s emotions, parodying real courtroom practice.!%

5.2 Parabases and Genre Expectations
Although the collection of ideas assembled above could be fruitfully applied to any
humorous text, this dissertation will focus upon a close reading of a particular recurring
scene in Old Comedy plays: the parabasis. The name is derived from the action of stepping
forward (mopapaive) which the chorus undertakes to speak directly to the audience while
the other characters are off-stage.!?” These passages tend to be politically loaded, as the
chorus advises and criticises the audience. The chorus leader sometimes speaks about the

t,19 or even in the voice of the poet,!?® before speaking in and about the intra-narrative

poe
identity of the chorus. Parabases pretend to be direct expressions of opinion from the poet
or his chorus to the audience, promising more direct access to the poet’s mind than any

other section of Old Comedy. These passages are therefore the ‘most seductive form of

Aristophanic comedy’;!! they offer a tantalisingly direct insight into the poet’s mind on

05E ¢ X. HG. II1. 3.11

106 Similar emotive manipulation is found at 976, where Bdelycleon calls for Labes’ puppies to be brought in,
ironically echoing his earlier complaint at 568-70 that people at court drag in their children to beg for
leniency.

107 The exception is Thesmophoriazusae, where Mnesilochus remains on stage during the parabasis.

108 4ch. 628-58, Eq. 5071T., V. 1015fT., Pax 734-53.

109 4ch. 659-64, Nu. 518-62, V. 1284-91, Pax 754-79. This may be a vestige from an earlier phase in which
the poet performed the parabasis himself: Pickard-Cambridge (1968 [1953]) 93. Gilula (1997) 131-43 argues
that this endured in the 5" century.

110 platter (2007) 94.
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topical themes, but this insight is illusory. Parabases are not Aristophanes’ diary, the poetic
persona that emerges is just that, a persona, and the apparent spontaneity of the parabasis is
scripted, a paradox to which these texts sometimes playfully draw attention.!!!

Applying techniques for interpreting comedy as laid out above to the parabases
presents the chance to understand the complicated dynamics involved in these passages.
They are good candidates for reading in this way, because as simple addresses to the
audience without interactions between characters,!!'? the dynamic closely resembles that of
the late-night talk show hosts’ monologues frequently analysed in studies of media
psychology. Analysis of the parabases is thus appropriate for the lens I have constructed,
and promises rich rewards, since studying these politically charged passages means
tackling the long-debated question of the poet’s politics from a new angle. I have limited
myself to the first parabasis of each play, although five plays include a shorter second
parabasis, !'? because of limitations of space, choosing to prioritise coverage across every
play with a parabasis.

There have been two commentaries devoted to the Aristophanic parabases in the
past three decades. First Totaro’s commentary on the second parabases of selected plays,''*
and then Imperio’s commentary on the parabases of Acharnians, Knights, Wasps and
Birds.''> Imperio’s detailed commentary has been a great aid to me. Prior to these works,
the last scholar to devote a monograph to the parabases was Hubbard.!!'¢ His work’s main
goal was to take up the challenge of Bowie,!!” by demonstrating how each parabasis is

closely integrated with the rest of the play. When it comes to the autobiographical

1 See my analysis of Eg. 507-9 below.

12 Except in Lysistrata, where two semi-choruses address each other: see chapter 7.

13 By 1264-1315, Nu. 1113-30, ¥, 1265-91, Pax 1127-90, Av. 1058-117; see Totaro (1999).
114 Totaro (1999).

115 Imperio (2004).

116 Hyubbard (1991).

17 Bowie (1982).
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parabases of the first five extant plays, he also showed how each parabasis related to the
parabases that came before, and the connections between the poet, as he presents himself,
and the plays’ protagonists. I take it for granted that his work succeeded in demonstrating
these ideas, and in that sense his work is foundational for my own. Although my focus is
rather different, concentrated as I am on using some modern areas of theory to consider the
dynamics of humour in these passages, I start each chapter by laying out my interpretation
of the overarching messages and thematic points of the parabases, and in this my goal is
aligned with Hubbard’s. At times, I concur with his analysis, as in chapter 2 I agree with
his assessment of the connections between Dicaeopolis and the poet. At other times, I
dissent, as in chapter 4 when I deny the suggestion that in his many trope-disavowals
Aristophanes is pointing out the debasement of his original Clouds to his more perceptive
fans, while concealing his true message from the less perceptive fans. Nevertheless, in

every case this work has been extremely valuable for me to consult and to think with.

5.3 Poet, Chorus and Audience
Before reading the parabases, it will be useful to consider briefly some important aspects
of context: the poetic tradition into which Aristophanes’ plays and persona insert
themselves; the chorus leader and chorus, who perform these passages; the historical
audience who originally watched the play.

When the poetic persona appears as a character, either speaking as himself or being
spoken of by the chorus, he resembles the scurrilous personae of iambic poetry. Indeed, the
similarities between the two genres, Old Comedy and iambos, are striking: both feature
personal abusive mockery, sustained quarrels, obscene language and less than virtuous

poet figures.!'® While the former cannot be said to have developed out of the latter in a

118 Rosen (1988).
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straightforward way,!!? their structural similarities constitute a sort of ‘generic
affiliation’.!?? Aristotle saw epos and tragedy as alike in involving mimesis of noble
actions, while iambos and comedy resemble one another in that they imitate the
immoral.'?! One could also draw an overarching analogy between the genres: iambos is to
epos as comedy is to tragedy, in that the former is frequently parodic, a travestied image of
the latter.'>? To bring this association of comedy as a corruption of tragedy to the fore,
Aristophanes sometimes calls his genre trygedy. Old Comedy draws attention to its
‘alterity’,!?* the parasitic relationship it enjoys with tragedy and other genres, by frequent
paratragedy and allusion. Against this generic background, the audience would be primed
to see the poetic persona as a warped, comic instantiation of a poet, and therefore one not
to be taken seriously.!?* For example, in Acharnians, the poet draws attention to this
relationship between genres while parodying and comically warping the concept of the
poet as diddGckodoc to the city, a role more seriously ascribed to tragedians.!?®
Aristophanes’ persona is particularly akin to an iambic poet in his sustained
antagonistic velkoc with the politician Cleon. The quarrel bears a broad resemblance to the
kind of extended quarrel that Archilochus has with Lycambes and his daughters, or
Hipponax with Bupalus and his brother.'?® The literary precedent is clear, and so are the

benefits: to present oneself as the participant in a quarrel was a lively and memorable

119 Bowie (2002).

120 Rosen (2013).

121 Arist. Po. 1448b24-1449a5.

122 Bakhtin (1981) speaks of the parodic voice as a consistent foil to more righteous modes of poetry. For
Hipponax’s parody of epos, see e.g. Degani (1984) 187-205, Alexandrou (2016). Kelly (forthcoming) urges
caution in identifying intertextuality between Hipponax and specific texts, an approach which privileges the
epos that survives; nevertheless, Hipponax’s poetry may be a low-brow travesty of epic tradition, diction and
myths in general.

123 Rosen (2013) 81.

124 For discussion of what it means for comedy to be ‘serious’, see Silk (2000) 301-20. Similarly, Kidd
(2014) tackles the question of seriousness and non-seriousness through the idea of ‘nonsense’, which he
shows to be pervasive in Aristophanes. Modern studies which suggest that humour triggers ‘message
discounting’ are discussed in section 4.2 above.

125 The idea that tragic poets advised or taught the city is presupposed by the plot of Frogs.

126 Rosen (1988) 59-82.
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method of autobiography. In this way, Aristophanes forges a recognisable brand identity
which is salient to the city’s political life. In Wasps and Peace, 1 will argue, this
antagonistic relationship ultimately generates humour by casting the poet persona as
obstinate and out of touch. In these autobiographical passages, the poet constructs an
identity, which is meant to be identified with the historical poet, but only partially.
Inasmuch as his quarrels resemble iambic rivalries, they are conventional and to be
regarded as constructed as a literary artifice. The audience must have been aware that the
Aristophanic persona they laugh af is not the same person as the author of the script, and
that to laugh at the poetic persona is actually a win for the poet.

Although frequently autobiographical, the parabases were delivered by the chorus
and chorus leader, and Aristophanes sometimes plays around with the distancing effect
which this delivery creates.!?” Beyond the autobiographical passages, the parabases focus
on the various perspectives of the intra-narrative identity of the chorus (as Acharnians, as

knights, etc). The chorus comprised twenty four amateur choreuts, 28

who probably
performed the odes of the epirrhematic syzygy (an alternation of metrically equivalent
lyric odes with passages of recited trochaic tetrameters), whereas one (semi-)professional
coryphaeus (chorus leader) probably delivered the makron (a long run of anapaestic
tetrameter catalectic, cratineans or eupolideans) which preceded.!?® Our evidence for this
allocation of parts is uncertain, but this has been generally assumed in the absence of
evidence to the contrary since a single speaker would be more suited to the longer chanted

passage, as he would be more easily understood than twenty four speakers chanting in

unison.

127 See Eq. 507-9 with my discussion.
128 Csapo & Slater (1994) 351-2.
129 Zimmerman (2010) 458.
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When the choreuts take on the perspective of a particular group, they sometimes
are imbued with a political stance (as the Acharnians are pro-war, the wasps passionate
jurymen, the old men in Lysistrata die-hard democrats), and thus represent demographics
with which audience members may or may not psychologically identify. Typically, this
group will both mock another opposing group, and undermine their own perspective,
generating humour at their own expense. As a result, both audience members who
psychologically identify with the stance, and those who do not, end up with comic
figures, either portrayed or mentioned on stage, with and at whom they can laugh. The
layering of different identities (e.g. as wasps as well as aged jurymen) often generates a
great deal of creativity and humour and through incongruities, as they bring together ideas
from totally different spheres or scripts.!°

Finally, since this dissertation strives to consider how the dynamics of humour
would have been processed by the plays’ original audience, it will be useful to consider the
constitution of this group. Estimates of the number of audience members who could be
comfortably seated in the Theatre of Dionysus have varied wildly, although archaeological
evidence has been taken to suggest a conservative figure of between 4,000 and 7,000
people.!3! Whether women or slaves could attend has been hotly debated, but given that it
was a leisure activity outside of the house and cost a fee, it is likely that male citizens were
the majority of the audience.!*? Ancient authors tend to identify the theatre-going public
with the politically active assembly-goers, who were probably of a similar number.!3?

Assuming that the male citizen body numbered 30,000-50,000 when Aristophanes first

130 F.g. in Birds the amalgamation of avian aspects with traditional theogonic narrative drives much of the
humour.

131 Dawson (1997) suggests 3,700; Olson (2001) 6 suggests a larger figure of around 17,000; Csapo (2007)
97-100 argues for this last figure of 4,000-7,000.

132 Pickard-Cambridge (1968 [1953]) 265-8.

133 e.g. Ar. Nu. 581-94, Ra. 778-9; P1. Lg. 700c-1a, R. 492b-c. Assembly attendance was probably around
6,000: Hansen (1991) 130-1, Pritchard (2012) 17. Cf. Ar. Eq. 546-50; Av. 445-6; Ec.. 1141-2; P1. Lg. 659a.
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started composing,'3* and 30,000 or less at the end of the fifth century,'* even the
conservative estimate of 4,000 in attendance is a large chunk of the population.

It has been argued that, because attendance was not free, the theatre grew to be
monopolised by wealthier and more conservative audience members.!3¢ The entry fee, of
two obols per day, was neither negligible nor exorbitant, but broadly equal to the daily
wage of a labourer.!3” Certainly, the theatre audience need not have perfectly reflected and
represented the demographics of the citizen body. The location, for example, may have
meant that those dwelling in the urban centre were over-represented compared to their
hinterland compatriots.

On the other hand, there is good reason to think that citizens from across Attica
would have been present in the city for the dramatic festivals. The high number of amateur
citizen choreuts who performed in dithyrambs, tragic and comic choruses, would likely
have attracted many people to the festival.!3® The decree of Demophantus required that,
following the coup of the Four Hundred, every citizen swore an oath to defend the
democracy, and this oath was to be sworn publicly before the City Dionysia, suggesting
that, at least notionally, every citizen was expected to be present at this festival, or at least
that it was the public occasion at which the largest possible swathe of the citizen body was
present in the city.!*®

In short, the dramatic competitions were mass entertainment, and attracted so many

people that the event must have appealed to people across the political spectrum. While the

134 Hansen (1988) 14-28 estimates a population of 60,000 in Pericles’ time, while Gomme (1933) 5 estimated
43,000. Shortly before Aristophanes’ first productions, many died of plague: Thuc. 3.87.3 says at least 3,300
hoplites and 300 knights died, and an unknown number of the rest: tod 8¢ dAlov dyhov aveEedpetoc
apduoc.

135 The population remained around 30,000 throughout the 4™ century: Hansen (1991).

136 Sommerstein (1997) suggests that the theatre entry fee increased in the fifth century, but there is no direct
evidence to support this.

137D, 18.28.

138 Revermann (2006) 111-12 estimates that 1,100 amateur choreuts were required at every City Dionysia.
139 Shear (2011) 136-7. In chapter eight I discuss the implications of this oath on the interpretation of the
Frogs’ parabasis.

40



poets were, in a narrow sense, competing to win the competition by impressing that year’s
judges, these judges were selected randomly by sortition at the start of the festival,!*® and
were apparently influenced by the crowd’s reception of the play.!*! Clearly it would be
self-defeating to alienate any sizeable portion of the audience.!*? The poet is clearly
incentivised to make his play appeal to the broadest possible swathe of his audience. No
wonder, then, that the political perspectives of Aristophanes’ characters — including his
persona — are never presented as endorsed or correct in an unchallenged or unfocalized

way.

5.4 Caveats and Results
In the above discussion I have identified several meaningful characteristics and dynamics
of humour in texts. Since I approach reading the parabases as sustained pieces, moving
through them chronologically in order to follow the order in which the information is
processed, my results resemble a traditional commentary, but with a different balance of
focus. Not all of these characteristics are equally useful or salient to apply to each and
every comic beat. Jokes can be interpreted as functioning in multiple different ways, and
as [ have argued, in these texts there is a multiplicity of concurrently valid variant
interpretations, so my analysis of the parabases in the coming chapters is necessarily not
comprehensive, and does not analyse every comic moment from every possible direction. I
have had to be selective, and so the commentary below focuses on what I deem to be the
most important aspects and interpretations of each particular comic beat. At times I
dedicate space to some timeworn questions, such as the question of whether Aristophanes’

career progression included a period of relative anonymity as he wrote for other poets and

140 pickard-Cambridge (1968 [1953]) 95-9.
141 Ar Av. 444-47, Pl. Lg. 659a-c, Arist. Po. 1453a.
142 Allan & Kelly (2013) 87-8 argue this for tragedy.
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produces, or the political meaning of Birds, when these debates are pertinent to the
parabases as a whole.

My chapter on Acharnians will argue that Aristophanes purposefully presents his
persona as aiming at, and falling short of, the figure of the poet-didaskalos, while this
play’s epirrhematic syzygy is the first of several to parody the overblown rhetoric of the
Marathonomachoi.

In my chapter on Knights I argue that the poet’s stance of faux pity towards his
predecessors and Cratinus is balanced by his own excessive hesitation to become a comic
producer, and that the eponymous chorus’s attempts at self-defence and self-promotion are
consistently undermined by suggestions of effeminacy and unflattering comparison to the
navy.

Chapter three on Clouds considers the poet’s anger in defeat as a comic stance,
which brings the audience itself into the persona’s narrative as a transgressor against the
poet, while the persona’s self-presentation allows the audience to laugh at the persona, an
intellect too stupid to know what side his bread is buttered on. In the syzygy of Clouds, the
chorus present a whimsical image of divine intervention in Athens’ favour while
simultaneously marking out certain komoidoumenoi for abuse.

The next chapter considers the parabases of Wasps and Peace, in which the
constructed relationship between Aristophanes and Cleon reaches a climax with the death
of the politician, and the poet is humorously inflexible in continuing to mock the deceased.
The portrait of wasp-Marathonomachoi-heliasts combines multiple scripts to poke gentle
fun once again at the Greco-Persian war veterans, but in such a way as to avoid mocking
the war veterans qua war veterans. In Peace the syzygy is abridged to just a pair of odes

mocking named contemporary poets in riotously creative invective.
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The parabasis of Birds is constructed from repeated moments of incongruity,
where bird and human scripts collide, and I argue that these sustained collisions constitute
an exercise in species-focalised relativism which chimes with the moral relativism of
Cloudcuckooland. At the same time, Aristophanes projects human qualities, flaws and
appetites onto the birds, to create a comic world in which all living beings are as
universally self-interested as us.

In a combined chapter on Lysistrata and Thesmophoriazusae, I argue that
Aristophanes uses but does not rely heavily upon misogynistic humour in these plays, with
the first enacting a battle of the sexes that makes the men ridiculous too, and the second
acting as a parody of the monologuing Euripidean (anti-)heroine.

In my Frogs chapter I argue against the grain that the chorus of Eleusinian initiates’
voice parodies the sentiments of a faction of the Athenian populace who were essentially
conservative and fearful of changes to the democratic makeup of their polis, and that
humour derives from the subtle parody of this viewpoint.

Finally, in my conclusion I bring together some of the results which this research
has obtained. When it comes to politics, what becomes clear throughout is that ambiguity
is baked into Aristophanic humour in multiple ways, and this surely would have
encouraged variant interpretations by different groups within the audience. Beyond

politics, my reading demonstrates the immensely generative power of humour.

43



Making a Mockery of Justice

The Double-Voiced Didaskalos in Acharnians

In the first extant parabasis, Aristophanes emerges as a figure full of contradictions. His
persona urges for further pursuit of war against the Peloponnesians, placing him at odds
with the play’s protagonist, who had earlier spoken as the poet, and in this way the play
can be viewed as ‘double-voiced’ as it seems both to support and to denounce the ongoing
war. The ambivalence this creates is likely to have given the play a broad appeal across
political boundaries among the Athenian audience.

Within the parabasis, the ambivalent ‘double-voicing’ continues on a smaller scale.
The poet, through his coryphaeus, spends the autobiographical anapaests delivering a
rebarbative apologia, which rehashes the public slander and possible impeachment of the
poet as a maligner of the city, and lays out his claim to act as a didaskalos to the city.
However, his words constantly work against him, illustrating his inappropriateness for the
role by revealing him as delusional, deceptive and at times even incompetent as a poet.
The duality of meaning throughout fundamentally problematises the idea of a comic poet
acting as a legitimate teacher at all, and ultimately functions as a comic takedown of the
literary-critical tradition of the poet as moral instructor.

Finally, in the epirrhematic syzygy the chorus’ identity not as Acharnians but as
Marathonomachoi is brought to the fore. The unparalleled achievement of Greco-Persian
War veterans makes the demographic both an appealing target for disparagement
humour, and simultaneously one to be handled with care, and Aristophanes’ depiction of

them balances a certain Schadenfreude at their expense with ridicule of the young.
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1. Hero and Poet

At first glance, Acharnians is an anti-war play,' by an anti-war poet.? Dicaeopolis’ private
peace treaty defines the plot, and the causes of the war are subjected to sustained ridicule.?
This impression is strengthened by the fact that the protagonist who pursues peace seems
to be closely connected to the figure of the poet,* and indeed even speaks as the poet at
points.’ The ties between character and creator are so strong that some have even
speculated that Aristophanes may have performed Dicaeopolis’ role himself.®

When the autobiographical parabasis starts, one might expect more of the same.
And indeed, the anapaestic speech about Aristophanes has an ‘allegorical similarity’’ to
Dicaeopolis’ earlier speech dressed as Telephus.® Each speech is an apologia,’ responding
to the detractors of a ‘morally ambiguous’ figure.!® Both characters are connected to
justice,!! and present themselves as the voice of reason, telling unwelcome truths. In each
speech, some claim is made about the didactic potential of #rygedy, a moniker for comedy
that suggests it is a debased counterpart of tragedy.'> However, while the emotional
dynamic may be similar, the political opinions of the characters do not overlap. Unlike
Dicaeopolis, the Aristophanic persona believes the Athenians can and should continue

fighting. Dicaeopolis’ general stance is one of political quietism, while the poet persona

! As it is understood by e.g. de Ste. Croix (1972) 363-7, MacDowell (1983) 143-62, Imperio (2004) 109:
‘Aristofane esprime il proprio appassionato impegno antibellicista attraverso la figura del protagonista
Diceopoli’.

2 Worthington (1987) 56: ‘That Aristophanes was against the Peloponnesian War and desired a general peace
is beyond doubt’.

3513-39; Bertelli (2013b) 115: ‘The main purpose of Acharnians had been to refute the common opinion
that the Spartans were responsible for the war.’

4 Bowie (1982) esp. 29-35; Hubbard (1991) 47-56.

5 Ach. 377-83, 496-508. Ewen Bowie (1988) sees Dicaeopolis as representing Eupolis; Parker (1991) poses
persuasive objections to this theory.

¢ Bailey (1936), Ghiron-Bistagne (1976) 148, Sutton (1988), Slater (1989).

" Harsh (1934) 188.

8 Ach. 496-556.

° Imperio (2004) ad loc. compares Ach. 632 and Eup. fr. 392.2: €000 yop mpoc Vpdc tpdTov AmoloyCopoL.
10 Fisher (1993) 39.

! Dicaeopolis particularly through his name (‘Just-city’), and Aristophanes by his claims at 645, 655 and
661.

12 4ch. 500, 628, 656.
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vows to continue participating in political life through the corrective force of his poetry. It
is hard to square these discontinuities with the reading of Acharnians as a peace play. The
play eludes a straightforward political interpretation.!3

In the differing opinions of these figures, who both seem to some degree to be
licensed mouthpieces of the poet, the play is politically ambivalent. Hence, it is opaque
with regard to the poet’s true political stance, and it is unwise to allege that any political
gesture is a genuine expression of the poet’s thoughts.!* It may still be tempting to pinpoint
Aristophanes’ own opinions as aligned with either his poetic persona’s, or his
protagonist’s, as for example Konstantakos does, arguing that Acharnians earnestly
promotes peace, and includes pro-war sentiment in the parabasis to hedge its bets and
avoid aggravating the staunch partisans of war among the audience.'> However, studies of
the effects of political satire suggest that confidence in one’s ability to determine the
political perspective of a satirist is frequently unfounded.!® This sort of humour, where no
speaker — not even the poetic persona — is authoritatively correct, is ripe for re-

interpretation on the part of individuals.

2. Didacticism and 7rygedy

When we meet Aristophanes, he has a bone to pick with us. This is not unusual in Old
Comedy,!” although it is out of place in his situation: having placed second with his first

play, Banqueters, and first with his second, Babylonians,'® Aristophanes’ career was on the

13 As Goldhill (1991) 188-96 and Rosen (2012) 6-17 conclude. Carey (1993) sees the play as having no
serious political purpose.

14 Contra e.g. Nelson (2016) 139 who sees the poet’s voice as ‘genuinely behind his hero’s frustration at the
insanity of the city, and... behind the chorus’ claim that their poet is devoted to Athens.’

15 Konstantakos (2021).

16 See introduction, section 4.1.

17 Peace contains the only parabasis in which the poet does not criticise the audience; see chapter five.
Snippets from parabases by other Old Comedy playwrights show the same tendency for criticising the
audience: Telecl. fr. 2, Cratin. fr. 360.

18 Nub. 529b says Banqueters was judged second; /G i 2325 shows Aristophanes named before Eupolis
and Cantharus, most likely with Babylonians.
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ascendant when he composed Acharnians. Nevertheless, the poet prefers to focus on a
source of contention for him, creating a more emotionally dynamic narrative than a poet at
peace.!” His persona can be seen as an underdog,?® and one that is comically bitter. In this
case, he is bitter because, despite the good service he has rendered the city, he has been
slandered.?! This claim probably refers to a specific run-in with Cleon before the Council,
concerning his depiction of Athens in Babylonians, produced at the City Dionysia of the
previous year. 22

Whether or not the run-in with Cleon was historical,?* the Aristophanic persona
goes to some lengths to present himself as a wronged, righteous poet, with improving
advice that his listeners would do well to take seriously. This stance has poetic precedent,
in for example, the works of Hesiod.?* Poets were often thought of as sources of wisdom
and instruction, as shown, for example in Frogs when Euripides says that poets are to be
admired for ‘cleverness and advice, because we make men in the cities better.” It is this
vein of thought which Aristophanes taps into in Acharnians, where justice is an ever-
present theme, enshrined in the very name of its protagonist.?¢

Aristophanes’ persona is no simple agent of justice, however, and this is
appropriate for the genre. From the start of the parabasis, and even before in the speech of

Dicaeopolis, Aristophanes has referred to his genre as trygedy, a corruption of its sibling

19 Greek poets often indulge in autobiographical ‘laments about misfortune or self-defences under attack’:
Most (1989) 126. This comes out particularly in my chapter on Clouds.

20 For Aristophanes-as-underdog, see e.g. Rosen (2014) 232.

2 Ach. 630-1.

22 This extra-theatrical dispute is pieced together from references within plays (4ch. 377-82, 502-3; V. 1284-
91), and some scholia, which do not seem to possess any evidence beyond the text of these plays. £ Ach. 378
says Babylonians sparked the dispute; see Ach. 630-1, 642 and my discussion on these lines below.

2 In chapter five on Wasps and Peace 1 discuss how constructing a poetic persona in relation to an already
famous public figure has literary precedent and rhetorical benefits.

24 Hesiod uses the wrong supposedly done to him by his brother Perses as premise for the morally edifying
paraenetic poem Works and Days, and was recognised in antiquity as a didactic poet: Heraclitus called
Hesiod dwdckaloc 8¢ migictwv (fr. 22B57 Diels & Kranz).

2 Ra. 1009-10: de&1otntoc koi vovdeciac, ti Pedtiove ye morobuey | Tode dvOpdmovce &v Taic molectv.

26 On the theme of justice in the Acharnians, see Perusino (1987) 17-33.
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genre by the incorporation of Tp0& (‘new unfermented wine’, or ‘lees’).?” When
Dicaeopolis claims earlier that ‘even’ (kai) trygedy knows justice, the implication is that
tragedy is associated with justice, while comedy is not.?® The line can be taken as an
earnest assertion, a serious reinvention, of comedy’s capabilities — indeed, the idea of
comedy as a corrective force on people’s behaviour is a common one — but by calling
comedy ‘trygedy’, the ‘song of wine-lees’, Aristophanes reminds us of the general
conception of the genre as parasitic, derivative, and of inherently lesser worth. The #rygic
playwright accordingly is lesser than his tragic counterpart, and tries but fails to take on
the normative voice of the righteous poet.

While Aristophanes’ persona constantly make claims about justice, these claims are
undermined in various ways, starting with this positioning of comedy as inherently less
valuable than tragedy. The ambivalence already noted concerning the poet’s opinions
generally is continued in the parabasis on a smaller scale, and the piece can be described as
‘double-voiced’. The term ‘double-voiced discourse’, coined by Bakhtin, describes the
idea that literature contains two voices which clash, speak concurrently and in
conversation with one another.?® In particular, he argued that the two voices are ‘the direct
intention of the character who is speaking, and the refracted intention of the author’.3°

As Platter notes: ‘the parabasis is a radically double-voiced discourse that only seems
to report the straightforward speech of the author’.>! The Acharnians parabasis is no
exception, as the poetic persona tries to assert his identity as moral instructor to the city,
but this message is complicated by his repeated, comic missteps. The poet’s speech

becomes ambiguous particularly when referring to the didactic dimension of his role,

27 See on 628 below.

28 Pucci (2007) 119; Rosen (2015a) 218.
29 Bakhtin (1981).

30 Ibid. 324

31 Platter (2007) 94-5.
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accidentally undermining his own claim to justice (655), for example, or revealing that he
is reading too much into his title of d1ddckaroc (658). The poet becomes thus semantically
incontinent particularly when discussing his own role as a teacher. This, alongside his self-
representation as a bitter, out of touch, deceptive and delusional alazon, makes the poetic
persona’s claim to speak as a serious adviser ridiculous, and satirises the poetic claim to

didactic authority itself.

3. Marathonomachoi

The epirrhematic syzygy of Acharnians develops the intra-narrative identity of the chorus.
This is typical, and typically too that it takes their character in new, unexpected
directions.? In Acharnians it is not their deme that is the focus, but the chorus’ identity as
Greco-Persian War veterans, no help to them now as they are litigiously abused by
youngsters. It is surprising to see a weaker side of the previously fearsome Acharnian men.
Aristophanes is fond of inter-generational contrasts, and the (once) glorious
Marathonomachoi provide a striking, comically productive contrast to the apparently
morally dissolute younger generations in the 420s. One reading of this clash would be that
the older men are not mocked, but represent a nostalgic patriotism, and former glory in
pointed contrast to contemporary iniquity.>* Alternatively, some believe that the overblown

rhetoric surrounding Marathon, probably an all too frequent fopos of civic discourse,** is

32 As, for example, the knights surprise by conflating cavalry and navy (Eq. 595-610), and the clouds show a
surprising allegiance to the traditional Greek pantheon (Nu. 563-74, 595-606).

33 This is the interpretation of e.g. Papadodima (2013), Nevin (2022) and Stachniw (1969) 22 who says that
Aristophanes ‘nowhere mocks the causes of the Persian Wars in which Greece fought for her very existence
against a foreign foe nor does he anywhere make the glorious heroes of Marathon the butt of a joke.’

3% At Th. 1. 73.2 an Athenian envoy tells the Peloponnesian League that they themselves are actually sick of
having to invoke the Athenian contribution to the Greek victory in the Persian war, but do so out of
necessity: 10 6¢ Mndwa koi 6co avtoi Evvicte, €1 kol d1” dyAov pdiiov Ectar aigl TpoPfariiopévorlc, avaykn
Aéyew.
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satirised by Aristophanes.?®> The achievements of the Marathon warriors had become a
benchmark against which it was impossible to measure up, as seen in a fragment of
Eupolis’ Demes, where the achievements of later generals are likened to an undersized
sacrificial animal at a feast, in comparison to Miltiades’ contributions.?® It seems
reasonable then to suggest that some among the younger generation may have been sick of
Marathon as unassailable exemplum of past glory.

For this reason, the Marathonomachoi become an appealing out-group to satirise,
and yet, since they must have commanded great respect from large swathes of the
audience, they can only be mocked carefully.>” We see this in Acharnians. The audience is
encouraged to laugh not just at the rhetoric surrounding Marathon, but at the characters
themselves. At the same time, the positioning of them in a text world of the law courts
opposite morally bankrupt youngster komoidoumenoi, edpbdmpwktoc kai AdAoc figures
such as Alcibiades, allows for a certain balance and provides another source of targeted

humour.

4. The Parabasis

Let’s Strip 626-7
avnp ViKd Toict Adyotctv, Koi TOv dfpov petomeifet 626

nepl TOV CMovODY. AAL’ AodHVTEC TOIC AVATOICTOIC EMIMLEV.

The man triumphs with his words, and persuades the people 626

35 Gomme (1938) 105 says of the name of Marathon that Aristophanes ‘mocks its constant use’; Hardwick
(2013) 284 notes in passing that Marathon as an exemplum was ‘perhaps overdone, hence the satire in
Aristophanes’.

36 Fr. 130: totyapodv ctpatnyodc £ ékeivov tod ypdvov ovdeic Stvatar demep pelorymyoc ECTI®V Thc Todde
vikne mheiov’ eélkdcon ctabpov. There have been several attempts to render this into metre, but none has won
general acceptance.

37 In chapter 5 on Wasps 1 argue the layering of the ‘wasp’ identity onto the Marathonomachoi identity is an
means of generating humour at the expense of the old men but somewhat indirectly.
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About peace. But come, let’s strip and start the anapaests.

The parabases of Aristophanes’ first extant plays are the most uniform in structure.
Acharnians accordingly contains all seven typical elements,*® commencing with a short
kommation, which summarises and closes the action of the preceding scene, then heralds
the start of the parabasis. The reference to stripping has provoked debate. There are several
interpretations: 1) it was a practical measure to facilitate the vigorous dancing which
possibly accompanied the parabasis; 2) it was a practical measure to facilitate the dynamic
arm gestures and handwaving that possibly accompanied the parabasis;*® 3) it signalled the
stripping of the chorus’ intra-narrative identity, here i.e. as old Acharnian men; 4) the
stripping was a relic from when the parabasis was originally the final scene of the comedy,
and signified the dismantling of the dramatic illusion of the play;*’ 5) it is a metaphor
taken from athletics, and the stripping is meant non-literally, but rather something like
‘getting down to business’.*!

This debate is impossible to resolve with any certainty, though interpretations 1)
and 2) are not mutually exclusive and seem likely. That the two semi-choruses of
Lysistrata strip at 615ff. while clearly maintaining their identity as old men and old women
counts strongly against 3), the idea of the stripping as a divestment of intra-narrative
identity. Suggestion 4) is unproveable and assumes the continuing existence of a vestigial

oddity over quite some period of time. Later usages of the verb for stripping may support

38 1) Kommation, a short recitative that bids farewell to the characters of the preceding scene and signals the
start of the parabasis, 2) the macron or parabasis proper, usually focusing on the poet, is composed in
anapaestic tetrameters and is referred to within the plays as simply ‘the anapaests’, 3) pnigos, a short section
delivered rapid-fire and without the speaker drawing breath, hence its name — ‘the choker’, followed by an
epirrhematic syzygy comprised of 4) lyric ode, 5) epirrhema in trochaic tetrameters typically characterising
the intra-narrative role of the chorus, 6) antistrophe corresponding metrically to the ode, and 7) antepirrhema
developing the epirrhema’s theme.

39 Ketterer (1980) argues for 1) and 2).

40 Zielinski (1885).

4! Later usages of dmodvopan in the middle attest to this meaning.
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5), but in passages like Lysistrata 615ff. or Wasps 408ff. the call to strip is followed by a

verbal and, from the sounds of it, physical confrontation, which suggest that the stripping

is not merely metaphorical.

The Poet Defends Himself 628-40

&€ oD ye yopoicty £pEcTnKey TpLYIKOIC O S18dckaioc HUMY,
oV TopEPn mpodc 10 BEatpov AEEwV e deEOC ECTiv:
dtafarropevoc 8’ VIO TV ExOpAV v ABnvaioic ToyvfovArolc,
AOC KOUMOET TNV TOAV HUAV Kai TOV dfpov kabvPpilet,
amokpivacHor deital vovi Tpoc Abnvaiove petafoviovc.
enciv &’ etvou ToAAGY dyaddv dEoc HUiv O momic,

navcac Vudc Eevikoict Aoyote un Alav é&amatdcOoat,

und’ fdecOar Owmevopévouc, pnd’ eivar yowvomoiitac.
TPOTEPOV &’ VUAC Amd TAV TOAe®V 01 mpécPelc EEamaTdVTEC
TPMOTOV HEV loctePdvouc EkdAovV: KATEWN TODTO TIC £imot,
€00VC 010 TOVC cTEPAVOLC £ AKpOV TMOV TLYOIMV EkdONCOE.
€1 6¢ T1c vpdc vVoBwmeHeoc Mmapac karécelevy ABnvac,

NVPETO AV AV 01 TAC AMTOPAC, APVOV TNV TEPLAYOC.

From the time when our teacher was put in charge of trugic choruses,

He has not yet stepped forward to tell the audience how clever he is:

630

635

640

But, slandered by his enemies among the Athenians, quick to make up their minds,

That he mocks our city and insults the people,

He needs now to respond to the Athenians quick to change their minds.

Our poet says that he is deserving of much good from you,

52
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Having stopped you being excessively deceived by foreign words

And taking pleasure in being fawned over, and being chaunopolitas. 635
Before now the ambassadors from the cities would deceive you

By first calling you ‘violet-crowned’: And when someone would say this

Straightaway because of these crowns you’d sit up on the tips of your little buttocks.

And if someone flattering you would call Athens ‘gleaming’,

He’d hit the jackpot because of its ‘gleaming’, decking the city with an honour fit for

anchovies 640

The parabasis begins by contextualising the play within the poet’s biography. The
chronology and various stages of the poet’s career, and whether his early works were
attributed to Callistratus or Aristophanes, are debated questions.*? For a more detailed
argument about the various stages of Aristophanes’ career, see section one of my chapter
on Knights. It will suffice here to point out that his claim, to have not yet (odn®) stepped
forward to engage in self-promotion (628-9) implies that Aristophanes was not new to the
game, but what is new is this reluctant moment of self-praise. The diddckaroc here (631)
should be understood as the same person as was diddckaroc of Banqueters and
Babylonians, and on the basis of the continuity of the persona between Acharnians and
later plays, I take Aristophanes to be the known didackaroc here, rather than Callistratus,
who produced the play.

The chorus call the poet 6 Siddckaroc udv,** and his choruses as Tpuyikoi.
Perusino has argued compellingly that while diddckaroc and momtc can both be used to

refer to the author of a comic play, the former is used to suggest a personal relationship

42 E.g. Mastromarco (1979) 160-3, Halliwell (1980) 35-6, MacDowell (1982) 24-5, Henderson (1990) 288,
Hubbard (1991) 227-230.
43 As at Pax 738.
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between the author and his chorus, who he sometimes trained directly.** To highlight this
relationship, as Aristophanes does through the mouthpiece of his chorus here with nudv, is
to emphasise a destabilising aspect of the autobiographical parabasis. The chorus are a
mediating presence between the poet and the audience,* and while they appear to speak
spontaneously about their instructor from their own personal perspective, simultaneously
the audience are aware that their words were written by said instructor. The description of
Aristophanes as 6 diddckaioc udv, also establishes a central theme: the comic poet as a
teacher, and whether he can as legitimately be described a teacher of the city, as of the
chorus.

The description of the poet’s choruses as tpvyikoi may act as a rather complicated
mid-line comic beat. This word, and its counterpart Tpuymdia, are used as synonyms for
the more common koukoc and kopedio,*® often in moments where a contrast or
comparison with tragedy is suggested.*’ tpO& meaning ‘new, unfermented wine’ or, more
commonly, ‘dregs’*® configures comedy as an inferior, bitterer form of theatre to tragedy,
which is by contrast the true wine, the oivoc so often associated with at least metaphorical
sweetness.* Certainly Aristophanes pretends to think that the parabasis will not be so
easily palatable to the Athenian audience, since he configures his persona as speaking
uncomfortable truths to power. The playful corruption of tpaywdia is a sort of
incongruity, the resolution of which raises questions about the mental state of the poet: is

this reference self-deprecating, acknowledging the lesser status of his genre compared to

44 Perusino (1982).

4 Platter (2007) 97 on parabases generally: ‘the fact that it is the chorus who speak in the author’s name
necessarily transforms the dialogic situation by adding an extra layer of separation between the author and
the spectators he addresses.’

46 Ach. 886 has tpvymdikoic; in fr. 149.9 tpuymd@v are contrasted with Tpayikdv yopdv; TpLY®oC at V. 650,
1537; fr. 333.1 from Thesmophoriazusae 11 aggrandises comedy as TpuY®I0TOIOLOVCIK.

47 Taplin (1983).

48 E.g. Archil. fr. 4.8, Sem. fr. 25 (West); Ar. Pl. 1085-7.

¥ 180c Od. 2.349, 9.204; fiddmotoc Od. 15.507; uehndnic 11. 4.346, al.; peippwv II. 6.264. Anacr. fr. 7.2
Tpuya pedindea is likely ironic; that tpO& are not usually palatable seems to be the point: Harvey (1957).
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tragedy, or is it indicative of poetic persona’s (mistaken) belief that his artform is on a par
with tragedy as a legitimate source of moral instruction?

It is difficult to evaluate the poet’s claim ‘never yet’ to have ‘stepped forward to tell
the audience how clever he is’. mapéfPn is morally loaded, carrying a sense of
transgression,*® and this is not the only parabasis in Old Comedy where self-promotion is
undertaken with reluctance.’! Ancient Greek sources do not typically have a high opinion
of self-praise.>> While Aristophanes claims to stoop to this dubious act for the first time
now, without the text of Banqueters and Babylonians, this is unverifiable. Given the extent
to which a) Aristophanes and others use parabases elsewhere as opportunities for self-
promotion, and b) Aristophanes is deceptive in his disavowal of certain devices, it is
certainly possible that he has engaged in self-promotion previously and is being deceptive
here. Whether or not his claim is true, the implication of prior modesty at 629, is undercut
by the line itself. That he has ‘not yet’ had his chorus step forward ‘to say that he is clever’
suggests he is about to do so now, and that he does indeed consider himself ‘clever’. In
short, we are confronted immediately with a character who professes himself reticent, yet
who here quickly engages in boasting not wholly justified by the grounds he gives. The
audience, likely already conditioned to expect the parabasis to be utilised as a vehicle for
unabashed or thinly veiled self-aggrandisement, will feel that this section forms a sort of
building crescendo and generates a certain amount of tension. By feigning (prior)

modesty, the comic pay-off of his unrestrained self-promotion later is all the greater, and

S0 Biles (2011) 12-55.

SPL. Com. fr. 96: €l pugv un Mav <uu_> dvdpec, qvaykalopmy | ctpéyot Sedp’, ovk v mopéPny eic AsEwv
TO1Gvd’ | €nddv; Pax 734-5.

52 Spatharas (2019) 159-88. Plutarch 539D-E says that self-praise puts the listener in a difficult position:
silence may be taken as a sign of envy, while vocal agreement looks like fawning and thus compromises the
listener’s honour. Some self-praise can be found in Pindar, but even there it is generally indirect, balanced by
moments of relative modesty, and serves to heighten the glory of the laudandus: Burgess (1990).
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indeed the quality that he claims, de&10tnc, is a virtue much prized by the Athenian demos
— perhaps even too much.*3

In 630-1 Aristophanes claims to have been slandered (S1afairidpevoc) by enemies
(&xBpor) as someone who mocks the city and insults the people. The verb S1afdAAw
frequently occurs in legal contexts,>* echoes the language of Dicaeopolis earlier,” and
implies defamation, the casting of aspersions on one’s character with ill intent or
falsehood.>® Yet, as we will see, he devotes almost the entire anapaestic section of the
parabasis to abuse of the audience, which seems to stand for the Athenians at large.”’
Indeed, even while the poet summarises the accusations against him (630-2) — that he
mocks the city and insults the people — he engages in exactly the kind of behaviour
alleged, through his choice of epithets to refer to his fellow-citizens. Olson notes that
Aristophanes’ point is that he does mock the city, but as a sort of bitter medicine, for its
betterment.’® However, this would not mean that Aristophanes has been slandered, since he
is indeed mocking the city and insulting its people. Moreover, there must exist within
rhetorical space a medium position between the extremes of mocking the city as
Aristophanes does and fawning upon the city as the poet claims others do. By insulting the
audience, and criticising their judgement, the poet uses the ‘rhetoric of anti-rhetoric’,>

itself a sort of rhetoric, and one which actually aligns his persona closer to Cleon.®°

53 E.g. Cleon decries the Athenian love of cleverness and innovation at Th. 3.37-8.

54 For legal sense of SiaPpoAn see Rizzo & Vox (1978) 307-321.

55 Ach. 380, 502.

S LSJAV, VL

57 E.g. at 632, where the poet persona, although about to speak to the Lenaean audience, says that it is
necessary to respond to ‘the Athenians’. See section 5.3 of my introduction where I discuss the makeup of
the audience and of the notional audience.

8 Olson (2002) ad 633-58

39 Hesk (2000) 202-41 for this stance in oratory.

60 The sentiments here resemble the insulting tones of Cleon in the Mytilenaean debate (Thuc. 3.37-40). Both
insult Athenian inconstancy: tayvfoviovc 630, petafoviove 632, cf. 3.37.3; and both hint at the harsh
reality of the Athenian empire: dei&ac wc dnuokpartodvror 642, cf. 3.37.2 0 ckomobviec Gt TVPAVVIda EXETE

TNV apynv.
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At 630 and 632 Aristophanes uses two epithets in tautometry to cajole the
Athenians, and it is hard to square his use of these epithets with his rejection of the claim
in 631 that he mocks the city and insults the people. With these very epithets —
tayvPovrotc and petafovrovc — he does both. The obvious incongruity between what
Aristophanes implicitly claims (i.e. that he does not insult the people), and his language
choices to describe them, humorously reveals through mentalising that the poetic persona
lacks self-awareness. The parallel phrasing draws attention to the shift in meaning from
TayvPovrotc to petafodrovc, and the poetic persona’s attempt to manipulate the audience
through this change in language is patent. The Athenians are tayvpfovroic when they
condemn him, petafodrovc when he thinks he can talk them around.

The sense of kopmdel in line 631 is worth noting. The verb’s etymological origin
suggests a relation to comedy, and suggests a translation such as ‘to make a comedy
of/about’, but since this is a supposedly slanderous accusation made against Aristophanes,
the sense must be in some way pejorative. It must mean ‘to mock’ or ‘to make fun of” as
well as the more literal etymological meaning of ‘to make a comedy of/about’.! This
negative connotation will have important implications for the interpretation of line 655, as
discussed below.

After framing his speech as an apologia, a defence against false charges, the poet
claims he is in fact deserving of reward for the services he rendered (633), which as Olson
notes, constitutes ‘a cheeky insistence on being rewarded for his services similar to
Socrates’ request for free meals in the Prytaneion at the end of Plato’s version of his
Apology (36d-€).”%? The self-importance this suggests was no doubt at odds with his actual

(un)importance.

1 Riu (1995) 62 says that the verb is never attested without an attendant sense of mockery: ‘il verbo non si
trova mai nel senso di "rappresentare in una commedia" senza includere l'idea della beffa’.
2 Olson (2002) ad loc. Olson, however, emends &&oc to oitioc.
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Aristophanes next sets up an opposition between himself and the deceptive
Eevikoict Adyotc of others. In these aspects, the poet aligns himself with Dicaeopolis, his
hero, as Bowie and others have pointed out.®> While foreigners were associated with
deception and flattery, the poet associates himself with their opposites, configuring himself
as a speaker of harsh truths. Of course, when it comes to radical honesty, there is often a
fine line between candour and insult. The fact that what he says is unpalatable is shortly
demonstrated, when he describes the behaviours to which he has put a stop, and ends the
tricolon which rises in offensiveness (634-5), by calling the audience yovvomoAitac. This
hapax seems to mean something like ‘loose-minded’, and to denote foolish credulity since
it suggests open-mouthed gawping.%* The themes of flattery, deception and foreignness in
these lines also bring to mind the opening assembly scene. In that scene the Persian
Pseudartabas, calls the Athenians yovvompokt’ (104), ‘gaping-arsed’. This derogatory
epithet, coming from a Persian who had previously seemed to speak no Greek, is a
complex and effective comic beat.®> The insulting epithet is repeated by Dicaeopolis two
lines later, and is therefore likely a very memorable line. Indeed, yovvonoAiitac here may
even be a sort of deflationary para prosdokian, as the audience expect yavvo- to end in
TPWKTOVC.

At the least, here the poet’s persona, through his coryphaeus, echoes this foreigner
in insulting the audience. The theme of being deceived by foreigners and flatterers,
particularly during times of danger like the Peloponnesian War, seems likely to be a
subject that might generate tension, and crude bodily humour such as found in
yavvomoAritac (evoking yowvompmrTovc), or later €n’ dkpmv T@V Tuy1dimv may have

functioned to release this tension. én’ dkpwv T@v TuYBiwV is a parody of the proverb én’

63 Bowie (1982), Biles (2011) 56-96.
64 Cf. Athens’ description as tfj Keynvoiov noiet at Eq. 1263.
%5 As explored by Lowe (2020) 18-21.
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drpov 1OV dvoymv, suggesting the vanity of a person who walks on tiptoe to appear
taller.°® The warped comic version found here suggests the Athenians’ rapt attention as
they sit up straight in their eagerness to physically embody the impressive stature with
which flattery imbued them.

At 636-640 Aristophanes draws an image of Athenian audience behaviour prior to
his intervention, and uses this opportunity to mock the language of other speakers. In
particular, the flattering epithets ioctepdvovc and Mrapdc come from Pindar fr. 76,67 and
they become popular laudatory epithets. ioctepdvoc refers to the emblematic flower of the
city, and Aurapoc may have some connection to Athens’ best-known export: olive oil. Here
however, Aristophanes mocks them, and ‘AMmapdc enters the Aristophanic lexicon as the
emblem of the transparent flattery used by fawning orators to gain the knee-jerk approval
of the Athenian assembly.’®® The mention of 4@O®v is an incongruity which the audience
must resolve by moving from understanding Amapdc in a metaphorical sense to
understanding it in a more literal sense. Of course, using metaphorical laudatory language
is not new. Mapoc is used in literal and metaphorical senses from our earliest literature.’
While it may be tonally out of place in Old Comedy, it is used — hypocritically or to prove
his point — by the poet as part of a composite adjective later in the Acharnians.”® Here his
disavowal of such metaphorical language seems also to suggest the poet’s own cynicism

and hostility to other modes of expression. The poet may have a chip on his shoulder about

tragedy, and he is not too keen on Pindar, either.

% Imperio (2004) ad loc.

67 Aristophanes employs these epithets again, having his chorus describe the Athenian people as such at the
end of Knights (1323, 1329).

88 Platter (2007) 71.

8 Of a veil at I1. 22.406; of a city at Thgn. 947; of old age at Od. 11.136.

70 Ach. 671, see ad loc. below.
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International Acclaim 641-54

TODTO TOWCAC TOAADY Ayod®dV aitioc LUIV yeyévnTon

Kol Toic dNpotc €v taic molecty, deiéac dc dnpokpaTodVTAL.

TOLYGPTOL VOV €K TV TOAE®MV TOV POPOV VUV AmdryovTec

féovcty 10€iv EmBupodvtec TOV TOMTHV TOV dPICTOV,

dctic mopekivovvenc’ ginelv &v ABnvaiotlc ta dikoto. 645
dvtwe &’ avTtod mepi THc TOAUNC 101 TOPP® KAEOC TiKEL,

Ote kai Paciieve Aakedaipoviov v npecPeiav Bacavilov

NPAOTNCEV TPATO PEV ADTOVC TOTEPOL TAIC VOVCT KPATOVCLY,

gito. 82 ToDTOV TOV TOMTHV TOTEPOVC EITOL KOKOL TOAAEL"

TOVTOLC Yap €PN TOVC AvBpdTOLC TOAD PBeAtiove yeyeviicOan 650
Kol T@ TOAEU® TOAD ViKicey Tobtov EVUPovAov ExovTac.

o1t TohO’ vudc AakedatLdviot TV ipfvny TPOKaAODVTOL

Kol TV Alywvav drottodetv: kol Thc vijcov PV éketvne

0¥ @povrtifouc’, AAL’ tva ToDTOV TOV TOM TNV AQELMVTOL.

By doing this he is responsible for many blessings for you,

And for the people in the cities too, because he showed them how they are ruled by a
democracy.

In fact that’s why they now come to you from the cities bearing tribute —

They come eager to see the best poet,

He who dares to speak what is right among the Athenians. 645

Thus far the renown of his daring has already reached,

That even the King, when he tests out the Spartans’ embassy

First asked them which was more powerful in terms of ships,
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And then asked which of the two the poet abused a lot.

‘For these men’ he said ‘have become much better for it 650
And they will win the war by much with this man as an adviser.’

That’s why the Spartans are summoning you for peace talks,

And they’re demanding Aegina: they’re not even worried

About that island, they just want to snatch this poet away.

Much as the shift from A6nvaioic tayvpfovroic to ABnvaiolc petafovrovc was a
meaningful one earlier in Aristophanes’ rhetoric (630, 632), so too is the shift from mToAAdV
ayaBadv d&loc in 633 to moAA®V dyabdv aitioc here at 641. The parallel phrases, also in
tautometric position in their respective lines, call attention to the idea of reward and
responsibility. While the claim of 641 may be unconvincing, the language shift at least
gives a sense of structure to his argument — he is worthy of good things, because he has
been the cause of good things.

However, this clear statement of responsibility is immediately undercut by the
following line, in which he says that he is responsible for blessings ‘for the people in the
cities too, because he showed them how they are ruled by a democracy.’ This seems to be a
reference to Babylonians, in which the allied cities may have been depicted as slaves to the
cruel hegemon, Athens.”! The line could refer to the local democracies themselves being
corrupt,’? or it may be an oblique criticism of the imperialist policies of democratic
Athens, a popular fopos of Old Comedy.” The suggestion in 643-5 that the citizens of the

allied states delight in the poet’s words suggests that 642 refers to Athenian mistreatment

"I MacDowell (1995) 32, Imperio (2004) 131. Plutarch Pericles 26.4 suggests Aristophanes made light of
Samians who were tattooed following the Samian War.

2 MacDowell (1995) 32: ‘probably it means that the governments were not as democratic as they professed
to be’.

3 Imperio (2004) ad loc.
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of the allies rather than to the corruption of their own democracies.’”* This explanation
would accord with Dicaeopolis’ earlier statement that since the current play is a Lenaean
production, Cleon will not ‘slander me that I spoke ill of the city in the presence of
foreigners.”’> The irony of claiming to be responsible for blessings for Athens, before
immediately reminding them of the harm he has allegedly done to the city’s reputation, is
patent. deiEoc wc dnpoxpatodvtor acts as an elusive confirmation that he has done exactly
what he was accused of — negatively portraying Athenian power in front of emissaries
from her allied (subject) states. In terms of mentalising, this could be understood as
cheeky faux naiveté, as the poetic persona pretends not to understand what he is accused of
doing wrong, and even argues that he has done the city a favour. Aristophanes’
doublespeak twists harms into blessings, but the deception is humorously brazen.
Aristophanes’ delusions of grandeur find fuller expression at 646-51, as he
constructs an obviously fanciful scenario in which the Persian king asks about the poet’s
invective, and acknowledges that this abuse has a corrective power that will help Athens in
the war. Epic language (kAéoc) stresses the delusional self-aggrandisement, and the claim
that Aristophanes’ abuse will help Athens in the war efforts touches upon a topic that
would no doubt generate tension among the audience — the tactics of Sparta and the
possibility of intervention by Persia would be of vital importance in the Peloponnesian
War. The inclusion of the King’s inquiry about the navy (648) is an extraneous detail, as if
the poetic persona is trying to make the scenario envisaged sound more realistic, while the
balanced temporal markers mpéto and €ita in lines 648-9 suggest that the poet’s abuse was

almost of equal importance to the navy.

4 Olson (2001) 239.
5 Ach 502-3: 00 yép pe viv ye drofarel Khiémv 61t | Eévav mapdvimv THY TOAMY KakdC Aéyw.
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At 652-8, Aristophanes’ self-aggrandisement continues at the international scale, as
he claims that Sparta’s demand for Athens to give up the nearby island of Aegina was
made with the intention of depriving Athens of her poet (652-4). Aristophanes was from
the deme of Cydathenaeum,’® so this reference led some to think that the poet or his family
may have gotten possession of some extra land on the nearby island during the hostilities
between Athens and Aegina.”’ Biles has recently argued that this inference is unnecessary,
but rather, in light of the kidnapping narrative which is said to have caused the
Peloponnesian War (524-8), these lines may suggest ‘the purely contextual understanding
of Aegina as a place from which the Spartans might launch an operation to snatch the
internationally acclaimed poet.””® No matter the specific significance of Aegina, the poet’s
inflated sense of self-worth is humorously exposed when he alleges himself to be a

primary concern to Sparta.

Mocking Justice, Teaching the Best 655-8

GAL> UETC Tol U motT’ AeTich’: dc Kopmoncet T dikota: 655
enciv & vudic oAl SidaEetv dydd’, det’ evdaipovac ivar,

o0 Bomedmv 00d’ vIoTeivav picBove 008’ EEamatOAA®Y,

0VOE TOVOLPYDY 0VOE KATAPOWV, AAAN TO BEATICTO O1OACKW®V.

But don’t ever let him go; he’ll make comedy of what is right. 655
And he says that he will teach you many good lessons, so you’ll be prosperous,
Neither fawning on you nor proffering wages nor hoodwinking you,

Nor resorting to anything nor tinkling down, but teaching the best lessons.

76 IG i 1740 21.
7S Ach. 653, 654bl.
78 Biles (2023) 421.
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The coryphaeus’ justification for why Athens should hang on to him is particularly
interesting: kopmoncet T dikono 655. This is an important comic beat, but one that
requires careful explanation. In it the poet, through his chorus, tries to continue to embody
the stance of the righteous poet, by combining reference to the art of creating comedy
plays with some commitment to justice. However, the ambiguous syntax radically alters
the meaning, and the poet ‘accidentally’ expresses almost the complete opposite — that he
will ridicule justice itself.

Perusino sees the line as a meaningful corruption of kou@del v méAw (631) and
elmelv év Abnvaiotc ta dikona (645), and says the line ‘risponde alla funzione che
Aristofane assegna alla poesia comica... egli non intende “prendere in giro” la citta e le
sue istituzioni... ma vuole presentare, sotto le sembianze del comico, situazioni e
personaggi e muovere critiche ispirate a un senso di giustizia.””® By this reading, the line is
a programmatic assertion of the poet’s intention to create poetry ‘inspired’ by his sense of
what is right. Indeed, this has been the dominant interpretation of this line.®* Most English

translations read something like ‘he will write comedy about what is just’,®! or ‘in his

comedies he’ll say what’s right.’%?
However, this is not the most natural way of processing this line. The verb
KoOp®dEo takes a direct object in the accusative.®? This direct object is usually a person,

but it can be more abstract; earlier in this very parabasis the direct object was the city.®*

Not only can this verb take a direct accusative object, but in fact it overwhelmingly does. A

7 Perusino (1987) 27. Imperio (2004) ad loc. concurs.

80 Olson (2002) ad loc. says that to Sikouo is an internal accusative, thus acting as an adverbial modifier of
the verb, i.e. ‘he will mock justly’. However, it would be unusual to find an internal accusative with definite
article.

81 Hubbard (1991).

82 Sommerstein (1980); Henderson (1988) follows Sommerstein almost verbatim, but later (1998) renders it:
‘he’ll keep on making comedy of what’s right.

8 E.g. Acharnians 631, Wasps 1026, Peace 751; Ps-Xen. Ath. Pol. 2.18; P1. Parm. 128d1, Symp. 193b6,
193d8, Laws 935d5, 935¢6, Rep. 395¢e8, 452d1; Lys. 24.18.

8 Acharnians 631; Symp. 193b6 has Plato’s Aristophanes worrying that Eryximachus will respond to him by
KOUOIGYV TOV AdyoV.
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survey through TLG of the usages of koumdéw in the 5™ and early 4™ century reveals only
one case in which the verb is used intransitively: at Wealth 557 Poverty rhetorically orders
Chremylus to keep on making fun, and even here it could be argued that the flow of the
scene implies that the unspoken object of the verb is Poverty herself.®* Finally, it is worth
pointing out that this verb always carries the connotation of mockery at the expense of the

t,3¢ as it did earlier at 631. It would certainly be

person or object having the verb done to i
strange, as Riu points out, if the verb was used in its accustomed sense at 631, and then
used here at 655 in an unattested and different sense.’’

Therefore, the audience reasonably would have been expecting to hear a direct
accusative object of kopwdncel. When the next words were delivered, ta dikaia, the
audience would, I argue, initially have processed this noun as the direct object of the verb
of mockery.®® When the chorus leader says that Aristophanes is going ‘to ridicule justice’,
that claim is wholly at odds with the comic persona’s stance as the righteous poet. Why
then does he say it? Only Wright recognises that this is the most natural interpretation of

the line,*” and he finds it ‘puzzling’ that the aims of the poet are described here in a way

that contradicts what Dicaeopolis elsewhere claims.””

85 cxdnrev melpd kol Kopmdelv Tod cnovddlety duelrcoc.

8 As pointed out by Riu (1995) 62. In Wealth 557, for example, the verb seems to be being used
synonymously to ckdmrey.

87 Riu (1995) 62.

88 Riu (1995) notes this possible meaning, saying that kop@d&iv Ta dikona can mean either ‘to ridicule
justice’ or ‘what it is just to ridicule in a comedy’, with the latter meaning supplied by context: ‘In realta le
expressioni ginelv T diKoio 0 KOP®IELV 10 dikoa (oppure T0 dikowov) possono essere interpretate in due
sensi a prima vista diversi: “dire” o “ridicolizzare” quello che ¢ giusto in genere, “la giustizia” per cosi dire,
oppure “quello che ¢ giusto dire o ridicolizzare” (in una commedia, come puntualizza sempre il contest, se
non il verbo stesso).” However, he goes on to say that the meaning of ‘ridiculing justice’ is present because
justice is important in the play, which in fact can be understood as an ‘illustrazione della giustizia comica,
una giustizia molto particolare, che esula dalla commune nozione di giustizia’, to which it must objected that
‘ridiculing justice’ and illustrating comic justice are not (necessarily) the same thing, nor would
Aristophanes’ audience have reached that conclusion from line 655.

8 Wright (2012) 11: ‘the chorus-leader promises that Aristophanes will never stop making fun of what is
right.”

%0 Wright, ibid.

65



I believe that we can resolve the ‘puzzling’ nature of the claim, and the point of the
line’s semantic ambiguity, by reference to mentalising and to the double-voiced nature of
the discourse. There are two ways of understanding kopmoncet ta dikaia. Firstly, it can
simply mean ‘he will mock what is just’ i.e. justice. Secondly, it can be taken as ‘he will
mock what it is just (to mock)’, where the predication of the adjective ‘just’ to an unspoken
action (‘to mock’), is merely understood. The first translation is the more natural one, and
probably the one which an audience will process first, but the second is the one which
accords more with Aristophanes’ poetic ends (i.e. of mocking the Athenians, who it is just
to mock, and thereby speaking as a just poet) as expressed elsewhere in the parabasis.’!
However, the first, more scurrilous sense of 655 generates an incongruity between the
words meaning, and the persona of the would-be righteous poet, which causes the audience
to reprocess the message and resolve it by recognising that the second, less semantically
obvious meaning, is what the coryphaeus intends to express. The audience, through
mentalising, determines what the chorus leader means, but fails to clearly express.
Syntactical ambiguity of this kind, where the variant possible interpretations differ wildly
in meaning, is a mechanism for generating humour, frequently found, for example, in
newspaper headlines.”?

This is, in a sense, a failure of communication, and a meaningful one. The error is
in the words of the coryphaeus, but as the poet’s mouthpiece, the fault is still
Aristophanes’, and it suggests a sort of poetic incompetence, as if the poet were not in
control of the play’s semiotic power. Nor is it a chance or random loss of control, but

rather the mistake completely distorts what would otherwise have been a (faux) important

oL 631: kopU®BEL TV TOAMY NUOV Kol TOV Sfipov kabvPpilet; 661-2: et &pov... 1O dikatov | Evppoyov Ectat.
92 Charina (2017) explores lexical and semantic humour as a source for humour; Bucaria (2004) found
humorous syntactical ambiguity to be much more common in newspaper headlines than in surveys of
humour more generally. Bucaria (2004) 295 provides an example which, like Ach. 655, relies on ellipsis:
‘Lawmen From Mexico Barbecue Guests’, where ‘to be’ has to be understood between ‘Mexico’ and
‘Barbecue’.
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programmatic statement about the nature of his poetry and its lofty didactic purpose. The
blunder thereby calls into question the poet’s fitness to act as a teacher to the city.
Paradoxically, Aristophanes the real, historical poet succeeds in making a sweeping
programmatic claim about his poetry, by having his persona try and fail to make such a
claim. The persona’s grand claims of righteousness, and of a didactic role in the city, are
undermined by this verbal incontinence, and the resultant apparently unintended message,
that he will mock justice, is in fact a more accurate one.

The poet ends the anapaests with claims about his art. Tautologous positive claims
(dudic moAAG S186Eety dydd’, Het’ eddaipovac eivar... dAAG To BéATICTA S13bCKmV)
sandwich a greater number of claims about what he will not do, and as elsewhere in Old
Comedy the list is not without humorous elements. The dismissal of Omoteiveov pcBove
may be an oblique reference to Cleon, on whose motion jury pay had been raised from two
to three obols at around this time.”® Public opinion was clearly moving towards the
increase of jury pay, and the poet’s disavowal of it here, while in line with his anti-flattery
stance, may be another attribute by which Aristophanes makes his persona seem out of
touch and bitter. The poetic voice drips with contempt with the derogatory é€amatdrrwv,
which employs the comic diminutive suffix -vAA- before the ending.”* Aristophanes also
disavows pouring down (katdpdwv), probably a reference to effusive praise like that in the
epinician and paeans of Pindar,” and so continues the mockery of this poet as already seen

at 637-40.

93 3 V. 88a says Cleon was general when this motion was carried, dating it to the summer after Acharnians. If
this is indeed an allusion to the increase of jury pay, then Cleon must have been arguing for the change for
some time before it was accepted.

%4 This comic diminutive form is used of both verbs and nouns: e.g. érdAlov from &noc at Ach. 398, Pax
532, Ra. 942; xaBdpvrroc from xabapdc at Pl. Com. 86; fifviiide from fdw at Ra. 516, Pherecr. 108.29.
This exact comic dimunitive is only otherwise found at Eq. 1144.

% E.g. Pi. P. 8. 57: paive 8¢ xoi Suve ‘I sprinkle with song’; 1. 6. 21: viicov pawvépey edloyiouc ‘I sprinkle
the island with praise’.
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There is the possibility of punning in 658. diddcketv with two direct accusative
objects means to teach someone something, as at 656 @nciv 6’ vudc TOAAY S13AEEWY Aydd’
must mean ‘he says that he will teach you many good things’. However, without a direct
accusative personal pronoun or object receiving the teaching, the verb could be understood
in its dramatic sense of ‘producing’ a play,’® just as a S i8ackoroc could designate the
play’s producer, and sometimes the instructor the choreuts.”” As such, 658 could be
understood as saying that Aristophanes will be ‘teaching the best things’, or ‘producing the
best plays’. This ambivalence once again marks a point where the discourse is double-
voiced, drawing attention to the disjunct between what the poetic persona pretends to be
his goal (i.e. proper moral instruction of his audience), while at the same time voicing what

might reasonably be considered the poet’s true goal (producing the most appealing plays).

Pnigos 659-65

npoc tadta KAéov kol malapdcdm

Kol v €n’ €uol tekTovécHo. 660
70 yap €0 pet’ &uod Koi 10 Sikatov

Ebppoyov Ectat, kov un mwoh’ aAd

TePL TV TOAV OV Demep EKETVOC

OEMOC KOl AAKOTATOY®V.

In reply let Cleon scheme

Let him contrive anything against me 660

% The verb is used habitually thus in scholia and hypotheses to plays, but also of producing dithyrambs at
Hdt. 1.23, and tragedies 6.21.2. At Ra. 1026-7, the verb is used in this sense, and then in the sense of moral
instruction shortly afterwards: etta §156&ac ITépcac petd todt’ émbuusiv dEedidato | vicdy del Tode
avtumddovc. .. The altering of meaning seems intended to draw attention to the two differing meanings while
alleging a connection between them.

7 Rogers (2013) discussed the connection between these two meanings of S18dckety.
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For the good and the just will be
My allies, and I won’t ever be convicted
About the city as being, as he is,

A coward and a lakatapugon.

The pnigos is a parody of Euripides fr. 918 (Bergk), probably from 7elephus, and so carries
on the intertextuality of Dicaeopolis’ earlier speech.”® It deviates at 659 with the inclusion
of Cleon, and ultimately ends in bathetic obscenity incongruous with the faux
righteousness of the poetic persona, and with the elevated tone of tragedy. Aa- is an
intensifying prefix added to the more commonly attested katambywv, which is sometimes
used as a term of abuse in a broad sense, and at other times distinctly connotes passive
homosexuality.”® Although Cleon’s entrance into the song may have been subtly heralded
by vroteivov pichove (657), still the attack here comes as a surprise. A recurrent
occupation with Cleon pervades this play and the poet’s whole corpus, and functions as a
sort of Aristophanic signature and a cultural point of reference around which the poet
could build his persona and autobiography.

This pnigos marks a shift in voice, as the poet is no longer spoken of in the third
person, but rather Aristophanes’ voice in the first person breaks through. Explanations for
this have been proffered: MacDowell suggests that the switch derives from the poet once
playing the main role, and that the chorus leader retained by convention the ability to
speak as the poet, even when the author was no longer performing the part;!*° Gilula
invokes Occam’s razor, arguing that comic poets sometimes really did come forward to

speak to the audience in the first person.'®! Either response may be correct, but both are

% Ach. 528-39.

% Henderson (1975) 210.
100 MacDowell (1971) 299.
101 Gilula (1997).
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necessarily speculative. It seems safer to assume that the chorus leader is still the one
proclaiming, carrying on from the anapaestic makron, and to understand the switch as one
that deconstructs the dramatic pretence of the coryphaeus’ speaking spontaneously.
Perusino describes the poet ‘overruling his intermediary’ (‘scavalca di prepotenza il suo
intermediario”) at times of high emotion or when discussing sensitive subjects,!%? and this
seems a fair intuition: the poet, apparently unable to hold himself back, shatters part of the
dramatic illusion, so intent is he upon directly attacking his nemesis, and there is humour
to be found through this analysis of the poet’s state of mind, as he allows his obsession

with the politician to alter the voice and the texture of his play.

Approach, Acharnian Muse 666-75

debpo, Modc’, EMOE pAeyvpd, Tupoc Egovca pévoc, 666
&vtovoc AYopviKT).

oilov &€ avOpakmv Tpivey eéyaroc G-

Nniat’ €pebldpevoc ovpig Pimiot,

ik’ &v éravOpoxidec dct mopakeipevar, 670
o1 ¢ Baciav dvakvk®dCcl Mmoapdpmoka,

ot 6¢ pdrtocty, obtw cofapdv EABE pédoc

ebTOVOV, AYPOIKOTEPOV,

oc gue Aapodca TOV OnUoTnv. 675

Come here, Muse, burning with the strength of fire,

Eager Acharnian Muse.

102 Perusino (1986) 17: ‘Ma quando gli preme discutere argomenti delicati o quando la passione trattenuta
rompe gli argini della misura, Aristofane scavalca di prepotenza il suo intermediario e interviene in prima
persona per bocca del corifeo.’
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Like a spark from oak-wood coal

Leaps up, fanned by favouring bellows,

When needed to fry small-fry, 670
While others mix up Thasian bright-filleted fish pickle,

And others knead dough, so vigorously may you come, and bring,
Rustic, well-strung song,

To me, your demesman. 675

Next begins the epirrhematic syzygy, with lyric strophe and antistrophe in cretic-paeonic
metre. As others have noted,'® it is not unusual for the lyric section of an Aristophanic
parabasis to begin with an invocation of the Muse or other divinity, personalised with
attributes to suit the intra-narrative identity of the chorus.!%* In this case, the Acharnian
Muse’s attributes (pAeyvpd, Tupoc Egovca pévoc) correspond to the demesmen’s
traditional profession as charcoal-producers. Throughout there is an ironic and bathetic
application of the lofty language of religious song, the register of lyric, epic and tragic
diction, to the more quotidian aspects of life proper to comedy.

Thus, the language used to introduce the Muse contains vocabulary that held a
tragic (e.g. pévoc, &vrovoc) or epic flavour (e.g. pévoc) and is combined with the more
mundane with puric. The word oVproc (‘favourable’), which is typically tragic and usually

105 ;

applied to the wind or a sea-voyage pushed on by the winds,"*> is playfully applied here to

the bellows as a tool of the Acharnians’ trade. The bellows is thus likened in passing to the

103 B o Sommerstein (1980) Olson (2002) and Imperio (2004) ad loc.

104 Cf. Eq. 551-64 which begins by invoking inm” dva& I16cedov; the Clouds show surprising allegiance to
the traditional pantheon by calling upon Vypédovta pev Oedv | Zijva topavvov at Nu. 563ff.; at Pax 775ff.
the chorus do not retain a strong intra-narrative identity, and accordingly it is simply the Muse who is invited
to join them; the Mobca Loyuaia is called upon by the avian chorus at Av. 737-9; the general Muse is called
upon by the Eleusinian initiates at Ra. 674.

1058 4j. 889, 1083, Phil. 355, 780; E. Hec. 900, Tro. 882-3, Hel. 147, 406, 1612, 1663, IA. 352, 1596; Thuc.
7.53.4.
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elements themselves, suggesting its extreme importance in the Acharnians’ eyes, and an
attendant sense of their own self-importance. To describe a bellows-wind as ‘favourable’ is
non-sensical, in that the gust it produces is created purposefully by the bellows-user, and
therefore could hardly ever be ‘unfavourable’ in the way that a strong wind from an
inconvenient angle may be.

With their elevated tone brought jarringly down by the puric, the chorus’ picture of
the Muse’s importance is elaborated further by reference to a favourite topic of comedy:
food. Concern for one’s stomach is a stock theme in comedy,'% but the chorus let their
stomachs lead them rather far from their original topic. Through mentalising, one could
surmise that the chorus may be hungry, as they become a little distracted from their
purpose, digressing into the world of culinary arts. This is particularly notable, when they
go into detail about the Thasia, a brine and oil pickle, which presumably did not require
heat to prepare, and can therefore only be of very peripheral importance to the Acharnian
Muse.!%” There is wordplay with éravOpaxidec, ‘small-fry’ which derive their name from
the manner in which they are cooked over coals. In this context the etymology of the name
is highlighted (avOpaxmv 668, émavBpakidec 670), and so their choice of their fish is
motivated by their own domain as charcoal-burners, before their turn to the less relevant
dipping sauce and accompanying bread (udrtwcty 672).198

Interesting, the chorus describe their sauce as Aumopaunvs. Earlier, Aristophanes
had described the application of the epithet Mwapdc (gleaming, oiled) to Athens as
ridiculous flattery, an inappropriate use of an adjective properly applied to anchovies (639-

40). Here, there is a compound adjective formed from Aapdc and dumvé, which denotes a

106 Hungry Heracles was apparently a common version of this topic: V. 60, Pax 741, Av. 1574-1692, Ra. 62-
5, Cratin. 346.

107 Hesych. s.v. @acia; Ath. 7.329b, citing Ar. fr. 426. Cf. Peisetairus’ rather too full description of the way
that men prepare birds to eat at Av. 531-535.

108 Some editors follow Hamaker’s (1853) 155 emendation of péttwcty to Bémtocty in line 672, so
continuing the description of the preparation of the fish, rather than moving onto another foodstuff.
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woman’s headband, ' and so means ‘with shining headband’. This compound — among

other Mrop- compounds!!?

—is also attested in Pindar, where it is used as an epithet of
personified Memory, and of maidens in a fragmentary paean.'!! Therefore Mmoapaumvé
here functions as a continuation of Aristophanes’ mockery of Pindar, as he uses another
Pindaric word, perhaps a Pindaric coinage, and applies it to the world of food, which he
has earlier said is an appropriate referent for Mimapdc. In one sense, the poet is belabouring
his point, driving home the superiority of his language over Pindar’s by illustrating his
earlier claim. However, there is also a sense in which the poet is being hypocritical: even if
Mmapdce is more literally and therefore appropriately applied to fish than to Athens, dumvé
is surely not thus appropriately applied to a pickle. The usage of Mimapdumv seems liable
to the same objections of inappropriate application, just as much as Pindar calling Athens
‘gleaming’. Both Pindar and Aristophanes’ chorus are using non-literal language to

achieve their rhetorical purposes. And in the case of Acharnians, the poetic diction is used

to glorify not a city, but whitebait.

Courtroom Drama 676-91

ol yépovtec ol maAaiol pepeopecho T Toiet:

0¥ yap d&imc Eketvov @V Evapaycopey

ynpoPockovpecd’ VO’ VUAV, ALY dEWVA TACKOLEY,

oitvec yépovtac dvdpac EuPardvtec gic ypapoc

V7O veavickwv £dte katayeAdcHal pntopmv, 680

000&V dvtac, ALY KOEOLC Kol TapeENLANUEVOUC,

109 11, 22.469, A. Supp. 431, E. Hec. 465, Theoc. 1.33.

0B o Mmapotpépav Pacan 12, fr. 47.6, and Mmaponhokdpov Prosodia 78-9.1 (Bowra).

LN 7.15: Mvapochvac &xatt Mrapdpmokoc; fr. D2, Pa. 11.99 (Rutherford): Mnop]apmv[ke]g ictépevon
XOPOV.
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oic IMoceld®dv decpdreide éctiv 1 Poxtnpio-

tovBopvlovtec 08 yNnpa t@ AMbw mpocéctapey,

ovy OpdVTEC OVOLV €l W) THC diKMe TNV NAVYNV.

0 6¢ veaviac £avtd cmovddacac Euvnyopelv 685
eic tdyoc maiel EuvAnTV CTpoyyOAOIC TOIC PHLLOCIV:

K@’ dvelicdcac Epmtd, ckavddAn0p’ ictic éndv,

dvopa TBwVOV ctapdTT®V Kol TopATTOV Kol KUK®OV.

0 8 Yo yMpoc poactopdlel, kit dPAmV dmépyetar,

elr’ dWeL Kol dakpoel Kod Aéyet Tpdc Tode pilovc, 690

"ob W &ypfiv copov mpiachor, TodT’ SV dmépyopar.’

We old men, we aged, find fault with the city.

It doesn’t match up to those sea-battles we won

The way you care for us in old age. In fact, we’re suffering awfully,
You throw us old men into lawsuits

And let us be jeered at by youngster orators, 680
Useless, mute, absolutely piped out.

For us, unshakeable Poseidon is our walking stick.

And mumbling in old age we stand before the dock

Seeing nothing but justice’s shadow.

But the young man, eagerly acting as prosecutor on his own case 685
At once strikes us with dense utterings:

Then he drags us up into the stand and questions us, setting up a trap with his words,
Tearing and troubling and confounding some Tithonus.

And his lower lip trembles due to old age, and he leaves owing a fine,
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Then he sobs and cries and says to his friends: 690

‘The money I needed to buy a coffin, I owe it as a fine.’

In the catalectic trochaic tetrameters, the querulous old Acharnian men cut particularly
feeble figures, quite different from their fearsome first impression in the play.!!? After the
introductory ode, their deme is dropped as a theme, and instead we see the men primarily
as octogenarians and Greco-Persian war veterans. Much of the humour of this passage is at
the expense of their pathetic old age. The language constantly lingers on their old age (oi
vépovtec ol mTaAatol... ynpofockovpech ... oitvec yépovtac dvdpac... ynpa) and
decrepitude (00d&v dvtac, AAAL KOEOVC Kol TopeEnuAnuévouc. .. tovBopvloviec... ovy
Oop@dvtec 0vOeV), which is thrown into high relief by their adversaries’ youth (note the
diminutive form of veavickov).

As discussed above, the old men are a ripe target for humour, because of a cultural
preoccupation with the glory of the Greco-Persian Wars, but at the same time the mockery
cannot be pushed too far, since they were also a group that demanded respect on the public
stage. At 677 not Marathon, but sea battles such as that at Salamis, are invoked. Old
Comedy tends to be rather imprecise in referring to battles of the Greco-Persian Wars.!!3
This may imply that the chorus are becoming rather senile, although the blurring of
boundaries between battles also serves their rhetorical purpose, aggrandising their
achievements further by taking credit for victories both by land and by sea. Gentle fun is
also poked at these old men by their use of archaic epic or lyric flavour -pecBa endings in
the 1% person plural, a linguistic detail that suggests self-aggrandisement, as they talk

about themselves like heroes of these other genres.

12 Ach. 2044,
113 Cf. V. 1078-88, which conflates Marathon, Thermopylae and Salamis.
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There are more dynamics of humour at play here, however. The wonderful image
of the old men as played-out auloi (mapeEnuinpévouc), is incongruous with the more
literal depictions of senility that precede it, yet continues the idea of muteness (ko@ovc)
through the metaphor. Similarly incongruity resolution is the prime mechanism of
humour in the description of [Toceld@®v dcpdretoc as a Baxtnpia. In this, the script of
divinity and their honorific epithets collides with the mundane imagery of the walking
stick, and causes the audience to reprocess the word dcodAeioc and understand it in its
literal, etymological meaning of ‘unslipping’, from the addition of privative & to the verb
cpéAropat. The claim that the old men see nothing but ‘justice’s shadow’ is another
playful incongruity, subverting the poetic concept of the light of justice,!!* and combining

it with a reference to the old men’s failing sight,!!®

and doing so in such a way as to
suggest the legal helplessness of the old men.

At 685-91 the constructed world of the courtroom scene reaches a piteous climax.
From earlier in the passage of tetrameters, a text-world of a courtroom drama was
introduced: éuPaidvtec €c ypapac 679; t@ Abw mpocéctapey 683. The text world is
peopled by two characters representing contrasting demographics: the senile old man and
the ruthless young prosecutor. In a fashion typical of Aristophanes, neither side comes out
of the collision entirely smelling of roses. If there is much humour derived at the expense
of the old Acharnians, so too is there mockery of the zealous and weaponised litigiousness
of the youth.!'6

The speed and vigour of the young men is highlighted (ctovddcac... ic tdyoc),

and their industrious zeal expressed through the density of verbs in these lines (crovddcac

Euvnyopelv... maiel Euvamty. .. dvelkdcac pTd... ictdc EndVv), culminating in the

4B o A. Ag. 773, E. Supp. 564; Trag. Adesp. tr. fr. 500 (TrGF).
115 Starkie (1909) ad loc. assumes they are ‘nearly blind’.
116 The litigiousness of Athenians is a comic theme: cf. e.g. Telecl. fr. 2 and Av. 39-41.
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tricolon at line 688: ctapdrtwv Kol Tapdrtov Koi Kukdv. The use of metaphorical imagery,
pelting, and setting traps as if for animals, are incongruities to the courtroom script, and
express through incongruity the inappropriateness of the treatment which the youth doles
out to the poor ‘Tithonus’. Through mentalising, the violent imagery also reveals the
extreme fear with which the old chorus regard the young.

With the pitiful image of a man too poor to pay for a coffin, the tetrameters give

way to an indignant lyric ode.

Antode 692-702

ToDTO TAC ikdTa, YEPOVT’ AmoAécat TOALOV

dvopa mepl KAeYHIpAV,

TOAAG 01 Euumovicavto Kol Oeppov dmo- 695
pop&apevov avopikov 10pdTa o1 Kol ToAVV,

avop’ dyaBov dvta Mapabdvi mepi TV TOAY;

gito. Mapoddvi pév 81’ fuev, &d1dKopey,

VOV &’ O’ AvdpdV TovnpdY cpodpa dtwkodpeda, 700
KQTa Tpoc dlckoueda;

npoc Thoe Tic avtepel Mapwyiac;

How are these things right, to destroy a white-haired old

Man around the water-clock,

Who has toiled many times and wiped away warm 695
Manly sweat, and indeed a lot of it,

A good man who was at Marathon for the city?

Then at Marathon, when we were there, we pursued,
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But now by worthless men we are strenuously sued,'!’ 700
And then even remand us?

What Marpsias will respond to this?

In this choral ode we find once again that there is a thin line between mockery and
sympathy. From a mentalising perspective, there may be something funny in the way the
old men harp on about the past, with their frequent use of repetition to stress their repeated
fighting, their manliness, and their presence at that pre-eminent Athenian victory,
Marathon (moAAd 61... On Koi TOAHV; AvOPIKOV... &vop’; Mapabdvi... Mapabdvi). 61’
nuev is extraneous, lingering on the event with pointed nostalgia. The frequency with
which the Greco-Persian Wars, and the battle of Marathon in particular, are mentioned in
Old Comedy, over half a century after the fact, suggests that it was probably a time-worn
talking point. '8 The chorus’ desire to stress their participation at Marathon is a tired trope.
The contrast between their former and current states is emphasised by the move
from active éd1dkopev to passive duwkopeda, and the audience’s realisation that they must
pivot from the martial to legal meaning of the verb in order to resolve the incongruity is

intellectually satisfying and neat.

Not What We Once Were 703-18

1@ Yap €ikoc Gvdpa Kueov, NAikov Bovkvdiony,
g€oréchan coumiaxévia T ckvOdY Epnpia,

T®oe 1@ Kneicodnpov, T AaA® Euvnyopw; 705

17 Inspired by Sommerstein’s translation (1980) of ‘hotly sue and pursue us’ (emphasis his).

118 Ar. Knights 781, 1334; Wasps 711; Eup. fr. 233; Eup. fr. 106 has a character, possibly representing
Miltiades, swear by Marathon. Hermipp. fr. 81 says men honour Marathon by adding fennel (pépafov) to
olives. For further discussion see Hunt (forthcoming).
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det’ €ya pev nAénca kamepopEhuny idmv

dvopa TpecPHTV VT AVOPOC TOEOHTOL KUKDOUEVOV*

Oc pd v Afuntp’, ékeivoc vik’ v ovkvdidnc,

000’ av avTnV TV Ayoudv padioc fvécyet’ av,

AL KaTemdAaice pévtay tpdtov EvdOiovc déka, 710
Katefomnce & av kekpaymc to&odTac Tpicytiiovc,

vrepetdEevcey & Av aTOVC TOD TATPOC TOLC EVYYEVEIC.

GAL’ €meldn ToLC YépovTac ovK €80’ DITvov TuyEly,

yneicacHe yopic givar Tac ypapdc, dmoc dv 7

1@ YEPOVTL PEV YEP®V Kol vedoc 0 Euviyopoc, 715
TOIC VEOICL &° eVPUTPOKTOC Kol AdAoc y® KAewiov.
Ka&ehavvew yp1 tO Aomdv, Kav Oyn Tic {nuodv,

TOV YépovTa T® YEPOVTL, TOV VEOV 08 TG VE®.

How is it reasonable that a hunchbacked man, of Thucydides’ age,
Should be destroyed in the grips of the Scythian desert,

Of that son of Cephisodemus, that babbling public advocate? 705
And so [ pitied him, and wiped away a tear when I saw him

That old gentleman shaken up by an archer.

Who, by Demeter, when he was that Thucydides we all knew,

Would not easily have put up with even Achaea herself,

But would have wrestled down ten Euathluses first, 710
And shouted down thirty thousand archers with his cry,

And he’d outshoot that man’s father’s relatives.

But since you won’t let old men sleep,
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Decree that lawsuits be separate, so that against an old man

The accuser must be old and toothless too, 715
And against the young must be a wide-arsed and a babbler and Clinias’ son.
And from now on, if anyone is accused and faces a fine, we must

Fight the old with the old, and the young with the young.

The final run of tetrameters sees the elderly Thucydides pitted against a younger man,
Cephisodemus, who is styled as a Scythian archer.

The disjunct between the extreme senility of Thucydides (not to be confused with
the historian of the same name), and the treatment he receives, being vigorously grappled
(copmhakévta) and shaken (kvkopevov) is highly incongruous. This humour may be at
the elderly Thucydides’ expense, but Cephisodemus is also a comic target, introduced as a
‘Scythian desert’ and described as babbling (AdAw). The former description suggests
foreign extraction, and barbarity, and the description of him as an archer a little later on
combines with this to depict the son of Cephisodemus as a member of the group of public
slave-archers responsible for enforcing the will of the magistrates and maintaining some
aspects of civic order in Athens. As such, the insult suggests both barbarity and
slavishness, common avenues of attack in ancient invective.!!®

Line 709 presents some difficulty. Manuscripts give avtv tv Ayaidv, an epithet
for Demeter derived from her grief (&yoc) following the abduction of Persephone,!?° but it
is not immediately obvious why Aristophanes should say that, in younger days,
Thucydides would not have put up with Demeter Achaia. There have been several

proposed emendations to solve this difficulty,!?! although it is uncertain whether the text

119 Apostolakis (2021) 56-8.

120 Hdt. 5.61.2; IG 1175117, 5153; Nic. Th. 484-5, X 485; Plu. Mor. 378e; Hsch. o 8806.

121 Headlam (1898) proposed avtiv v Aypaiav, a cult title of Artemis; Borthwick (1970) proposed adtov
Aptoyoaiav, a Persian follower of Xerxes and one with a voice suitable for shouting others down; Wilson
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has been corrupted at all. Worship of Demeter frequently involved aischrologia, ritualised
abusive mockery,'?? and the Homeric Hymn to Demeter seems to function as an aetiology
for the presence of ritualised mockery in festivals to Demeter.!?* Tambe’s humour in that
poem is mocking (moALd mapackodntove 203), and aimed at cheering Demeter from her
grief. So too ritualised mockery in festival contexts ‘thus served as the necessary
complement to the lamentations that reenacted the sorrows of Demeter.’!?* Since her grief
(&yoc) was conceptually tied to abuse and mockery, which resembles the treatment that
Cephisodemus doles out to Thucydides in the courtroom, then by invoking Demeter as the
Grieving One the chorus leader says that the politician in his youth would not put up with
being publicly mocked, even if the mocker was the goddess associated with public
mockery herself. From a cognitive perspective, the oath pa v Anuntp’ (708) in the
previous line prepares the audience to recognise her in the following line, allowing them to
access further associated concepts (i.e. aischrologia) quickly.

At 713-8, the chorus put forward a solution to their troubles: age categories which
keep the young and the old away from each other in court. While earlier the balance of
mockery had leaned a little more towards ridiculing the infirmity of the elderly, here the
balance shifts slightly the other way, as we see with the triadic description of young

accusers in line 715: edpimpwkrtoc koi Adroc xo Kiewiov. Sexually depraved and verbally

(2007) 30 proposes antov TOv Aviyapcty, a Scythian king; Austin (2002) 73-4 argues for an idea put forward
by Sir Denys Page in his lectures — that avtiv tv Axaiav is not the direct object of the verb but an oath
intensifying the po v Afuntp’ of the previous line; Petrides (2010) proposes avtiv v A¢aiav, a goddess
worshipped on Aegina. Capra (2019) has proposed a significant textual emendation of thv Ayodv to v
Xipopav, on the grounds that the two are visually similar in capitals — even more so if Ayoud was originally
spelt with two iotas, as in Herodotus (5.61.11), since iota and rho are often confused in capital form — and
since the Chimera is depicted in the /liad as dpopaxétn (5.161) it makes a fitting adversary for Thucydides
to overcome, who accordingly resembles a heroic Bellerophon.

122 As in the festivals of: the Stenia, /G ii? 674.6-8, Hsch. S.v. Ztqvia and mvidcar; Haloa, see X Luc. Dial.
Meretr. 7.4; Thesmophoria, see Apollod. 1.5.1, Th. 792, Ra. 390; Eleusinian Mysteries, where veiled figures
called gephuristai hurled insults at initiates crossing the Cephisus river, for which see Hsch. s.v. I'epupic and
I'epupietai, Strabo 9.1.24, and for discussion Halliwell (2008) 169-71, V. 1361-3.

123 HHDem 198-205. Rosen (2007) 44-9.

124 McClure (1999) 51.
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incontinent, this depiction culminates in a reference to Alcibiades, already famous and
later to become a fairly frequent komoidoumenos.'?>

The final two lines sum up their suggestion and allude to the proverb that only like can
be driven out by like, similar to the English phrase ‘to fight fire with fire’. Indeed,
Aristophanes seems to be quite fond of ending a parabasis with a catchphrase, either an
idiom or a well-known quotation, which he has radically transformed by putting it in a new

context,2¢

5. Conclusions

Aristophanes the character speaks, through his coryphaeus, about the didactic potential of
his art form, and styles himself as a subversive speaker of harsh truths. The backlash he
apparently faced as a result of his presentation of Athenian imperial power in Babylonians
put him in the perfect position to do this. On the other hand, the disavowal of flattery, the
tough love tactic, is itself a rhetorical move, and throughout the parabasis this ‘anti-
rhetorical proclamation is explicitly and comically framed as a deceptive and distorted
exaggeration.” 12

In particular, the frequency with which ambiguity and incongruity is present in the
poet’s claims to justice and didacticism seem designed to call attention to the poetic
persona’s inadequacies. For example, when Aristophanes plays with the dual meanings of
d18dckety, as ‘teach’ and as ‘produce a play’,'?® this scrutiny invites the viewer to

disambiguate the word’s associations. The audience is called upon to decouple didacticism

from drama. On the back of a long run of hints and suggestions that this delusional and

125 Ar. frr. 205.5-6, 244; Wasps 44-5; Eup. Baptai test. iii-iv, vi; fr. 171; Pherecr. fr. 164.

126 Cf. Frogs’ use of the idiom and a&ov Evlov; Eg. 609-10 uses a common merism (‘by land or sea’), also
found in Timocreon (fr. 8 Bergk).

127 Hesk (2000) 271.

128 Ach. 658.
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deceptive comic persona has no particular claim to justice or wisdom, his role as
dwddackaroc is in fact so fundamentally problematised that the poet seems even to be

calling attention to the assumption that a dramatic teacher teaches anything at all.
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Flops and Fops

Elder Abuse in Knights

In stark contrast to the delusionally big-headed figure in Acharnians, the poetic persona of
Knights is excessively cautious. In particular, here Aristophanes the prodigy harbours a
particular anxiety: that the passage of time is not always kind. The anapaests show the
persona taking a unique stance towards other poets which is not confrontational, but rather
feigns pity. This allows for a particular triangulation between the audience, Aristophanes’
predecessors (and rival) and his poetic persona: the audience is blamed, the predecessors
pitied and mocked indirectly, and the poetic persona affects prudence while simultaneously
showing himself up as overly timid.

In the epirrhematic syzygy, the hippic class attempt indirect self-praise by eulogising
their fathers and horses, but manage only an ambivalent apologia which highlights their
dandyish tendencies. In the epirrhema, the eulogy of their fathers could be taken by some
as a straight-forwardly feel-good description of that generation’s bravery, while at the same
time references to effeminacy and self-indulgent grooming habits may have appealed to a
less aristocratic audience member as mockery at the knights’ expense.

In the antepirrhema, the collision of cavalry script with navy script drives much of the
humour, and again sustains the ambivalence of the knights’ presentation. The implicit
comparison between cavalry and navy can be seen as an indirect critique of the knights,
who are much less useful to military tactics of the era. Alternatively, it can be seen as
glorifying the hippic class by presenting them as a counterpart to the navy and by referring

to their one successful battle to date (Solygeia).
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1. Aristophanes Takes the Helm

With only Banqueters, Babylonians and Acharnians under his belt so far, Aristophanes is
still a relative newcomer to the comic stage at the time of Knights, as he is keen to remind
his audience. In particular, in this parabasis the poet makes much of this play as his first
production where he played the role of producer. He suggests that the delay was born of
prudent caution, since a poet must undergo a theatrical cursus honorum before taking on
the most difficult of jobs (kopwdodidackario).

This claim is made particularly at 541-4 where the poet describes a comic
playwright’s steps to becoming a producer as like working one’s way up through various
ranks on board a ship. The image is central to the debate surrounding the question of
Aristophanes’ ‘apprenticeship’.! This debate questions whether the depictions of
Aristophanes as a rower in Knights and a ventriloquist in Wasps refer to a truly anonymous
stage in Aristophanes’ career, and whether the first two or three plays of Aristophanes were
thought of as his work or his producer’s. Since this matter is important to understanding
the stance of the poetic persona here in the Knights anapaests, I briefly consider the
questions here and argue that Aristophanes was always publicly known as the author of his
plays. The possibility that poets sometimes contributed anonymously to the plays of others
cannot be excluded, but the process also cannot be reliably modelled given the elliptic
nature of the references to the practice, which seem to constitute a generic trope and which
are often couched in metaphorical terms. It is safer and more productive to consider how
each autobiographical reference serves a particular purpose of characterisation in each
play. In this play, the result is the creation of a purposeful comic stance of timidity, as the
poetic persona suggests that he was purposefully hiding his light under a bushel before, in

fear of the fickle Athenian demos.

! See note 42 in the previous chapter.
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2)

3)

4)

The ‘apprenticeship’ debates revolve largely around these parabatic passages:
Acharnians 628-9: the poet claims that since the time he organised choruses, he has
‘not yet’ (oVmw) stepped forward to say he is clever. These lines imply that the poet
is not new to the game.

Knights 541-4: in defending his decision to start producing his own plays only with
this play in 424, the poet reasons that in the navy one must first be a rower, then be
a ship boy and look out for gales, before captaining a ship.

Clouds 528-31: the poet claims that he gave up an early play (understood to be
Banqueters), metaphorically represented as a baby, to be raised by another, because
he was a maiden (map6évoc) and it was not allowed for him yet to bear a child
(KoUK €ERV M [OL TEKETV).

Wasps 1018-22: the poet claims that he helped other poets secretly (kpOpdnv), in
the manner of Eurycles, a sort of ventriloquist, pouring forth comic lines from the

mouths of others, before ‘harnessing his own Muses’ mouths’.

MacDowell proposed and long championed a two-stage account of Aristophanes’

career, whereby when Banqueters, Babylonians and Acharnians were produced by
Callistratus, another now-lost play of Aristophanes was possibly produced by Philonides,?
and it was Callistratus the producer who was widely famed for the creation of the plays,
while Aristophanes was little known.? This model does not, however, comfortably account
for Knights 512-13, in which the coryphaeus is made to claim many people (woAlotc 512)
have been asking him why he did not ask for a chorus (i.e. produce) ‘long ago’ (mdAot
513). This surely suggests he was publicly known as the poet of his previous plays, at least

by the time of Knights. MacDowell conjectures that the city had come to know of his

2 Possibly Philonides produced another, now lost play of Aristophanes in the period 427-425: Halliwell
(1980) 44-5, Welsh (1983).
3 MacDowell (1982, 1995, 2004).
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authorship before Knights because scripts of Aristophanes’ plays, complete with by-lines,
began to circulate.* However, if Knights really was the first play to be officially connected
to Aristophanes, and which revealed or at least publicly asserted for the first time that
Banqueters, Babylonians and Acharnians were the work not of Callistratus, as previously
held, but of Aristophanes, then it does so with surprisingly little fanfare. Rather, the
emphasis in Knights is on the fact that producing is a new challenge to Aristophanes, but
his authorship of earlier plays is merely alluded to in passing at Knights 512-3, as a
premise for his defensive speech. This presentation surely suggests that his authorship was
already ubiquitously known, not a piece of information that had recently and presumably
only partially made its way around the city by word of mouth or circulation of scripts.

The most popular explanation of these passages is the three-stage account, as argued
by Mastromarco and Halliwell.> By this model, in the first phase Aristophanes first
contributed anonymously to the plays of others, which corresponds to the secret (kpvOBonv)
ventriloquism image of Wasps 1018, and presumably the rower phase of the ranks as
recounted in Knights 541-4. In the second phase he wrote his own plays, but had them
produced by others, corresponding to the foster baby-Banqueters as depicted in Clouds
528-31, and the second rung of the naval ladder in Knights 543. In the third and final phase
of his career, from Knights onwards, he produced on his own behalf, ® corresponding to the
captaining of a ship in Knights 544 and the harnessing of his own Muses’ mouths at Wasps
1022. This account explains well the sense of anonymity implied by kp0OBonv, and the idea
that before composing a whole play one might try one’s hand at contributing to the work of

another seems sensible.” There is no obvious fault in this interpretation, but the early stage

4 MacDowell (1982) 25-6.

5 Mastromarco (1979) 160-3, Halliwell (1980) 35-6.

® For the most part; Wasps, Amphiaraus and Frogs were apparently directed by Philonides, and Birds by
Callistratus: V. Hyp. 1. 30, Av. Hyp. IV, Ra. Hyp. IC (Dover). Proagon, often attributed to Aristophanes, was
said to have been put on by Philonides in . Hyp. 1. 30-2.

7 Halliwell (1980) 43: this ‘may have been an established way of encouraging new dramatists’.
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of anonymous contribution to the word(s) of another cannot be certain, since references to
an early stage of inter-authorial collaboration are generally couched in metaphorical terms:
as rowing, as ventriloquism or gifting.® Moreover, the passages in Knights and Wasps are
trying to emphasise the length of the service Aristophanes has paid to the city, and the
thanklessness and lack of recognition of the early stages. This overt rhetorical motive
alerts a reader or audience member to the fact that his comedic CV as narrated over the
course of the parabases is no dispassionate report. Mastromarco and Halliwell’s three-stage
model is appealing, but not fully certain.

Another noteworthy interpretation is that of Brockmann.” Brockmann takes Wasps
1018, where Aristophanes talks about secretly assisting other poets, to refer to the period in
which Aristophanes wrote Banqueters, Babylonians and Acharnians, but had them
produced by another man. By his account, the ventriloquist image in Wasps is an
‘ironisches Understatement’;!? that is, Aristophanes was already known as the poet, but
understates the recognition he held at that point. MacDowell responds that ironic
understatement is not at home in the speech of the poetic persona of the parabasis.!! That
may be broadly true, but in fact, if Brockmann is correct and Aristophanes was from the
start well-known as the poet of the plays, the ventriloquist image understates his public
recognition, not his talent. The metaphor suggests control of the words of the plays, no
small matter. To exaggerate the lack of public recognition which Aristophanes experienced
before producing is, if anything, a criticism of those around him, and emphasises the poetic
ability that allowed him to rise from such an undervalued position. This in itself could be

considered a comic stance, as the persona manipulates the narrative to make himself seem

8 Eq. 542; V. 1018; Eupolis’ claim in fr. 89 to have written Knights and given it ‘to Baldie’ (i.e. Aristophanes)
could well refer to collaboration in the early stages of Eupolis’ career.

° Brockmann (2003) 202-77.

10 Brockmann (2003) 251.

1 MacDowell (2004) 449.
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undervalued. If this was, as Brockmann suspects, at odds with his actual reception by the
city, then the persona is being obviously disingenuous.!? Finally, it is worth noting that the
ventriloquist image can be read, not as understatement, but as straightforward and typically
parabatic boasting: Eurycles’ ability was clearly something of a wonder.!?

Scholars try to get a two- or three-stage account to adhere to the words of these
parabases because they are hesitant to say that Aristophanes could be misrepresenting
something which was public knowledge.'* But in fact, the way in which a character-
constructed world diverges from the real world can in fact be a source of humour. That is,
the audience of Wasps may well have remembered that Aristophanes, the supposedly
anonymous ventriloquist, had in fact been well known as the author of Banqueters,
Babylonians and Acharnians at the time. The audience (or early reader) of the revised
Clouds may well have been aware that Banqueters was also publicly known as
Aristophanes’ work, at odds with the story of abandonment and adoption found in the
parabasis. They would, therefore, recognise the disparity between the world the persona
conjures up (in which he toiled unrecognised) and the real world (in which the poet was
well known). They might judge through mentalising that this disparity indicates that the
poetic persona is purposefully distorting the narrative to make himself pitiable and
commendable, or that he has such a persecution complex that he has genuinely forgotten
his past fame. Either way, it is possible that Aristophanes’ CV as presented in the parabases
purposefully and significantly diverges from the known truth of the matter for comic ends.

The safest ground, therefore, is to consider what each individual passage

recounting the poet’s past career is trying to achieve within the context of its individual

12 For my take on disingenuousness as a driver of humour, see page 21.

13 P1. Sph. 252c calls Eurycles &tonoc; at V. 1019 Eurycles’ abilities are described positively as pavteiov kai
dudvouav ‘the prophetic skill and faculty’.

14 Halliwell (1980) 33 ‘I both work with and hope to justify the principle that Aristophanic disingenuousness
does not normally operate where hard facts of chronology, law and theatrical conditions are concerned.’
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play; to do otherwise ‘risks selling short the poet’s creative license, while underestimating
the audience’s ability to interpret passages and scenarios’.!® In Wasps, the ventriloquism
passage stresses that the poet has toiled for the city for some time, initially without
recognition, and therefore contributes to the analogy drawn explicitly later, between
Aristophanes and Heracles, who both toil for the good of another.'® In Clouds, the image
of the ‘maiden’ poet stresses his youth and modesty. What, then, is the effect of the

autobiography constructed in Knights?

2. An Abundance of Caution

In Acharnians, 1 argued, poetic incompetence was an important theme of the parabasis, as
the poet’s words backfired against him to such an extent as to call into question the
legitimacy of calling poets d1ddckarot. Between that parabasis and the one in Knights
there is both continuity and variation in this regard. Poetic incompetence continues to be
suggested, but the figure of the poet changes from one with supreme confidence in their
didactic ability and wisdom, to one suddenly cautious, aware of his vulnerability at the
hands of the fickle public. This is a marked divergence from the bravado and egotism of
Acharnians. The change in the characterisation of the poetic persona is not as jarring as it
could be, since it fits into an overarching story with its own logic. The author of
Acharnians had a short but strong track record as a poet; a rising star with justified
confidence. With Knights, the poet is displaying a new skill (production) for public
scrutiny, and he is no longer ascendant, but ascended. There is now nowhere to go but
down, and an understandable anxiety about the ephemerality of success and status creeps

n.

IS Biles (2023) 422.
16 See pages 179, 183.
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Of course, this narrative is constructed by the poet. It may or may not reflect how
the historical Aristophanes felt, but it is the poet’s choice to tell this overarching story
across parabases, and this choice must have been taken with some thematic and tonal
purposes in mind.!” There is more, therefore, to be said. For one thing, the poet may have
purposefully varied the mood of his parabatic persona, while keeping the character
consistent, for the sake of keeping things fresh. This continuity of characterisation and
simultaneous variation of tone is well illustrated in Wasps and Peace, too. The parabases of
these plays contain a section repeated almost verbatim, yet vary wildly in tone: the poetic
persona of Wasps is vituperative and indignant, the poet of Peace jubilant.'®

As well as a desire for variation in tone to keep things fresh, the theme of age and
decline is apt to be brought into the parabasis because it is of key importance to the play as
a whole. The senility of the character Demus allows Aristophanes to criticise the Athenian
populace, represented by this figure, as easily led and lacking proper judgement. At the
same time, the flaws this image suggests turn out ultimately to be inessential and
reversible. Just as Demus is rejuvenated when he starts to favour Agoracritus over his
previous slave-advisers, so too, the underlying logic suggests, the Athenian democracy can
return to good judgement if it stops heeding the politicians it currently favours.
Agoracritus’ fresh blood and youth are instrumental in this,' and the poet is presented in
parallel as relatively young and new on the scene. Connections between the protagonist

and parabatic persona are common in Aristophanes,?’ and here the connections between

the two solidify the sense that both are young and ascendant, represent a positive change

17 Biles (2023) 419: ‘the objective of disentangling hard facts often appears at odds with the targeted literary
effect, which seems rather to be a sort of rhetorical impressionism that coerces sympathy, admiration, and
faith, undergirded always by expansive humor, in the patently self-serving poetic biography that typically lies
at the heart of an Aristophanic parabasis.’

18 See chapter five below.

19 His return on stage is heralded at 611 with an address to him as veavikdtote.

20 See page 45 for the connection between Dicaeopolis and poet, and 199-200 for Trygaeus. Bowie (1982)
sounded the call to explore meaningfully the interrelation of parabasis and play at large, largely on the basis
of the connections between the poet and his protagonists.

91



for the city, stand against the current abuse of the elderly and infirm, and have a difficult
task ahead of them.

While the poetic persona and protagonist share these attributes, they differ in their
relationship to the Athenian populace. Agoracritus will ultimately help and rejuvenate the
elderly Demus, who symbolises the people. Meanwhile, the Aristophanic persona has an
antagonistic attitude towards the theatre audience, criticising them for their fickleness
towards different elderly figures: that of older comic playwrights. This positioning allows
Aristophanes to mock the audience for their inconstancy,?!' and the faux pity he shows for
other poets occasions targeted mockery at their expense. As for the figure cut by the poetic
persona himself, his suggestion that a new poet ought to go through stages of
apprenticeship is designed to stress the poet’s relative youth and his shrewd caution. For
the mentalising audience member there also lurks underneath the surface the suggestion
that the poet has acted not cautiously but timidly, as his self-justification shades into

defensiveness.

3. Well-Kept Horsemen

The hippic class too can be seen as defending themselves in the epirrhematic syzygy.

In particular, it seems that in the preceding years, Cleon had clashed with the knights,?
and the parabatic speeches here can be seen as a rebuttal to the kind of accusations that he
may have brought against the knights: that the cavalry was ineffective, economically

burdensome, cowardly, and engaged in luxurious, dissolute living.

21 See on 518-9 below.

223 Eq. 225 claims that the knights were hostile to Cleon because when he was a member of that corps he
treated them badly. Cleon may have been responsible for or simply associated with newly levied eicpopai
which fell most heavily upon the rich, and so were likely to upset the aristocratic knights: Bugh (1988) 108-
9. Cleon apparently lost five ill-gotten talents because of the knights: Ach. 6-8 with scholia and Carawan
(1990).
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Although an aristocratic class bracket called hippeis existed from Solon’s time,
their role in war prior to the Peloponnesian War is uncertain. It is possible that, until some
point after the Greco-Persian Wars, hippeis did not fight from atop their horses, but rode to
battle before dismounting and fighting as regular hoplites.?> However, most scholars
currently believe that Athens did have a cavalry, as in a force that fought from horseback,
from the Archaic period and throughout the fifth century.?* It is noteworthy, then, that the
cavalry seemingly played no decisive part in any battle until that of Solygeia in 425.%° In
this battle, alluded to in Knights’ parabasis at 604-10, the Athenian cavalry were apparently
highly effective only because the opposing forces had no cavalry at all.?¢

A cost-benefit analysis of the cavalry may have been taking place in Athenian
politics at the time. This branch of the army had no great achievements to point towards
before Solygeia, and was financially supported by the state, in the form of an
establishment loan (xatdctacic) of up to 1200 drachmae for each hippeus to pay for his
horse.?” Although the upkeep of a horse, slave groom and a horse for this slave would have
greatly exceeded the pay provided to each hippeus by the state,?® and each was required to
pay back their establishment loan on retirement, nevertheless this portion of the army
may have been perceived as an economic burden, as indeed may be suggested by a
fragment of Theopompus.

A scholium on Knights, citing Theopompus, says that Cleon énetéfn 1] moAtteiq

(‘attacked the constitution’) in anger at the cavalry. *° Fornara has argued that this was a

faulty paraphrase by the scholiast of Theopompus’ énetéfn tfj Kotactdcet, with Katactdcic

23 Helbig (1902); Hdt. 6.112.2 tells us no cavalry fought at the Battle of Marathon.

24 Bugh (1988) 4-13, Spence (1993) 9-10, Van Wees (2013) 74.

25 Th. 4.42-4.

26 Th. 4.44.

27 Lys. 16.6-7, Eup. fr. 293, P1. Com. fr. 181.

28 Probably one drachma wage and a higher than average grain allowance of four obols: Mihajlov (2022) 53.
Their wage was reduced to four obols in around 403: Lysias Against Theozotides, fir. 128-150 (Carey).

29 Pritchard (2018) 8.

0 FGrH 115 F 93 =X Eq. 226a.
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intended to carry the specific meaning of the equipment loan money to which the knights
had been entitled,®! but taken by the scholiast in its more common meaning of
‘constitution’, and subsequently glossed with a synonym of this latter sense. If indeed
Cleon was attempting to decrease their equipment money and diminish their public status
at this time, then the coryphaeus-knight’s speeches in the syzygy can be understood as a
response to this, and to any insults or arguments that may have been used in support of this
decrease in katdctoctic.

The same scholia tells us that Cleon accused the knights of desertion (katnyopnce
YOp aOT®V MC AguroctpatovvimV), hoping to stoke hostility towards the cavalry by
painting them in an ignoble light.>? This may have played upon a widespread perception of
knights as cowards: given their elevated position and the fact that cavalry often functioned
more as a deterrent than an active force in battle, the role likely was far more secure, and
resentment towards them a natural result. Indeed, in a speech of Lysias, the speaker claims
that everyone thinks that knights are safe, while hoplites are in danger, and that some men
even tried to join the cavalry without passing through the necessary checks for this very
reason.>* Of course, this is not to say that everyone thought of knights as cowards; those
among or sympathetic to the hippic class no doubt saw them very differently.*
Nevertheless, outside of these people, less flattering associations with the cavalry existed.

Finally, the criticism of knights as pampered and effeminate, was common. Young
men from this group were often noted for their long hair, and this visual symbol acquired

various connotations.*> For the wearer, it probably denoted freedom and luxury,*® but

3! Fornara (1973).

32 Carawan (1990) 143.

3 Lys. 16.13.

3% A funerary stele in the Ceramicus, for example, proudly depicts one Dexileus in his role as a cavalryman:
CAT 2.209 (Clairmont).

33 MacDowell (1971) 197, Gad (1993) 76-103.

36 Short hair was associated with slavery: ¥ Th. 838c¢. Phidippides’ long hair goes hand in hand with his
expensive equestrian habit: Nu. 14-16. It is interesting that Semonides’ description of the woman like a mare
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which the less wealthy associated with effeminacy, passive homosexuality,’” and even pro-
Spartan sentiment.’® Because long hair could be seen as signalling high status, sometimes
deceptively, growing hair could be seen as indicative of aspirations exceeding your social
status, and to say that someone grew their hair long could signal haughtiness or lofty
aspirations.> It is particularly these connotations of arrogance and effeminacy against
which the coryphaeus pushes back at the end of the epirrhema: ‘Do not begrudge it if we
grow our hair long and wear tiaras’ (580).

So dissolute luxury, cowardice, economic burden and military ineffectuality are, we
can surmise, charges against which the coryphaeus is defending his demographic in the
epirrhematic syzygy. It is tempting to read these speeches in Knights as straightforward
eulogy, especially given that the knights seem aligned with the poet against his arch-
enemy, Cleon.*® But in fact, like other demographics represented in Aristophanic
parabases, these speakers are as much to be laughed at as laughed with. Some sections of
the speech seem to vindicate the cavalry, while other elements are damning. In particular,
Lech reads the playfully absurd depiction of horses as members of the navy in the
antepirrhema as unintentionally undermining, since it draws attention to the ideological
divide between these two military branches, and draws a comparison that can hardly be
flattering for the horsemen, whose one victory in battle is vastly outnumbered by the
achievements of Athens’ navy. In the preceding epirrhema, the coryphaeus at times seems

to confirm the perception of knights as effeminate, and indeed, even the wrestling

shares the knights’ preference for long haired and concern for grooming oneself (Semon. 7.57-70). In these
aspects the knights seem to present themselves as sharing traits with their horses.

371.1067-70, 1101; Com. Adesp. 12, 13, 14; Platter (1996).

38 Hdt. 1.82.7-8; Nu. 685-91 and V. 464-76 portray Amynias as cowardly, effeminate, and pro-Sparta.
391545, 1317; Hdt. 5.71.

40 Hubbard (1991) 83 ‘we see their martial courage defended... in this syzygy’; Sommerstein (1981) 4: “The
Knights can claim, too, that they and their fathers have performed services to Athens, some of them very
recent, that are at least as meritorious as those of Cleon even supposing the latter were genuine (565-580,
595-610). For much of the play the chorus constitute our only ground for hope that there is anything healthy
in the Athenian body politic.’
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metaphor at 571-3 can be read as undermining, as it exemplifies their athleticism while
also suggesting to the mentalising audience member an offhand attitude to warfare as a
sort of game which only a relatively safe fighter could hold. This attitude could be called,

appropriately, cavalier.

4. Parabasis
Go, Rejoicing 498-506
AL’ 101 yaipwv, Kol Tpaéetoc
KoTd voOV TOV €UV, Kai ce LUAGTTOL
Zehe dyopaioc: kol VIKNCoC 500
av0ic €keldev AV dc Hudc
gMBo1c ctepdvolc Katdmoctoc.
vueic 8 Nuiv mpocéyete TOV vodv
Toic Avamaictolc,
® mavtoioc §dm Movenc 505

nepabéviec ko’ Eavtoic.

Then go and farewell, and may you manage

As I intend you to, and may Zeus of the marketplace

Defend you: and once you’ve won 500
May you come back here to us

Again, sprinkled with garlands.

But you lot, pay attention to

Our anapaests,

Oh you who’ve tried out the varied 505
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Muse in your own right.

The parabasis of Knights follows the full seven-part structure found in the first four extant
plays, beginning with a kommation which heralds the start of the anapaests and bids
farewell to the departing characters. The invocation of Zeus of the marketplace is suited to
the protagonist in his profession as a vendor. The chorus hope that the Sausage-Seller will
be victorious over Paphlagon/Cleon, and that he will return ‘sprinkled’ (xotdmactoc) with
garlands. This word is usually used of liquids, and so suggests an abundant stream of
garlands. It is perhaps meant to evoke the image of effusive praise much as katdpdwv at
Ach. 658 does.*!

The address to the audience as mavtoioc 1o Movcenc | mepabéviec ko’ Eavtove
(505-6) contrasts the inveterate, experienced audience, with the poet as a relative
newcomer; ko’ éavtovc is echoed in the description of the poet at 513, where it is

wondered why he has not yet demanded a chorus of his own.

Reticent Poet 507-19

€l HEV TIC Avnp TOV ApYoimV KoOPmOodddckaloc Mdc

nvaykalev Aéfovtac €nn mpoc 10 BEatpov mapaPijva,

0VK Qv eavAmc ETuyev ToVTOL: VOV &’ 8&1oc écO’ O montrc,

6T TOLC aTOVC MUV HIceT TOAUQ TE AéyELy T diKaa, 510
Kol yevvaimc mpdc 10V Tupd ywpel kai TV EpLainy.

a 0& Bovpdley HUOV Prcy TOALOVC AT TPOCIOVTOC

Ko Pacaviley, ®c ovyl mdAal xopov aitoin kab’ Eavtdv,

nuac LUV Ekéleve ppdcat Tepl TOHTOV. PENCL YOpP AVNP

41 See page 67 for this image as parody of Pindaric praise.
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ovy U1’ dvoioc TodTo memovhme dratpiferv, AAAL vouilowv 515
Kopododidackariov elval YaAendOTATOV EPYOV ATAVTOV-

TOAALGV YOp O TTEPACAVTOV aOTNV OALyolc yopicacOor:

VUAC TE TAANL SAYIYVAOCK®V ENETEIOVC TV POCLV HVTOC

K01 TOVC TPOTEPOVC TAV TOMTAV dpa T@ YPQ Tpodddvtac:

If any comedy creator of the previous generations 507
Forced us to step forward towards the theatre to speak lines,

He would not have had an easy job of it: but now the poet is a worthy one,

Because he hates the same people as us, and dares to speak what is right, 510
And goes nobly against Typhon and the whirlwind.

As for the thing which he says, many of you approach him, amazed about it,

And grill him about, the fact that he did not demand a chorus of his own ages ago,

He bid us to tell you about this. For the man says

That he didn’t let the time slip by out of folly, but because he considers 515
Creating comedy plays to be the most difficult of all tasks:

Many indeed make a pass at her, but she grants favours to just a few.

And he realised long ago your nature changes by the year

And that you betray previous poets along with their old age. 519

In these lines, there is great continuity with the autobiographical section of the Acharnians

parabasis: the chorus show a distaste for stepping forward to praise poets in general (508-
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9, cf. Ach. 628-32),* the poet is described as GEoc (509, cf. Ach. 633) and shown to be a
brave speaker of harsh truths (510, cf. Ach. 645).

What is new to the constructed autobiography of the anapaests here is that the
intra-narrative identity of the chorus seems to be retained.** The chorus-leader says the
poet 'hates the same people as us' (510), which in context suggests Cleon, Aristophanes’
nemesis, and the antagonist of the play at large. The knights enter the play calling for
Cleon to be beaten (247), and this striking first impression renders their hostility a
dominant aspect of their characterisation. This aspect of their character also probably
dramatizes a historical political antagonism between the cavalry and Cleon, as discussed in
section three above.

The claim that an dpyoioc poet would not so easily have compelled the knights to
speak calls for the audience to engage in mentalising in a way that is multi-levelled and
playful. Within the dramatic illusion of the play, the coryphaeus is a knight, speaking
apparently of his own volition on behalf of the poet, as implied by his commendation at
509-511. At the same time, this very speech is a creation of the poet, the knight a puppet to
a poet ventriloquist. There is a certain wry irony and self-interest in the way Aristophanes
ventriloquises the knights to have them claim personal interest in defending the poet.

Their final reason for supporting Aristophanes, that he ‘goes nobly against Typhon
and the whirlwind’, picks up their earlier description of Cleon as Charybdis (248) during
their first introduction.** As well as presenting Cleon as an inhuman destructive force, this

configures Aristophanes’ resistance to him as a heroic act. ** In fact, he implies his

42 As already noted, this reluctance gestures towards the offensive nature of unchecked self-praise: Spatharas
(2011). mapaPaive carries a sense of moral transgression as well as its spatial sense: Biles (2011) 12-55.

43 For discussion of the retention or abandonment of intra-narrative choral identity in the parabases, see
section 6 of my chapter on Frogs.

44 The same identification of Cleon with Typhon is found in later plays: V. 1033 = Pax 756; Telo (2014).

45 Typhon was a chthonic monster (Hes. Th. 820-69), whose revolt was quashed by Zeus (A. Pr. 353-74), and
who was confined to Tartarus (Hes. 7h. 868) or beneath Aetna (A. Pr. 365-7; Pi. P. 1. 15-28).
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achievements are on a par with Zeus’, a comparison that a more righteous poet surely
would avoid.*

Aristophanes goes on to relate, through his mouthpiece the knight-coryphaeus, an
apparently common occurrence: many approach him to question why he has not yet
produced his own plays. As with so many events narrated in Aristophanic parabases, the
historicity is unverifiable, and the inclusion of it a conscious poetic decision. Therefore,
we should focus on it as a literary construction which serves the characterisation of the
poetic persona. This is not to say that the text bears no relation to historical fact; it seems
likely that when the comic playwrights bent the truth, it would have been small changes,
or, if they were glaring, they likely served some comic purpose recognisable to the
audience. When it comes to the question here of how Aristophanes constructs the narrative
of his own career, his description serves several artistic ends: the poetic persona
characterises himself as sagely cautious, the audience as fickle and uncaring, his
predecessors as pathetic and played-out. The text, however, also generates humour through
suggestions of the persona’s underlying timidity and incompetence and with the backfiring
of the insults that target the audience.

The poetic persona claims he is approached by multiple people, who marvel
(Bavpalew 512) at his never before having produced, and demand an explanation. The
hypothetical situation the poet constructs here is obviously flattering, as he is apparently
approached by many (moAlovc 512) fans with an interest in his taking up the helm.
Implied by the anecdote is the idea that greater fame or rewards await those who compose
and also produce their own plays, and the run of the passage suggests even that a poet who

does not produce his plays is unknown, and not subject to the abuse and abandonment that

46 Pi. 1. 5.14: R pdteve Zedg yevéoOar; Callimachus denies that anyone can even sing of Zeus’ deeds (Jov.
92-3): ted 8’ Epypota, Tig Kev Geidot;0v yéver’, ovK ot
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Magnes, Cratinus and Crates suffer. As I have argued, the consistent characterisation of the
poetic persona across his first plays weighs heavily against this idea. Aristophanes’
reticence must therefore to some extent be a poetic stance, and in this case the striking
impression is of a poet who is fearful, out of touch and perhaps even lazy.

The persona excuses his reticence by saying that he did not waste time out of folly
but because he considered comedy production to be the hardest task of all (515-6). On a
superficial level, this is a fine justification. However, the fact that dwatpipew is the only
non-participle verb in this justification makes it the only action, and hence the o0y seems
to govern only Om” dvoiac, otherwise the participle vopilwv has no main verb to modify. In
short, a closer look at the language suggests that Aristophanes does not deny wasting time.
The verb dwatpifetv (515) can simply mean to spend one’s time, but frequently seems to
carry the sense of unnecessary prevarication or hindrance.*” Moreover, the difficulty of
KoumdodackaAia is the persona’s perception of it (vopilwv 515): although 515-16 is
intended by the persona as a reflection on the essential nature of the task, it could also be
taken as an indication of the poet’s own (lack of) aptitude.

His estimation of the audience as éneteiovc v @vctv dvtac is also a comic beat
where the words can be understood on two levels. Intended as an insult to the inconstant
audience — and insults directed at the audience are frequent parabatic occurrences — the
particular choice of éneteiovc is humorously apt, since in fact ‘liable to change by the
year’ is an accurate description of how the verdict of the annual dramatic festival
competitions is intended to be, and so suggests the poetic persona’s dismay is a result of
the dramatic competitions functioning optimally. This joke, that one is affronted by the

inconstancy of the audience, is not unique to Aristophanes,* and a mentalising audience

YTLSJA.11.2,2b, 3, 11I. E.g. o0 pr) Swatpiyeic; Ra. 462.
48 Cratinus ft. 25: étfciot yap mpodcit’ del TpdC THY TEXV V.
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member would recognise the comic playwright as out of touch with the mechanisms of his
own profession. His stark accusation that the audience betray their poets when the poets

reach old age uses strong language to sharpen this sense of the persona’s indignation.

All Out Magnes 520-25

10070 eV eldac dmabe Mdyvnce dpa taic moAldic katiovcalc, 520
0c TAEICTO YOPDY TOV AVTITAA®V Viknc &ctrce Tpomoio.:

ndcac &’ LUV povic igic kol ydAlov kail ttepuyilov

kol Adilmv kail ynvilov kol Bartopevoc Patpayeiote

oVK €ENpKeceV, AALL TEAELTOV €T YNp®C 0L Yop £¢° finc,

€€ePANON mpecfune dv, 1L ToD ckOTTEWV ATEAEIPON: 525

For he knows what Magnes went through when his grey hairs came out, 520
He who stood the most trophies of victory of his chorus over his rivals.

He sent out for you his full voice, and plucking and growing wings

And becoming Lydian and becoming a wasp and being dyed frog-green

He was not enough, but growing old, for he was not in his youth,

While an old man he was thrown aside, because he lost his mockery. 525

As Spelman points out, the narrative Aristophanes presents of his notable predecessors,
while overtly aimed at illustrating the fickleness of the Athenian public, and at their awful
treatment of previous poets, also creates a periodisation of Old Comedy which makes
Aristophanes the heir to their better impulses, and simultaneously an improvement upon

them.*’

49 Spelman (2021).
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The description of Magnes is difficult to check against historical fact, since so little
remains of his work. A scholium on the passage links each verb with a particular play of
his, but these could easily be fabrications to explain the lines at hand;* only Lydians is
externally corroborated. The epigraphic evidence seems to record at least two wins for
Magnes,>! although one would think the description of him as standing many more
triumphs than his opponents would imply further victories no longer known to us.

A great emphasis is placed on Magnes' age, and the more particular aesthetic
problem with Magnes' work is perhaps a lack of pointed personal attack, if that is the sense
of ckmmtew to be taken here.>? The overall picture, then, of Magnes is of a protean poet,
with a fondness for animal choruses, willing to go to all lengths to impress his audience,
but toothless in his mockery.

10D ckdntey dneleipOn (‘he lost his mockery”) coming off the back of not one but
three successive references to Magnes’ advancing years, is probably meant to be a
surprising modification of a more standard phrase denoting the loss of some abstract
quality. The audience could expect to hear that he had lost his youth, for example, or his
wits, and both these sentiments are expressed elsewhere using dmoleinw.>® What Magnes
has actually lost is more unusual, more specific, and more ironic for a comic playwright to

lose, and so presents a fitting incongruity. There may also be some humour in the

0% Knights 522a: yoAhwv: tovc Bapprrictac dv Aéyor Spapo 88 écti Tod Méyvntoc. 1 82 BapPiroc gidoc
0pyavov povctkod. Trepuyilmv 8¢ 0Tt kol "Opvibac Emoince dpapa: Eypaye 8¢ kai Avdovc kai Pivoc kol
Botpayovc. Ecti 8¢ ypdpotoc e160c 1O Potpdygiov: dmd TovTov Kol Potpoyic ipdtiov. &yxpiovto 8¢ ¢
Botpoyeio 0 TpdcmTa, TPIV Emvondijvon o Tpocmrgin. To ynvilovy 88 inev mc mpoc tovc Pivoc
AVoQEPV.

SUIG i% 2325.44, IG ii2 2318.7, IG ii® 2318.17; Suda p 20 also attests to his achieving two victories.

52 Storey (2011) 339 in his introduction to the testimonia of Magnes ponders: ‘In this regard, the verb
skoptein at Knights 525, in which quality Magnes was lacking, usually means “personal jokes.” Is it here that
Magnes was seen as especially falling short given the personal and topical comedy that Cratinus and
Hermippus were creating in the 430s?’; Neil (1901) ad loc.

33 For the analogy of losing one’s youth, X. Smp. 8.14: 10 pév thic dpac dvloc toyd dmov Tapaxudlet,
amoAgimovtoc 8¢ tovtov...; for wits, E. Or. 216: 1@v mpiv drnoreipbeic ppeviv.
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redundant use of multiple expressions to highlight Magnes’ decrepitude, which the

younger poet seems to relish.

Cratinus 526-36

eito. Kpotivov pepvnuévoc, ¢ moAAd pedcac mot’ Emaive

Ol T®V ApeAdV TedimV Eppetl, Kail THC CTACEMC TAPACLP®V

€poOpeL Tac Opdc kal Tac mhatdvouc kai Tovc &xBpove Tpobervvouc:
o 8 ovk v &v copmocio TANY “Ampoi cokonédire,”

Kol “TéKTOVEC ELTOAAU®V DUVOV-" obtwe fjvOncev €keivoc. 530
Vovi &’ DUETC aTOV OpDVTEC TOPAANPODVT’ OVK EAEETTE,

EKTNTOVCAV TAOV NAEKTPOV Kol TOD TOVOL OVKET’ EVOVTOC

TOV 0° APUOVIDV S10Y0CKOVCMV: AAAL YEPOV DV TEPLEPPEL,

demep Kovviie, “ctépavov pév &xov avov, diyn 8 dmoimlnc”,

OV ypfv 010 Tdc TPOTEPOC ViKac TIVEWY €V T® TPVTAVEID, 535

Koi pn Anpeitv, dAra Bedcatl Amapov mapd T® Atovic.

Then he remembered Cratinus, who let flow great praise

And streamed through the vacant plains, and sweeping them from their places

Carried off oak trees and plane trees and his enemies roots and all.

And there were no songs in the symposium except ‘fig-sandaled Bribery’,

And ‘builders of skilful hymns’. So did that man flourish.

But now you, seeing him babbling, do not take pity,

With his pegs falling out and his tuning no longer right

And his harmonies falling apart: But as an old man he wanders around

Just like Connas, ‘wearing a dried-up wreath and dying of thirst,’
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Who ought, thanks to his earlier victories, to drink in the prytaneum, 535

And not to babble, but to spectate, gleaming next to Dionysus.

In this section, Cratinus comes under attack. The persona’s claim that retirement would be
a kindness for this poet stands in pointed contrast to the actual fact of Cratinus’ flourishing.
The following year, Cratinus would defeat his rivals with his play ITvtivn,>* ‘The
Wineflask’, a play in which the poetic persona starred as the protagonist, an alcoholic who
mistreats his wife, the personification of Comedy.>

In this description of Cratinus, three separate worlds are imagined. The first,
heralded by pepvnuévoc (526), narrated in past tense verbs the period, now over, of
Cratinus’ poetic success. The second, beginning with vovi (531) describes the Cratinus in
his current apparently decrepit state. And the last world is hypothetical, as at 535-6 the
coryphaeus explains how Cratinus ought to be treated. It is the contrast between these three
worlds which builds the speaker’s argument: Cratinus was such a wonderful poet — a force
of nature, even — that he ought now, in his dotage, to be put out to pasture for his own
good, at state expense, rather than allowed to continue his drivel publicly. The comic force
of these lines, however, lies in the disjunct between the second world, the coryphaeus’
depiction of the present, and the actual state of things. The image exaggerates Cratinus’ old
age to denigrate him and generate humour through superiority, but at the same time the
obvious mismatch between conjured world and reality also calls attention to the mind of
the poet who creates such a deceptive representation of Cratinus. Indeed, the depiction of
Cratinus as debilitated by old age to the point of babbling reads like the fantasy of the

poetic persona.

54 Hyp. V Nu.

55 % Eq. 400a. Biles (2002), building on Rosen (1988) 37-58, argues that Aristophanes’ depiction of Cratinus
as a drunk, as at e.g. Eq. 400 is a comic distortion of Cratinus’ own poetic debt to Archilochus: Cratin. fr. 203
cf. Archil. fr. 120 (West). With ITutivn, Cratinus responds to his poetic reputation in a sustained manner.
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The wish for Cratinus to spectate ‘gleaming next to Dionysus’ refers either to a
statue of the god, or the priest of the god, present in the front of the theatre.’® The word
Mmapoc (‘gleaming’, ‘rich’), when appended to old age, denotes the sort of abundance that
makes old age bearable.’” However, it is also a significant intertext with the parabasis of
the previous play, where Aristophanes mocks its usage in the lexis of praise, and says that
it is more appropriately applied to anchovies.’® Since it is used here to flatter his older
rival, an audience member who remembers the poet persona’s dislike of this word brings a

sarcastic edge to his apparently benevolent wish here.

Crates 537-40

oiac 6& Kpdtnce opyac Dp®v nvécyeTo Kol cTu@elypode,
0c amd cpikpdc damdvnc Vudc apietilov dnéneumney,

4o KpapPotdtov ctopatoc HaTToVv detelotdrac Emvoioc:

YOVTOC PEVTOL HOMC GVTHPKEL, TOTE PV THATOV, TOTE 8’ 0vY. 540

And what tempers of yours Crates endured, and what abuse,
He who at little expense provided lunch for you and sent you home,
From the driest mouth kneading the wittiest ideas.

And he persisted with difficulty, sometimes falling, sometimes not.

Crates is the last of three older poets to be pitied in this parabasis.>® He receives little

attention, but his inclusion here functions to sandwich the still-active Cratinus between

56 Pickard-Cambridge (1968 [1953]) 60; Ra. 297.

STE.g. Od. 11.136, Pi. N. 7.99, Cratin. fr. 14; Imperio (2004) ad loc.
58 Ach. 640, and see my commentary in the chapter above.

59 For a recent appraisal of this poet, see Perrone (2020).
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poetic predecessors who were genuinely retired.®® Nevertheless, mockery creeps in. While
his ideas are described as dcterotdron, ‘wittiest’ or ‘very urbane’, the mouth which emits
them is kpappotdroc, ‘very dry’,®! which may echo the dried up wreath of Cratinus’
section (ctépavov u&v &av adov, diyn &’ dmoimidc 534).%% His mixed record is noted in
540. Although by pdttwv... émvoiac in 539 it seems that Aristophanes is using a food
metaphor to describe the dramatic output of Crates, line 538 damns with faint praise by
implying, particularly through the juxtaposition of apictilwv and dnérnepumnev, that all he
provides his audience with is a snack. Bribing the audience with food is elsewhere deemed
a cheap trick of inferior poets,%® and the same implication can no doubt be detected here as
well. That food was really an important aspect of Crates’ script is suggested, for example
by a fragment from his Samians, later mocked in Aristophanes’ lost second

Thesmophoriazusae.®*

Raise an Oar 541-50

ToDT OppIGV SETP1PEV del, Kol TpoOc TovToCY EPACKEV

gpénv ypfivor TpdTa yevécHan mpiv TnoaAiolc EMYEPELV,

kQt’ évtedBev mpoportedeat kol Tove dvépove dradpiicar,

KQTa KUBEPVAV ADTOV £0VTH. TOVTOV 0DV 0DVEKD TAVTOV,

OTL COPPOVIKDC 0VK AvVOonTMC gicTtndncoc EpAvapet, 545

aipecd’ avT® oAV TO PHOIOV, TapaTEUYT’ £’ EVOEKO KOTOLC,

60 Ruffell (2002) 143. Biles (2011) 120 suggests the particular allure of discussing Crates here was that he
was retired and his career began after Cratinus, thus allowing the parabasis to go through poets in the
chronological order that their careers began, while still implying that Cratinus is long past it.

61 The translation of kpdupPoc is uncertain, but a scholiast ad loc. suggests it means ‘sweetest’ (dvtéTov) or
‘driest’ (§npotdrov), and indicates that the seript invoked comes from the world of vegetables, and the jokes
imply Crates’ light hand in composition: mauée 8¢ dmd tijc Tod Aaydvov Emvoiac. avtocyédioc yap fv mepl
T SpdpoTa.

62 Neil (1901) ad loc.

6317 58-9, PI. 797-9. Aristophanes instantiates this trope at Pax 960-2.

64 Crates Com. fr. 32; Ar. fr. 347.
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B8opvPov ypnctov Anvaimmy,
v’ 6 momtnc dmin yaipwv
Kot vodv mpdcac,

QUOPOC AMAUTOVTL LETOT. 550

Always fearing this sort of treatment, he wasted time, and moreover he said
That one ought to be a rower first before trying to steer,

And then to be the ship boy and look out for gales,

And then to captain the ship for oneself. So, for all these reasons,

Because he sensibly did not foolishly leap in and talk nonsense, 545
Raise a great crash, and on eleven oars send him

A good Lenaean uproar,

So the poet can leave rejoicing

Having achieved his goal,

Beaming with shining forehead. 550

I have discussed the significance of the different ranks of the ship as an analogy for the

poet’s career in sections one and two of this chapter. It is significant here that the

coryphaeus is reporting a claim by the poet when he discusses the phases of ranks on board

a ship: ‘he [i.e. the poet] said that one ought...” (§packev ... ypfivan 541-2). The

implication is that this was not a formalised, institutionalised and compulsory course of

development for a comic playwright, but rather this is the poetic persona’s own opinion as

to how a wannabe playwright ought best to approach the artform. Why would the poet

bother saying that he thinks it is necessary for a budding potential playwright to go

through such a sequence if that was in fact the usual or compulsory route into the career?
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The image stresses the caution and care which the poet has chosen to put into his own
admittedly rather slow professional development, and the implication is that he ought to be
commended for being so slow. This may strike some audience members as the earnest
description of a laudable course of action, but to another audience member, engaging in
mentalising and noticing the frequency with which the persona explains and valorises his
own reticence, the lines may come across as humorously defensive.

At 543 it is possible that the dvepot are to be identified as referring to Cleon outside of
the metaphor, since earlier Cleon was implicitly likened not just to Typhon but also to a
whirlwind (tov Tve®... kai v EpuoAiny 511), and earlier still he was identified with
another danger at sea: Charybdis (248).

Why the chorus leader calls for the audience to send the poet on ‘with eleven oars’ is
obscure.® Lech suggests that the eleven oars may allude to the eleven ships with which
Phormio, the Athenian general mentioned in the coming ode (562), triumphed in a sea
battle at Naupactus in 429 despite being hugely outnumbered.®®

The hope that the poet will ‘leave rejoicing, having accomplished his intention’ (548-9)
echoes the farewell to the protagonist in the kommation (498-9), implicitly likening poet
and character. While Agoracritus is to return ‘sprinkled with garlands’ (502), the poet will
leave ‘bright with shining forehead’. The ‘forehead’ is a comic beat which ends the line
with a para prosdokian where the audience might expect something else. pa1dpodc meaning
‘gleaming’, ‘bright’ or ‘glad’, is regularly applied to many nouns, including one’s face or
head, and can be used on its own or with @prv to describe mood.%” Likewise many things

are said to ‘shine’ (Aumw): armour, warriors, the sun, the moon, torches or a helmet.®

85 Neil (1901) 82 and Hubbard (1990) have suggested that the choreuts may have represented pairs of horses
and knights, with the knights all holding up an oar at this point (except for one, presumably the speaking
coryphaeus), but Lech (2009) 19-20 raises cogent objections.

6 Th. 2.90.5-90

7 E.g. mpocwmov at S. EL 1297, X. HG. 3.4.11.7; xépo. at S. EL 1310; ppfiv at A. Ch. 565.

8 E.g. ctparoi at I1. 18.509-10; torches: 11. 18.492, Od. 19.48; Helmet: /1. 16.70-1, Eumel. fr. 21.3 (West).
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Both odpdc and Aaumm can be used of eyes, and this is perhaps what an audience would
expect at the end of 550.%° Instead, they are met with a reference to Aristophanes’
premature baldness, perhaps even a bald head gleaming with perspiration drawn through
his creative exertion. Such an image generates humour both by the incongruous rupture of
expectations and by suggesting the poet’s inferiority with respect to appearance, and the

difficulty he finds in his poetic toil.”

Hymning the Horse-Lord 551-64

inmy dvaé IMocedov, @

YOAKOKPOT®V M@V KTHTOC

KO YPEUETICHOC AVOAVEL

Kol KvavépPoiot Boai

pcBopdpot tpmpele, 555
pepaxiov 0 Guidio Aop-

TPVVOUEVOV €V Bpuacty

Kol Bapudatlovouvtwy,

Sedp’ EMO’ gic yopdv, ® ypucotpiav’, @
delpivov pedémv Covvidpare, 560
o Tepaictie mod Kpovov,

Doppiovi e eidtot’ €K

1OV dAL®V TE OedV AON-

vaiotlc Tpoc 10 mapectodC.

% E.g. Supota at A. Ag. 520; Supo at E. Med. 1043; Ismene is paudpé. from her eyes an’ dupdrov at S. OC
319; eyes ‘shine’ with Aqumew at e.g. 11. 13.474, 15.607-8.
70 Eurymachus compares Odysseus’ bald head to a torch: Od. 18.533-5. Dawe (1991).
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Lord of Horses, Poseidon, whom

The din of bronze-hoofed horses

And whinnying pleases,

And blue-prowed swift

Wage-bearing triremes,

And a contest of youths winning

Glory in chariots,

And the ones who grievously fail,

Come here to the dance, oh God of the Golden Trident,
Oh Sunium-Worshipped ruler of dolphins
Oh Gerestian son of Cronus,

Most dear to Phormio, and out of

The other gods, to the Athenians,

In the present circumstances.

An ode hymning a divinity significant to the narrative identity of the chorus is typical of
the parabasis as it segues from the autobiographical makron into the epirrhematic syzygy
in which the intra-narrative identity of the chorus is the main focus. Poseidon is a fitting
god, as the god of horses and the sea, transitioning the focus from naval imagery in the
anapaests onto horsemen in the epirrhema. Fraenkel notes that the hymns of this syzygy, to
Poseidon and Athena, allude to ritual chants, and that hymns to these gods must have been
common in Athens,”! and Fiorentini has explored this ode’s relationship to tragic hymns

and wider lyric from which it borrows language.””

" Fraenkel (1962) 194-5.
2 Fiorentini (2022).
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The Good Old Days 565-73

gvAoyfcat fovrdpecha tovc matépac UMV, 6Tt 565
dvSpec fcav tiicde tiic yic dEot kai Tod mémlov,

oitwvec melaic pdyorcty v 1€ VOLQAPKT® CTPAT®

TAVTOXOD VIKGAVTEC el THVO  €KOcUNCcoV TOALY:

0V Yap 0VIEIC TOTOT’ AVTMV TOVC EVavTioue 10V

Apiduncev, GAL 6 Bopdc VOVC v duvvioc: 570
el 8¢ mov mécotev gic TOV MUOV &v pdym Tvi,

10T’ dmeymcavt’ &v, it’ pvodvio un mentmKival,

ALY StemdAatov avoic.

We wish to eulogise our fathers, because 565
They were men worthy of this land and of the dress,

Who, in land battles and in the naval army,

Fighting everywhere, they always decorated this city.

For none of them ever, when they saw their enemies

Counted them, but their spirit was at once Amynias. 570
And if someone were ever to fall on their shoulder in any battle,
He’d dust himself off, then deny that he had fallen,

But went on wrestling again.

In the epirrhema of the Knights parabasis, the chorus eulogise their fathers, whose glory

reflects back upon themselves. Although the antepirrhema, with its playful depiction of

horses as oarsmen, has been recognised as essentially comic, the humour of the epirrhema
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has been largely ignored.” A closer look, however, reveals that humour is in fact generated
throughout this epirrhema at the expense of the knights themselves, as their speech’s overt
purpose of praise is undermined in various ways. Lech argues that the way in which the
knights, a traditionally elite segment of Athenian society, adopt the imagery and language
of the city’s democratic institutions, and later of the navy, is purposefully incongruous.’*
The knights may wish to eulogise their fathers and their horses, and thereby themselves
(evhoyticon BovAdpecha 565), but they undermine themselves at every turn.

The chorus describe their fathers as tfjcoe ti|c yiic d&lot kai 10D némhov (566). The
meaning of the first part of this is understandable and uncontroversial, but ToD témAov
requires further thought. Scholars, guided by the scholia,’” identify the wémhoc as referring
to the Panathenaic robe ritually woven and placed upon the cult statue of Athena.’® The
knights played a prominent role in the parade, as did the némhoc. The mémhoc is a metonym
for the festival, itself an embodiment of Athenian prosperity and power, in which the
knights claim they deserve their place.”” Because the némloc was woven with depictions of
the Gigantomachy and/or Titanomachy,’® achievements of the Olympian gods, Imperio
even suggests that ‘to be worthy of the dress’ means to achieve heroic feats comparable to

that of the gods.”

3 Hubbard (1991) 81: ‘the antepirrheme stands as a comic inversion of the serious themes treated in the
epirrheme’.

4 Lech (2019). He even notes that the syzygy involves the confluence of ‘incongruous aspects’, ibid. 116.
3 X Eq. 566al, 566¢.

76 Translators supplement the text to specify this meaning, e.g. Sommerstein’s (1981) ‘worthy of ... the
Panathenaic robe’ and Hubbard’s (1991) ‘worthy of... Athena’s robe’.

"7 Lech (2019) 107 sees a jarring clash between the elite identity of the knights, and the fundamentally
democratic essence of the festival context they invoke.

8 E. Hec. 4704, IT 222-4; ¥ E. Hec. 468, 472 and 467, with Stratt. 73;  PL. R. 327a; X. Eq. 566all; =
Aristid. Panath. 197.8; X Procl. in Prm. 643, 687, in Ti. 85; Verg. Cir. 29-34. On the confusion, see
Stamatopoulou (2012).

7 Imperio (2004) ad loc.
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However, while mémAoc frequently refers to the votive offering of a robe to the
goddess Athena,?® more generally it refers to standard attire for Greek women,®! ‘never
worn by men’.3? If the knights are trying to dispel their reputation for effeminacy, they
have chosen a poor way of wording it. The definite article specifies a particular dress, and
so suggests that they do in fact mean this most famous dress of the Panathenaea, and
mentalising about their intentions leads to the conclusion that they intend to glorify their
fathers in this way. On the other hand, the ambiguity of the actual phrase, ‘the dress’
unqualified, will still trigger an audience member to associate the knights’ fathers with this
feminine garb — hardly a good defence from accusations of effeminacy — and humour
through superiority may result from the audience member’s recognition that the chorus
leader is failing to present his demographic as he intends.

Praise of a previous generation’s military service is a typical feature of the annual
funeral oration,®® as indeed are many other fopoi present at 567-73. What is striking is that
the battles in which they fought are referred to as meloic péyotctv &v te vVaupapKT® cTpatd
(567). That their fathers did not fight on horseback may well have been true, as noted in
section three, but the language calls particular attention to this fact, and that cavalry as a
fighting force played no part in Athens’ greatest historic victories, Marathon and Salamis.
Thus the praise of their fathers by implicit comparison subtly highlights the knights’ own
relative unimportance as a fighting force in the present. Their doing so seems entirely

opposed to their avowed goal of eulogy, but through mentalising to surmise the chorus’

intention the audience would recognise this self-undermining as unintentional.

80 As it does, for example, later in the play at 1180, though then the audience are primed to understand it as a
the sacred peplos of Athena because the characters are already talking about that goddess.

81 Lee (2005).

82 Davies & Llewellyn-Jones (2017) 88.

8 E.g. Th. 2.36.1; Lys. 2.6, 17, 20, 23, 26, 32, 62, 69; Dem. 60.4-7, 12.
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The chorus goes on to say that when confronted with an enemy, their fathers did
not count them, but ‘at once they had the courage of Amynias.’ dpovia can be understood
as an abstract noun derived from apbvem, meaning something like ‘defence’, but this line
seems also to be a reference to Amynias, a figure often satirised elsewhere in Old Comedy
as a coward,?* and known for sporting the kpmpvAoc, a hairstyle long out of fashion, and
which would necessitate long hair. Amynias seems to be associated with the elite class of
the cavalrymen and with avoiding military service,®® so the effect of the reference to him
here seems to be, as Lech argues, to create an obvious clash between the meaning of his
name, and the substance of his character.®® More than that, the knights’ reference to him,
much like their reference to the mémioc above, is dramatic misfire. The pun reverses their
meaning, and far from declaring that their father’s ‘spirit instantly breathed fierce
resistance’ (Sommerstein’s translation), they accidentally liken his courage to that of a
famously cowardly member of their set.

Next the knights explain that if any of their father’s lot should fall on his shoulder
in some battle (év pudyn twvi), that he would brush the sand off, deny that he had fallen and
get back to wrestling (Sieméhatov avdic). The way the conjured world segues from the
battlefield to the palaestra constitutes a humorous incongruity. Athletic prowess was
widely admired in classical Athens, by more than just the traditional elite,” and athletics
and warfare were considered to have ‘required the same virtues’.®® To an audience member

who psychologically identified with the Zippeis, this metaphor could read as flattering.

8 V466, 1267-70; Nu. 690-2; Cratin. fr. 212.

85 Nu. 31, 689-92

8 Lech (2019) 109.

87 The democracy introduced and maintained athletic competitions and awarded civic honours to victors:
Pritchard (2013) 84-103.

88 Pritchard (2013) 123.
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On the other hand, taking into account the perception of cavalry as cowardly, and
their manner of warfare an ‘unmanly and relatively secure way of fighting’,* an audience
member who did not psychologically identify with the knights could interpret even this
metaphor from athletics as gently mocking the cavalry’s elite perspective. Athletics were
the preserve of the rich, and wrestling as a pastime is used in Aristophanes to characterise
the traditional athletic upbringing of the well-to-do.?® The conflation of battlefield and
wrestling ring could be taken to suggest that the only real battle the knights’ fathers found
themselves in were the orderly athletic ‘battles’ of the palaestra, and that this is where the
bulk of this elite group’s energy was really spent, undercutting their claims of bravery.”!
Moreover, to equate warfare with an athletic pastime, suggests a blasé attitude to war
which may only have been tenable for those fighters who were privileged to be in

relatively little danger, such as the knights were.

Personal Grooming 573-80
Kai cTpaTydC 008’ av eic
TV PO TOD citnew fne’ Epouevoc Kieaivetov:
VOV &’ éav un mpoedpiav eEpmct Kai Ta citia, 575
oV poyeicOai pactv. fueic &° a&lodueyv i) TOAeL
TpoiKa yevvaime apvvey Kol Beoic £yympiotc.
Ko TPOC OVK OHTODUEV OVOEV TATV TOCOVTOVL HOVOV*
v mot’ glpnvn yévnton kol TOveVv Tovcopeda,

un @Boved’ Nuilv kopudct und’ dvectAeyyicpévolc. 580

8 Lech (2019) 104.
% E.g. Ra. 689, 729.
1 Cf. Quint. 10.1.79, which says Isocrates’ oratory is better suited to the palaestra than the battlefield.
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And not even one general
Of those former ones would beg, asking Cleaenetus for state-maintenance.
But now if they don’t get special seating and free food, 575
They say they won’t fight. But we think it right to defend the city
Free of charge and nobly, and the native gods.
And we ask for nothing more, except this one little thing:
If there is ever peace, and we cease from our toils,

Do not begrudge it if we grow our hair long and wear tiaras. 580

The chorus go on to declare that their fathers would not have begged Cleaenetus to feed
them at state expense, while men now refuse to fight if they are not granted this and front
row seats (573-76). The first claim is rather confusing, because Cleaenetus, the father of
Cleon, was known to be wealthy, but nothing suggests he was politically active. *> The
implication is surely, as Sommerstein notes, that the knights’ fathers would not bow and
scrape to a nouveau riche political nobody such as Cleon’s father.”® But the dynamic of
humour is more complicated than that. The coryphaeus is constructing a world which is
temporally removed from the audience’s time, jumping into the past and up one generation
to their father’s time. This world is built in analogy to present time, however, and so the
coryphaeus, wishing to make the point that current generals pander to Cleon to be granted
the reward of state-maintenance, substitutes Cleon for his father Cleanetus in this imagined
past world of their fathers. If Cleanetus was a political non-entity, so much the funnier: the
counter-factualism of the substitution draws attention to itself, a glaring incongruity that

persists even after the audience reach resolution by deducing the line of thought that went

92 ]G ii* 2318 shows he performed a liturgy at the 460/459 Dionysia.
93 Sommerstein (1981) ad loc.
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into the building of this imaginary world, drawing attention to the inventiveness with
which the chorus denigrate Cleon.

They go on to point out that they ‘think it right to defend the city | Free of charge
and nobly, and the native gods’ (576-77), contrasting themselves with an indefinite mass of
modern, more mercenary citizens. This suggestion about their fellow citizens is obviously
specious, and their claim that they defend their city mpoika (‘freely’, ‘as a gift’) does not
align with the facts: the cavalry were paid wages and granted allowances for the provision
of equipment by the state, and this may have recently come under scrutiny from Cleon, as
discussed in section three. This clash between what the audience knew of the historical
knights and their self-presentation here generates humour at the expense of the knights,
who, through mentalising, must be understood as bending the truth for their own
rhetorical purposes.

The chorus end their encomium of their fathers with one single (novov 578)
request, which the manuscripts transmit as pr ¢0oveid’ fuiv kopudct und’
anectieyycpévore (580). The reading of this final word has been contended. It is a
participle formed from a preposition and the noun ctieyyic, which can mean either a
‘strigil’ or sort of ‘headband’ or ‘tiara’. The manuscripts’ dmectieyyicpévore, ‘scraping
oneself off with strigils’ is from a verb attested elsewhere,”* but van Leeuwen emended
this to dvectheyyicuévolc, reconstructing an unattested verb, dvactieyyilw.”® This verb,
constructed by analogy to verbs like dvadficat or dvactepavdcal, would mean something
like ‘deck with a headband’. The emendation is commonly preferred because the flow of
the passage necessitates that the chorus’ demand at line 580 be for an unusual or showy

concession, and the idea of adorning one’s hair goes hand in hand with the reference in the

% X. Oec. 11.18.4; Arist. Pr. 867b4.
% Van Leeuwen (1901).
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first part of the line, to growing out one’s hair. To signify a request that the Athenians
indulge an ostentatious habit, only dvectAeyyicpévolc works; scraping with one’s sweat off
with a strigil was common practice, but wearing a headband ‘would be blatant
ostentatiousness’.”® Imperio, on the other hand, finds the emendation unnecessary, since
amectAeyyicpévole as a post-athletic grooming practice suggests the lament, found
elsewhere in Aristophanes, for the decline in athletic spirit among the Athenians.’” This
would follow on nicely from the idea of the athleticism of their fathers, highlighted at
572-73. Since both readings make sense, Imperio’s conservative approach is valid and
probably methodologically preferable.

The emendation does, however, have a hitherto unappreciated benefit.
avactieyyilow may well be understood as ‘deck with a headband’, where the prefix dva- is
taken to signify ‘up’,”® in the sense of ‘on one’s head’, and so dvectieyyicuévolc may
mean ‘wearing headbands’. But dva- can also be an intensifier or signify repetition,® and
so plausibly this verb could mean ‘use a strigil carefully’ or “use a strigil repeatedly’.
Particularly if this was an Aristophanic neologism — certainly it is attested nowhere else —
the word may be purposefully ambiguous. As already shown, a mentalising audience
member may perceive that throughout the epirrhema the knights undermine their own
arguments accidentally. The same mechanism may be at work here, in that the coryphaeus
may mean avactieyyilo as in ‘use a strigil carefully/repeatedly’, while simultaneously
calling to the audience’s mind the sense of ‘wear a headband’, thus accidentally alluding to
the sort of extravagant and effeminate ostentation with which the hippic class was

associated.

% Sommerstein (1981) ad loc. Wilson (2007a and b) follows this emendation, as does Lech (2019) 103.
7 Imperio (2001) 243.

B LSJF. 1.

9% LSJF. 11, 111.
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Bring Us Victory 581-94
Q molodye oAb, &

Thc lepmTdnce ama-

CAV TOAEU® TE KOd TOMN-
Toic duvdpetl 6 depPepov-
cne pedéovca ympoac,

debp’ apucod Aafodca TV
&V cTpOTIoic 1€ Kol péryouc
NUeTépav Euvepyov

Niknv, 1} Xopitov éctiv Etaipa

10ic T’ &yBpoict pued’ Mudv ctocidlet.

viv obv 8ebpo pévnOL- dei
YOp toic dvdpdct Toicde Ta-
cn téxvn mopical ce vi-

KNV, €lnep moTE, Kol Vov.

Oh Earth-Holding Pallas, who
Rules over the most sacred of
All lands, a land which surpasses
In war and in poets

And in power,

Arrive here, having brought your
Workmate in campaigns

And battles,

Victory, who is a companion of the Graces

585

590
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And sides with us against our enemies. 590

So, appear here now; for you must
Provide these men here,
Through all your skill, with

Victory, if ever, then now.

This antode hymns Athena in a largely traditional way, although the comparison of war

and poetry is apt for the competitive context.!® In this way, Aristophanes takes the

opportunity to affirm the importance of Athenian poetry. The claim that Athena ought (5¢t

591) to provide men with victory ‘if ever, then now’ (glnep noté, kai vov 594), especially

after the demonstrative toicde (592) seems to be a call for victory not in, for example, the

ongoing way against the allied Peloponnesian forces, but in the here-and-now of the

dramatic competition. Hence, it reveals humorously warped priorities.

Noble Steeds, Noble Deeds 595-610

a &ovicpev toic inmotc, fovAdpecd’ Emawvécal.
a&ot &’ gic’ evAoyeicOar: TOAAL Yap O1) TPAyHOTO
Euvomveykav ped’ udv, gicfordc te Kai péyoc.
AL TAV T Y L&V a0T@dV 0K dyov Bavpdalopey,

@c (d’) 61’ gic tac inmaymyovc gicemndmV AvOpIKdC,
TPLapEVOL KOBmVaC, ol 8¢ Kol ckOpoda Kol KpOUHva,
gito, Toc kdmac Aapoviec demep Hueic oi Ppotol
guPporovtec av ppualavd’, “inmamai, tic EPPareT,

Anmtéov pdAdov, Ti Spdpuev; odk EAdic, @ coppdpa;”

100 See my section on the ode above, and Fiorentini (2022).
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gEemdmv T’ gic Kopvhov- eita & ol vedratot

Toic OmAaic GpLTTOV EVVAC Kol petficav Bpodpoata: 605
fcBlov 8¢ tovc maryovpovc avti moiac Mndikiic,

&l Tic é&€pmot B0pale, kax PuBod Onpdpevor:

det’ Epn Oémpoc sineiv kapkivov Kopivoiov,

“dewd, y’, @ Iocedov, i pnd’ év Pudd Svvrcopar

e YR Nt év Bodkdtn dtapuyeiv Tovc inméac.” 610

What we can testify about our horses, we wish to praise. 595
They are worthy of being eulogised. For indeed they endured
A lot with us, both invasions and battles.

But we do not admire excessively their deeds on land,

As when they leapt into the cavalry ships in a manly fashion,
Buying canteens, and some bought garlic and onions, 600
And then they grabbed their oar-handles, and just like us men
They rowed hard and they’d neigh: ‘Hippapai, who’ll row?
Pull harder! What are we doing? Won’t you push, branded one?’
And they leapt out at Corinth. Then the youngest ones

Dug resting spots with their iron and sought fodder: 605
And they ate crabs instead of Persian pasture,

If any should creep outside, and hunting them from the deep,
So Theorus quoted a Corinthian crab,

‘How awful, oh Poseidon, if I cannot in the depths,

Nor on land nor by sea, escape the knights!’ 610
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The antepirrhema is more obviously comic than the epirrhema. After beginning their
speech of praise in a straightforward way (595-97), the chorus embark on an extended
flight of fancy (598-610), in which they envisage their horses as rowers in the Athenian
navy. Humour is derived throughout from the transposition of horses into the role of
members of the Athenian navy, and the obvious occasions for incongruities which arise
from this absurdist premise. Members of the audience who did not psychologically
identify with the hippic class may perceive this humour as being at the cavalry’s expense.
The incongruous image, the hybrid world envisaged invites the audience to compare
these two distinct and complementary sections of the Athenian army. As already
mentioned, this could be seen as likening the two in a way that glorifies both, or
alternatively as a comparison that is unflattering for the knights, given their relative
unimportance within Athens’ military.'°!

The opening of epirrhema and antepirrhema closely parallel each other, stating
their eulogistic purpose (595; cf. 565), and indeed what follows acts as an equine-centric
counterpart to the self-undermining praise of their forefathers.

The depiction of the horses as members of the Athenian military begins with a
vague description: ‘they endured | A lot with us, both invasions and battles’ (596-7).
Sommerstein identifies these écffoAdc as the invasions of Attica by the Peloponnesians
during the Archidamian war,!'%? but Imperio takes Euvdiveykav to refer to an offensive
campaign, making écfoAai te kal payot a hendiadys referring to the Athenian campaign
against Corinth, with which this antepirrhema does indeed end. Alternatively, Lech argues
that the vagueness of the references to hippic military engagements is purposeful, as the

cavalry attempt to exaggerate the impact of their horses in Athenian military history in an

101 T ech (2019).
102Th, 2.19, 2.22, 3.1.
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obviously dishonest fashion, alluding to many battles and invasions when really Solygeia
‘was de facto the only major success of the Athenian cavalry to date.”!%

inmayoyovce in line 599 refers to the Athenian’s adoption of horse-transportation
vessels. This invention was originally a sort of boat peculiar to the Persians and their
forces, the Athenians took up this invention in 430. The horses leap into the boat dvopikdc
(‘bravely’) at 599, a description which puns on that word’s etymology, as dvdpi@dc is
derived from avrp (‘man’).!®* The horses then engage in trade, buying garlic and onions
(600), traditional sailor fare judging by Acharnians 550. All of this can be understood as a
humorously fantastical collision of human and horse scripts.

Equine punning occurs at 602, when the traditional cry of the sailors, purranod,!®®
is transformed into inmnamod, and twice in line 605, where the youngest horses dig out beds
with their 6mAaic (‘hooves’, but close to dmhoic, ‘weapons’ or ‘tools’) and fetch what is
either ctpdpata (‘bed-sheets’) or, according to R Bpdporta (‘fodder’).'% Most readers
favour the Bpdpota of R, seeing ctpdpata as a corruption of Bpduota, brought about
by the proximity of the word govdc (‘beds’). Bpdpota certainly makes more sense as
something that the horses might have to go to seek (petficav), as opposed to ctpopato
which one would assume a soldier-horse would bring with them. Whether ctpopoata or
Bpopata, the dynamic of humour is the same, since it lies in recognising that both of these
words fit perfectly into the two conjured scripts: soldier and horse. ctpdpa refers to
anything spread, and is regularly used to mean bedding, but can also refer to a horse’s

blanket.!%® Bpdpa frequently denotes the food of animals, as in Aesop’s fables, but

103 Lech (2019) 115.

104 The same pun occurs at ¥ 1077 and 1090 where it is used to describe the wasp-Marathonomachoi.
10517909, Ra. 1073.

106 This translation of Bpdua suggested by Sommerstein (1981).

107°E.g. Imperio (2004), Sommerstein (1981), Lech (2019) and Wilson (2007).

108 X " Cyr: 8.8.19, Antiph. 109,

124



Thucydides uses Bpdua in military lexis, where it refers to any sort of sustenance sought
out by soldiers.'”

The last few lines of the antepirrhema reference the horsemen’s victory at Solygeia.
This was the knights’ first military success to speak of, and was enabled by Athens’ new
horse transportation vessels. The Corinthian crab represents one of Athens’ enemies in war,
so its lament that the knights cannot be evaded by land or by sea cashes in on the audience
members’ hostility to Corinthians as out-group. Simultaneously, the image of the
crustacean in lamentation whimsically continues the anthropomorphic incongruities of the
piece. The merism of earth and sea may be a commonplace, but the exact wording of pnte
yii uqt’ év Boddtn echoes from a Timocreon fragment, in which the speaker wishes that
wealth was present ‘neither on land nor in the sea’, since it brings evils to men.!!° Here
humour is generated by the transposition of a recognisable phrase into a new and
incongruous context (the mouth of a crab), and the attendant sense of satisfaction when

we notice that the phrase applies particularly well to the newly sea-borne cavalry.

5. Conclusions

In both Acharnians and Knights the autobiography of the anapaests responds to external
cues. For Acharnians, the uproar and even apparent prosecution at the hands of Cleon that
ensued from Aristophanes’ portrayal of Athenian power in Babylonians set the stage for
him to present himself as a subversive figure who spoke truth to power and whose words
were of international import. In Knights, his first foray as a producer inspired the

fashioning of a more cautious poetic persona. What is common between the two is that the

199 ITmperio (2004) ad loc. Th. 4.26.5, 39.2.

110 fi- 8 Bergk = X Ach. 532. An audience member who knows the original context of the phrase may see the
phrase as apt, since in Timocreon it describes wealth as an abstract force bringing evils, while here it
describes some of the wealthiest Athenian soldiers bringing evils to Corinth.
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poet is incompetent: in Acharnians he is confident to the point of delusions of grandeur,
while in Knights this manifests as caution bordering on timidity, and a perception of the
audience as fickle that rests on a misunderstanding of the poetic competition in which he is
taking part.

In a play so dedicated to the mockery of Cleon, one might expect that the Athenian
cavalry, Cleon’s enemy on and beyond the comic stage, would be presented favourably.
But in fact, the poet’s treatment of them is ambivalent, and many comic beats show up the
knights as effete and raise the question of their military effectiveness. With Knights

Aristophanes does not pay lip service to that eponymous aristocratic class.
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Clouds II

This Time it’s Personal

Aristophanes’ disgruntled stance in Clouds, as a wronged and vituperative poet, is a
cultural inheritance which can be traced back to our earliest Greek poetry. Old Comedy
innovates: the parabasis’ tendency to break the fourth-wall allows the poet persona to
contemplate explicitly their own career over the span of many years, and the competitive
context allows the audience to enter the resultant sustained meta-narrative as its own

character. The poet can be wronged by the audience itself.

In Clouds, Aristophanes’ persona makes just this claim, and by exhibiting also an
overt tendency towards alazoneia (boastfulness), he is presented as out of touch. The
character harbours pretensions with regard to his artform, which he sees as a matter of
objective value, determined by a play’s ‘cleverness’. These pretensions only alienate the
audience. More than that, the poetic persona apparently misunderstands the nature of the
dramatic competitions, because he does not deign to try to win over his audience, instead
focusing upon composing poetry that is good according to his own intellectualist and
esoteric standards. Thus, the theme of comic incompetence is continued from previous
parabases and the audience are gifted a gratifying sense of superiority over the poet, an

intellect too rarefied for his own good.

Following the bitter, ‘personal’ eupolideans, the syzygy delivered by the clouds
marks a shift in the dynamics of humour. There is no satiric bite to mocking personified
meteorology, and so instead a pleasingly whimsical world is constructed in which nature
itself is depicted as being on Athens’ side, and the clouds’ viewpoint also functions as a

springboard for light-hearted humour targeting named politicians.
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1. Initial Failure and Revision

As old, decrepit, dried-up and played-out as Cratinus was in the Knights’ parabasis,! he
nevertheless defeated Aristophanes the following year. His Wine Flask triumphed over the
original Clouds at the City Dionysia of 423, where Aristophanes’ play did not even take
second place.? Why did Clouds I lose?® While attractive to contemplate, a serious answer
can hardly be sought. Objective assessment of the first Clouds’ aesthetic value is not
possible, and even if it were, we cannot account for any number of other possibilities
influencing the contemporary judging citizens’ opinions, which may have been
idiosyncratic,* or influenced by some incidental flaw in the performance now unknown to
us. Perhaps the weather was ironically poor, or the actors did not perform their best. Most
likely, Cratinus and Ameipsias’ plays simply appealed more. Clouds I's loss certainly need
not reflect that the audience’s aesthetic sensibilities were insufficiently elevated to
appreciate the poet’s novel genius, but this is how the poetic persona of the revised

edition’s parabasis frames the loss,” and his assessment has not been without its backers.®

It is Clouds 11, the revision, which survives, as is made clear by internal evidence
from the parabasis, and a hypothesis.” Clearly the play was revised in several parts, and the

parabasis is cited as an example of a passage that was revised: avtika 1 Tapdfacic Tod

! See my analysis of Eq.526-36.

2 Hyp. II: ai mpdrton Nepéhar £5186x0ncav &v dcter émi &pyovroc Tedpyov, dte Kpativoc puév évika Iutivy,
Apewyiac 6 Kévve. Ameipsias’ play likely also starred Socrates and featured other intellectuals as a chorus
(D. L. 2.27-8; Ath. 218c).

3 Many answers have been given. Biles (2011) 58 cites the selfish goal of the protagonist, which is ‘hard to
embrace’; Storey (2011) 68 speculates that the overlap between Clouds and Ameipsias’ play, Kovvoc (fr. 7-
11), which also features Socrates, may have been a factor. See n. 6 below.

4 Aelian records an anecdote wherein the judges ignored the loud clamour of the crowd, which demanded
that Aristophanes be placed first: VH. 2.13.

5 Cf. V. 1043-5.

¢ Ehrenberg (1943) 51: ‘the play was probably above their heads’; Havelock (1972) 18: “We must conclude,
however, that the applause of the wits in 423 B.C. was not loud enough to drown the groans or compensate
for the silence of those who found that a comedy of manneristic idiom with very little politics and a
minimum of slap-stick was too much for them — or not enough.’

"Hyp L
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yvopod fiuewmton (‘For example, the parabasis of the chorus has been changed’). Naturally,
there has been some discussion about the date of the revision of Clouds,® and analytic
debate over exactly which sections of the play have undergone revision,” a debate
complicated by the suggestion that this revision was incomplete.!® At least the eupolidean
makron preceding the epirrhematic syzygy was composed afresh for the revision. This
brand new parabasis proper constitutes the most sustained speech in the first person voice
of the poetic persona: a lengthy 45-line stretch compared to concise 6-8-line appearances
in other parabases.!! The prolonged starring turn, the personal self-defence of his art and
his play, suggests prima facie actual offence taken by the poet, as perhaps befits the
circumstances.!? Now we encounter an Aristophanes with a more legitimate grievance
against the Athenian audience than ever before — not that lack of legitimate cause had ever

prevented his complaints previously.'?

Another hypothesis suggests the poet was surprised by Clouds’ initial failure, which
motivated him to revise the play, saying that ‘having been unexpectedly cast aside, he
thought it necessary to write the second Clouds again to blame the audience.’'* But, as

sometimes happens in ancient scholarship on Greek poetry, this seems likely to be

8 E.g. Kopff (1990), Storey (1993). A date around 418 seems preferable.

° E.g. Casanova (2014). Recchia (2017) discusses a fragment from the first Clouds.

19 Dover (1968) xcviii: ‘unperformable and incompletely revised’; Henderson (2007) 295 n. 101: ‘retains
passages from the 423 production that would have been wholly inappropriate in the period of the play’s
revision.” Whitman (1964) sees the resulting play as inconsistent to the point that he questions the validity of
interpreting an end-product ‘which may not, as it was left, represent the poet’s wishes in any very clear way’,
121, 119-166; Storey (1993) 73-4. Frr. 392-401 are from the original Clouds, but do not give much of a sense
of the extent to which it differs from the revised edition.

1 4ch. 659-64, V. 1284-91, Pax 754-79

12 Biles (2011) 177-8 argues that the sustained first person speech suggests personal competitive
engagement.

13 Prior to this play the poet had come second with Banqueters (427), then won with Babylonians (426),
Acharnians (425) and Knights (424) and even apparently the lost Merchant Ships. In between Clouds’ initial
performance and its revision — even assuming an early terminus ante quem for the revision, such as Storey
(1993) suggests — Aristophanes has performed middlingly, placing second in the 422 Lenaea and 421
Dionysia with Wasps and Peace respectively, although Proagon, which won against Wasps, may have been
composed by Aristophanes although Philonides produced in: V. Hyp. 1. 30-2. Merchant Ships and Farmers
may also have fallen in this interval and their placing in the competitions is unclear.

4 Hyp. II: droppipbeic maparidyonc Gpndn Seiv dvadidatac toc Nepéloc tac devtépac katopépgecdar to
Béatpov.
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speculation, inference based on the parabasis, rather than derived from an independent

source.

The first-person voice and the vituperation of the audience certainly create a sense that
the eupolidean section of the parabasis is a personal, emotionally charged outburst from

the poet, but we must be careful not to read the parabasis as a diary.

Indignation is a poetic stance which can be traced back to the earliest extant Greek
poetry.!®> Hesiod quarrels with his brother, Archilochus with Lycambes, Hipponax with
Boupalus — from the earliest first-person voices in Greek literature, we find our poets
responding bitterly to wrongs done them. What is new with Old Comedy is that the annual
rehiring of comic poets to compose for the Lenaea and Dionysia festivals across years in
succession, along with the genre’s conventional breaking of the fourth wall, allows the
poet to speak about his career explicitly over the course of multiple years. Through the
parabasis the poet creates a sustained ‘meta-narrative’.!® Moreover, the competitive
context means that the public actively participate in the poet’s career, allowing the poet to
write them into this meta-narrative as a character. With Old Comedy, the audience gain the

ability to star in the wronged-poet narrative, as the ones who have crossed him.

Aristophanes makes precisely this claim in the parabasis of Clouds, alleging that he has
been betrayed by (most of) his public. Unlike some wronged poets, however, Aristophanes
also undermines the poet’s grievances by depicting his persona as out of touch,

pretentious, and, once again, in a certain sense incompetent as a poet.

15 See section 5.3 of my introduction.
16 Platter (2007) 71.

130



2. Aristophanes: alalov and Sophist

Major has identified drioloveia, ‘boastfulness’, as the key characteristic of the poet’s
persona, and accordingly the key mechanism for generating humour in the parabases of
Clouds and other plays.!” Major sees the humour of Clouds’ parabasis as generated by the
recognition that a character lacks self-awareness, usually in relation to wealth, physical
characteristics and virtue, and he supports this argument by reference to ancient accounts
of comedy in Plato, Xenophon and Aristotle,'® as well as pointing to various other dAalmv
characters in Old Comedy.!” In the makron it is the poet himself who is an dAal®dv, and as

elsewhere this is intended to provoke laughter.

This dynamic is surely prevalent, and can be understood in the terms I have discussed
in my introduction. The lack of self-awareness essential to dAaloveia is recognised
through mentalising, as the audience look beyond the surface value of the poet’s words to
understand the inner workings of the persona. His delusionality could quite naturally evoke
a pleasing sense of superiority in audience members, and he constructs a world in which
he is unfairly overlooked, his innovation and wit ignored. Through mentalising, we can go
further than Major’s dAaloveio and flesh out a character with related traits which go
beyond a lack of self-awareness, a character who is by turns bitter, manipulative and a

pseudo-sophist.

Now, given that Clouds was at one point ‘almost universally accepted as a manifesto of
Aristophanes’ educational beliefs, his hatred of sophistic teaching, and his belief in the old

conservative way’,?? his sophistic traits in the parabasis may surprise. And yet, loaded

17 Major (2006).

18 P1. Phlb. 48¢c-49¢, X. Cyr. 2.2.11-13, Arist. EN. 4.7.

19 Major (2006) 133-136.

20 Whitman (1964) 119. Whitman does not settle on any particular interpretation of the play, which he sees as
an unfinished revision and consequently lacking a coherent message. Adams (2014) sees Clouds as
contributing to an atmosphere of hostility against Socrates.
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terms like copiCopon (547) seem designed to call attention to similarities between the
poetic persona’s speech and the rhetorical practices of the group targeted for ridicule in the
rest of the play. Indeed, in terms of argumentative structure and rhetorical devices, there
are numerous similarities between the eupolidean speech and a sophistic oration.?! Several
scholars have noted that Aristophanes is like a sophist here, and comment upon the sense

of ambivalence that this creates.??

The dynamic of humour in this sophistic oration is complex. For one thing, it marks
the poetic persona as a member of an out-group, the sophists, at whom the audience are
encouraged to laugh. The alienation of the persona by aligning him with this out-group
heightens the humour generated at his expense,? as he is not only ridiculous in his own
right, but also tarred by the same brush as the high-minded sophists. To the extent that the
persona acts as a sophist, the passage is a playful exercise in embodying and comically
warping this demographic, and bears comparison to the comic impersonation of
recognisable demographics in other parabases. In Frogs, I argue, we get a comic portrait of
Athenian crypto-oligarchs, while in Thesmophoriazusae the parabasis is a comic take on

the long dramatic speeches of Euripidean villainesses.

By making his persona a delusional draldv, and a sophist to boot, the poet alienates
this figure, makes him ridiculous, and gives the audience the gratifying opportunity to
laugh in superiority over his persona, and sophists generally — to laugh at those who
consider themselves of superior intellect. This dynamic also interacts with the theme,
demonstrated already in Acharnians and Knights, of poetic incompetence. In particular, the

Aristophanic persona pretends not to understand the name of the game, which is not in fact

2L Rivers (1985).
22 B.g. ibid., O’Regan (1992), Bowie (1993).
23 See my introduction, section 3.1.
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to write poetry that is deemed good by his own standards, but to win over the audience.
Line 560 functions as a particularly telling comic beat, drawing attention to the persona’s

pretentious misapprehensions about his genre.

3. Cloudy with a Chance of Divine Intervention

Anger at the audience, addressing their listeners as copdc, and reward and flattery
contingent on the Athenians changing their ways (back) are just some of the continuities
between the eupolideans spoken by the coryphaeus, and the epirrhematic syzygy
performed by the clouds. However, the passages diverge sharply in terms of the dynamics

of humour.

While we certainly might have expected, from the clouds’ introduction by a
reverent Socrates, that these meteorological beings would reflect the natures of the sophists
who worship them, they do not.?* Impersonating sophists has already been done by the
poetic persona in the eupolidean parabasis proper, and the clouds leave it to him. In fact, in
the parabasis we have a confirmation of what has already been suggested in the parodos:
the clouds embody a more traditional worldview than the sophists at the Thinkery

espouse.?

Aside from this traditionalism, however, the clouds are not exactly full of
personality. In the eupolideans, and other parabases, much of the humour is at the expense
of the speakers themselves, as they undermine themselves repeatedly. Here, on the other

hand, with the cloud chorus, and similarly in the parabasis of Peace, where the chorus

24 The deceptive nature and imitative ability of the clouds is a key part of their character and their strategy of
educational reform: Kéhnken (1980).

25 It is characteristic of parabases to develop the character of their chorus, pushing them in slightly
unexpected ways. Bertelli (2013a) argues that Aristophanes’ depiction of gods ultimately conforms to
tradition.
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represent Greek farmers in general, humour is not at the expense of the speakers.
Elsewhere, the appeal of the self-undermining chorus is that they impersonate, exaggerate
and warp a recognisable group which the audience has dealings with outside the theatre,
about which they have previously formed opinions, and have external knowledge against
which to judge their Aristophanic instantiations. But the Panhellenic chorus of Peace is too
broad, since all they share is Hellenism itself, which does not obviously lend itself to
humorous impersonation. Nor does Aristophanes choose to layer a more specific political
identity or viewpoint onto this chorus. Similarly, here mocking the personifications of a

meteorological phenomenon holds little reward.

Instead, the mechanisms of humour are of two main types in the epirrhematic
syzygy. Firstly, there is the mockery of particular named politicians. Secondly, there is a
rather gentle absurdist sort of humour at play, as the clouds attribute divine will to actual
meteorological and astronomical occurrences. This second sort of humour can perhaps be
understood best as a sort of fanciful text world, which takes as its main input the real
world with which the audience has experience. This text world diverges from reality
when the depiction of these events (i.e. eclipses, storms, the gust of wind robbing
Hyperbolus of his wreath) are imbued with the fanciful detail of divine intentionality. The
embroidering of the historical events with this new thread — divine favour — is part of the
expression of the rather soothing idea, expressed explicitly at lines 587-9, that despite poor

strategy Athens could not fail, so favoured was she by the gods.

4. The Parabasis

I Thought You Were Clever 518-526

® Oedpevor, kKatep®d mpoc Vudc Ehevdépmc

134



TAAN 01, V1] TOV Atdvucov oV EKBpEyavtd pe.

oUT® vikncapl T €y® kai voploipnv coedc, 520
®c dudic fyovpevoc eivar Ogatic Selodc

Kol TadTV copOTaT EYEWV TOV EUAV KOUDIDV,
trpdTove NEiwe” dvayede” HuAcT, fj Tapécye pot

gpyov mheictov: eit’ dveydpovy V1’ AvEp@dY POPTIKDY
NrmOeic ovk d&oc Gv: tadt’ odv VUiV péupopot 525

T0ic coQoic, OV obvek’ &yd TodT ETPAyUATEVOUNV.

Oh spectators, I will freely declare to you the

Truth, I swear by Dionysus who raised me.

So may I be victorious, and be considered wise, 520

I thought you to be a clever audience,

And this to be the smartest of my comedies,

And so I deemed you worthy to taste it first, a play which gave me
The most toil: then I retreated, beaten by base men

Unworthily. For this I blame you 525

Wise men, on whose account I went to all this trouble.
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The parabasis commences with a pledge to speak the truth in the first person voice of the
poet. Although we do find the coryphaeus dropping his dramatic identity and speaking as
the poet elsewhere in the parabases,?® this is, as noted, the longest section of text in which
this occurs. It is more common for the coryphaeus to praise the poet in the third person.?’
Here one dramatic identity is dropped, and another assumed. The chorus leader may have
put on a mask bearing resemblance to Aristophanes himself,?® a prop which would visually
provide the punchline to the riffing on the poet’s baldness (540, 545). Alternatively, the
first person singular speeches of the parabases may have been spoken by the comedian
himself.?® If so, this would mark out the parabasis even further as an exceptional scene,
and would make it function in an even more directly comparable way to the self-promotion
of the epideictic speeches tragedians made for their plays in the proagon,*® or to the
shameless first person poetry of the invective poets.’! Unfortunately, the argument largely
rests on the shifts between the use of plural first person verbs and the singular, and
therefore need not be particularly decisive if one sees choral voice and identity in lyric

poetry as flexible.

Sommerstein notes that the claim to have been raised by Dionysus is meaningfully
autobiographical: ‘Ar. had become a dramatist when barely out of boyhood, and may well
have been preparing himself for this profession much earlier still.’3? Whether this is true or
not, the oath is humorously conceited,** and jarringly juxtaposed with a claim to speak the

truth. From the very outset of the Clouds parabasis, Aristophanes is transgressively

26 Ach. 659-64, V. 1284-91, Pax 754-79.

27 Ach. 628-58, Eq. 5071t., V. 1015fT., Pax 734-53.

28 Rivers (1985) 172.

2 Gilula (1997) 131-43.

30 This comparison suggested by Biles (2011) 40-45.

31 See section 5.3 in my introduction.

32 Sommerstein (1982) n. ad loc.

33 The Aristophanic Aeschylus invokes Demeter with similar conceitedness (Ra. 886): Afuntep 1| Opéyaco
v gunv epéva. To be dotpepnc is normally attributed to Homeric heroes, not current or recent historical
figures.

136



boastful and disingenuous. The audience will have been conditioned so greatly by previous
parabases that they ‘can come to consider boasts so much the standard for parabatic
utterances that any other statement appears incongruous.’** From the very start, an
audience member alert to generic conventions or acquainted with Aristophanes’ poetic
persona from previous parabases, would judge his words on this basis, and, through
mentalising, recognise they are reflective of an arrogant character with manipulative
intent. His claim to have been raised by a god, if taken as 1dAn61], can only be so
metaphorically; at once it is clear that Aristophanes’ ‘truth’ is not always of a literal kind.
This is also an interesting play on the oath as a typical oratorical opening technique. As
Rivers notes, it was common for orators to begin with an oath to a god to establish
credibility.> Yet here, the very wording of the oath calls into question the manner in which
the poetic persona intends to follow it. The persona is not entirely lying, but there is some
hint to the audience that what follows will be in a comic mode, a distortion of the truth by

a deluded and disingenuous speaker.

The persona then explains that he has made a mistake. He thought that this play, his
cleverest yet, when put before an audience he falsely believed to be intelligent, would
surely win the competition. The language of intelligence pervades this parabasis (co@dc
520, de&ovc 521, copdtat’ 522, copoic 526, de&ove 526, copoic 535, copilopan 547,
SeErdic 548, e0 ppoveiv 562)%° as the poet continually asserts his intellectual superiority
over others, while dangling the compliment over the audience and/or reader.?” The

perceived intelligence of the audience has been revealed to be illusory, and the rhetoric

34 Major (2006) 139.

35 Rivers (1985) 173-4: Arist. Rh. 1375a22-77b12, Rh.Al 1432a33-b4.

36 Cavallero (2006) uses a quantitative analysis of such repeated terms to explore how certain semantic fields
are used to construct a clash between opposing sides in this play.

37 Rivers (1985) argues that the flattery opening the speech in this section is textbook oratorical technique:
174, Rhet. to Alex. 1436b16-37, 1442a14—15. However, the conditional flattery here can hardly be
considered fawning.
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makes the flattery of the audience conditional on their (hypothetical, counterfactual)
backing of Aristophanes. The praise is dangled before the audience, out of reach, and the
audience is met with a poet who feels, or pretends to feel, cheated by the results of the

dramatic competition.

Later on, Aristophanes will go on to offer audience members a chance at
redemption, enacting a rhetorical stratification of the audience into two levels — on one, the
clever ones, who get it (Ou®v ...tovc de&lovc 527); on the other the base ones, who prefer
the low-brow work of avdp®dv poptik®dv — and making entrance into the privileged stratum
conditional on their future support of the playwright (561-2). The Athenians were
particularly keen on co@ia, a key trait of their patron goddess, and indeed it became a
significant part of their self-image, as the Thucydidean Cleon laments in the Mytilenaean
debate.?® Clearly the poetic persona has chosen a peculiarly tantalising carrot of a
compliment to dangle before his audience, and the leveraging of this prized characteristic
may generate tension, ultimately to be released in laughter at the pretensions of the poetic

persona.

On top of this manipulative framing, the language of cogia from the mouth of the
poet creates a sense of the persona as an intellectual, even a sophist. The Athenians may
generally have prided themselves on their intelligence, but the context of this play, where
intellectuals and sophists are consistently sent up and targeted for humour as an out-
group, makes the choice to model his persona on the sophists an unusual one. The idea of
‘Aristophanes’-as-sophist may be expressed also by the sophist-endorsed rhetorical
structure of the eupolideans (prooimium 518- 523, diegesis 524-536, pisteis 537-559,

epilogus 560-562), and by the use of rhetorical devices favoured by the sophists.?® To the

38 Th. 3.37.4, 38.5-7. See e.g. Hutchinson (2016) 38-40.
39 Rivers (1985) 173: ‘The result is at once a pastiche and a masterpiece of the Greek art of persuasion.’
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extent that these techniques were recognisably sophistic, the piece constitutes humorous
imitation of the intellectual type. As elsewhere in Aristophanic parabases, the point lies in
how the poetic persona fails to achieve his desired effect: his speech does not persuade,
and his framing as a pseudo-sophist sets him up for failure. The very obviousness of his
attempts at persuasion reveal to the audience, engaging in mentalising when watching this
figure’s monologue, a great disjunct between the persona’s intention, how he wants to
come across, and how they are actually understood by an engaged spectator; this is a lack

of self-awareness, Major’s dAaloveia.

The claim to have deemed the Athenians worthy to taste his comedy first is a
curious one. Unlike tragedy,*’ we have no references to Old Comedy plays being
performed outside of Athens. As such, the persona seems to be disingenuously casting his
only option — and actually a great honour to the playwright — as a favour with which he
was gracing the Dionysia audience, a move that affirms the audience’s assessment of his

character manipulative and conceited.

When the poetic persona describes his defeat as undeserved (o0k d&toc dv 525), it
is possible that the observant and frequent theatre-goer was meant to hear an echo in
&&oc,*! which the poet has explicitly claimed to be in every extant previous parabasis,
besides Wasps.** In these earlier plays, the poet is positively staking out the claim to
deserve rewards, while in Clouds, after the play’s initial failure, we find the inverse: the

poet is not deserving of this failure. This claim can be seen as the continuation of the

40 Aeschylus’ Persians and Women of Etna were probably performed in Sicily: Herington (1967).

41 Just as Lucretius’ spectacle-addict, haunted by images of shows at 4.9711T., past dramas, their ideas and
images, could have had a certain longevity in the minds of theatre-lovers.

42 Ach. 633: grciv 8’ etvor TOALGV dyad®dv déroc Duiy 6 momic; Knights 509: viv 8 dE16¢ ¢’ O momT|c;
Pax 738: &é1oc glvai gnc’ eddoyioc peydinc 6 Siddckaroc Nudv; cf. V. 1017: adikeicOar yép enety mpdtepoc
7O atove g0 memomkdc 1017,
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poet’s brand, the stubborn self-assurance of the poetic persona, just translated into a new

context — that of failure.

I Will Not Betray the Clever Ones 527-33

GAL" 008" C LUDV OO~ EKOV TPOdDCH TOLC de&10VC.

g€ dtov yap &vOad’ Hm’ avdpdv, oic OV Kal ywéyeLy,

0 COPPOV TE YO KATOTHY®V APICT NKOVCATNY,

K&y®, TapOEvoc Yap & N, KoOK EERV M oL TEKETY, 530
€€€0nka, maic 6° tépa Tic Aafodc’ dveiketo,

vueic & €€ebpéyarte yevvaine Kamadeheate:

€K TOVTOV WOl TTCTA TP~ VUV yvounc €8’ dpkia.

But I will never willingly betray the clever ones among you.

For from the time when here, by men whom it is a delight even to mention,

My virtuous boy and my buggered boy were well spoken of,

And I, for I was still unwed, and it was not yet allowed for me to give birth, 530
I exposed the child, and another certain girl picked it up and took it in,

And you raised it nobly and educated it:

From then I have held sworn pledges of your good opinion.
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The move from Vpiv... Toic copoic (525-26) whom the poetic persona blames, and on
whose account he went to all the trouble, to Du@v... Tovc de&tove (527) whom he will not
willingly betray, at first seems jarring and contradictory. In fact, the first group’s moniker
co@dc is probably sarcastic, and the partitive genitive construction in the latter suggests
that Aristophanes is singling out a subset of Athenians, probably to be identified with
those ‘men whom it is a delight even to mention’, who spoke well of Banqueters (528-9).%
The narrowing scope and continued allegiance to those who are truly wise is noted by
Hubbard as a rhetorical technique: ‘Every spectator is flattered by being invited to consider

himself part of an elite.”**

In these lines the poetic persona depicts himself as an unwed woman, a playful and
perhaps even embarrassing image, and puts the audience into a quasi-parental role, as they
raise and educate the abandoned Bangqueters-child. The choice of the verb ££gBpéyate
echoes Aristophanes’ own rearing by the god in line 519 (éx0péyavta), which creates a
sense of continuity through the beginning of the poet’s career,* but it also falsely suggests
a more personal relationship between the poet’s output and his audience. In the following
line, the purposeful misunderstanding of their relationship goes further, as the persona
pretends to believe that the audience’s favouring of Banqueters amounts to a binding oath
of support, as if the relationship between comic poet and audience were the same as that of
members of a hetaireia. By affecting to have had a personal relationship with his audience,
he can therefore pretend to have been betrayed by the viewers who failed to place Clouds 1
first. The text world constructed here clearly diverges from its real world input, in that in

the annual dramatic competitions the machinery of judgement was surely intended to

43 Halliwell (1980) 41-2 sees this as a reference to a form of patronage. It is subtle, if so.
44 Hubbard (1991) 94.
4 Biles (2011) 178-9.
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produce yearly decisions based solely on the artistic merit of the staged plays at hand.*¢
That the persona takes, or pretends to take, each win as a lasting commitment from the
audience members may be read, through mentalising as a sign of self-delusion or

manipulative deceit.

Electra-Clouds 534-44

viv obv 'HAéktpav kot dketvny 8 1) koppdia

{nrodc’ A0’ v mov 'mitdym Beatdic obte copoic: 535
yvocetat yap, jvrep 101, 16.0eA@od 1OV BocTpuyov.

OC O cOPPOV £CTi PUCEL cKEYach - TjTic TpdTO PEV

008&v A0 payapévn ckvuTvov Kodelpévoy

gpu0pov && dipov, Tayd, Toic mondioc v’ 1 yélmc:

000" Eckmyev TOVC POANKPOLC, 00O KOpday eldkvcev, 540
000¢ mpecPutnc 0 Aéywv tdnn T faktnpig

TONTEL TOV TOPOVT , APavi®mV ToVNPa CKOUUOTOL,

o0d’ gicti&e 0qoac &yovc’ ovd” “iov 1oV Bod,

GAL™ ol kol Toic Emectv mctevove’ EANALOEy.

46 Cf. Eq. 518 where the audience is denigrated as éneteiovc v @Octy dvtoc 518. A sign that the democratic
mechanism of competition is functioning correctly is thus maligned as a sign of fickleness.
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And so now like that Electra this comedy

Has come forth seeking, if somehow there happens to be such wise spectators: 535
For she will recognise, if she sees it, the lock of her brother’s hair.

And look how modest she is in nature: for first

She came with no stitched dangling leather piece

Red at the end and thick, to make the children laugh;

Nor did she mock bald men, nor dragged out the can-can, 540
Nor does an old man giving a speech use a stick

To bash passers-by, concealing poor quality jokes,

Nor did anyone dash in carrying torches, nor shout ‘loo, i00’

But she came trusting in herself and her script.

The Electra image here is confusing, since if taken to its logical extremes it casts the
audience as an avenging Orestes.*’ It may however, be a comic version of a typical
rhetorical move: defendants sometimes displayed their children in the law court to play on

the heliasts” sympathies.*8

As many have pointed out, the coarse tricks disavowed in these lines are all

(probably) instantiated within this very play,* and elsewhere in the poet’s oeuvre,

47 Olson (2021) ad loc.

48 Rivers (1985) 176; P1. Apology 34c, and cf. V. 976-8.

49 A leather phallus was likely part of Strepsiades’ costume, gestured to or with at moments with sexual
charge, e.g. 196-7, 734; baldness is mocked at 545, and the character-mask of Socrates may also have been
bald, since he was so depicted in busts, and later used as a positive exemplum in Synesius of Cyrene’s
Encomium of Baldness (1196.5); beating with a stick occurs at 56-59 and 1297-1300; characters rush on
stage with torches at 1490-94; cries of iov iov at 1, 1321 and 1493.
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prompting the question, ‘has Aristophanes never seen an Aristophanes play?’>° Hubbard
argues the ‘modesty’ of the Electra-Clouds actually refers to the first version of the play,
hypothesising that the first did not contain all the base and hackneyed comic tricks
described here.’! In his reading, the verbs in the aorist tense (JA0s 538; Eckmyev, elkkvcey
540; eicn&e 543) refer to the first Clouds only, while écti (537) and éAqAvBev (544) are
general assertions about the play’s enduring character, tp®dta pev (537) is temporal rather
than structuring an argument, and the poet rebukes the audience for only being responsive
to the base comic tricks enumerated in lines 537-544, but incorporates them in his revised
edition anyway. This is ‘not merely the usual programmatic irony of pretending not to do
things he often does’,*? as at Wasps 58-63, Peace 739-51 and Frogs 1-20, but rather the
poet adapted the play to include coarser humour to increase its appeal to the masses, and in
these lines he subtly admits that he has debased his play thus. He does not make an explicit
delineation between comments about Clouds I and Clouds 11 clear, Hubbard thinks,
because to do so would be to tell the masses directly that they were foolish for now
enjoying Clouds 1 and that Clouds 11 panders to their poor taste. ‘On the other hand’,
Hubbard notes, ‘the poet could not maintain self-respect among his more perceptive fans

without apologizing in some way for what he has done.”>?

While this argument is an intriguing explanation of why the poetic persona
disavows the many cheap tricks that the play actually contains, Olson argues compellingly
that the poet in these lines refers to both versions of Clouds as if one entity, and that this
reading is supported by the mix of tenses in the passage.>* Additionally, it does not seem

that the poetic persona is trying to mask his message in order to spare the feelings of the

50 Case (2021) 26.

5! Hubbard (1986) and (1991). O’Regan (1992) follows this reading. In Hubbard’s favour perhaps is the
suggestion of ¥ Nu. 543a which suggests that the original Clouds does not end in arson.

52 Hubbard (1991) 100.

33 Ibid. 102.

54 Olson (1994).
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hoi polloi, since this very parabasis explicitly rebukes the audience for their decision in
placing Clouds third. Moreover, splitting the audience into two groups, the mass of the
audience and the more perceptive members, in the way that Hubbard does, is extremely
simplistic. Doubtless, it is sometimes the case that some members of the audience will
comprehend a joke, while others will not. Doubtless too, different audience members will
have different tastes in joke material, with some preferring more highbrow humour, others
less so. But these are inconsistent and matters of degree rather than monolithic groupings,
nor can we identify those who prefer highbrow humour with ‘[ Aristophanes’] more
perceptive fans’,*> and those who prefer coarse humour with his less perceptive fans. But
Hubbard’s analysis, whereby the poet points out the debasement of Clouds 1I to his more
perceptive fans as a sort of apology, and a criticism of the masses’ taste in lowbrow tropes,
assumes these identifications, as if indeed the audience can be simply divided into cogoi
(who liked Clouds 1, who Aristophanes is loyal to and simultaneously who grasp that this
parabasis is pointing out the debasement of the revised edition) and non-co@oi (who did
not like Clouds 1, enjoy coarse jokes, and who as well have no chance of understanding the

veiled criticism of this parabasis).

Stratification of the audience into the clever ones and the not-so-clever ones is of
course exactly what Aristophanes has been doing in the eupolideans so far, but as argued
above this is a rhetorical move so patently manipulative as to be humorous in and of itself,
revealing as it does the insufficient self-awareness of the speaker. In reality, an audience
would not fall so neatly into these two groupings, making this kind of sotto voce criticism

of one faction of the audience to the other impractical.

33 Hubbard (1991) 102.
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I concur with Olson that these lines are best read as ‘humorously self-promoting
hypocrisy of a typically Aristophanic sort.”>® This hypocrisy is clear in the case of many of
the enumerated tropes, as discussed above, while the reference to long red phalluses and to
the kordax are less certain since they rest on visual aspects of performance. Assuming, as
seems likely, that Aristophanes intended to enact each and every one of the disavowed
comic tropes, this could be taken as evidence that the revised Clouds was intended for
performance.®” The reference to the kordax may be a swipe at Eupolis, who later is said to
have ‘put a drunk old woman on stage for the sake of a kordax’ (mpocBeic avT® ypadv
nedvenv tod kdpdaxoc ovvey 555). Meanwhile, the aural similarity of paiaxpdc to a
portmanteau of paAroc and dkpoc, occurring in 540 directly after a rather over-described
visual image of a stage phallus, which even features the word dixpoc (payopévn ckbtivov
kabepévov | EpuBpov €& dipov, mayd 538-9), may actually immediately undermine the
claim in 540. ®orakpodc is used as a euphemism for the glans penis in satyr comedy on a
few occasions,’® and after this drawn-out description of a stage phallus, the audience were
primed to hear the scurrilous meaning, so the overt meaning of the statement 003" &ckwyev
Tovc parakpovc (‘[the play] did not mock bald men’ 540) is undermined immediately by

the aural assimilation of ‘bald men’ to this body part.

56 Olson (1994) 33.

57 Marshall (2012) argues that the revised Clouds was reperformed, perhaps repeatedly. Rosen (1997)
discusses how the play’s comment on the textual process of revision reveals the poet’s concern that the play
be disseminated as a text to be read. Aristophanes may have had both readership and reperformance in mind:
Frogs composed some thirteen odd years later has Dionysus refer casually to reading Euripides’ Andromeda
(52-3), taking for granted the possibility of reading dramatic manuscripts; on the other hand, the visual nature
of the tropes here (presumably ironically) foresworn is suggestive of the intention of reperformance.

8 A. Dict. 787-88, S. Ichn. fr. 314.368 (IrGF), E. Cyc. fr.227, and perhaps S. fr. 171.3 (IrGF); cf.
Henderson (1975) 244-5.
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What Aristophanes Does Not Do 545-50

KAy® HeV T010DTOC Gvip AV TOUTHC 0V KOUD, 545
o000’ Hudc Ntd 'Eamatdv dic Kai Tpic TavT sichywv,

AL aiel kauvae idéac sicoépwv copilopat,

000V dAANAatcty Opoiac kol mtacac de&ldc:

oc péyictov dvta Khéwv’ Emaic’ éc v yactépa

KoUK £TOAuNC’ adOic Emepmndiic’ avTd Kelpévo. 550

And I am such a man who does not give himself Zairs as a poet.>® 545
Nor do I try to deceive you by leading out something several times,
But I am always innovating, bringing in new ideas,

Never the same as one another, and all clever.

I who, when he was famous, struck Cleon in the gut,

But did not dare to leap on him again when he was down. 550

The second item on the checklist (540) is decisively ticked off: Aristophanes was himself
bald,?® and xoudo can mean to ‘give oneself airs’, but it is also a pun compatible with two
scripts, because it can also mean to wear one’s hair long, which the poet was famously

unable to do. In a carnivalesque crescendo at the end of the play the last three items of this

59 This translation of kopdm suggested by Sommerstein (1982).
0 E.g. Pax 767-73.
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list of cheap comic tricks occur in quick succession, in roughly the order given here.
Therefore, we might wonder if, in the performed play, all of these apparent comedic faux
pas would have occurred in the exact order given here. In that case, the first item (the
appearance of a red, uncircumcised stage phallus or phalluses) would have already
happened. This cannot be ruled out, and indeed it could even have been the case that the
coryphaeus delivering the eupolideans wore such an item of costuming, perhaps revealing

it as a comic beat during the parabasis itself.

And so, Aristophanes’ baldness undermines the literal sense of the claim at 545.
The metaphorical sense, that Aristophanes lacks pretensions, is also humorously false,
exposed by his proud claims in 547: aiel kovac idéac eicoépwv copilopat, and indeed by
his arrogance throughout this and past parabases. The stress laid on innovation (kovdc
547, 006év aAAarcty opoiac 548) and cleverness (co@ilopon 547, mhcac de&dc 548)
continues to characterise Aristophanes as a pseudo-sophist, as part of an out-group
frequently the target of mockery elsewhere in the play, thereby compounding the dynamic

of humour at the expense of the poet.

The poetic persona’s claim to have struck Cleon when he was flourishing, but not
to have leapt on him when he was down, is categorically untrue. The retention from
Clouds 1 of insults directed at Cleon at 581-94 are thus made highly ironic. Lines 549-550
presumably refer to his plays’ mockery of the politician, but they present Aristophanes as
actually physically enacting violence on Cleon. This is narratological metalepsis,
collapsing the diegetic levels between the world of the poet and the events of his plays.®!
To present the author physically interacting with figures within their plays centres the

poet’s dynamic power and agency, while simultaneously calling attention to the artifice of

61 This metalepsis recalls literal violence to Paphlagon-Cleon at Eq. 273, 453-4: Kuhn-Treichel (2023).
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the narrative world. It also highlights the persona’s deluded sense of self-worth, as he

treats his intra-narrative accomplishments as real events.

Those Other Hacks 551-9

o0t01 8’, B¢ Gmaé mapédwrey Aapry Yrépporoc,

ToVTOV O&iAaov KOAETPDC  diel Koi TV UnNTépaL.

Edmoic pev 1ov Mapikdv TpdTictov mopeidkucey

gkctpéyac Tovc NueTépovc Innéac Kakoc Kakde,

npocheic avT® ypadv pebvenv 1od kdépdakoc ovdvey’, fiv 555
dpOviyoc mhion temoiny’, v TO kfjToC TcOiev.

€10’ "Eppunnoc addic dmoincev gic "Ynéppoiov,

dAlot T oM mhvtec épeidovcty gic YrépPorov,

TAC €IKOVC TAV EyyéleV TOC EUAC PHOVUEVOL.

But these other poets, at once when Hyperbolus let them grab hold of him,
Beat the wretch continually, and his mother too.

Eupolis first of all dragged out his Marikas

Twisting our Knights terribly,

Adding to it an old woman drunk just for a can-can, whom 555

Phrynichus produced long ago, whom the sea monster ate.
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Then Hermippus made another play against Hyperbolus,
And already all the rest are laying into Hyperbolus,

And the similes about eels I wrote they’re plagiarising.

The poet contrasts his own judicious battering of Cleon with the constant thrashing
Hyperbolus received from other comic playwrights, and accuses Eupolis of plagiarism.
The accusation that Eupolis ‘twisted our Knights terribly’ (554) needs further
consideration. The juxtaposition of kaxo6c and kaxk®dc echoes the Sausage-Seller in
Knights, as he says that he is literate, but only just: GAL" @y&0’ 00d& povcikhv énictopat |
TV Ypoppdtov, kol tadto pévtot kokd kakdc (188-9). Sommerstein and Anderson-Dix
note that the pairing of adjective and adverb is emphatic. The latter ventures that this
technique is ‘colloquial’,®* while Sommerstein renders the phrase as ‘I’m proper bad at
that’, suggesting that he too sees this as clumsy phrasing, intended to illustrate the

Sausage-Seller’s lack of education.

On the other hand, polyptoton of xakdc with its adverb occurs several times in
Greek tragedy.®® Rivers identifies this phrasing as ‘slant homoeoteleuton. .. alliteration,
assonance, consonance, onomatopoeia’ and says that ‘Gorgias himself, the king of
rhetorical repetition, could not have said it better.’®* It is hard, therefore, to determine the
tone of kaxoc kakdc, whether it sounds clumsy, and hence characterises Eupolis’
mishandling of the Knights, or is an elegant phrase intended to continue the persona’s

impersonation of a sophist.

62 Sommerstein (1982), Anderson and Dix (2020) ad loc.
63 A. Th. 1049, S. 4j. 1177, 1391, OT 248; E. Med. 805, 1386, HF 728, Tr. 446, 1055-6.
6 Rivers (1985) 179.
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Line 559 seems to refer to just one simile, Knights 864-7, in which Paphlagon-
Cleon is likened to an eel-fisher who catches eels by stirring them up. Sommerstein refers
to the plural here as a ‘plural of aggrievement’, suggesting that Aristophanes has pluralised
the eel in anger, exaggerating the size of the theft. Perhaps Aristophanes composed other
eel-similes now lost to us, but this interpretation, which relies on mentalising, is very
appealing and suggests a poetic persona that is petulant and liable to over-estimate his own

impact.

Circling Back to the Point 560-2

dctic odv TovTolct YEAD, Toic &poic | yapét: 560
fiv 8" épol kai Toicty époic evepaivncd’ edhpruacty,

&c Toc Adpoac Toc ETEPOC £V PPOVETV SOKTCETE.

So whoever laughs along with these jokes, let him take no pleasure in mine! 560
But if you enjoy me and my inventions,

Into other seasons you will seem wise.

Line 560 provides a clear comic beat. It continues the rhetorical stratification of the
audience into those with worse taste, who laugh at poor jokes and the plagiarising plays of
inferior playwrights, and those with better taste, who laugh at the innovative jokes of the
superior Aristophanes. Nevertheless, there is something clearly inauspicious and humorous

in a comic playwright explicitly wishing that a portion of his audience or readership not
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enjoy his work. It recalls a famous joke by Bob Monkhouse: ‘When I said I was going to
become a comedian, they all laughed. Well, they’re not laughing now, are they?’ In both,
humour is generated because the bitterness of the poet causes him to celebrate people not
finding them funny — an event which they should clearly be striving for. In Aristophanes,
he actually orders part of the audience not to enjoy his work. To celebrate the alienation of
part of one’s audience, when the public democratic nature of the competitive environment
incentivises playwrights to appeal to the broadest possible section of society, reaffirms the
poetic persona’s stance as one humorously out of touch, with too high an opinion of
himself to perform his own job well. Paradoxically, the humour that this pseudo-
intellectual conceited persona generates at their own expense is a testament to the actual

poet’s skill as a comic playwright.®®

The final two lines of the eupolideans appeal to posterity, as the poetic persona
once again dangles the possibility of appearing wise in front of his audience.%® Rivers notes

the playful aural echo between action and consequence in gd@paivicd’ goprpacty... g0

epoveiv, and identifies these lines as possessing a Gorgianic jingle.®” &c tac dpac Tac
étépac could mean ‘into other seasons’ or ‘into other years’, and similarly to line 533
expresses the poetic persona’s desire for guaranteed and enduring public support. On the
other hand, given how pretentious the copdc poet (520) has come across over the course of

the parabasis, one wonders how much association with him would appeal, and how great

of a reward ‘gd poveiv doxrficete’ represents, when proffered by him.

85 Cf. my analysis of 4ch. 655.
8 Cf. Frogs 705, 736-7.
67 Rivers (1985) 180.
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Hymning Zeus, Poseidon, Aether and Helios 563-74

vyipédovta pEV Bedv

Ziva THpavvov £C Yopov

TPDOTO PEYOV KIKANCK®®

oV 1€ peyacheviy Tpiai-

vnc topiov,

yiic € Kol aApvpdc Boddc-

cne dyplov HOYAELTAV!

KOl LEYOUADVVOLOV NUETEPOV TTOTEP

AiBépa cepvotatov Probpéppova moviov:

16V 0’ inmovopav, 0c Viep-

AGumpotc AKTiCY KATEXEL

yiic médov, péyac €v Beoic

&v Bvnroict te daipwmv.

High-ruling lord

Of the gods, great Zeus,

I first call to the chorus,

And the great and mighty

565

570

565
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Keeper of the trident,

The savage upheaver

Of earth and briny sea,

And our great-named father,

Acther, the most reverend, who nourishes all life, 570
And the charioteer, who spreads

His shining rays over

The plain of the earth, a great

Deity among gods and mortals.

The choice of gods in the ode and antode have been commented upon by many. Firstly,
their use of traditional deities seems at odds with their introduction as new gods.®® Their
traditional piety comes as a surprise, therefore, but one that anticipates the revelation of
their real mission, not as champions of new sophistic ideas but as reformers of movnpa
npaypato (1455), who teach fear of the traditional gods (1458-61). Secondly, Scodel has
noted that the gods invoked in the ode are gods of nature, while the gods in the antode are
called upon in terms that stress their connection to particular locations of worship, and
even refer to Athena as fjuetépa Bedc in 601: ‘the chorus of the ode sees the gods from a
perspective appropriate to clouds, as cosmic forces, whereas that of the antode sees them
from the point of view of human worshippers.’®® It is not necessary to see the chorus’

identity as shifting in a definitive way between the ode and antode, however, as the clouds

%8 Blyth (1994) sees the references to the traditional pantheon as prefiguring their moral message at 1458-61.
% Scodel (1987) 335. Anderson (2008) 2 sees the choral identity in the ode as ambiguous.
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have shown themselves in the intervening tetrameters as having an invested interest in
aiding the Athenians, and so the reference to Athena as juetépa 0go6c could be appropriate
for them, not as the real Athenian choreut performers, but as Athenian, or simply pro-

Athenian, clouds.

Blaming the Audience 575-9

® copdtotol Osatai, SeDPO TOV VOV TPOCEYETE. 575
Nownpéva yap VUV pepeopecd’ Evavtiov:

mAglcTo Yap BedV ATAvVTOV deelovcatc TV TOALY,

JoUOVEOV MUV povaic o BT’ 0VdE ctévoete,

aitvec TnPoduEV LULEC.

Oh wisest audience, pay attention now. 575
Because we’ve been wronged and openly blame you.
For although we help the city more than all the gods,
To us, uniquely of deities, you don’t sacrifice or pour libations,

Us who watch over you.

In the tetrameters of Clouds we find a different dynamic of humour at play from that in

Knights and other plays. The chorus personify an inhuman meteorological phenomenon,
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and Aristophanes does not turn them into an imitation of any particular Athenian
demographic. While a great deal of the humour in Knights lies in the imitation and
distortion of the hippic class as a targeted out-group, here in Clouds there is no such
imitation or denigration of a group. The clouds do not even represent, as we would be
forgiven for having expected, the sophists or their fans. Instead, the humour is generated
through fanciful personification of celestial forces, the clever co-opting of real
astronomical and meteorological events as the result of divine displeasure, and the

mockery of the audience and named political figures — Cleon and Hyperbolus.

The poetic persona and the clouds are alike in claiming to be benefactors of the
Athenians, in complaining of maltreatment by the Athenians,’® and by engaging with the
theme of cleverness. The clouds’ address to the audience at 575 as copdtartot Osatai could

even be taken as sarcastic, given how loaded the word copdc has become in the play.

Election Day Storms 579-94

Av yop 1 tic EEodoc
undevi Euv v, TOT” 1§} Ppovidpey 1 yokdlopey. 580
gita TOV Ogoictv x0pov Bupcodéyny Hoaproydva
nviy’ npeicbe ctpatnyov, tac 0ppdc Euviyouev
Kamolodpev dewvd, Bpovn 6 Eppdyn Ot dctpamiic.

M ceAqvn O’ €EéAeune taic 0d0vC, O & Ao

70 These two continuities noted by Bowie (1993) 128-9.
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TV OpLoAAS” ic £avTov eVBEMC Euvedkicac 585
o0 Qoavelv &packev VUV, €l ctpatnyncol KAéwv.

GaAL” Spmc eikeche Todtov. Qact yap ducfovAiav

T110¢ 1] TOAEL Tpoceivat, TadTo LEVTOL TOVC BE0vC,

drt’ v vueic Eopdptnt’, €mi TO PEATIOV TPEMELY.

oc 8¢ kol Todto Euvoicel padime dddEopev: 590
v KAéwva 1ov Adpov dopwv ELOVTEC Kol KAOTTC

ElToL PLUACTE TOVTOL TA EVAW TOV avYEVa,

avdic éc tapyaiov VUiV, &1 TL KAENUAPTETE,

€mi 10 PELTIOV TO TTPdypa TH TOAEL EuvoiceTat.

If there is to be an expedition
Which is foolish, then we thunder or drizzle. 580
Then that god-hated tanner Paphlagon,
When you chose him as general, we drew our brows together
And were angry, and thunder broke through the lightning.
The moon left her paths, and the sun
Retracted his wick at once, 585
And said he would not shine, if Cleon should be general.

But still you chose him. For they say ill-counsel
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Is at hand in the city, but that the gods,

Whenever you make a mistake, turn it for the better.

And how this will benefit you, we will easily teach you: 590

If you convict Cleon the gull of taking bribes and embezzling
And you fasten his neck in the stocks,

Returning to your old ways, then even if you do something wrong,

The matter will turn out for the better for the city.

Here the clouds suggest that storms and eclipses were intended as signals from them, the
sun and moon, warning the Athenians not to elect Cleon as general. One sort of humour in
these lines can perhaps best be understood through text world theory, since it is a
sustained narrative which constructs a text world, with general knowledge of the real
world as its key input. The clouds construct an alternate Athens, based on real political,
meteorological and astronomical events, but in which these events are explained by the

privileged support Athens receives from their divine guardian angels.”!

As well as the pleasing image of Athens’ protection by divine forces, and the
intellectually satisfying explanatory force of this constructed world, mockery of Cleon is
intended to generate humour. The retention of jokes about Cleon, in the revised edition of
Clouds which certainly postdates the politician’s death, gives the lie to the poet’s claim not

to kick Cleon when he was down (550). There are two routes one can take in the

"L Olson (2021) notes that the idea that Athens was charmed, unable to meet with disaster due to luck rather
than her citizen’s shrewdness, was a local saying: X Nu. 587, Eup. fr. 219.3: mc gdtoyfc &l paAlov 7| kodde
ppoveic. It even seems to have survived the Peloponnesian War: Ec. 473-5: Adyoc y€ toi Tic EcTL TV
yvepartépmy, | 6¢” &v avomt’ fj pdpa Povievcopeda, | Gravt’ €rt to BédTiov Nuiv Evppépev.
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interpretation of this passage. Firstly, the retention of this passage, surely composed prior
to Cleon’s death for the first Clouds, could be ‘an ill-adjusted mingling of earlier and later
passages... [which] lends no humour, but only confusion, to [the] text’,”> and a sign that
the revision of the Clouds is incomplete. Secondly, the preservation of this passage in the

revised Clouds could be understood as ‘every bit as deliberate as the decision to write

something new.’”

The fact that the existent Clouds is a revised version is no secret. The references to
defeat in the eupolideans make this fact part of the discourse and the texture of the play
itself. Had the revised Clouds ever been performed, perhaps at a smaller deme theatre
rather than the civic stage of the theatre of Dionysus, the audience would have been aware
of the archaeology of the text, which comprises two distinct strata from different eras of
composition. Given this knowledge, why should the audience be unduly confused by the
shift in temporal perspective between eupolideans and the epirrhema? The lack of
topicality is not necessarily a sign that Aristophanes did not get around to revising this
section; Old Comedy is so highly topical in its references that the reperformance of any
comic play would surely have the same problem. But we know that at least one other play
was reperformed.’® Therefore, it is preferable to interpret the text as it has come down to
us, without second-guessing the extent to which Aristophanes ‘completed’ his revision of

the play.

Interpreting the text at hand on its own terms also provides interesting results.
Karatzoglou has found in Cleon’s reincarnation a subtle joke relying on an Iliadic intertext,

arguing that this is an allusion to the Paphlagonian character Pylaemenes, who dies in

72 Whitman (1964) 121.
73 Hubbard (1986) 195 n. 47.
"4 Ra. Hyp. I€ tells us Frogs was reperformed.
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combat before returning to the battlefield several books later.”> The coincidence of
Paphlagonian heritage, the notoriety of the Pylaemenes inconsistency in ancient
scholarship, and the //iad’s fame and centrality to classical education all combine to make

this interpretation attractive.

On the other hand, it would take a particularly well-versed and observant audience
member to recognise the reference here, which is not markedly signposted, and the
potential Homeric allusion is not necessary to explain the preservation of jokes at Cleon’s
expense here in Clouds 11. For one thing, the inclusion of this joke sometime after Cleon’s
death would increase the hypocrisy of Aristophanes’ persona, as it contradicts the (already
untrue) claim made at 549-550. The reference to Cleon also functions to further cement the

persona of Aristophanes as bitter, unable to let Cleon go.”®

Hymning Apollo, Artemis, Athena and Dionysus 595-606
auei pot avte, Poip’ dvaé 595
Anke, Kovbiav Exmv

VYIKEPOTA TETPOLV*

11 T "E@écov paxopa mwdry-

¥pVCOV EYELC OiKoV, &v O Kdpat ce Av-

d®V peydiwme céBoucty, 600

1" émymproc Nuetépa Bede

5 1.5. 576-9, 13. 643-59: Karatzoglou (2019).
76 See section 1 of the following chapter.
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aiyidooc nvioyoc, moAodyoc ABdva,

[Mapvacciav 8° 6c katéymv

TETPAV COV TEVKOLC CEAOYEL

Baxyaic Ashopicy unpénmv, 605

Kopoctnc Atdvococ.

Be around me again, Lord Phoebus, 595

Delian one, who holds the

High-horned Cynthian rock.

And the blessed one, you who have

The all-golden house of Ephesus, in which girls

Of Lydia revere you greatly, 600

And our native god,

Driver of the aegis, protector of the city, Athena,

And he who, inhabiting the Parnassian

Rock, shines with pine-torches,

Conspicuous among Delphic bacchants, 605

The reveller Dionysus.
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In this antode the clouds calls upon four further deities, in two complementary pairs:
Apollo and Artemis, Athena and Dionysus. The phrase auei pot... dvaé should be
translated as something like ‘be with us...!”, and stands in for the missing active verb of
the passage.”’ According to the scholia, it comes from the early poet Terpander, and was
used by the dithyrambic poets.”® Terpander, considered by some to be a descendant of
Hesiod or Homer,” was credited with various musical innovations, particularly ones to do
with lyric melody as an accompaniment to the cithara or other stringed instrument.®® Aside
from Pindar’s assertion that Terpander invented scolia,?! the overwhelming impression one
gets of Terpander’s musical oeuvre is one of archaic, traditional, uncontroversial lyric. If
this is indeed the sort of tone Aristophanes is borrowing here, it strengthens our impression

of the cloud chorus as surprising champions of the traditional Greek pantheon.

Lunacy 607-19

nviy Mueic 0edp’ dpopudcOot mapeckevdceda,

1 ceAnvn Euvtuyodc’ NuUiv Erécteilev epacat,

npdTa pev yaipev Abnvaiotct kai toic Euppdyoic

gita Oopoivery Epacke: devd yap memovOévar 610
®PeA0DC’ VPAC Gmavtac oV Adyolc GAL Eppavdc

TPMTO PV TOD UNVOC £C Q0" oVK EAATTOV 1) dpayUnV,

7 Olson (2021) ad loc.

8% Nu. 595c¢.q.

" Sud. T 354 (iv 527 Adler).

80 E.g. Marm. Par. Ep. 34., Sud. T 354 (iv 527 Adler), Plut. Mus. 4.1132¢, Ath. 14.635de.
81 pi. fr. 129 (Turyn).
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dete kKol Aéyev dmovtoc EE1dvtac Ectépac,

“un mpin, mod, 04", £meldn eAOC ceAnvainc Kohov.”

Ao T €D Spdlv ericty, Dudic 8 ovK &yetv TC HUEPOC 615
00d&v dpBdC, AL ve TE Kol KAT® KVOO30mav:

Gt dmelhelv enetv adTi] Tove Beove EKAcTOTE,

Nvik™ av yevchBdet deimvov Kamimcty oikade

THCc £0pTHC UT| TVYOVTEC KOTA AOYOV TV NUEPAV.

When we had prepared to set out on our way here,

The moon met us and bid us to say,

First, hello to the Athenians and the allies,

Then she said she was angry, because she’s suffered terribly 610
While helping you, not just with words but visibly:

First, in a month, no less than a drachma towards torches,

So that in fact everyone says as they go out in the evenings,

“Don’t buy a torch, boy, since the light of the moon is so fine.”

And she says she does you other benefits, but you don’t conduct your days
At all rightly, but you make a topsy-turvy commotion of them.

And as a result, she says, each of the gods threatens her,

When they’re cheated of their dinner and go off home
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Without having met with the feast calculated for the date.

As well as the fanciful image of the moon chatting to some clouds, this passage derives
humour by mocking the audience for their stinginess, much as Aristophanes will go on to
mock the chorus-leader in Wasps at 250-3 by having him reproach his son for using too
much oil. Once more in this passage we find that the humour is largely based on real
astronomical events, as at 615-9 the chorus seem to be referring to a discrepancy between
the years as they counted them and the lunar calendars, and then imbuing this historical

fact with divine significance.

Festal Day Slacking 620-6

k@0 dtav Ovew 5én, ctpeProdte kol Swcalete: 620
TOALGKIC & HUDV dydviev TdV Bedv dnactiav,

nvik’ av tevlduev §j 1ov Mépvov’ §j Capmndova,

cmévded’ DpEic kol YeAdT " avd’ GV hayov YrépPoroc

ThTeC igpopuvnpovely, kmeld’ Ve  MUGV TOV Bedv

TOV CTEQAVOV AONPEON" naAlov yap odtme gicetor 625

KOTO ceMvnV @c dyew yp1| tod Pilov tac nuépac.

And when you should sacrifice, you’re torturing or litigating; 620

And often when us gods are fasting,
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When we mourn Memnon or Sarpedon,

You are pouring libations and laughing. Because of this, when Hyperbolus

Obtained by lot the role of hieromnemon this year, he was then by us gods

Robbed of his wreath, so he will know better

That he ought to lead the days of his life according to the moon.

The chorus go on to impute the Athenians’ typical litigiousness, which comes at the
expense of disregarding traditional religious festivals. They go on to explain how
Hyperbolus lost his wreath after being made hieromnemon: presumably this wreath was
blown from his head during a ceremony, and in the text world constructed in the
parabasis, where every change of weather or astronomical event is imbued with divine
significance, this real event is made to be a purposeful slight to the politician. The humour
of this section relies to a certain degree on the recalling of an event that was no doubt
rather embarrassing to Hyperbolus, and therefore already somewhat humorous to his
detractors and others. Ostracised around 416, this attack on Hyperbolus is obviously in
humorous intertext to the eupolideans section of the parabasis (551-8), where attacks on

this politician are suggested to be old-hat and derivative.

5. Conclusions

In the Clouds parabasis, the Aristophanic persona is perhaps at his most alienated, and this
is partially a result of the guise which he adopts as a quasi-sophist, a misunderstood
intellect. As with Acharnians, the disjunct between what the protagonist seems to represent

(Dicaeopolis as anti-war, Strepsiades as anti-intellectual) and the representation of the
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poetic persona (Aristophanes as eager war adviser, Aristophanes as rarefied wit) creates a
broad structural ambivalence that does not allow for one dominant interpretation of the
poet’s attitudes to be reached.®? As with Acharnians, this has led scholars to confusion, in

the belief that the play lacks a coherent political message.

It would be more accurate, I submit, to see the play as calling upon the audience to
laugh at Strepsiades’ foolish knavery just as much as it encourages us to find humour in
the depiction of the poetic persona as a sophist with highbrow pretensions. Aristophanes
caters to the multiplicity of opinions that must have existed in the theatre audience, and is

sensitive to their differing perspectives, just as his persona pointedly refuses to be.

82 This is exemplified by the debate regarding the play’s ending with the burning of the Thinkery: Kopff
(1977) finds it disturbing while Davies (1990) sees it as ‘popular justice’; Segal (1969) recognises the arson
as both an act of liberation and destruction; Pirrotta (2016) 48: ‘Strepsiades’s revenge is nothing but a sign of
absolute desperation’.
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Bugging Out

The Cleon Obsession in Wasps and Peace

Oversized insects dominate the plot and imagery of Aristophanes’ next two plays, but Wasps and
Peace share more than that. There are many continuities in Aristophanes’ brand identity between
the two plays, and a striking similarity is the almost verbatim repetition of a passage in which
Aristophanes-as-hero slays Cleon-as-monster. The doubling down on his hatred of Cleon,
especially after the death in war of this prominent politician, functions to sustain his poetic brand,
and his stubbornness can also be seen as a humorous stance explained particularly well by

Bergson’s mechanical theory of humour.

In Wasps Aristophanes once again chooses a chorus of Greco-Persian Wars veterans, and
in satirising this group he must tread carefully to avoid causing offence. In this parabasis, the
confluence of three rather different aspects of the chorus identity — as veterans, as jurists, and as
wasps — means that humour is mainly derived from incongruities when these different scripts
collide, although humour is also found in the excessive nostalgia of the veterans with their well-

worn aggrandising rhetoric.

In Peace, Aristophanes triumphantly reprises his abuse of Cleon, luxuriating in the
politician’s death in such a way as to disingenuously take credit both for Cleon’s downfall, and for
the subsequent enactment of peace. After the autobiographical section, Aristophanes chooses not to
layer any more specific identity — political or otherwise — over his rather bland chorus of
Panhellenic farmers. While often the audience of an Old Comedy is treated in the parabasis to a
comic representation of some particular demographic or species, in this play the intra-narrative
identity of the chorus is neglected. Instead, the parabasis is dedicated to the mockery of particular
named poet komoidoumenoi. It is as if, since peace has been achieved to general approbation, there
is time to focus upon the aesthetic inferiorities of other poets, which alone blight the idyllic world

envisaged by this play.
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1. Speaking Il of the Dead

The parabases of Wasps and Peace have a lot in common besides familiar generic features, such as
the claim not to have levied his poetic success to procure sexual favours.' Continuity between
parabases is to be expected, as it is crucial to maintaining a coherent brand identity for the poet and
sustaining a dynamic narrative about his persona.” Notebly, Peace also quotes Wasps almost
verbatim, regurgitating a six and a half line section wholesale. Furthermore, the repetition of this
section — in which the central narrative is that of Aristophanes-as-hero slaying Cleon-as-monster —

chronologically straddles this politician’s death in war.

The repetition of the passage in Peace, with its depiction of the recently dead general as an
infernal monster, seems to contradict the generally respected concept of de mortuis nil nisi bonum.
Diogenes Laertius attributes the phrase, presumably proverbial, Tov teBvniota pr kakoloyeiv to
Chilon of Sparta, while Plutarch attributes the sentiment to Solon.’ Both thus give the thought
archaic origins, and even if we doubt these later attributions, the basic idea is echoed in Pericles’
funeral oration: Tov yap ovk dvta droc eimbev Exarvelv (Th. 2.45). Even if we accept that this
precept is not always respected in Old Comedy — as Frogs, or the fragments of Eupolis’ Demoi, for
example, suggest we should* — nevertheless, the triumphant mockery of a recently dead general,

previously a venerated hero of the polis, certainly risked striking an uncomfortable note.’

And yet, this may be exactly what the poet intended. As discussed in my introduction, humour
involving emotionally arousing subject matter, such as death and taboo topics, may generate a
greater payoff of humour because these topics create tension. The greater the tension, the more
energy the audience will release as laughter when given permission to stop vigilantly maintaining

their inhibitions, specifically here a sense of respect when discussing the recently deceased. To

'V, 1025-8, Pax 762-3.

2 See e.g. 37, 47 and 69.

*D.L. 1.3.70, Plu. Sol. 21.

4 Mockery of the long-dead Aeschylus and the still relatively warm Euripides dominates the second half of
Frogs. The four dead Athenian leaders central to Demoi’s plot must have been the subject of some mockery,
e.g. in fr. 110 Pericles is mocked for having bastard sons with an unsavoury woman.

5 Attempts at humour are ‘dualistic’ in that they typically risk a potential negative outcome (generating a
negative emotion such as embarrassment, outrage, or anxiety), while aiming for a positive outcome
(amusement and laughter): Granitsas (2020) 627.
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Cleon’s most loyal supporters, this humour may well have fallen flat,® but for the rest of the
audience, this irreverent humour is heightened by its potentially touchy subject matter. The poetic
persona not only refuses to avoid such topics, but joyously reprises his imagined confrontation
with Cleon. He even shifts the encounter from the third to the first person as if to assert maximum

ownership over the deed.

The inflammatory nature of the repeated section, which publicly exults in imagined victory
over a recently deceased public figure, also serves an overarching function relating to self-
characterisation: it influences the mental model which the audience, engaging in mentalising,
would construct of the poetic persona. His antagonism towards the politician is envisaged by the
persona as heroic encounters. In Wasps he becomes a new Heraclean cleanser of the land.” In
Peace he usurps the role of Bellerophon from the protagonist and refers to his own attacks upon
Cleon as fighting in defence of Athens and her allies,® and his innovations to theatre and its tropes
as ending wars,” which other comic playwrights wage.' In the latter play, the cumulative effect of
these references to warfare and securing peace is that the persona seems to bask in stolen glory, by
equating his poetic achievements to both the waging of war and the brokering of peace. By
restating his hostility to Cleon, an influential pro-war politician, whose posthumous absence from
city politics facilitated the brokering of the peace of Nicias,'" the poet’s persona seems to claim by
association to have been fighting for peace, staking triumphant claim to the historical peace that
was achieved. This co-opting of the brokering of peace is expressed also in the very name of the
play; about Aristophanes, it could be said that he woufjcar/mocacOar eiprvnyv, in the sense
‘composed Peace’, but the same phrase could also mean that he ‘made peace’, as in brokered an

end to war.'?

6 See section 2.3 in my introduction.

7 1fic ydpac thcde kabaptny 1043.

8 Pax 759-60.

9 1ovC GvtimdAovc. .. Katémavcey. .. molepodvtoac Pax 739-40.

107 e. the war on slaves’ ribs: u@v vetpryic gicéBolév cot | gic Toc mhevpic ToAAR ctpatid KadevSpotodunce
70 v@ytov; 746-7.

' Th. 5.16.1.

12 Cf. Th. 1.40.2: &l coppovodct, mOAepov Gvt’ eipfivne mowcet.
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The repeated section is also striking as a missed opportunity for creativity. Given the
opportunity to present fresh material on the civic stage, repetition seems a counter-intuitive choice
on the face of it. Why not showcase the creative vision which the poet’s persona repeatedly claims
to possess?'* Two answers spring to mind. Firstly, the dogged pursuit of Cleon, even after the
politician’s demise, is important for the poet’s brand. Criticism of Cleon had been a key
characteristic of the poetic persona in every earlier extant play,'* and is attested in lost comedies as
well."” The connection of poet and politician allowed Aristophanes to make his poet persona
memorable, giving it notional relevance to the city’s political life and defining himself in relation
to the most successful politician of the era. This would function much like when Chevy Chase
invented a relationship between himself and Gerald Ford as a long-standing joke on Saturday Night
Live during Ford’s presidency.'® On this side of the pond, an invented encounter between Stewart
Lee and David Cameron serves as a parallel, when the comedian claimed that he was forced by the
future prime minister and the rest of the Bullingdon Club to drink vomit from a champagne bucket
at a May Ball in Oxford.'” Such fictionalised connections have great comedic potential, allowing
for the comic to create a personal narrative involving an already famous figure. The benefits are
clear. So is the literary precedent, for the desirability of entering a velkoc with a well-known figure

can be observed in the conflict between Archilochus and Lycambes, or Hipponax and Bupalus.'®

Secondly, the obstinacy of the poetic persona showcased in his gloating reprisal of the lines
in question is itself a driver of humour. A mentalising audience member recognises the poet as
obsessed to the extent that he risks being offensive, effectively dancing upon the grave of the
recently deceased general. Obsessiveness as a generator of humour can be understood particularly
well by reference to the humour theory of Bergson. According to his ‘mechanical’ theory of

humour, laughter is caused when someone is perceived as demonstrating behaviour that is too

3 E.g. Nu. 547-8, V. 1044, 1053-4.; Innovation is surely also implied by his disavowal of hackneyed comic
tropes at Nu. 538-43, Pax 739-48.

4 Ach. 659-64, Eq. 510-11, Nu. 549-50.

15 For Babylonians (427), see £ Ach. 378, X Ach. 503, Proleg. de com. XXVIII Kost. 19-21; for Farmers
(424-422) see X Eq. 963alll; for Merchant Ships (424-421) see Hyp. Pax A3.

16 For discussion of this, see Rosen (2010) 235.

17 Hanning (2014).

18 Rosen (1988, 2013). See also section 5.3 in my introduction.
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mechanically rigid, rather than appropriately adapting to the circumstances in which they find
themselves. This can be quite literal and physical, as when someone fails to adjust their gait and
trips upon an obstacle, or it can refer to inappropriate social behaviour. In this latter case, laughter
acts as a sort of ‘corrective’ to behaviour that is too rigid, and therefore inappropriate.'’ This
theory, though semi-influential, has generally been deemed too narrow to constitute a universal
explanation of humour. Nevertheless, it is particularly apt in this case, where the poetic persona
continues inflexibly to wage his personal vendetta, even when Cleon-bashing is not socially
appropriate. This mechanism for humour may be an atavistic reflex which encourages adaptation
of behaviours, and increases social cohesion through the policing of others’ anti-social behaviour,
but in this context the laughter of the crowd at Aristophanes’ persona will hardly embarrass the

poet to ‘correct” his behaviour. Laughter at the persona’s expense is his goal.

With Cleon’s death, the poet loses the potential for fresh material on the topic. Peace is the
last extant and full autobiographical parabasis, but it is not the case that, without Cleon, without the
politician around whom Aristophanes had built his own comic persona, the poet abandons the
autobiographical parabasis altogether. Later parabatic fragments show the poet discussing
plagiarism and the comic craft, through his chorus or in the first person.”” So Aristophanes’
autobiography soldiers on without Cleon, and manages by and large to let the politician go: the
poet only mentions him twice, briefly, in later plays.?' Peace’s parabasis is the last (sustained)
hurrah for Cleon-bashing. For Aristophanes, the recapitulation of victory over Cleon clearly held

such appeal that the poet was willing to forego the chance to display innovation or creativity. And,

19 Bergson (1911) 21.

20 In Ar. fr. 30 (Amphiaraus, probably 414 — see Hyp. Av. A5 29-30) the poet acknowledges in anapaests that
he is doing something archaic (apyaiov t); fr. 58 (4nagyrus, probably after 417) alludes to Eupolis
plagiarising his work (éx 8¢ tfic €ufic yhovidoc tpeic anAnyidac mowdv); frr. 264-5 (Danaids, date uncertain)
are parabatic and discuss the practices of early comic performers: Spelman (2021); fr. 347 (the lost second
Thesmophoriazusae c. 415-406) discusses the poetic style of Crates, as at Eq. 537-40, and refers to the play’s
director explicitly (dc pnecw 6 diddckaroc... fr. 348).

21 Nu. 549-50, 581-6, 591-2, which in its revised form dates to c. 419; Cleon is glimpsed up to his old
litigious tricks in the Underworld at Ra. 569-78. Cleon may potentially be referred to in fr. 303 (Dramas,
date unknown).
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in another sense, the choice to repeat the section was itself a daringly creative one, and new

meaning is breathed into the passage in Peace by the very changed circumstances that surround it.

2. Comic Stingers

The Wasps’ autobiographical section of the parabasis, the anapaests, is tonally similar to that of the
Clouds. The poet’s apparent irritation at the original Clouds’ third place ranking is certainly
present, but just as for the revised Clouds’parabasis, it is more profitable to treat this indignation as
a poetic and comic stance, rather than a genuine reflection of emotion.?? The antagonistic stance
taken towards the audience facilitates humour primarily at the expense of the delusional,
embittered poet. His delusions mean that he inhabits a different world than his audience, and the
way in which his diverges from theirs can be a source of great humour. In particular, the persona
enacts a reversal in the natural relationship between poet and audience, by blaming them and their
skill as judges for Clouds coming third. Of course, this is not to say that the poet persona is entirely
alienated from the audience, and Cleon also finds himself the subject of targeted disparagement

humour.

In the epirrhematic syzygy, the rhetoric of blame continues. It concerns the identity of the
wasp-heliasts, who happen also to be veterans of the Persian Wars. Hence, the syzygy becomes a
character portrait of a particular known and recognisable demographic of Athens, comically
transformed into a vespine hybrid. Much of the humour of this section derives from incongruities,
as the Marathonomachoi script collides with that of the insect world. The advanced years of the
speakers occasion humour in the same way as was found with the Acharnian Persian Wars veterans
in Acharnians: a sort of pathetic Schadenfreude at the expense of their senility, and on the other
hand a striking contrast between them and the dissolute behaviour of the younger generations.*
The Marathonomachoi were probably an appealing target for disparaging humour, because praise

of their unparalleled, unparallel-able glory must have been an ever-present strain in Athenian

22 See pages 129-30 from my Clouds chapter above.
23 See section 3 of my chapter on Acharnians.
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discourse.** No wonder, then, that Aristophanes is fond of mentioning the battles himself, in this

and other plays.”

In Wasps’ epirrhematic syzygy the old men dance in comical costumes, and thus light fun
is poked at the Marathonomachoi, who are apparently unable to move on mentally from their
military pursuits and overwhelmed and exploited by the systems that dominated contemporary life.
In this last aspect they particularly resemble the old men of the Acharnians parabasis.” Some
among the younger generation must have enjoyed this humour targeting the veterans, given that
they were raised in an atmosphere where the virtue of their elders has reached an enviable, almost
legendary status which they felt they could never attain. On the other hand, the Marathon veterans
must have been earnestly revered by some, and so mockery cannot go too far without offending a
portion of the audience. Acharnians mitigates this risk by balancing mockery of the old with that of
the young, while here in Wasps, the humour revolves around the collision of vespine and veteran
traits. By layering the identities ‘wasp’, ‘heliast’ and ‘Greco-Persian Wars veteran’ one on top of
the other in the form of the choreuts, Aristophanes occasions a multitude of humorous
incongruities. While the audience are encouraged to laugh at the Marathonomachoi in a basic
sense, and the poet therefore harnesses the emotional power of, for example, a young audience
member’s sublimated hostility to these doddering darlings, and uses it to reinforce the impact of his
humour, there are only fleeting moments when he seems to encourage us to laugh at the veterans

qua veterans.

24 At Eq. 781-2 the Sausage-Seller addressed Demos as ¢ yép, dc Mrdoict die&ipico mepi tfic ydpoc
Mapab@dvt, | kol vikricac uiv peydioc gyylmtrotuneiv mapédmiac. Clearly, politicians applied themselves
to the creative and competitive eulogization of the Greco-Persian Wars with industry.

2 B.g. Eq. 178-85, Nu. 985-6. Carey (2013) 124 notes too that the memory of Old Comedy, broadly in line
with Thomas’ (1989) 283 observations on the nature of family and polis history, spans roughly three
generations, and also seems to undergo the ‘hourglass’ effect whereby the present and more distant past are
emphasised, the intervening years largely ignored.

26 Ach. 676-702.
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3. Wasps

Uncountable Masses, Pay Attention 1009-14

0L’ ite yoipovtec dmot foviech’.

VUEiC 8¢ Témc, 1010
® poptadec avopibuntor,

VOV & péAovt’ €0 Aéyecon

un méen eavAwc youdal’

e0A0Peiche.

TOVTO YOp cKou®dv Oeatdv

€CTL TACKEWV, KOV TPOC DUDV.

Now go, rejoicing, wherever you want!

But meanwhile you, 1010
Oh countless thousands,

Be careful that what is now

About to be spoken well

Does not fall lightly to the ground.

Because this sort of thing happens to

Foolish spectators, not to you.
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This kommation is typical in form, and typical also in that it describes the departing characters as
yaipovtec.”” Here, the description is rather out of place, as the chorus’ enthusiasm ‘stands in ironic

contrast to Philocleon’s feelings in particular.’*®

The kommation sets the tone for the coming parabasis well, by stressing, rather
patronisingly, the need for the audience to pay close attention. The description of the audience as @
popladec avapifuntot (1010-11) is poetic. It cannot be attributed to any poet in particular, but is
quoted also by Plato.?’ The exaggerated size of the audience combines with the poetic tone of the
phrase to conjure a tone of grandeur, as does the primarily epic resonances of yapdZ’ (1013). The
desire not to have one’s words fall pavAiwc youdl (1013) draws on either an image of ignored and

uneaten fruit, or from the image of martial archery.*

The call for the audience to pay attention viv may be read as patronising, bordering on
insulting, and ‘the fact that he feels the need to issue the warning in 1011-12 may already suggest
sarcasm.”' Certainly there is something jarring about the combination of, on one hand, the chorus
deeming it necessary to remind the audience to pay attention and the abuse of the audience by the
poet which will shortly follow (1015 ff.), and on the other hand, the description of the audience as
not ckoudc (1013-14). Further, although Starkie says that wécygt is ‘almost = moteiv’,** the choice
of mcyew surely suggests passivity, as if should the audience fail to listen carefully this time, that
would not be precisely their fault either. The combination of flattery and insults directed at the

audience is of course characteristic of the parabasis, and the slight antagonistic hostility fostered

encourages the audience to find fault with the poet’s speech to come.

The phrase xov npoc du@V is delayed to the end as a sort of comic beat, a surprise twist

towards flattery. At the same time, the flattery is contingent on their paying proper attention to this

2 Eq. 498, Nu. 510, Pax 729.

28 Biles & Olson (2015) ad loc.

2 Tht. 175A, Lg. 804e; Smp. 175¢ exaggerates when it says the theatre audience exceeded 30,000.

30E.g. P.0.9.11-12, P. 6.37, 8.93, N. 4.40-1. Pindar will continue to be a point of comparison throughout the
anapaests, as later this possible archery imagery will be replaced with chariot racing (1022, 1050), another
image familiar to us from Pindaric epinician.

31 Biles & Olson (2015) ad loc.

32 Starkie (1897) ad loc.
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parabasis, and not letting it fall fruitless to the ground. This rhetorical manoeuvre enacts the same
kind of stratification of the audience into the clever ones, who get Aristophanes’ work, and the
foolish ones, who do not, as was encountered already in Clouds,* and will recur at 1048-50. Abuse

of the audience on the grounds that they judge wrongly was not exclusive to Aristophanes.**

Aristophanes’ CV 1015-29

VOV olte, Ae®, TPOcEyETe TOV VOV, elmep koBopov Tt PIAETTE. 1015
pépyachal yap toict Beataic 6 momtrc vov EmBupEl.

ad1ceicOon yap ercty TpdTEPOC TOAL™ ADTOVC ED TETOMKAOC

TA PEV 0L QavEPDC GAL’ EMKOLPAY KPLPONV ETEPOLICL TTONTAIC,
puncapevoc tnv Evpuxkiéovc pavteiov kol didvoay,

glc dAhotpiac yoctépac EvOuc KOPmOKA TOAAN YEachat: 1020
HETA TODTO O KOl Pavep@dC 01 KIvouveb®mv ko’ EaVTov,

00K GAAOTPi®V GAL’ oikelmv Movc@v ctopad’ vioyncac.

apBeic o0& péyac Kai Tyundeic mc oddeic mOmoT’ €V LUV,

0VK €kyoldcar pneiv Emapbeic 003’ dykdCat TO PPOVNUQL,

000¢ modaictpac TepIKOUALeE TEP®OV: 00O’ €1 TIC £pacTiic 1025
KOU@OECHa wadly’ £0vTod picdv Ecmevce TPOC AOTOV,

000eVI TOTOTE Pt TOECHAL, yvouny TV’ EY@v EMET,

tva Toc Movcoc oicty pfitot pr Tpooymyodc Amopivy).

33 Nu. 521-7, 561-2; see pages 137-46.

34 Cratin. fr. 360.1-2: xip’, & péy’ dypedyelme dpude toic niPdonc, | Thic fuetépoc copiac kpitic dpicte
navtov; the fickleness of the audience is also reproached in Cratin. fr. 25: étjciol yop mpocit’ del Tpoc Ty
TEYVNV.
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008’ dte mpdTOV ¥’ Npe Siddckety, avOphmotc pric’ émiéchan,

Now again, people, pay attention, if you really do love what is pure, 1015
Because the poet now wants to blame his viewers. Since he says

That he has been wronged, despite having done you much good before;

Some things not publicly, but providing help to other poets secretly,

When he mimicked the prophetic skill and faculty of Eurycles.

Slipping into the stomachs of others and pouring forth many comic lines. 1020
After this, he risked it openly on his own account,

Not using that of another, but harnessing his own Muses’ mouths.

And raised up as one of the greats, honoured like none among you ever was before,
He says he did not slack off nor swell up with pride,

Nor did he revel around the wrestling gym making passes at anyone, nor if 1025
Some lover urged him to satirise his boy-lover when he was mad at them,

He says he never did obey, but he was always reasonable in his opinions,

To avoid turning the Muses with whom he consorts into bawds.

Nor when he first began to produce, did he go after men,

Unusually, the typical call to attention of the kommation is renewed strenuously at the start of these

anapaests. The viv, repeated so soon after 1012, the emphatic iterative sense of adte, and the
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typically parabatic command mpocéyete tov vodv,*® combine to suggest the coryphaeus’ insistence,

to the point where it becomes antagonistic towards the audience.

Since xaBapdv can denote not just purity but also clarity and thus simplicity, ‘the mocking
implication that anything too complicated or allusive may baffle the generally none-too-bright
spectators’ may be detected.’® On the other hand, it may be better to understand the ancillary mep of
eimep as denoting scepticism (‘if really you love what is kaBapov’), and kabapdv as ‘pure’, ‘frank’
or ‘honest’. This makes the protasis a jab at the audience, since the sceptical tone suggests that the
coryphaeus is questioning the audience’s professed tastes. For this reading, kaBapdv Tt prhelv must
be a desirable trait to have, and therefore, a more positive meaning of kafapdv than ‘simple’/‘easy
to understand’ is needed. This alternate reading makes the chorus-leader subtly insulting, and much

like 1013-14 acts as a sort of challenge to the audience to prove themselves as spectators.

Once again, we find Aristophanes distorting what should be the natural dynamic of the
competition — that the playwright proves himself by impressing the audience with his creative
capacity and virtue — into its inverse — that the audience should prove themselves to the playwright
by impressing the playwright with their interpretative capacity and virtue (by voting for his play).
This interpretation appeals for two further reasons. Firstly, this reversal of dynamic, whereby the
public has disappointed their poet, rather than the poet disappointing his public, continues in lines
1016-17, and is also obviously consonant with the tone struck in the revised Clouds’ parabasis.
Secondly, understanding xaBapdv as connoting purity creates a greater sense of continuity
throughout the parabasis, since the playwright will go on to style himself as a Heraclean purifier of

the land.

And so, at 1016-17 the poet makes explicit the idea that the audience has let him down,
and not the other way around. His claim to have done the people much good previously likewise
finds comic point from the disparity between the world envisaged by the poet and the real world

which it takes as an input: for in fact, the relationship must generally have been categorised the

35 Cf. Eq. 503, Nu. 757, Av. 688.
36 Biles & Olson (2015) ad loc.
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other way around — the comic playwright obviously stands to benefit from the favour of the
audience. Such a slant, however, has precedent for this poet.37 To a mentalising audience member,

this framing may be identified as humorously delusional thinking.

In lines 1018-20 we hear of an anonymous period in Aristophanes’ career, illustrated
through the image of the ventriloquist, Eurycles. This passage has, alongside Knights 541-44 and
Clouds 530-32, generated much discussion about the poet’s career progression, and the perception
of his earlier plays as being the works of another.*® I have argued above that even in the case of his
earliest plays, Banqueters and Babylonians, which were produced by Callistratus, it is likely that
Aristophanes was publicly known as the de facto author, and that the suggestion that a particularly
new or young poet had to go through a period of anonymous apprenticeship is probably a comic
fiction designed to stress the poet’s modesty, level of training and ability, and relative youth.*” The
use of a producer may have simply been convenient, allowing the poet to focus on composition,

and the tasks anyway seem to require different talents.*’

Describing his eventual, reluctant foray into the combined writer-producer role, he
employs the metaphor of the Muse’s chariot, but surprisingly transforms the Muses from the
possessors or occupants of the chariot, into the horses that pull it. The image, co-opted from lyric,*'
is warped to degrade the importance of the divine Muses, placing them in theriomorphic
subjugation to the poet.** A subtle difference, but one that contributes to our sense of the poet’s
arrogance. Their mouths are driven (Movc@v ctopata vioyrcoc) by the poet, suggesting his
control of their mouths, and thus, poetry, but the image also fails: for reins, an audience member
would plausibly expect, are attached to a bit, and bits curb speech.”> The poet’s persona seems

unaware that his imagery is paradoxical or flawed in this way, and this must therefore, as well as

3T E.g. Ach. 633.

38 See section 1 of my chapter on Knights.

39 See pages 53, 86-90.

40 Pickard-Cambridge (1968 [1953]) 85.

1P, 0. 6.22-4,9.80-1; 1. 2.2, 8.61-3; B. 5.176-8

42 The image resembles Atossa’s dream at A. Pers. 189-98, where Xerxes yokes two women, representing
Asia and Greece. The Aristophanic persona’s actions here may be similarly hubristic.

43 Iphigenia’s gag at A. Ag. 235-8 which prevents her speaking to call down a curse upon her family.
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being a humorously inventive and warped image in its own right, constitute a case of the poet
persona mis-performing his role and showing up his imperfect control of his own speech.** This is

particularly ironic since the image was intended to illustrate the opposite.

Aristophanes’ claim in line 1023, that he was ‘honoured like none among you ever was
before’ has been taken as referring to successive competitive victories,*’ and perhaps even an
unparalleled achievement, either of having won both Lenaea and Dionysia of the same year,*® or of
winning the Dionysia of one year followed by the Lenaea of the next.*” Of course, it is not certain
whether a) Aristophanes achieved either such thing, or b) he was the first to do so. On the other
hand, if we take 1023 as a generalised assertion of unparalleled honour, we find the poetic persona
engaging in the braggartry familiar to us and proper to the parabasis, giving the lie to his claim to

modesty in the following line.

1025-8 has been taken as a swipe at Eupolis, or indeed as a response to an accusation
levied against him by Eupolis, but the exact manner of the inter-poetic trading of insults is
unclear.”® What is clear is that Aristophanes’ claim not to make his Muses into bawds is somewhat
undermined. For, as Biles and Olson points out, xpfjton has many meanings, and while the primary
intended meaning must be ‘use’ or ‘have dealings with’, ‘a sexual—and thus comically
undermining-sense may also be felt’.* To turn his Muses into bawds is apparently beneath the
Aristophanic persona, but to have erotic dealings with them himself, or, indeed, to turn them into

horses (1022), is not.

Aristophanes the Hero 1030-50

AL ‘Hpaxdéovc dpynv v’ Exav Toict peyictolc Emeyeipet, 1030

44 Cf. Ach. 655 with my discussion above.

45 Mastromarco (1979) 178; Halliwell (1980) 38.

46 As Neri (1994) argues, in 424 with Knights and Farmers.

47 1.e. he won in 426 with Babylonians and 425 with Acharnians: see Sommerstein (1983) xxix-xxx.
48 See Harvey & Wilkins (2000) 377, Storey (2003) 288-90.

4 Biles & Olson (2015) ad loc.
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Opacéwe Euctac e00VC An’ Apyiic aVT® TA KOPYAPOSOVTL,
00 dewvdtoron pdv an’ dpBuApdy Kdvwne dxtivec Elapmov,
EKOTOV 08 KOKAQ KEQOAUL KOAGK®V olpmEouévev ENMyUdVTO

nEPL THV KEQaMV, poviy 8’ elyev yopadpac Siedpov tetokviac,

QmKNC 8’ dcunv, Aapioc &’ dpyeic ATAVTOVC, TPOKTOV O KAUNAOV.

TO10VTOV 10V TEPOC 0D Prjctv deicac Katadmwpodokiicalt,

GAL vrep DUV €T Kol VOVI TOAEUET: PNCiv TE PET’ QDTOV
TOIC NTIOAOLC EMLYEPTICAL TEPLCIV KO TOIC TUPETOICLY,

01 TodC TaTéPAC T HYYOV VOKT®P KOi TODC TARTOVC GIEmVIyoV
KOTAKAMVOUEVOLC &V TOIC KOiTalc, €Ml Toict T dmpdypocty UMV
AVTOHOCIOC Kol TPOCKATCELC KOl LOPTUPIONC COVEKOAA®V,

MCT’ Avamnoay SeYaivovTac TOAAOVC MC TOV TOAEUAPYOV.
TOWOVY’ gvpbdvTeC dAelikaov Thc ydpac Ticde kabapty,
TEPVCIV KATATPODIOTE KAVOTATOC CTEIPOVT aDTOV dlavoiac,
0.C VIO TOD pun| yvavol kabopdc vpeic Emomceat’ avaldeic:
KOiTOl CTTEVO®V TOAA™ €Ml ToAAOIC Spvucty TOV Aldvucov

U TOTOT’ dpeivov’ Emn To0TOV KOUMOKA UNdEV’ AKoDCaL.
10010 P&V ovv 8cO’ Vv aicypov Toic um yvodewy mapoypipa,
0 8¢ o TIIC VOV YEIPOV TOPA TOICL COPOTC VEVOLLCTOAL,

€l TapeAahvmV TOVC AVTUTAAOVC TNV Enivolay EUVETPLyEY.
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But with the spirit of Heracles he attempted upon the greatest, 1030

Bravely right from the beginning standing up to the jagged-toothed one itself,

From the eyes of which the most awful rays of Cynna shone out,

And around whose head a hundred cursed heads of flatterers licked in a circle,

While the hound itself had the voice of a death-bearing mountain torrent,

The smell of a seal, the unwashed balls of Lamia, the asshole of a camel.

Seeing such a monster, he says that he did not take bribes in fear,

But still even now makes war on your behalf. And he says that after him,

Last year, he laid his hand upon the chills and fevers,

Who throttled their fathers at night and choked their grandfathers,

As they were lying in their beds, and against the easy-going ones among you

They glued together counter-oaths, summonses, and depositions

So that many in fear leapt up to the polemarch.

Finding such a guardian and purifier of this land,

You betrayed him last year, after he sowed the newest ideas,

Which you made fruitless by not judging clearly.

And yet, making many and many libations, he swears by Dionysus

That you have never heard better comic verse than this.

This is on the spot shameful to you who don’t understand,

But the poet has been thought nothing worse by the wise,

If in passing his opponents he crashed his purpose.

182

1035

1040

1045

1050



Lines 1030-7 are repeated in the parabasis of Peace at the City Dionysia of the following year, with
a few emendations as discussed below. In this passage the poetic persona imagines his productions
as the deeds of Heracles, cleanser of the land,*® and his enemy Cleon as a sort of Cerberus. In this
fantastical world dreamed up by the persona, Cleon becomes at times a Cerberus (1031-2, 1034),
at others Typhon with flatterers as snake-crown (1033),”" and then as a distorted chimaera (1035).
The identification of the poet with Heracles may be born out of comments made by his rivals that
Aristophanes was ‘born on the fourth day’, a proverb used of those fated to labour on another’s
behalf, used probably to poke fun at Aristophanes’ habit of staging his plays through producer.”
Possibly the direction of influence is the other way around, and his rivals adopted the identification
of Aristophanes with Heracles in order to stress not the heroic aspect but the idea that his work

benefitted another.>

There are various dynamics of humour at work here. Firstly, the combination of several
scripts, that of mythical monsters, combined with that of the contemporary politics, and also with
that of non-mythical animals, provide several moments of incongruity. kohdxwv in line 1033, for
example, is incongruous in this context of a hydra-like monster, deflating the intimidating picture,
and a similar effect is achieved by the chimera pictured in line 1035, where the choices of body
parts and of animals call attention to the monster’s stink and its genitals.>* In addition, the picture
drawn by the character confirms our impression of the poetic persona as an dAalmv who is so
hopelessly deluded that he views himself as an equal to the Greek hero par excellence. This self-
undermining is an important aspect of the comedy, since it makes it politically ambivalent: while
audience members strongly disposed against Cleon and his cronies would no doubt appreciate the
absurd distorted picture of them, the sense that the persona is delusional would make the humour

palatable to Cleon’s backers, as well. Cleon must have been popular among a sizeable portion of

50'S. Ti- 1012: Heracles describe himself as xo@aipmv many things by land and in the woods.

SUCE. Hes. Th. 824-6.

52 Amips. fr. 27; Aristonym. fr. 3; Sannyr. fr. 5. Welsh (1983). This is perhaps set up at 1018-20 by the
references to the poet ‘providing help to other poets secretly’, like the ventriloquist Eurycles.

53 Mastromarco (1989).

54 Cf. Hom. II. 6. 160-83; Hes. Th. 319-24.
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the audience.’® This faction of the comic audience would be more likely to pick up on, focus on
and appreciate the ways in which the poetic persona makes himself ridiculous, since this would
delegitimise his portrayal of Cleon, robbing it of its sting and going some way towards neutralising
what would otherwise be felt as an uncomplicated and earnest assault on their political beliefs and

identity.>

Aristophanes then goes on to heroize his production of the previous year, probably
‘O\kédec,”” in which clearly unscrupulous and litigious politicians were targeted (1040-41).
Mastromarco has shown that these lines (1038-42) continue the image of Aristophanes as Heracles
— for this hero has a connection to healing and medicine,*® and fimiadoc (‘fever’) is also the name
(with slight variations, HmdAnc and 'EgiéAtnc) of a giant whom Heracles slays in some mythic
traditions.” Clearly, the political invective that last year’s play involved is to be imagined as an
efficacious cleansing of the city — although modern studies of targeted political comedy give us
reason to doubt that such satire could have such a strong impact on politics.®” Nevertheless, the
Aristophanic persona goes on to blame the audience, who despite finding him an die&ixaxov...
kabaptrv, betrayed him after he sowed the newest ideas, rendering them useless by their unclear
judging (un yvéuo kabapdc). The sense is clear: the audience were to match the poet in being
kaBapoc, and their failure to do so, and to appreciate his innovations, was a betrayal. The reference
is to the failure of Clouds 1, perpetuating the persona’s pretence to misunderstand the fundamental

relationship between audience and poet.

Before the transitional pnigos, the poetic persona hits several familiar notes — his arrogant

belief that he produces the best comic verses (1047), the rhetorical stratification of the audience

55 Cleon is described as t@® te dfpo mapd ToAd &v 1 tote mbavdratoc by Thucydides during the
Mytilenean Debate (3. 36.6), and the historical debate occurred in 427. His success at Pylos/Sphacteria can
only have strengthened his political sway, and this very text suggests that even just his politically/legally
active followers constitute a great number: £ékoTov. .. kepatol koddkwv (1033). See my introduction section
5.3 for an analysis of the festival audience makeup.

36 See my introduction, section 4.1.

57 This on the basis of Hyp. Pax A3 30.

58 He was frequently called dAe&ixaxoc, and see Salowey (2002) for evidence of Heraclean healing cult.

39 Mastromarco (1989) 421-2; for the battle of Heracles and Ephialtes depicted on pottery, see Brommer
(1984) 79.

60 See my introduction, section 4.2.
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into those who get it and those who do not (1048-9), and the return to the image of the chariot,
which the persona turns out to have crashed (1050). In this last moment, an incongruity, as this
concept of ingenuity (énivoiov) appears suddenly amongst the chariot-racing script. Moreover, the
choice of the chariot crash caused by a risky overtaking manoeuvre tells us even more about the
persona’s state of mind: although an admission of Clouds I’s failure, the manner in which he failed

was heroic, born out of bravery and zeal rather than simply lacking power.

The Potpourri of Cleverness 1051-9

GAAQ TO AOUTOV TV TONTAV,

® Sarpoviot, Tode (nrodvac

KOOV Tt AEYEV KAEEVpICKELY

ctépyete LAAAOV Kol Bepomevete,

Kol To vorpato clecd’ avtdv, 1055
elcfadhete T° gic TaC KiPpwTovC

UETA TV PNMA®V. KAV TadTo TOH0’,

VUl 81" €Tovc OV ipatiov

olncet de&romnoc.

But in the future, good men,
Love and cherish more
Those poets trying

To say and invent something new.
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Preserve those poets’ thoughts 1055
And throw them into chests

With citrons. And if you do this,

Then the whole year through your cloaks

Will smell of cleverness.

Capping the autobiographical segment of the parabasis, this whimsical pnigos centres around an
incongruity: the script collision between wisdom and its metaphorical preservation, and the
domestic preservation of household treasures alongside citrons (ufjAa) to infuse their clothes with
scent. These fruits, an import from India via Persia,’" are inedible but bright and pleasantly scented.
Intriguingly for the context in Wasps, citrons function much like lavender or cedar as natural insect
repellents,* although this benefit of pfjAa is not explicitly referred to here. The image pleasingly
suggests that after preserving the poet’s thoughts, the audience member will passively be imbued
with his cleverness (or the perception of it). The resolution of the incongruity is incomplete and
evolving since the points of comparison shift: the poet’s vorjuata are first conceptualised as
something to be preserved alongside fragrant bug-repellent, but come by the end to take on the role

of the pfjla instead, imparting a pleasing scent.

arxpon, aikipor, aikiportator 1060-70

® TAAoL TOT’ HvTEC NUEIC GAKIOL PEV &V Yopoic, 1060
GAxiol 8’ €v pdyouc,

Kol Kot’ o0TO ToDTO POVOV

61 Zohary, Hopf & Weiss (2012) 146.
2 Plin. HN. 12.15.
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Gvopec GAKIOTATOL.

npiv ot NV, Tpiv TadTO VOV &

olyETOL, KOKVOL TE TTOAL-

mtepar On aid’ EmavBodeotv Tpiyec.

GAAQ KAK TOV AeWWavmv Oel TdVOE pOuNV
VEOVIKTV CYETV: OC €YD TOOLOV VOUIL®
yiipoc eivor kpeitTov §| TOAAGV Kikivvove

VEOVIAV KOl CYTIL0 KEDPLTPOKTIOV.

We were once long ago valiant in the chorus,
And valiant in battles,

And in this thing alone

The most valiant men.

Once that was it, once it was. But now

It’s gone, and whiter than a swan

Do these hairs bloom.

But even from these remains we must

Hold onto youthful strength. For I think that

My old age is stronger than the curls

And wide-assed posturing of many young men.
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The strophic pair punctuating the epirrhema of the syzygy are mainly trochaic, a metre felt to
reflect movement as the chorus no doubt danced or processed around the orchestra, presumably

somehow imitating the manner of a wasp.

While the Acharnians parabases reveals the old men, who were introduced as fearsome
figures, to be deceptively vulnerable, the Wasps parabasis moves in the opposite direction. The old
jurors seemed vulnerable as they were led in by their sons at the start of the play (2301f.), but in the
parabasis we glimpse them (except in lines 1063-4) in their former glory. This former glory is
introduced as a theme initially with wistful nostalgia, expressed in the introductory lament of @,
the climactic tricolon dAxyot... GAkiot... dAkiumtarol, and the unnecessary repetition of wpiv — a
repetition typically confined to epic, and therefore adding a note of archaic heroism. At 1060, &
méhon mot” dvrec fusic dkipot loosely quotes a proverb, méhot mot’ feav dhkyor Mikctor,*
denoting lost prior strength. At 1063-4, with mpiv mot’ v, piv todto- viv & | ofyeton, the
repetition of npiv and the contrast with vdv is wistful, and an echo of it (intentional or not) can be
heard in Demosthenes’ Third Philippic when the speaker wonders about the patriotism that allowed
the Greeks to win the Greco-Persian Wars: ‘Once there was something, there was... which now
there is not.’fjv 11 t61", fjv... O vilv ook £ctv’.** Throughout this syzygy, the density of poetic
quotations and adaptations reflects the proliferation of literature and song commemorating the
Persian Wars. Additionally, a mentalising audience member may see the chorus as rather self-

congratulatory in the way that they have so thoroughly internalised the praise they have received.

Kot ovTo o1 ToUTo novov presumably refers to their stinger which was part of their
costume, as Xanthias points out at 420 (kévtp’ &govctv. ody Opdc & décmotas;). Some have seen this
instead as accompanied by a gesture towards their stage phalluses,*® on the grounds that the wasps’
stings are very much still in use at this stage of their lives.®® However, it might also be wondered

how practical and effective in iconographic terms a costume featuring both stinger and stage

6 Pl 1002, 1075.

%D. Phil. 3.36.

5 MacDowell (1971) ad loc., Sommerstein (1983) note ad loc.
% E.g. 223-7,403-55, 1113.
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phallus would be. Depending on the placement of the stinger, one could easily imagine that the
performers using gestures to make the stinger a stand-in for the phallus, in which case the idea of

declining sexual virility may still have been felt.”’

Indeed, the physicality and movement performed alongside the words of this ode seem
likely to have carried significant meaning, although of course discussion of it must remain
speculative. When they talk of the cyfjua (1070) of the youth, for example, they are no doubt
ridiculing their appearance in terms of dress or deportment,”® and a physical picture of their bodily
features is certainly built up by kikivvovc and gvpvrpoxtiav. On the other hand, cyfjua is a
technical term in ancient dance, and is most frequently mimetic.® It therefore seems likely that the
word would have been accompanied by a derogatory mimetic gesture or pose from the choreuts
themselves, mocking the dissolute young through imitation. This could be imagined much like the
description at 688 of Chaereas’ son earlier in the play as a peipdxiov... Katamvyov... | ®di dapdc,
drakvnBeic @ copatt Kol Tpueepavieic (‘With his legs spread like this, wiggling his body about
effeminately’ 687-8). Similarly, cyelv in 1065 may have been accompanied by some manner of

more energetic dancing, in imitation of the youthful vigour they aspire to maintain.

The abuse of young men for effeminacy and engaging in passive homosexuality is
widespread in Old Comedy,”® and here the targeted hostile humour is balanced by the
Schadenfreude evoked by the old men’s frailty. The verb énoavOéw (‘bloom”), for example, clashes
paradoxically with the white hair it takes as object, while the idea of the swan (kvxvov 1064) turns

the ode itself into a piteous swan-song.”'

67 Reckford (1977) 306-7 sees a connection between sting and virility, concluding that ‘the stings in it
evidently stand not just for anger, but for anger as a sexual surrogate.’

68 Biles & Olson (2015) ad loc. ‘the nauseatingly fastidious, stylish attire of the city's 'youngsters' or the
disgusting manner in which they pose, primp, and sashay about (1170, 1210; cf. 688 n.).”
 Bocksberger (2021).

E.g. V. 466.

L Cf. A. Ag. 1444, Pl. Phd. 84e-5a.
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The Attic Wasp 1071-90

&l Tic VUMV, @ Osatai, THY UV iSmdV evCLY
glto Qowpdlet p° OpdY PECOV SlECONKMOUEVOV,
fTic NUAv éctiv N “mivola thc &ykevrpidoc,

¢

padioc &yd S186Ew, “kdv dpovcoc | T TPiv”.
gcpév NuEic, oic TpdcecTt TOHTO TOVPPOTVYIOV, 1075
Attikol povot dikaimce yyeveic antoybovec,

AVOPIKATUTOV YEVOC Kol TAEICTO THVOE TNV TOAV

oeeMicav v pdyoucty, Hvik’ A0 6 BapPapoc,

@ KOmv® TOHEOV Aracay TV TOAY Kol TUPTOADV,

E€elelv NUDV pevowv®dv Tpoc Piav tévOpnvia. 1080
ev0émc yap Exdpapovtec “Evv dopi ELv dcmtion”

guoyopecd’ avtoict, Bopov d&ivny menmroTec,

cToc avnp map’ vop’, V1’ dpyfic TV xeAOVNY EcBimv-

1o 88 TdV ToEgvpdtmv ovK [V ideiv TOV 0VpavoV.

AL dpme €mcdpecha ELV Beoic Tpoc Ecmépav. 1085
YAQDE yap UGV Tplv payecHal TOV cTpatov S1ETTATO.

gita 8 eimdpecHo Buvvalovec gic Tovc Buidkovc,

o1 &’ E€pevyov Tac Yvabovuc kai Tac OQPIC KEVTOVUEVOL:

dete Topd toic BopPipoict mavtoyod kol vV ETt

unodev Attikod KoAeicHatl coMroc AVOPIKATEPOV. 1090
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If one of you, oh spectators, looking at my nature

Then marvels upon seeing me wasped-through at the middle,

What the point of our sting is,

I shall easily teach him, “even if he be museless before.”

We, who have this rump attached, 1075

Are the only truly native earth-born Attic men,

A most manly race and which helped this city most

In battle, when the barbarian came,

Filling the whole city with smoke and setting it ablaze,

Wishing by force to drive us out of our hives. 1080

Immediately running out “with spear and shield”

We did battle with them, having taken a swig of acrid spirit(s),

Standing man to man, biting our lip in anger.

One couldn’t see the sky for all the arrows.

But all the same, with the gods, we pushed forward till evening, 1085

For an owl flew through our host before doing battle.

And then we pursued them, harpooning them in the trousers,

And they fled, stung in their jaws and brows,

So that everywhere among the barbarians, even now,

Nothing is called more manly than an Attic wasp. 1090
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The symbolic significance of the vespine qualities foisted on the Marathonomachoi is explicitly
discussed, point by point, and it is precisely the clash between the Greco-Persian Wars script with
the script of wasps which is the comic point of the piece. The voice of the wasps as elders, with
poetic pretensions, is developed throughout as well. The overblown and oft-repeated rhetoric
surrounding Athenian achievements in the Greco-Persian Wars is mocked in Aristophanes
elsewhere.’” Here the same effect is achieved through the density of poetic quotations in their
speech, which stresses the status of their achievement in war as worthy of being immortalised in

song. It also suggests their own poetic mastery.

ik’ A0 6 BapPapoc at 1078 adapts a fragment of Xenophanes referring to the Persian
conquest of Ionia in the mid-sixth century, in which the poet asked ‘What age were you when the
Mede came?’” Similarly, at 1081 £bv Sopi Evv dcmidt is lifted from a description of Ares in a tragic
fragment.” Biting one’s lip as an expression of determination is found at 1083, but also in Tyrtaeus
and in Homer.” The idea of the Persians being harpooned like fish (Quvvalovtec 1087), finds
precedent in Aeschylus,’ although the scurrilous specification that it was in the GvAdxovc (‘sacks’,
slang for ‘trousers’) is Euripidean.”” They claim didactic and poetic mastery in a patronising tone at

1074, quoting another line of Euripides: padinc éyo 3184Em, “kav éuovcoc 1 10 mpiv>’™

, and they
frequently use the poetic -uecOa ending for 1% person singular verbs (dpoyopecd’ 1082, EmcauecOa

1085, eindpecHa 1087). These densely packed quotations, and their own personal pretensions,

suggest to the mentalising audience member that the chorus leader feels as if, by virtue of their

2 See chapter two on Acharnians above, particularly footnotes 34 and 35.

73 Xenoph. 21 B 22. 5 (Diels and Kranz) mnhixoc 11c0', 60' 6 Mfidoc dpiketo;

4 Achae. Momus Apnec 6 Anctriic v dopi EOv dcmtidt TrGF 20 F 29. Cf. A. Ag. 111 where the Greek
expediton is sent to Troy &ov dopi kal yepi Tpdxtopt, and is mockingly trotted out as typically Aeschylean at
Ra. 1289.

5 Tyrt. fr. 10.32 (West), Hom. Od. 1.381, 18.410, 20.268.

76 A. Pers. 424-6.

"TE. Cyc. 182.

8 A scholion identifies this line as being from Euripides’ Stheneboea (fr. 663), quoted elsewhere in Plato
(Smp. 196¢) and Plutarch’s Moralia (405¢e, 622¢, 762b). The context of this play’s narrative arc, and the
clause which precedes the quoted clause (momtrv &’ dpa | "Epwc diddcket,), do not add obvious point to this
choice of quote. Presumably the phrase was in popular circulation, and perhaps there is a sense of patronising
contempt in the idea of being called dpovcoc.
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frequent poetic memorialisation, they have become poets themselves. So often have they been
eulogised in verse that they have taken on the very language of poetry to describe themselves. This
speech functions both to memorialise their exploits, just like the quoted texts embedded within it,
albeit with a comic twist, and at the same time to parody this very endeavour, and the arrogance

that it has produced in the memorialised subjects.

The chorus also displays pride in explicitly laying sole claim to the prized Athenian value of
autochthony (Attwcoi pévot dikaicmce &yyeveic avtoybovec 1076). The self-description as
aAxipumrtarol from the preceding ode (1062) finds development in the idea of them as an
avopikatatov yévoc (1077), which they return to at the end of this epirrhema (unogv Attikod
kaAelcOon conkoc avopikmtepov 1090). The description of the wasps as avopikdTaTov yévoc at
1077, and the assertion at 1090 that nothing is dvdpikdtepov than a wasp is clever wordplay. While
on one level dvopikdc is simply a colloquial Attic alternative to the more elevated dvdpeioc, on
another level the derivation of the word from dvrp, combined with its use of creatures whose
wasp-like nature is the subject of discussion, makes it a humorous incongruity. On the other hand,
this self-description also expresses the self-importance of the wasps, and their pride no doubt found

humorous contrast with their less decorous comic costume.

As already mentioned, the Marathonomachoi made a fruitful but risky subject of mockery. The
impact of the success of the combined Greek forces on the political landscape of the fifth-century
should not be understated, and they were memorialised like heroes.” On the other hand, their
unsurpassed, unsurpassable achievement and its omnipresent eulogy may have started to grate
upon the younger members of the polis. By mapping other levels of meaning onto these old men —
their hybrid vespine nature and their identity as entrenched heliasts — Aristophanes grants his
audience the license to laugh at these men, without the laughter being directed at them as veterans
of the Greco-Persian Wars, per se, and thus mitigating risk of offence. The light-heartedness of the
absurd blending of scripts also allows the poet to invoke a highly emotionally arousing topic to

his advantage. The wasp imagery is embroidered onto a well-worn (threadbare perhaps, or merely

7 Braun (2023) describes the phases of memorialisation of the Battle of Marathon.
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well-loved), tapestry of scenes from the wars. The alterations produce humorous incongruities,
softening with its absurdity the wars’ horrors, like the razing of Athens, which is turned into a
scene of pest fumigation (1078-9, cf. 459-60), and piggybacking on the emotional exhilaration of
their victories in battle (1081-8). There is also a sense that the veteran wasps may be losing their

memory, which is now somewhat imprecise, as they seem to blur several battles into one. *

Martial Rowing, Courtroom Rows 1091-1101

apo Sevoc 1 160°, dete todto un Sedotcévan,

Kol KOTECTPEYAUNY

Tovc &voavtiove, TAEWV €-

KEICE Taic TP PECLY;

o0 yap N Huiv dmmc

pficty €0 AéEetv Epéddo- 1095
UEV TOT OVOE CUKOPAVTICEW TV

@povTic, AL’ dctic €pétne Ecott’ dpictoc.

TO1yapolV TOAAAC TOAEIC MNd®V ELOvTEC

aitiotatol pépechat TOV pOpov dedp’ 1100
€CLLEV, OV KAETTOLCLY Ol VEDTEPOL.

I was terrible then, so I did not fear this,

80 1078-9 refers to the Persian destruction of Athens in 480-79; the battle described at 1081-8 most resembles
the battle of Marathon in 490, particularly in the description of fleeing Persians (Hdt. vi. 102—14; cf. 1087—
8); the idea of the Persians’ arrows being so numerous as to block out the sky (1084) is normally related in
connection with Dieneces’ witty response to the warning before the battle of Thermopylae in 480 that they
would fight in shade (Hdt. vii. 226. 1-2); and the detail of the owl flying through the Athenian forces (1086)
seems to be from the sea battle of Salamis (Plu. Them. 12. 1).
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And I threw down

The enemy, sailing there

in the triremes.

We did not then have any thought

Of how we should deliver a good speech 1095
Or denounce someone,

But of who would be the best oarsman.

Thus, having taken many cities of the Medes,

We are most responsible for the receipt of the tribute, 1100

Which the younger men steal.

The manuscripts preserve 1091 as dpa Sewvoc §) 00", dete mhvra un dedoucévar, (‘Then I was
fierce, so I did not fear everything’), but this seems likely to be a corruption. I adopt Wilson’s
emendation of just mévta to Tavrta, ([so that] ‘I did not fear this’) but the original, in that it

undermines the speakers through understatement of their bravery, also has its appeal.

In this antode, the theme of the Greco-Persian Wars continues unabated, the wasp aspect of
their identity recedes, and the theme of shifting values across generations becomes prominent. The
wasps still seem somewhat imprecise in their statements about the war: as Biles and Olson point
out, the idea of competing to be the best oarsman ‘transfers the traditional competitive drive for
heroic honour and reputation... perhaps still appropriate to hoplite-fighting, to a sphere in which it
has no place, since rowers must work as a team, with each man matching his movements precisely

to those of everyone else.”®!

81 Biles & Olson (2015) ad loc.
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Judicial Drones 1102-1121

ToAloyT| ckomodvtec Nudc gic aravd’ gbprcete

TOVC TPOTOLC Kol TV dlontav cenéiv Eupepectdrovc.

TPATO, PLEV YA 0VOEV NUAV DoV Npedicpévov

HaAAov 0EH0VUOV ECTV 0DOE dVCKOADTEPOV: 1105
glto TEAL Spota mhvta conél pmyavodueda.

EuAdeyévtec yap kab’ Ecpovc demep eic avOpnvia,

ol pgv Hudv odmep Bpywv, oi 8¢ mapd Todc Evdeka,

01 8’ &v @deie Sucdlove’, dde Tpoc Toic TELKioNC 1110
Euppepocpévol Tokvov, vevovtec gic v Yijv, LOAC

demep ol CKOANKEC €V TOIC KLTTAPOLIC KIVOVUEVOL.

gic te TNV dAANV dlontdy écpev dmopdTATOL.

TOvVTO Yap KevToDuey Gvopa kdxmopilopev Biov.

GAAG YOp KNeTivec UiV gicty Eykadnpevol

00K £YOVTEC KEVTIPOV, Ol LEVOVTEC UDV TOD POPOL 1115
TOV YOVoV katecHiovcty 0O TOAOT®POVLEVOL.

0070 &’ €T’ GAyicTOV MUV, TV TIC ACTPATEVTOC BV

EKPOOT] TOV HcBOV HUdV, ThcdE Tiic ympoac Drep

UNTE KOTNV UATE AOYYNV UNTE QAVKTAUIVOY AAPOV.

GAAG pot HOKET TO AOTOV TMV TOMTAV EPPporyL 1120
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OCTIC GV U1 "y TO KEVIPOV UT) PEPELY TPLDPOAOV.

Examining us from many places and in every way, you will find us

Most like wasps in our habit and life.

First, no animal, when angered, is more

Sharp-tempered or difficult than us. 1105

And then, we devise all other things most like wasps.

For gathering together in swarms just as into hives,

Some of us judge where the archon is, others in the court of the Eleven,

And some in the Odeon, so thickly packed against the walls,

Bending to the ground, hardly moving, 1110

Just like grub-worms in their cells.

In the rest of our life we are most inventive,

For we sting every man and provide a livelihood.

But there are drones sitting among us

Not having a sting, who wait for the offspring of our tribute 1115

And eat it up, not going through any of the toil.

This is most painful to us, if someone who was never a soldier

Slurps down our pay, never in service of this country

Taking ahold of an oar, a spear, or a blister.

But in short, it seems to me that from now, those of the citizens 1120
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Who don’t have a sting shouldn’t take three obols.

While the epirrhema splices wasps with warriors and manages to gently mock the elderly veterans
while playfully evoking the glory of their achievements, here the scripts that collide are primarily
of wasps and the Athenian legal system, at least until the motif of martial valour recurs towards the
end of the antepirrhema (1118-21). When mapping wasp traits onto the old men as heliasts, the
picture becomes less flattering. Nothing is more 0£06vudv (‘sharp-tempered’) nor dvckoAdTEPOV
(‘more difficult’ 1105) than them. The out-group receiving mockery at 1102-1116, that of the
passionate and professional juryman, was no doubt important for the democratic machinery of the
polis, but received less public reverence than the Greco-Persian Wars veterans. This seems clear
from the criticism which is levied against the lawcourts — and in particular, the way that politicians

sought to harness them for personal gain — throughout this play and elsewhere.

The passage continues with frequent incongruities resulting from the collisions of law-
court, wasp, and military scripts, and much like the epirrhema these incongruities are explained
one by one by the chorus leader. The old men are bad-tempered (1104-5), like aggressive wasps;
they plans things together by swarming as in hives (1106-7); the court and the Odeon are packed so
thickly with them that they resemble grub-worms in cells (1108-1111); they sting people

(judicially) to make a living (1113).

The antepirrhema ends with more targeted humour, this time against an even more
iniquitous out-group, those who have never served their polis in war and lack a sting as they serve
on juries. Although this group attracted the attention and ire of comic playwrights,* this
demographic was probably quite small, and individual audience members were unlikely to
psychologically identify with them, making this a safe out-group against which to level invective.

These men are mocked as stingless drones (1114-5), an animal already symbolic of idle parasites in

82 Eupolis wrote a ‘Draft-Dodgers’ (Actpdrevto) fir. 35-46; the Sausage-Seller accuses Paphlagon of
shirking military duty in an exchange of insults meant to parody that of political rivals: Eq. 442-4;
Cleonymus is singled out as seeking to avoid acting as a hoplite at Eq. 1369-72; Amynias is called feminine
for his draft-dodging at Nu. 685-93. For discussion generally, see Christ (2006) 45-87.
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Hesiod,® who drink down public pay (1118), and the antepirrhema ends with the emphatic
assertion: no sting, no public pay (1121). Here the idea of having a stinger comes to signify the
carrying out of military duty, whereas being a stingless drone is identified with draft-dodging. Thus

the last lines of the wasps’ speech is a resounding and witty assertion of widely shared civic values.

4. Peace

With the deaths of pro-war leaders Cleon and Brasidas at Amphipolis, tides were turning among
the Greek states.* Athens made peace with Sparta on favourable terms,* and won respite from
war. It is in this moment of immense change that Aristophanes produced Peace, which is
accordingly concerned with preserving the continuity of the poet’s brand and persona. It does so
most notably, with its remarkable act of prolonged self-quotation (752,754-9). It seems unlikely
that this sustained repetition would have gone unnoticed, since these plays were performed a little
over a year apart. This section, which has been altered sparingly, with one line added (751) and
with the shift from third to first person narration, has in a sense lost its dramatic point with the
death of the targeted Cleon. In another sense, however, the changed context following the peace of
Nicias that ended the Archidamian phase of the Peloponnesian War, has given it fresh meaning, and
the passage acts as a sort of vindication for the poet. Hubbard notes that ‘By this act of self-
quotation, Aristophanes reminds us that he was always against Cleon, and that the course of history
has now vindicated him.”*® Of course, the politician’s death in war was not a vindication of
Aristophanes’ opinion of him. And yet, the poet acts as if the public have digested his criticism,
recognised the true nature of the corrupt politician and removed him from power accordingly. This

simplistic equation of Cleon’s death with Aristophanes’ victory is encouraged by the poet.

In the anapaests, the poet uses clever phrasing to contrive to turn his (alleged) aesthetic

innovations on the comic stage into a form of martial victory and peace-brokering, and in this pro-

8 Hes. Th. 594-9; Op. 304-6.
8 Th. 5.16.1; Pax 261-86.

85 Andrewes (2008) 433.

8 Hubbard (1991) 150.
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peace stance, he has much in common with his protagonist, Trygaeus. This character, whose
initiative brings peace to the Greeks, is closely connected to the comic playwright himself. His
name, derived from Tpvydm (‘reap’, ‘gather’), characterises him as a farmer, but also suggests
tpvE, the ‘dregs’ or “‘unfermented wine’ which forms half of the portmanteau tpuy@dia, a name
used by Aristophanes to characterise his own artform as a bastardised version of tragedy.®” The
protagonist is therefore connected both to the poet via reference to the genre itself, and also to its
sibling genre.® Just as Acharnians features much paratragedy, so too Peace has extended
paratragic action, as the protagonist plays the role of Bellerophon, but with a flying beetle
replacing a flying horse. Returning to the parabasis, we see the poet reflecting the protagonist with
respect to this same hero of myth, as the chimaera-like monster of 758 (= V. 1035) puts the poet
persona in a Bellerophontic role as well. Thus, the poet adds new meaning to the repeated parabatic
section. Protagonist and poet reflect one another in their portrayals as paratragic heroes, peace-
bringers and the same could be said of their stance as enemies of the hated Cleon, since Trygaeus
too does not mince words when it comes to his dislike of the politician.* Most interestingly, at

647ff., Trygaeus commits a sort of comic praeteritio:
‘Eppijc todto 8 fv 6 Spdv
BupcommAinc.
Tpvuyaioc nade mod’, & décmod’ ‘Eppdi, un Aéye,
GAL EaL TOV 8vdp’ éxelvoy odmep EctT’ Elval KAT®:
oV yap Nuétepoc €1 Ect’ €kelvoc avnp dALa coc. 650
81T’ &v oDV Aéymce Exeivov,

kel mavodpyoc fv, 6t° &,

87 See pages 54-5, and Taplin (1983).

88 Dicaeopolis speaks explicitly of the genre he inhabits as tpuymdia at Ach. 500, and is also closely aligned
with the poet.

8 At 268-72 Trygaeus is glad that Athens has lost its pestle which churned up Greece; at 313-5 only Cleon
can be meant by the Cerberus who, though dead, might as a guard prevent the anabasis of Peace.
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Hermes

Trygaeus

Kol AGAOC KOl CUKOPAVTNC

Kol KOkNOpov kal TépaKTpov,

a0’ anagdmavta vovi 655

TOVC CEAVTOD AOO0pEIC.

It was the tanner

Who did this

Stop, stop, Lord Hermes, say no more!

Just let that man stay right where he is, down below.

That man’s no longer ours, he’s yours. 650

So whatever you say about him

— Even if he was a scoundrel while he lived,

And a bigmouth and a frame-up artist

And an agitator and a troublemaker —

All these names you’ll now 655

Be calling one of your own.

Trygaeus says we should let sleeping dogs (or dead Cerberi) lie, but cannot help himself from

rattling off a list of five insults to cap Hermes’ accusation in a climactic pnigos,”® nor can the poet

restrain himself from direct and sustained attack on the dead politician in the parabasis itself (753-

60). Here, the poet overtly signals an end to insults against the politician,”' but the inevitable

90 Usually a pnigos occurs in the parabasis and is spoken in the voice of the poet, so it is significant that
Trygaeus is given a pnigos, suggesting the close alignment of protagonist and poetic persona.
o1 Cf. Nu. 550, 584-94.
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resumption of this theme in the parabasis characterises the poet-persona as obsessed to a humorous

degree.

Once the Cleon-hatred is temporarily out of his system, the anapaests give way to a
strophic pair. This parabasis is heavily abridged, lacking epirrhema and antepirrhema in the syzygy.
Those missing passages are routinely devoted in other plays to the characterisation of the chorus in
their intra-narrative identity, and the humour is derived from this group’s mockery of others and
from their inadvertent self-undermining. Here, the Panhellenic chorus of farmers, by virtue of the
universality of their character, lack the sorts of quirks and foibles which recommend other groups
(the hippic class in Knights; heliasts in Wasps) for this sort of mockery, nor does the poet choose to
graft on a secondary demographic identity (as the Wasps’ heliasts are also Marathonomachoi; as the
female semi-chorus in Lysistrata can be seen to represent oligarchy and the male semi-chorus
radical democracy). Bereft of epirrhema and antepirrhema, the syzygy that follows is comprised
solely of an ode and corresponding antode, composed of dactylo-epitrites and iambic metres. Both
songs begin as adaptations of Stesichorus, using these lyric songs as a jumping-off point from
which to achieve a further comic end: the playful and creative mockery of supposedly inferior

contemporary poets.

Kommation 729-33

AL 101 yaipov- Nueic 6 Témc Taoe TA CKEVT TAPASOVTEC

Toic dxoAiovboic ddpEV coley, mc gidBact paiicta 730
TEPL TOC CKNVAC TAEICTOL KAETTOL KUTTTALEWY KO KOKOTIOLETV.

BAAGL QUAGTTETE TODT Avdpeime: fueic 8 am Toict Osortoic

fiv &xopev 060V Aoywv elnopev dca te vode Exet.

But go, rejoicing, and we meanwhile will put down our gear
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Giving it to the attendants to look after, since there are always 730
So many thieves lurking around the stage, up to no good.
But guard these things bravely: and we in turn will say to the spectators

The path of speech we have, and what we think.

In this conventional kommation, the chorus say they will dispose of téde td ckevm, i.e. the shovels,
crowbars and ropes with which they assembled at 299-301. Without these tools, there is, as far as
we can tell based on the text, no visible tokens of their identity left on stage. Combined with the
lack of epirrhema and antepirrhema — elsewhere the place to showcase and develop the chorus’
intra-narrative identity — here one can least objectionably assert that the chorus speak not as a

group of Panhellenic farmers, but as comic chorus gua comic chorus.

The stripping of gear is also followed by lines which give us some interesting evidence
regarding the historical theatre practices — that there were stage attendants to aid in the chorus’
disrobing — and then pivots from this act of undressing to an insult — that the comic stage was a site
of frequent thefts. These thefts may be intended as a meta-theatrical reference to the supposed
tendency of other poets to steal the work of others. In fact, this accusation is fairly typical of the
intertextual game of capping and ribbing in which the poets of Old Comedy were engaged.”” On
the other hand, it may simply be that the spaces around the theatre where actors and choreuts
frequently changed clothes were hotspots for thievery comparable to the frequent thefts at other
such public changing spaces. Aristotle mentions thefts in bath-houses,” the palaestra, market and
any public place, and Roman authors frequently decry bath-house thefts.” Both interpretations of

the thefts may well have been noticed by the audience.

2 E.g. Nu. 553-9; £ Nu. 554a = Eup. ft. 89.
%3 Arist. Pr. 952a.18-19.
%4 E.g. Plaut. Rud. ii.3.51, Sen. Ep.56.1-3.
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Beat those who Self-Praise 734-51

YXPTV HEV TOTTEWY TOVC Pafdovyovuc, £l TIC KOUMIOTOMTNC

avToOV EMNVvel TPOC TO B€atpov mapafac v Toic dvamaictolc: 735
&l 8 ovv gikdc Tva Tipficat, Ovyatep Atde, dctic dpictoc
KOUDO0OOACKAAOC AVOPOTOV Kol KAEWVOTATOC YEYEVNTOL,

d&roc elvai e’ edloyioc peydinc 6 Siddckoloc NUMV.

TPATOV HEV YOP TOVC AVTITAAOVC UOVOC AVOPOTOV KUTETAVCEY

€lc T PaKla CKOTTOVTAC del Kol Toic POsipciv TodepodvTac, 740
touc 0 ‘Hpaxdéac tovc pdtrovrac kel TEV@VTIC EKEIVOVC

€&nhac’ atiudcac Tp®dToc, Kol ToLC d0VAOVC TaPEAVCEY 743
TOVC PEVYOVTOC KAEATATMAVTOC KOl TUTTOUEVOVC, EMITNOEC 742
{obc &&fyov Khdovtac det, kol Tovtove obveka Tovdi}

v’ & chvdovrhoc ckdyoac odTod Tic TANYAC ElT” AvEPOLTO- 745
"® kokoddoupov, Ti 10 dépp’ Emadec; pdv vetpryic sicEBarév cot

€1C TOC TAEVPAC TOAAT] CTPATIY KAOEVOPOTOUNCE TO VDTOV;"

TOLT’ AQEA®V Kokd Kol pOpToV Kol PopoAroyedbuot’ ayevvil
gmoince téyvnv peyainv HUIV Karbpywc’ oikodouncac

gmectv peydAotc Kai dtavoioic kol CKOUUActy 00K dyopaiolc, 750

00K id1dTac avOpomickove KOU®IDY 00O Yuvaikoc,
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He ought of course to be beaten by the referees, if some comedy-poet

Praises himself to the theatre having stepped forward in the anapaests: 735

But really, if it is fitting to honour, oh daughter of Zeus, anyone

Who should become the best and most renowned comedy-producer

He says he is worthy of a great eulogy, our producer does.

For first off, he alone out of everyone stopped his rivals

From constantly making fun of rags and war on lice, 740

And those Heracleses kneading dough and going hungry, he drove them

Out, dishonoured them, the first to do it, and got rid of the slaves

Running away, and deceiving and being beaten purposefully

{Which they always led out on stage crying, and for this very reason}

So their fellow-slave can mock him and ask about the strokes 745

‘Oh wretch, what’s happened to your skin? Has a whip made war

On your ribs with a great army and laid waste to your back?’

He removed such bad jokes, and lowbrow and ignoble scurrilous things

And made our artform great, building it up with high towers

Of lofty words and intentions and unvulgar jokes, 750

Mocking neither private individualings nor women,

From one sort of official festival attendant to another, we move from stage attendants (730) to rod-

bearers, the minor officials responsible for whipping those who broke rules at the Olympic
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games.”” ‘Papdodyot (‘The Rod-Bearers’) was also the title of a play by Plato Comicus. This play
was probably later,”® although the evidence for this is not entirely certain, and Hartwig constructs
another interpretation of this evidence which would make ‘Pafoovyot earlier, and perhaps even
performed at the same City Dionysia as Peace.”’ If Hartwig’s argument is correct, then lines 734-
35 could be taken as a reference to this play, with which Peace was possibly in direct competition.
Given the ubiquity of self-praise in parabases, this would be a ‘clever attack on Plato instructing
his chorus. .. to remove him (or rather themselves) from the stage for promoting his own cause.”*®
Such an intertextual exchange would not be out of place in Old Comedy, and a pause after 735
could have encouraged the audience to dwell upon this comment and make note of its intertextual

implications.

Beyond this possible meta-theatrical intertextual joke, Aristophanes uses Dctepov-
npotepov syntax with this conditional, and suppressed an avtov, to promote the idea of
punishment, and to delay, as a surprise, the ill behaviour said to merit such punishment. Here the
humour involves a certain amount of set-up, to which norms of syntactical order are made
subservient. As often in jokes, form is privileged.”” The set-up, generating tension by delaying
payoff and through its content — social norms and their violent enforcement — delays the revelation
of who the coryphaeus thinks ought to be punished. This makes it a surprise, and it is a humorous
one since we find that the behaviour to be punished with a beating is behaviour in which
Aristophanes has engaged in every extant parabasis prior to Peace. The hypothetical nature of the

indefinite ‘€l Tic kopwdonomtic’ seems to deny that this is what Aristophanes has habitually done,

%5 See e.g. Adeimantus’ threat to Themistocles for speaking out of line in an assembly before the battle of
Salamis: &v Toict aydct ot Tpoe&avictapevol pamifovral (Hdt. 8.59).

% POxy. 2737 fi. 1, col. ii 10-17: ‘Eratosthenes says about Plato that for as long as he gave (83i50v) his
comedies to others, he was held in high regard, but when he produced (5154&ac) The Rod-Bearers on his own
for the first time through himself, he came fourth and was pushed back into the Lenaean festivals.” This
supposedly dates the play to the Peace of Nicias, since it was thought that the number of comic playwrights
competing in the Dionysia was reduced from five to three during the Peloponnesian War, and restored during
this peace.

7 Hartwig (2010). The argument rests heavily upon specific interpretations of comic statements regarding
the role of poet and producer, what it means to give (5idmpt) a play to others, and what it means to teach
(0106ckm) one. But these statements may be intended in a much less precise or accurate sense than Hartwig
or others take them: e.g. Halliwell (1989); Gilula (1990); Hubbard (1991) 227-30.

%8 Hartwig (2010) 29.

9 Scott (2023) 2-3 argues that the championing of form over content is a commonality of jokes and poetry.
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implicitly getting the comic playwright off the hook. Placed at the start of the parabasis, this line
works to generate humour by falsely implying that Aristophanes would not act in this way, and
calls attention to the transgressive nature of parabatic self-praise.'”” These lines suggest that in this
play such behaviour will be avoided, and yet this behaviour is ubiquitous in parabases and perhaps
the most central dynamic. Any pause between 735 and what follows will have the audience asking

themselves: ‘What is Aristophanes going to say, if he is not going to praise himself?’

The audience does not need to wait long to have their question answered: Aristophanes is
going to go ahead and praise himself regardless. He is a hypocrite, invoking what seems to be a
behavioural standard only to immediately break it.'°' Note that i Tic kopmdomomtric earlier was
not subject to any qualifications: not even the @pictoc... Kai KAewoTotoc comic playwright should,
according to the earlier standard, conduct parabatic self-praise with impunity. Yet self-praise is
exactly what follows, particularly from 754ff. when the parabases shifts from speaking about the
poet in the third person, to speaking as him in the first person. Even initially, speaking through the
mouthpiece of the chorus leader, the description identifying Aristophanes as dpictoc |
KoOU®dodddckaroc avlpdnov kal khevotatoc and d&loc. .. edloyioc peydAnc constitutes
prolonged and elaborate self-praise,'®* for the audience would have laboured under no false

illusions as to whose script the coryphaeus was reciting.

At 739-40 Aristophanes starts to present himself as a peacemaker, in line with his
protagonist, but the peace he makes is on the comic stage and fought against cheap comic tricks.
He stops his fellow comic playwrights from ‘mocking rags and making war on lice’, and lists two
other hackneyed tropes used by other playwrights — hungry Heracleses,'” and beaten, fleeing
slaves. Of course, Aristophanes himself makes jokes about poverty and rags.'®* Heracles has not
been brought on stage by Aristophanes yet — except in so far as Aristophanes represented his own

persona as Heracles in Wasps — but the trope of the running slave, which will survive into New

100 For Greek discomfort with self-praise, see note 52 in my chapter on Acharnians.
101 For more hypocrisy, see Nu. 537-46, V. 56-63, Ra. 1-20.

102 §E10c is an Aristophanic buzzword of the parabases: Ach. 633, Eq. 509, Nu. 525.
103 Cf. Cratin. fr. 336; V. 60, Ra. 62-5.

104 gch. 855-9; Eq. 1267-74; V. 249-57, 291-315; Th. 948-52; Ra. 411-16; PL 602.
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Comedy and thence into Latin Comedy, is instantiated in Knights 1-39. Clearly the poetic persona
is here committing the hypocrisy typical of an dlalmv poet, and the mentalising audience member
will notice this, recognise the figure lacks self-awareness and may enjoy an attendant sense of

superiority, experienced as humour.

Once finished with discussing the tropes and tendencies he has banished from the artform,
Aristophanes turns to what he has actively done to improve it. The language he uses is that of
defence and fortification, reminiscent of Aeschylus’ claims in the Frogs (1004). Like Aeschylus
there, the claim is pompous, and even more incongruous when used of comedy, while in the Frogs
it was a claim made of tragedy. The language is also a continuation of the poet’s attempt to connect
his artform to current events: the fortification of a city is a defensive manoeuvre, and one done
with the intent of prolonging peace by deterring attack. Once again, the poetic persona co-opts the
language of war and peace, themes of vital importance to the city, to elevate himself and his

artform in a way that is inappropriate to the status of his genre.

The Aristophanic persona next claims to have done away with ckoppato, which seems
specifically to refer to scurrilous jokes.'® In a fragment of Eupolis from his KéAakec (fr. 172), a
ck®ppo is mentioned and said to be so dcedyéc that the composer is implied to have been
executed. In another fragment of his, from [IpocréAtion (fr. 261) he mentions another ck®upa. ..
dcelyéc which is called Megarian (Meyapucov). A Megarian joke was typically regarded by the
Athenians as crude.'® At Clouds 542 the Aristophanic persona has already complained of other
poets using slapstick to cover up movnpa ckoppata. Once again, the claim is hypocritical: Old

Comedy was full of ckoppota and Aristophanes is no exception.

Before (re)launching his attack of Cleon, Aristophanes disavows another comic trend: he
does not make fun of private individuals or women. This last claim may be a dig at Eupolis, whose

Mopicdic mocked Hyperbolus’ mother.'”” Whether or not the poetic persona’s claim about his own

105 ST A.
106 Ecphantid. fr. 3; V. 57.
1073 Nu. 555.
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restrained behaviour is true depends on whether yvvaikac is taken to refer to women generally, in
which case the mockery of female characters previously would undermine his claim, or specifically
to the mocking of real, named women. Although the Aristophanic plays which revolve around
women are still to come, women have been mocked in previous plays. Strepsiades mocks his
spendthrift wife in Clouds, Philocleon mocks Myrtia in Wasps and Trygaeus mocks his own
daughters in this very play.'® If Aristophanes means that he does not mock real named women, the
claim retains more credibility. As for his claim not to mock id1dtoc dvBpwmickovc, the statement is

self-defeating. The diminutive is itself mocking in tone.

Aristophanes the Hero (Reprise) 752-64

AL ‘Hpaxdéovc dpynv v’ Exav Toict peyictolc Emeyeipet,

drafac Pupc®dv ocpac devac Kaneac fopPopodupovc.

Kol TPOTOV PEV HAYOUOL TTAVI®V 00T TG KapYopOSovTL,

00 dewvdtoton pdv an’ dpBuipdv Kdvwne dxtivec Elapmov, 755
EKOTOV 08 KOKAWM KEQOAUL KOAGK®V olpumEopévev ENMyUdVTO

nEPL THV KEQAMV, poviy 8’ elxev yopadpac SAedpov teTokvioc,
QmKNC 8’ Ocunv, Aapioc &’ dpyeic ATAVTOVC, TPOKTOV O KAUNAOV.
TOL0VTOV 10V TEPOC 0V KATEDELC’, AAA’ VTIEP VUMDV TOoAEUIlmV
dvtelyov dei kai Tdv SAA@Y vicov. GV obveka vovi 760
dmododvoi pot TV yépty Vudic sikdc Kai pvipovac slvat.

Kol YOp TPOTEPOV TPAENC KATA VOUV 0VYL TAAAICTPUC TEPIVOCTDV

TOI00C EMEipoV, AAL’ APAUEVOC TV CKELTV EVOVC ExmpovV,

108 Nu. 41-70, V. 1388-412, Pax 110-45.
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Tovp’ Avidcoc, TOAL™ eDPPAVIC, TAVTO TOPACYMV TO OEOVTAL.

But having the spirit of Heracles, he attacked the greatest,

Ignoring the stench of hides and the mud-hearted threats,

And first of all, I fight against the jagged-toothed one,

From whose eyes shone the most terrible rays of Kynna, 755
And a hundred heads of wailing flatterers licked around in a circle

Around its head, and it had the baneful voice of a rushing torrent,

The smell of a seal, the unwashed balls of a Lamia, and the arsehole of a camel.
Having seen such a monster, I did not shrink back in fear, but I held out

Always fighting on behalf of you and the islands, too. For these reasons now 760
It is right that you give me your favour and remember: for even though

I’ve done this already by design, I have not started stalking around

The wrestling grounds making passes at boys, but I got my gear and left at once,

Causing them little grief but much happiness, providing all that’s necessary.

Amid the section repeated from Wasps (752, 754-9), line 753 (dwafac fupcdv Ocpic devic
kameiac popPopobvpovc) is added, which does an effective job of evoking the politician, as
Bupcdv recalls fupconmine, Hermes’ descriptor of Cleon at 648, and fopfopobopovc is
appropriate to Cleon after his death, since mud is a feature of the Underworld.'” The very act of

prolonged self-quotation is unparalleled in extant Old Comedy, and so probably in and of itself

19F o Ra. 116, 268.
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constituted an audacious choice. The shift from third-person to first-person (uéyopon 754) creates a
sense of gloating reprisal of the role, as the poetic persona takes total ownership of this fictive

achievement, whether or not this was an altogether comfortable topic for humour.

The repeated section is capped by a confusing claim: that the poet ‘held out | Always
fighting on behalf of you and the islands, too’ (760). Peace was a Dionysia play, and therefore
likely watched by foreign embassies from Athens’ allies, which perhaps motivates the inclusion of
this line which has no parallel in Wasps. However, since Aristophanes was probably criticised for
depicting the Athenian empire as unjustly governing the allied island states, and fact that he alludes

110

to in Acharnians, " the claim here to fight on the behalf of both would have struck an odd note to

Athenian audience members.

At 762-4, the claim not to have used his poetic success to win the favour of young boys at
the gym resembles the claim of Wasps 1023-5. In both cases the scholia tell us this is an oblique
criticism of Eupolis, although it is uncertain whether the scholiasts are basing this on reliable
external evidence or extrapolating on the basis that Aristophanes and Eupolis traded insults
elsewhere. One scholiast on Wasps tells us that this line is a description of Eupolis’ behaviour, but
gives no evidence, simply paraphrasing the allegation simply regurgitates the line itself as
evidence, ' as does another scholiast on Peace,''? while another on Wasps says that in fact Eupolis
accuses Aristophanes of this sort of behaviour in his Autolycus.'' If this last scholiast had a secure
text of Autolycus, then the most likely reading seems to be that here in Wasps and later in Peace
Aristophanes is not hinting at Eupolis’ poor behaviour but denying Eupolis’ allegations concerning

his own conduct.

110 See my analysis of Ach. 642-3.
s 7.1025¢.
123 Pax 763c.
133 7. 1025b.
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Give Things to Baldie 765-73

TPOC TODTO YPEDV Elval PET’ LoD 765
Kol TOLC dvdpac Kol TovC Toidoc

KOl TOIC POACKPOICL TOPAULVODUEV
&ucmovddlety mepi Tiic viknc.

TOC Yap TIC EPET VIKGVTOC ELOD

kami tpaméln kol Suumociolc, 770
“pépe T PaAUKPD, 60C TG EUAAKPD

TOV TPOYOAIOV, Kol LAQaipel

YEVVOLOTATOV TV TOMTAV

avopoc TO pétmmov Eyovtoc.”

And so, it’s necessary for men and

Children alike to be on my side

And I encourage bald men

To hurry me on to victory.

For if I win every man will say

At the dining tables and drinking parties

“Take this to the bald man, give baldie

Some edible treats, and don’t begrudge anything

To the noblest of poets

212



The man with the (whopping big) forehead.”

The poetic persona seeks support from men and children, without mentioning women. Depending
on whether or not women were permitted to attend the dramatic festivals,''* this may have
constituted a merism referring to the entire audience. Bald men are sought particularly as partisans,
a natural alliance given the poet’s own precocious alopecia (767).!"> As well as conjuring up a
charming but fanciful world in which solidarity between bald men results in their mutual benefit,
this pnigos continues our picture of Aristophanes in triumph, even if here the picture is

hypothetical, hinging upon the imagined success of this play.

The repetitive imagined cry “@épe @ porakp®d, d0c T@ Paiakp@” curiously anticipates a
much-cited Eupolis fragment, a scholium on Clouds which reports that he says in his Barro:

kaxeivoc T Tovc Inméac | covenoinca t@ eorokpd ( — v ) kadwpncaunyv (‘I cowrote the Knights

and gifted it to Baldie’ fr. 89)."'® While Bémton probably dates to 416, the accusation itself could
date to any time following Knights’ production, in which case it is possible that the audience would
understand this as a call to be permissive of the bald poet’s poetic borrowings. Alternatively, the
claim in the Bamtor may be an occasion on which Eupolis is adopting and playing upon
Aristophanes’ self-presentation. Aristophanes says ‘Give good things to Baldie,” and Eupolis

replies ‘I gave him Knights!’

The pnigos ends with a description of the poet as ‘noblest’ and ‘having a forehead’ (773-4).
This last descriptor functions as incongruity. For while certainly a conspicuous forehead could be

an identifying feature of the poet, coming after the description of the poet as ‘noblest’, further

114 The inclusion or exclusion of women from dramatic audiences has received long discussion: e.g. Dover
(1972) 17, Henderson (1991), Roselli (2011) 158-94, Goldhill (1994) 347-370, and see note 6 in my chapter
on Lysistrata and Thesmophoriazusae. In general, it seems fair to conclude that men at least constituted the
primary intended audience, and this line seems to weigh in favour of their exclusion.

1S Cf. Eq. 550, Nu. 540, 545, and page 146 for a discussion of @aAoicpdc as an innuendo.

1163 Nu. 554a.
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praise might be expected. As such pétwnov is a surprise where something like voov might have

been expected.'!’

Muse, Come Dance 774-95

Modca, cO PEV TOAEUOVC ATMCOUEVT] LET’ EUOD
0D pilov yopevCoV,
KAeglovca Bedv 1€ Yapovc
avop®dv te daitac Kol Boiioc pokapwy:
col yap tad’ &€ apyiic uéleL.
fiv 8¢ ce Kapkivoc EA0mv
AvTIBoAT] peTd TV Taidmv yopedeal,
un0’ vdkove PNt EA-
Onc cvvépBoc avtoic,
AL vOle mévtac
OPTLYOC OIKOYEVEIC, YOMADYEVOC OPYNCTAC
VOVOQUEIC, COUPAS®V AmokviclaTa, PNYovodipoc.
Kol yap Epacy’ 6 matnp O map’ EAmidac

glye 10 dpapo yofiv tfic Ecmépac dmbryEon.

Muse, once you’ve driven wars away, come dance

7 E.g. Isoc. 12.34.
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With me, your friend, 775

Celebrating the marriages of the gods

And the feasts of men and banquets of the blest:

For this has always been your concern. 780

If Carcinus should come and

Beg you to perform in a chorus with his children

Don’t listen to him, and don’t 785

Go be any assistance to them either,

But consider them all

Homebred quails, long-necked dancers

Manlets, scrapings of dung-balls, artifice-contrivers. 790

For even the father admitted that the drama he most unexpectedly

Finished was dragged away by its neck last night by a weasel. 795

Here, as in the metrically corresponding antistrophe, the metre is feverishly dactylic. Both sections
are replete with neologisms, notably portmanteaus compounding different nouns to suggest the
manifold mutant deformities of the kopmdoovpevot. In the latter passage, these compound insults
will revolve primarily around animals, but here the net is cast wider. The effect of these sections,
which heap nouns upon nouns upon nouns, in combination with the ebulliently dactylic metre, is to
impress upon the listener Aristophanes’ potent poetic talent when it comes to the fertile ground of
insults. The poet’s fecund imagination churns out inventive neologisms, and his productive ability

is implicitly contrasted with Carcinus’ lack thereof.
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The opening line of the ode says that the Muse has driven away war. To what does this
refer? As discussed below, this much of the following odes may be from Stesichorus, but when
transplanted into this context, following directly on from the autobiographical section of the
parabasis, it takes on new meaning. Prior to this, the poet has acted as if he personally has some
claim to have created peace, and so the implication here is that it is Aristophanes’ Muse who has
played a role in ending the Peloponnesian War, through the advice of his poetry. With these two
words (moAépovc dnmcapévn), the poet bids adieu to the theme of war, allowing what follows to
focus upon perfecting the poetic landscape of the city at peace. At the same time, he subtly renews
his claim to have brought about the brokering of peace with his productivity, and his poetry is
suggested to be so politically potent that is has altered the course of events on an international

scale.

Line 775-9 may adapt Stesichorus,'"® and although borrowed from lyric the invocation of
the Muse in dactylic metre is also evocative of epos. The Stesichorus here adapted may be from his
Oresteia, if it hails from the same place as the quotation which begins the antistrophe.''® Without
this poem, however, it is impossible to say whether the context of the quotation had some precise
bearing on Aristophanes’ adaptation, although one might expect there to be a meaningful script
collision or incongruity between Aristophanes and the parodied text. On the other hand, the effect
of the quotation here seems likely to be one of bathos. By taking on the voice of Stesichorus, the
poetry temporarily assumes a more elegant,'? righteous and melodious tone. Such a tone is not
exactly proper to Old Comedy, and may have prompted the audience to wonder why the usually
scurrilous poet has adopted such a lofty tone. The tension increases until we return to more
familiar comic ground, rivalry against another poet (781-7), and is thoroughly dispelled by the

rollocking and colourful invective directed against Carcinus and his children.

Carcinus and his sons featured in the absurdist finale of Wasps, as the figures who come on

stage to take up Philocleon’s gauntlet and dance in a dance-battle against him (1500-11), and as

183 Pax 7751, Stesich. fr. 172 (Davies & Finglass).
195 Pax 797c, see below.
120 The scholium (X Pax 775f) says this is yAagupov gipntat: ‘spoken eloquently’.
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such they act as another point of continuity between the two plays.'?' After imploring the Muse not
to aid them (781-6), the poetry goes on to heap insult upon insult on the theatrical family (789-90).
While before the dactyls were epic-through-lyric in flavour, here they are nothing short of feverish.
The neologisms and compound nouns in breathless asyndeton have a double-edged effect. On the
one hand, the sons of Carcinus are maligned, implied by the image to be, by turns, diminutive,
docile, perhaps servile, long-necked or, conversely, lacking any neck at all, disfigured, malodorous,
and artificial,'* and the impossibility of bringing all these aspects together to form a coherent
image of the brothers adds to the sense of their monstrosity. On the other hand, this fever-dream of
an insult demonstrates Aristophanes’ own exceptionally generative poetic skill, in striking contrast

to Carcinus’.

Weasels were associated with catching mice. Indeed, they were probably proverbially the
enemies of mice, judging by a Hellenistic papyrus recounting a Galeomyomachy.'** No doubt they
also were the enemies of mice in that they were rival scavengers benefitting from the leavings of
the humans. A scholium claims that Carcinus lost a play called Mice,'** but since Carcinus is noted
by other scholia as a tragedian, and Mice can only have been a comedy, it seems more likely that
the scholiast extrapolated this idea in order to explain Aristophanes’ joke here. Such an explanation
is hardly needed. To say that one’s play was dragged off by a weasel is the comically implausible
ancient equivalent of the classic schoolchild excuse: ‘Sorry sir; the dog ate my homework.’
Carcinus seemingly has not produced a play when expected to, and Aristophanes here mocks the

tragedian by imagining that he can only have a feeble excuse for this creative lull. The verb

121 Carcinus and his sons are also mocked at Nu.1260-1, and later at Pax 864.

122 gpruyac, vavoeueic and dmokvicpato all suggest shortness, since quails are rather small birds; dptuyac
oikoyeveic and domesticated quails, sometimes thought to be docile, cf. Eup. fr. 226; when not describing
birds, oikoyevnic is used in the classical era of slaves born in the household: e.g. P1. Men. 82b5; yvlavyevoc
is likely derived from yvAidc, a soldier’s pack, although this, and indeed the shape of such a pack, is not
clear; vavoeueic refers not simply to shortness, but to dwarfism; coupddmv dmokvicpora is likely meant to
impute smell as well as size; unyavodipac in this context of invective seems to suggest an over-eagerness for
artifice, perhaps suggesting their innovations, whether in dance or dramaturgical technology (P1. Com. ft.
143), are contrived.

123 P, Mich. Inv. 6946, cf. Schibli (1983).

124 Pax 795.
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amayéon theriomorphises Carcinus’ work into the sort of small animal upon which a weasel might

prey.

Such Song-Subjects of the Lovely-Haired Graces 796-816

TOLA0E YPT| XOPITOV dOUDUATO KAAMKOU®Y

TOV COPOV TOM TNV

VUVETY, OTav pvaL PEV

QOVT] YEMODV MOOUEVT] KEAQDT], 800
xopoOv &8¢ un “yn Mopcipoc

1md& MeldvOioc, ob &1

mKpoTdTnV dma. ynpvcavtoc fjkovc’, 805
Nvika OV TpaymOdY

TOV YOPOV £lYOV AOEA-

(@OC TE Kol aOTOC, AP

Topydvec dyoedayot, Patidockdnol Apmutal, 810
ypaocofar apoi, Tpayopdcyaiot iydvoiduon:

OV KOTOPELYALEVT Péyol Kod ThaTD, 815

Modca 0ed, pet’ pod Eoumaile TV €0pTNVv.

Such subjects of songs on the lovely-haired Graces

Ought a wise poet

218



To hymn, whenever in Spring you sound sitting
With the voice of swallows,

And Morsimus has no chorus

Nor Melanthius, whose

Bitterest voice I heard singing

When he had a chorus

Of tragedy, his brother

And him, both

Flesh-eating Gorgons, skate-seeking Harpies,
Old women-shooing scoundrels, goat-armpitted fish-gobblers:
Once you’ve spat upon them hard and far,

Goddess, Muse, play with me in the festival.

This antistrophe, too, begins with an adaptation of Stesichorus,'** and the dynamic of bathetic
humour is the same, whereby the righteous voice and pleasant subject matter of the lyric poet is
temporarily adopted, only to be thrown off when the comic poet cannot help but fall back into a
more scurrilous tone, heaping invective on inferior poets. As in the strophe above, this climaxes in
an asyndetic concatenation of innovative abuse. This time it is Melanthius and his brother, possibly
Morsimus, who receive colourful treatment, and are suggested to be monstrous, gluttonous, minded

to mistreat others and foul-smelling.'*

1253 Pax 797¢, Stesich. fr. 173 (Davies & Finglass).

126 Topydvec, and Apmoton suggest monstrosity; Oyodyot, Botidockomot Apmuton and iy@voAduot suggest
their appetites, particularly for fish; ypaocoPat papot refers to the ill-treatment of others, and in the
surrounding context the old women of ypaocofor may refer to them behaving aggressively in the
marketplace — see Olson (1998) ad loc.; tpayopdcyorot suggests odour.
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The poet encourages his Muse to sink to his level and spit on the brothers, allegedly
deserving of such treatment. This action would have twin effects: obviously, spitting on the
brothers suggests a lack of respect, but the action would also clear the throat of the Muse, since
ypéumropan is used specifically of clearing one’s throat before giving a speech,'”” and so this
assault would have the added benefit of readying the Muses’ voices when they play with
Aristophanes in a festival. This last command, ‘Goddess, Muse, play with me in the festival’,
creates ring composition with the start of the ode (774-5), and a resumption of the earlier more
highbrow tone, which once again resembles lyric. The audience may get whiplash from the speed
at which the poet resumes the normative artistic and righteous voice of a lyric poet, so soon after

heaping comic abuse on the brothers and asking the Muse to spit on them.

5. Conclusions

The self-quotation in Peace is an act of both repetition and reinvention. Transplanted from a
parabasis in which the poetic persona is bitter and overlooked, into one where he is triumphant, the
repeated section enacts a victory over Cleon which gains greater point from his intervening death
and the establishment of peace. While previously, by enacting a feud with Cleon on-stage
Aristophanes could make his persona memorable by tying him through narrative to the most
influential politician of the day, at this politician’s death the poet sought to capitalise by turning a
tragic event into his own personal glory and achievement. Through some comic sleight-of-hand
with regard to logic and narrative, Aristophanes turns the demagogue’s death into an ‘I told you so’

moment.

In Wasps the poet also innovates upon an already familiar subject of comedy: the Greco-
Persian Wars veterans. Although the poetic tone of these figures may constitute parody of well-
worn aggrandising rhetoric about their military success, the combination of this identity with two

other aspects of their characterisation, as passionate heliasts and as wasps, distracts from this

127 Ar. Th. 381; Gal. Protr. 8.
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parodic humour, with its potential to offend, and demonstrates the remarkable generative power of
comedy. Incongruous humour demands the unexpected combination, or clash, of significantly

different scripts, and when the poet accordingly draws together two essentially unconnected ideas
for a sustained time, the resultant world is something brand new, even when one of the scripts is a

topic as played out as Greek military success against the Persians.

Aristophanes continues to demonstrate his exceptional ability for creativity in the
truncated epirrhematic syzygy. The odes are replete with concatenated insults directed at
supposedly inferior poets. This is a deft demonstration of Aristophanes’ skill, and extremely
entertaining in its own right, but the way these joyously grotesque verses are bookended by lines
taken from Stesichorus creates another level of meaning. By adopting, discarding, then ultimately
re-adopting Stesichorus’ noble tone, Aristophanes seems to call attention to the arbitrariness of the
righteous tone typically used by lyric poets. Their register is clearly not indicative of a noble mind,
since the scurrilous Aristophanes can so lightly borrow and discard it, and the tone comes across as
bland when placed in jarring contrast with the imaginative havoc conjured in his abuse of other

poets.
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Doing Things with Birds

Avian Cosmogonic Revisionism

The parabasis of Birds is a new sort of parabasis for a new sort of comedy. While previous plays
teamed with direct topical references to politicians, and parabases strove to situate their poet in the
context of the city and its affairs with autobiographical passages, Birds is somewhat removed from
Athenian politics. The events of the play take place specifically outside the city, engagement with

politics is more indirect and allegorical, and in the parabases the poet is nowhere to be found.

In the absence of his persona, Aristophanes’ longest surviving parabasis is devoted entirely
to the chorus in their avian identity. While they still find the time to mock some aberrant politicians
and behaviours in the epirrthematic syzygy, the greater part of the parabasis and its humour focuses
upon the birds’ attempt to reconfigure all aspects of life around them. Their revisionist take on the
cosmogony sees them warp human traditions and beliefs in order to give themselves the starring
role. The constant clashes between bird and human scripts are a key driver of this humour, the
incongruities of giving birds human roles, which also suggest a perspective of species-focalised
relativism which goes hand in hand with the moral relativism they boast of as the norm in

Cloudcuckooland.

In Birds, Aristophanes plays with the idea of relativism, though not in a formal or
particularly overt way. When he projects human characteristics onto animals, and later gods, these
are not any old human characteristics, but rather they are primarily appetites, flaws and vices. As a
result, the overwhelming impression is not necessarily that of a critique of relativist philosophy, but
rather the comforting, appropriately comic image of a world in which all living creatures are

universally hungry, greedy and selfish like us.
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1. Politics

It is commonplace to note that Birds contains little topical reference to contemporary politics,’
although it had hardly been a slow news year. It was produced at the City Dionysia of 414, and the
Sicilian Expedition was underway. After an initial success at the First Battle of Syracuse, Athens
had sustained some losses, including the death of the general Lamachus, leaving just one of the
three initially elected generals. On top of that, a religious scandal, the mutilation of the herms and

allegations that citizens had profaned the Sacred Mysteries of Eleusis, had recently rocked the city.

In the context of all this intrigue and ambition, Birds’ lack of direct political references appears
a politically charged vacuum.? On the other hand, a text is not apolitical just because it contains
few topical references — one would hardly call Plato’s Republic apolitical — and there are those who
nevertheless consider the play pointed political allegory. The disagreement lies in what exactly is
allegorised, and what moral can be drawn from the play. Are Peisthetairus and Euelpides
representative of Athenian cleruchs, from the displaced populations of the Attic hinterlands?® Are
they representative of manipulative politicians?* Are they unscrupulous individuals who evade
legal hinderances and become profiteers in Thrace?’ Does the play overall satirise Athenian (over-
Yambition of the sort that led to the Sicilian Expedition?® Does the play act out various sorts of

utopianism reflective of the contradictions inherent in Athenian political thought?’ Even binary

!'Whitman (1964) 169 called this play ‘strangely free of political concerns’.

2 Some see this silence as confirming the assertion of a scholium which said that a decree proposed by
Syracosius was enacted which curtailed the power of comic playwrights to mock certain people: X Av. 1297a.
Sommerstein (1986) drawing on an observation by Droysen (1835) sees the measure as a sort of damnatio
memoriae of those implicated in the scandals of the mutilation of the herms and the profanation of the
Mysteries. Atkinson (1992) thinks the measure was meant to protect this group following their exoneration.
In contrast Trevett (2009) thinks there was no such restriction placed on comic parrhesia, but the scholiast
misunderstood joke, whereby a citizen named Syracosius (‘Syracusan’) was accused of taking away those
whom comic playwrights wished to mock, in the sense that the youth of the city were all away on the Sicilian
Expedition. No firm conclusion can be reached.

3 Arrowsmith (1973) 119-126.

4 B.g. Siivern (1827) saw Peisthetairus as an avatar of Alcibiades, as does Vickers (1995).

5 Hall (2020).

¢ Siivern (1827) attributes striking foresight to Aristophanes; Arrowsmith (1973) sees the humans as
representing the national Athenian tendency to mAeove&io.

7 Konstan (1990).
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questions such as ‘is Nephelococcygia a utopia or a cautionary tale?” have provoked wildly

differing responses.®

Allegorical interpretations abound, and all have merit because the play nods to many
different political ideas. There is no single overarching political allegorical narrative to the
exclusion of other interpretations. This is due to the inherent instability of political messaging in a
polyphonic medium, and to the particular nature of the Birds, which does not settle for depicting
just one political situation, but develops, Protean. Since its coinage in Birds, the word
‘nephelococcygia’ has come to mean ‘the act of identifying shapes in clouds’. Interpreters of this
play engage in a similar act, because its multifaceted and changing nature suggests many different
overall shapes and ideas. The same was no doubt true of its first audience. One theatre-goer may
have seen the play as a warning to Athens about the manipulativeness of her politicians as
embodied by Peisthetairus, while another, carried along with Peisthetairus’ triumph, may have seen

the Cloudcuckooland at the end of the play as an enviable paradise.

2. Comedy

Others have created fruitful interpretations of Birds by focusing upon the non-political aspects of
the play.’ By focusing on the humour in this play’s parabasis, we can reach some stable non-
political conclusions, the first of which is this: birds are not funny, people are. That is, birds on
their own are not funny,'® but rather the generation of humour always centres on humans, or results
from the incongruous collision of avian and human scripts. Sustained humour involving birds
inevitably anthropomorphises them and relates to them on human terms. Mocking birds can only

take you so far, but mocking men is a career. The three major dynamics of humour generation

8 E.g. Siivern (1827) and Ké6chly (1857).

® Pozzi (1985), Perkell (1993),

10 Even, for example, jokes about the appearance and names of birds in the chorus (268-304) are not solely
about birds, but about collisions between bird scripts and other scripts, as with the Mede bird (277-8) which
Euelpides is surprised has flown here without a camel.
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present in this parabasis can be neatly explained by the three canonical overarching theories of

humour:

1. In the anapaests, epirrhema and antepirrhema, named komoidoumenoi are targeted for
disparaging humour. The poor behaviour of these figures (cloak-stealing, sedition(?),
incontinence, alcoholism or making money from mercantilism) is mocked in a manner
best explored by superiority theory.

2. In the epirrhema and antepirrhema, the birds offer humans the benefits of living free
from the constraints of human nomoi."" Patraloia and adultery, for example, are
licensed by lawlessness or the acquisition of wings, and the audience is allowed to
indulge in fantasy ideas that are normally taboo and generate tension. The flagrant
imagined breaking of such taboos generates humour through relief.

3. Finally, throughout every section of the parabasis we find the collision of human and
avian scripts, resulting in incongruities which the audience must resolve. In the
kommation, ode and antode, for example, the script of bird song is made to collide

with human music seripts, hymnic and instrumental.

This last near-ubiquitous dynamic of humour results in the charmingly absurd picture of a world
hatched from a wind-egg and of theatre-goers flying off from their seats. To Whitman, the
parabasis of this play is ‘the triumphant lyrical image of nothingness’.'? Actually, the picture is not
as unstructured as this would suggest: the parabasis is ridiculous but follows a definite pattern. The
birds construct a cosmic world which takes as its inputs both human traditions and ideas, and
certain aspects of avian life. Human logic, human patterns of world-building, are transposed onto
the class aves. Particularly in the sustained parody of theogonic texts at 693-703, this structure is
clear. As already mentioned, this can be understood as generating humour through incongruity,

and it also speaks to a fundamental truth of comedy: humans are the best species to satirise.

! Konstan (1990) 197-8 identifies these sections as explorations of Cloudcuckooland as an anomian or
antinomian place.
12 Whitman (1964) 182.
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3. Philosophy

The sustained avian cosmogony also leads to another observation: Aristophanes is carrying out a
comic exercise in species-focalised relativism. A fragment of Xenophanes (B15, Diels & Kranz)

may be useful to consider here:
€l (6¢) o1 (immot) Eyov yépac 1 Poec 1€ Aéovtec
7l ypawa yeipecct kal Epya TELelV Amep dvopec,
inmol pév 0’ inmotct, Pfoec &€ te Povuciv opoiac
kol (ke) Bedv idéac Eypapov kol copat’ Emoiovy

01000’ 0idvTEp KawTol SéUaC £lyov EKacToL.

But if horses or cattle or lions had hands,

And could draw with their hands and perform the deeds men do,
Horses would draw their gods as horse-like in form, and

Cattle cattle-like, and they would make their bodies

In form just like they each themselves had.

His point is that the anthropomorphised gods of the Greek pantheon are a result of human
perspective, as men project their own properties onto non-human forces. The example of the horses
is a sort of reductio ad absurdum of this sort of thinking, and Xenophanes implies that men
anthropomorphising deities is as ridiculous as horses imagining equine deities.'® Aristophanes’
birds act strikingly like Xenophanes’ horses,'* projecting their avian nature onto the gods and the

primordial forces that produced the cosmos. Now, Xenophanes did not accept relativism about the

13 Xenoph. B23 (Diels & Kranz) shows that he argued for non-anthropomorphic gods.

141 will not argue for a direct relationship between this Xenophanes fragment and Aristophanes plays,
although e.g. Mourelatos (2020) 141-2 has argued that Aristophanes was familiar with and influenced by the
pre-Socratic in Clouds.
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nature of gods as legitimate, but rather he drew the conclusion from this picture of cultural (or
rather, special) relativism that theology which anthropomorphises the gods is misguided. However,
in Birds Aristophanes plays with the idea of relativism in a sustained manner, as Whitman and
Hubbard explore. Whitman talks about how the invincible power of the word, harnessed in the
Birds as a tool of poneria, operates against a background awareness of the concept of relativism.'
Cultural relativism makes Cloudcuckooland a paradise for those who among men would be
deemed nefarious,'® while a more sweeping relativism, which makes speech prior to reality,
enables the machinery of the absurd plot. If objective truth is unknowable, reality becomes
subjective, an object malleable through peitho and apato, both of which Peisthetairus employs to

rewrite the history of the world and its hierarchies.

For Hubbard, Birds explores the causes and consequences of the sort of impiety that led to
these scandals, and he connects this impiety with the teachings of sophistic thinkers,'” many of
whom were seen as atheistic and are mentioned within the play.'® I am less sure that a member of
the original audience would so easily have connected Peisthetairus’ sophism and the theme of
relativism to the Hermocopids scandal and its perpetrators. Furthermore, I do not think that the
Birds can be taken as a coherent condemnation of sophistry as the cause of Athens’ contemporary
problems,' because I do not think comedy is an effective vehicle for such a message. For
Xenophanes the philosopher, a reductio ad absurdum serves his argument. For Aristophanes the
comic playwright, absurdum is an end goal in and of itself. Whether the comic playwright had a
further goal, a political or philosophical message to impart, is impossible to say, because of the
inherent ambiguity of satire of this kind. How can one stable message be extracted to the exclusion
of others when readers are divided even on whether Cloudcuckooland is a dystopian state ruled by

tyranny or a paradise?

15 Whitman (1964) 173-174 discusses the relativism of Gorgias, Protagoras and Democritus.

16 E.g. the birds’ drastically different attitudes to patraloia in the epirrhema (757-9).

17 Hubbard (1991) 163.

18 E.g. Prodicus (692), Diagoras of Melos (1073), Socrates (tdv petedpov 690 recalls Socrates in Clouds
227-9), Chaerephon (1564), Philip the orator (1701), Meton the astronomer (992-7) and Cinesias the
dithyrambist (1372-1409): see Hubbard (1991) 161-2.

19 “Hubbard (1991) 182.
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Finally, the comparison to Xenophanes is also apt in another way. While the birds act like
Xenophanes’ horses, projecting their own attributes onto gods, so too Aristophanes projects
humanity onto the birds. Aristophanes is guilty of exactly the sort of anthropomorphism which
Xenophanes questions, as he brings on stage anthropomorphic Greek gods: Iris, Poseidon, Heracles
and Triballus. Moreover, it is not simply humanity that is projected onto animals and gods alike,
but comic humanity, with its exaggerated fallibility, fractiousness and greed.?’ The gods squabble,
they hunger, they serve only their own best interests. The birds crave power — at least after
Peisthetairus instils in them the belief that it is owed to them?' — as men do. The birds have a strong
sense of self-preservation, a distrust of outsiders, and are wary of being betrayed, like men.? This
is no neutral portrait which Aristophanes projects in anthropomorphising the birds, but the sort of
base figure typical of comedy.”® Flawed and selfish figures are easy comic fodder, certainly, but
bad behaviour is so ubiquitous in Old Comedy that it shapes the entire ethos of the comic world.
By painting birds and gods with the same brush, Aristophanes draws attention to this ubiquity as a
defining feature of the genre. In Birds, the playwright makes hierarchies of power arbitrary, the

history of the world malleable, but the primacy of every living being’s self-interest remains stable.

4. The Parabasis

Kommation 676-684

® oikn, ® Eovon,
® @ilToToV OpvémV

movTov, Ehvvoue TOV EUAV

20 Perkell (1993) 11: ‘Far from omnipotent and serene, the gods are, rather, revealed as beset by serious
social and political problems. They are hamstrung by a democracy which is ruled by mediocrity and appoints
an embassy incapable of protecting their interests.’

2! His argument at 466fT. conjures a world in which the birds once ruled, but rule no more. As Konstan
(1990) 196 notes, to arouse their interest ‘he must first implant a sense of lack, a nostalgia for an originary
plenitude which, until he tells them otherwise, they have never missed.’

22 Av. 322, 3271T.

23 Arist. Po. 1448a16-18.
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vuvav, Eovipoe’ dndot,
M\0ec, RAOec, dpodnc,

M0V POOYYOV Epol pépouc’
GAL, ® KoAMPOOY KpEKOLC
adAOV POEYHactY pvoic,

Gpyov TGV AvamaicTOV.

Oh dear one, oh trilling one,

Oh dearest bird

Of all, partner in my

Songs, fellow-fostered nightingale,

You have come, you have come, you’ve been spotted,
Bearing a sweet sound to me.

But, oh you who play the fine-sounding flute

With songs of spring-time,

Begin the anapaests.

680

680

A conventional kommation begins the parabasis. The focus is not on the departing characters, but

on the nightingale, intra-narratively the transformed Procne who was possibly played by a female

aulos-player.** The incongruity here is closely related to the play’s dramatic pretence: the script of

24 See e.g. Zweig (1992). Even if played by a man in padded costume, Procne’s appearance is clearly meant

to be titillating, and her costume revealing.
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birds and bird-song collides with that of musical instruments and human musical practice. Perhaps
because this collision of scripts was introduced much earlier in the play, and therefore lacks the
element of surprise, the incongruity-resolution here is hardly laugh-out-loud funny. Nevertheless,
the audience member is engaged in a sort of pleasing cognitive game with the author, as they
recognise and appreciate the wit of the constructed correspondences in style between the aural
effects of the lyrics and the bird song which it is meant to aurally evoke and imitate: the
repetitiveness of & @iln, @ EovdN, | ® eiktatov dpvémv or RABec, NABsc, dpdnc,” the anaphora or
&vvvope... Ebvtpoo’ or the assonance of pépouc’... kpékovc’. These correspondences were
probably drawn out by the melody of the song and the aulos’ tune, and accompanying dance may
have taken on a mimetic quality. Only in the last two lines is the idyllic music interrupted by

references that break the dramatic illusion, with the explicit mention of the aulos and the anapaests.

Listen Up, Puny Men 685-736

drye o1, eOCY avopec auavpoPiol, POAA®V Yeved Tpocopolol, 685
OAlYOdpaveéec, TAGCHOTO TNAOD, CKLOEWDEN DA’ GUEVIVA,

amtijvec pnuépiot, TaAaol Ppotot, dvépec elkeAOVELPOL,

npoCyeTe™ TOV VodV Toic dfavdrotc iy, Toic aigv éodcty,

Toic aifepiolc, Toicy Aynpwc, Toic dedita pndopévolcty,

v’ dxovcavtec Tavta wap’ UMV 0pODdC TEPL TOV PETEDP®V, 690
@UCy olvav yéveciv te Be®dv motap®dv T’ "EpéPovc te Xdovc te

€106tec OpBdC, IIpodikm map’ Enod KAde ginnte TO AomoV.

25 The repetition of fAOec may be allude to a tradition song announcing the arrival of the swallow, PMG
848.1: NA0°, NA0g yeMdv.

26 | emend mpocéyete to mpdcyete on the suggestion of Prof. Gregory Hutchinson, on the grounds that the
aorist fixes the metrical irregularity; cf. Pherecr. 84.
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Come now, men dim-living in nature, similar to the generations of leaves, 685
Little-accomplishing, mouldings of clay, weak race of shadow-visions,

Wingless ephemerals, wretched mortals, men resembling dreams,

Pay attention to us, the immortal ones, forever in existence,

To us ethereal ones, ageless ones, whose counsels are unchanging,

So that you can hear from us everything rightly about the things above. 690

When you know about the birth of birds and the origin of the gods and rivers and Erebus and

Chaos

Accurately, you can tell Prodicus in future from me to piss off.

The birds have quickly internalised the primacy and importance which Peisthetairus has attributed
to them, and here reveal themselves as delusional dAal6vec. The eight successive addresses to the
audience stressing man’s ephemerality create a sense of antagonism that encourages the audience
to laugh at the expense of the birds, at their delusions. The Athenians probably did not think of
birds as particularly long-lived, and birds were commonly caught with lime and cooked or kept as
pets.”” The insults backfire particularly because they seem to evoke how men traditionally think of
birds, not the other way around. To a man, a bird is ‘little-accomplishing’ and ‘weak’. To a man, a
bird is short-lived. Aristophanes creates a temporary sense of the carnivalesque inversion of

hierarchy, but their self-confidence here is foolish. The address to men as pUAA®V yeved

27 Aristotle notes that a peafowl lives about twenty-five years (HA 564a25), while a ring-dove can live up to
forty years, and partridges over sixteen (HA 563a2-4). The catching and cooking of birds is described by
Peisthetairus at 525-38.

231



npocopotot recalls the simile used to describe man’s transience in the I/iad,*® but it is even more

apt for birds, closer to leaves in lifespan, weight and typical location.

Their delusion finds further expression in the accumulation of self-descriptors. Although
this second list reaches only five items, the parallel phrasing adds to the sense of alternation, of
swapped places between men and birds. Like most Aristophanic lists, some items are fairly
straightforward, and others have comic flair; Toic defita undopévoicty is a particularly ironic

epithet, given their recent change of heart, revealing their lack of self-awareness.

The birds proclaim that listening men may learn about t& petéwpa, the creation of birds,
gods, rivers, Erebus and Chaos, and knowing that, can tell Prodicus, on the birds’ behalf, to piss
off.*” Once again, we see Aristophanes exploring ‘sophistic’ ideas that were in circulation in the
city, by having the birds target Prodicus, who believed that the gods were personifications of
natural forces. The named komoidoumenos provides an easy target for disparagement humour,
although even an ardent fan of Prodicus may not have been offended by an insult from such a

clearly absurd source.

The Cosmic Wind-Egg 693-702

Xdoc fv kai NOE "Epefoc te péhav mpdtov kai Taptapoc evpic,

Y1} 8 008’ dmp 0vd” ovpavoc fv- EpéPovc §° v dmeipoct kdAmo1C

TikTel TpOTICTOV VANVEUOV NDE 1 HeAavOTTTEPOC DOV, 695
g€ o0 meprreAhopévauc dpouc EPAactey "Epwc 6 modevoc,

CTIA®V VOTOV TTTEPVYOLV YPLCUIY, EIKDC AVEUDKECL divailc.

ovtoc 8¢ Xdel mrepdevtt pryeic voyio kate Taptapov dpdv

EVEOTTEVCEV YEVOC NUETEPOV, KOl TPDTOV AVIYYEV EIC PAC.

B 11 6.146.
2% More literally: ‘tell Prodicus from us to wail during the future.’
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npdTEPOV 8 0VK NV Yévoc dbavatwv, Tpiv "Epwc Euvépeiéev dmavto 700
Euppetyvopévov 8’ Etépmv £tépoic yévetr Ovpovoc ‘Qkeovoc Te

kol ['f] Tdvtov te Oedv pokdpav yévoc deditov.

There was Chaos and Night, Black Erebus too and broad Tartarus at first,

But no earth nor air or heaven. And in the endless folds of Erebus

First of all black-winged Night bore an egg that was full of wind. 695

From which, once the seasons passed around, sprang Love, the desired one,

His back sparkling with golden wings, swift like a whirlwind.

This one mated with winged Chaos by night in broad Tartarus

He nested our race and first led it into the light.

Previously there was no race of immortal gods, not before Eros mingled everything together: 700
But as one thing mingled with another the heaven and ocean came to be

And the earth and the blessed undying race of gods.

After a swipe at Prodicus, the birds take on the righteous voice of the theogonic poet, endowed
with a wisdom conveniently sprung fully-formed into their heads. The sudden change in tone, a
sort of reverse bathos, marks out their solemnity as a fagade: we see them putting on this mask, and
know what lies behind it. Throughout these lines, their lofty intent is undermined by the frivolity of
the incongruities that the merging of theogony and bird seripts produces. Their seriousness
generates tension, but also encourages the mentalising audience member to recognise and laugh at

self-aggrandising nature of their beliefs, which put them at the centre of the universe.
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As part of his vision of projecting human characteristics and narrative patterns onto avian
subjects, Aristophanes ends up using the birds as a perspective from which to parody traditional
theogonies. Hesiod’s is perhaps the best known of such texts, but these sorts of traditions are found
across many ancient civilisations. From Greek states alone there were competing accounts
attributed to Orpheus, Musaeus, Aristeas and Epimenides,’ and Aristophanes assembles his story
from several sources.’' While one can certainly take an analytical approach to Aristophanes’ avian
cosmogony, and identify the literary models element by element, the result is necessarily imprecise
and unsatisfactory. Aristophanes certainly drew upon Hesiod,** but other theogonic stories are
known to us primarily through later sources, and tend to have overlapping elements. The wind-egg,
for example, absent from Hesiod, may be indebted to Epimenides, to Orphic traditions,* or to the
story of the Dioscuri,** and these are the full range of options only if we restrict ourselves to Greek
texts, and ignore Semitic, Persian, Phoenician and Vedic accounts.*® The audience are unlikely to
have engaged in such a pernickety analytical process, but rather would have recognised that
Aristophanes is creating a comic instantiation of a certain fopos of poetry, and centring aspects that
are apt for the birds, who in turn are seen to pick and choose elements most convenient for them.
The idea of a wind-egg, ‘the unfertilized source of fertility itself”,*® is appropriate for birds, and an
apt image to convey the idea of parthenogenesis. Similarly, the description of Night as a winged
being (nehavomtepoc) is not unparalleled.’” Although it may not be Aristophanes’ own invention,

its placement here in a new and comic context gives it piquant purpose.

At 698 I print the transmitted vuyiw, although others have tended to accept West’s

conjecture of poytoc.® The transmitted vuyie is appealing, because the effect of describing Love

30 Dunbar (1995) ad loc.

31 Meisner (2018) 89: ‘Like most Greek poets, Aristophanes himself is a bricoleur’.

32 This impression strengthened by the parallels later between lines 709-15, and the markers of the seasons as
recorded in the ‘Farmer’s Almanac’ section of Hesiod’s Works and Days.

33 West (1983) 198-203.

3 Av. 695.

35 West (1983) 103-4, 201.

36 Meisner (2018) 90. Arist. HA 559b 22-24: ‘Some say that wind-eggs are the remains of eggs previously
fertilised, but they are wrong, because it has been observed sufficiently often already that chicken hens and
geese who have not been fertilised produce wind-eggs.’

S7E. Or. 178.

38 West (1977) 74-5.
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and winged Chaos — not elsewhere winged*® — as mingling ‘by night’ calls attention to the sort of
metaphysical confusion that is attendant upon cosmogonic accounts. While Night had previously
been a character in events, it is now suddenly a period of time or state. Moreover, vuyiom seems
humorously redundant, since light or day has not yet been mentioned. Calling attention to the
inherently abstract and confusing nature of cosmogonies is the sort of imitation plus exaggeration

that is to be expected of a parodic text.

Through mingling by night, Eros évedttevcev the race of birds. Elsewhere, such as throughout
Aristotle’s Historia Animalium, veottedey means "to build a nest’, and does not take a direct
object, yet here it seems closer in meaning to the compound €kveottevety, ‘to produce chicks’.
Aristophanes crowbars a word that can only relate to birds into a context where it does not
syntactically fit. He uses this verb where other options, e.g. tixtew, yevvav or puteve, would
have been more appropriate, calling attention to the absurdity of the narrative, and to the very
nature of its fabrication, as the poet sews together two opposing scripts with rather clumsy

stitching, in the process underscoring the novelty of the birds’ version of events.

Lovebirds 702-712

e pév dcpev
TOAD TTPECHUTATOL TAVI®V PoKAP®V NUETC. e & écpuev "Epwtoc
ToALOTC Ofjhov- TETOUECHA TE YO Kol TOTCY EPACL COVECUEV
TOAALOVC O& KOAOVC AMOUMIOKOTAC TATONC TPOC TEPUACTY DPAC 705
Sl TNV 1oyvv TV NUETEPAY dlEPNpLeaY BvOpEC EpacTal,

0 pEv dptuya dovc, 6 8¢ TopPLpiwV’, 6 08 ¥Nv’, 6 8¢ lepcucov Bpvv.

39 See Dunbar (1995) ad loc. Night is winged in Euripides (E. Or. 178), and Eros is often depicted with
wings, as in 697, although Arrowsmith (1973) 136-7 argues that ‘winged Eros’ may also be intended to
evoke the imagery of a winged phallus, a common apotropaic symbol in antiquity.
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movto o0& Byntoic &ctv A’ HUdV TV dpvibwv T LéyicTa.

npeTO P&V Bpoc Qaivopey NUEic fpoc, YEdvoc, dTdpoc:

creipev pév, dtav yépavoc kpdlovc’ gic v Aoy petoyopii— 710
Kol TNOAALOV TOTE VOKANP® PPAlel KPEUACOVTL KOBeDdEV—

gita 8 Opéctn yAdivay Deaivety, vo um Pry@v dmodim.

And thus we are
The oldest of all the blessed ones. And that we are the children of Eros
Is clear in many ways: for we fly and go among those in love:
And many beautiful boys who swore off it, as they near the end of their bloom 705
Whom, because of our power, their grown lovers screwed,
Having given the boy a quail or a porphyrion or a goose or a Persian bird.
All the greatest things come to mortals from us birds.
First off, we show them the seasons of Spring, Winter, Autumn:
The season to sow, when the crane calls on its migration to Africa. 710
And signals to the helmsman to hang up his rudder and sleep,

Then to weave a warm cloak for Orestes, so he doesn’t get cold and steal one.

In the style of a deictic speech, the coryphaeus gives evidence for their divine ancestry from Eros,
and the tricolon ends with a reference to some less than righteous human behaviour: reluctant ex-
eromenoi bribed to a concession with the gift of a bird. Paederasty as a practice may have

increasingly come to be seen as problematic over the course of the fifth century. Depiction of it on
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vases stops after the 470s.** Regardless, there were certainly ways to go about seducing an
eromenos that were considered wrong, such as trying to pick boys up at the palaestra.*' In this case,
the reluctance of the eromenos marks out the assignation as sordid, and particularly so because the
youth has sworn off it (705). Moreover, the youth is approaching the time in life at which being an

eromenos became a dishonour (705). Thus, the gift of a bird occasions human bad behaviour.

In this section on the birds as love-tokens, and again in the coming lines about their
marking the seasons, there is a defined comic rhythm, with a few lines of non-humorous build-up
(702-4, 708-11) before lapses into discussion of scurrilous behaviour (705-7, 712). The more
serious lines, in the context of a comic performance, generate expectant tension to be released,
and once again it is the poor behaviour of humans that punctures the temporarily solemn fagade. In
the second half of this passage, there is a quasi-Hesiodic account of the birds as heralds of the
seasons,*” culminating in a reference to a man called Orestes with an apparent propensity for
stealing cloaks.*’ Orestes is mentioned in Acharnians (1164-8), as a raving drunk liable to assault
you by night, and again later in Birds, where he is said to strip men of their clothes if encountered
by night.** It is tempting to think that Orestes is a generic nickname for someone mad or acting in
an outrageous way, as the mythical Orestes can be seen as doing. This is certainly the case for a
later ‘Orestes’, Diocles of Phlya.*> However, X 4v. 1484b supplies a patronymic for the clothes-
snatching Orestes, and Eupolis fr. 166 lists an Orestes as a hanger-on of Callias. A contemporary

Orestes, known for stealing cloaks, therefore seems likely.*®

Aristophanes may, however, be playing with the different figures called Orestes. For until

the final word of 712, the chorus could plausibly be referring to the hero Orestes. In Aeschylus’

40 Hubbard (1998) argues that paederasty was thought of as an elite practice, losing public approval as
Athens’ democracy became more inclusive; Lear (2015).

41 Cf. Wasps 1025-7, Peace 762-3; Henderson (1975) 216.

42 Cf. W&Ds 448-50, 486, 568-70.

43 See Dunbar (1995) ad loc.

4 A4v. 1482-93 humorously combines a reference to the cloak-snatching Orestes with the popular belief that
to meet a hero was dangerous for ordinary men, and could result in paralysis down one side: Men. fr. 348,
Ath. 11.461c.

s, 8.

46 See Dunbar (1995) ad loc. and Higham (1932).

237



Libation-Bearers the cloak that Electra has woven for Orestes is a recognition token.*” This motif
clearly lingered in the minds of the Athenian audience for some time, since Euripides pointedly has
his Electra dismiss the idea, on the grounds that a grown man would hardly be wearing an item of
clothing woven for an infant.*® A cloak was part of the mythical Orestes’ story, then, and even in
the Euripidean version, it is implied that the garment was vital in saving the infant’s life: v @ mot’
avtov EEéxheya un Bavelv; 540. At the start of line 712, playing on the Hesiodic recommendation
to wrap up warm at W&Ds 536-7, Orestes the hero may be the more salient figure, and therefore
the mention of stealing that ends the line is a climactic surprise, and the audience are forced to

resolve this incongruity by realising that the ignominious cloak-thief is meant.

Calendars and Oracles 713-22

itivoc (8”) ab petd tadTa paveic £Tépoy HGpav dmoaiver,

vika TEKTEY Gpa TpoPhTmv TdKoV NPVOV- eita XSOV,

Ote yp1| YAoivay TOAEV 7)oM) Kol Andapidv T Tpiachal. 715
gcuev o° vulv Appwv, Agdpoi, Awdmvn, ®oifoc ATOAA®V.

ENBOVTEC YOp TpdTOV €T HpVIc 0UTM TPOC dmovTo TpEmeche,

Tpoc T’ gumopiav, Kol Tpoc PlOTov KTHicly, Kol TPOC YAUOV Gvopoc.

Opvv € vouilete mavl’ dcamep mepl poavteioc dwakpiver

enun v’ bUiv dpvic écti, mrapudv 17 dpviba kaAeite, 720
Evpuporov dpviv, pavry dpviv, Bepdmovt’ dpviv, Gvov dpviv.

ap’ od pavepdc eI VUV Ecpey poavieloc ATOA®Y;

YTA. Ch. 231-2.
‘8 E. EL 538-46.
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The kite again after this appears to herald another season

The season to shear sheep of their spring wool: then the swallow,

When one ought to sell the warm cloak already and buy a thin one. 715
And we are, to you lot, Ammon, Delphi, Dodona, Phoebus Apollo.

For first you go to the birds before you turn yourself to anything,

To trade, or acquiring livelihood, or marriage.

You consider everything that concerns prophecy to be a bird:

A prophetic saying, to you, is a bird. A sneeze, you call a bird. 720

A chance meeting is a bird, a voice is a bird, a servant is a bird, a donkey is a bird.

So aren’t we quite obviously your prophetic Apollo?

The chorus leader continues to list the birds’ calendar functions, this time heralding the return of
warmer weather, and the advice of line 715 is ‘surely comic fantasy, for few would need or wish to
sell their heavy winter cloak to buy a summer-weight one.’* For Hesiod, the swallow’s call marks
pruning season, and the deviation from parodied model to parody is a meaningful one:>
substituting an important agricultural task for a bit of shopping undermines the birds’ attempt to

emphasise their year-round importance.

The bird-coryphaeus then parrots Peisthetairus’ ideas about their prophetic role,” noting
the frequency with which men defer to bird omens to guide their actions at key life events. The

sentiment recalls Hesiodic advice once again, in particular his advice to consult birds of omen

4 Dunbar (1995) ad loc.
S0 w&Ds 568-70.
S Av. 592-626.
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before marriage,’* and the resounding wisdom with which the Works and Days ends: ‘In them,
happy and blessed is he who knows all these things, acts blamelessly towards the gods, judges by
the omens of birds, and avoids transgression.”*® Of course, the bird has singled out the pvifac

kpivov bit, and dropped the rest.

The speaker’s argument at 720-2 is an obviously specious one. In much the same way as
the speaker of the parabasis of Thesmophoriazusae argues on the basis of names such as
Novcidyn that women are better than men, here a human convention of naming is used to prove
falsely a point about the thing which is not implied by the convention of speech. ‘Ovov dpvuv, is
clearly a humorous climax to the argument. Donkeys and their braying may have been subjects of
Greek superstitions,** but this juxtaposition of similar-sounding disyllabic animal names also
returns us to our theme of relativism and the interchangeability of living beings. Here, gentle fun is

poked at human superstition, confirming the centrality of human folly to Aristophanic humour.

Blessings and Bird’s Milk 723-36

v ovv fudic vopicnte Ogovc,

gEete ypiicOon pavtect Movcaic

mhcatc dGpatc, xeWdvy, BEpet 725
UETPi®, TViYEL: KOVK AmodpAvVTEC
kaBedovped’ dvm cepvovopevol

TopaL Toic vepéhaie demep ym Zeve:

AL TopOVTEC dDCOUEV DUV

ovToic, Talciv, Taidmv mouciv, 730

52 4v. 718, cf. W&Ds 800-1.

33 W&Ds 826-8.

54 Dunbar (1995) ad loc, John Chrysostom Homily XII on St Paul's Epistle to the Ephesians Migne, Pat. Gr.
Ixii, col. 92.
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movBuyielav, Blov, gipnvny,

veoTNTa, YEAMTO, YOpOoUC, BaAiac,

voio T dpviBwv. dete TopécTat

KOTILAV DUV VIO TV dyabdv: 735

0UT® TAOVTICETE TAVTEC.

So if you consider us gods,

You will have prophetic Muses to consult

Outside in the seasons, in winter, in the moderate

Summer, and the stifling: And we won’t run away

And sleep up there all haughty

Among the clouds like Zeus.

But we’ll be present and give to you

To your children, to your children’s children, 730

Health-wealth, life, peace,

Nestlings, laughter, choruses, feasts,

And bird’s milk. So you’ll be able 735

To grow weary of blessings

So wealthy you all will be.
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The anapaests end with a pnigos urging the audience to view them as gods and proselytising the
benefits they can offer. 723-6 recap the last claims of the anapaests proper, but in reverse order.
Interestingly, this precis ends with an apparent oxymoron: petpie mviyel. A summer can hardly be
both pétproc (‘measured’, ‘mild’) and mviyoc (‘choking’, ‘stifling’). One solution is to place
punctuation between the two, as printed above, to signal that these are two different sorts of
summer, listed asyndetically, in which the birds may prophesy. This is certainly possible, but it is
also striking to place pétpioc, so closely etymologically related to pétpov (‘measure’ but also
‘metrical foot’), next to wviyet, which could just as easily be taken as the noun nviyoc, the name for
this sort of metrical run. Although scholia are our earliest evidence for this meaning of mviyoc,” it
is not implausible for it to have been known as such to Aristophanes’ first audience, too. After all,
they were used to hearing the anapaests explicitly announced,’® and it is entirely possible that the
mviyoc may have been explicitly named in some Old Comedy play(s) now lost. If this were the
case, and if in pétproc something like petpucde or petpoeidnc was heard, then this phrase could be
perceived both as describing two contrasting states of 0¢pet, and at the same time denoting the
‘metrical pnigos’, referring in a moment of metapoetry to the song itself, a clever resolution to a

playful incongruity.

The enumeration of the blessings birds would provide for men is, as often in Aristophanes,
a mixed list of straight and humorous entries. Starting strong, the portmanteau TAovBvyiciov
‘wealth-health’ makes it clear that the birds are promising nothing short of the epitome of good
fortune itself. Such exaggeration is to be expected in a parabasis. Life, peace, youth, laughter,
choruses and feasts follow, jam-packed enthusiastically into an asyndetic catalogue of indisputably
appealing items, and the last four of these have interesting resonances. vedtnta means ‘youth’, but
it can also denote ‘folly’ and the initial aural similarity to words like veotteia (‘nest-building’) and

veottid (‘nest/brood of young birds’) constitutes a sort of wordplay that once again works by

55 B.g. ¥ Ach. 659a.

56 Ach. 627: toic dvomaictoic émiopev; Eq. 503-4: mpocéyete tOV vodv Toic dvamaictoic; Pax 735:
mapaPac év Toic avamaictoic; Av. 684: Gpyov tdv dvamraictov; Pherecr. fr. 84: Gvdpec, mpocyete 1OV vodv
£EEUPNUATL KOV, | COUTTUKTOLC AVATAICTOLC.
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blurring the boundaries of species. Xopovc and Baiiac suggests religious festivities to be held in
honour of the birds as gods, but following on from yéAmta would also suggest, metapoetically, the
ongoing comic performance itself, its religious context and attendant festivities. The bird
coryphaeus is intra-narratively trying to win over man to the worship of birds, while on another
level he directs the audience to recognise the aesthetic merit of the play itself, ultimately making a
bid for their favour and votes. The last item on the list is birds’ milk, which was a proverbial
delicacy.”” It was also, as the Greeks were well aware, an impossibility.”® If the blessings on offer
seemed exaggerated to begin with, this culmination confirms that when an offer seems too good to

be true, it usually is. Here the birds are eager to win their audience over, but they rather over-egg it.

Mountain Melodies 737-52

Modca Aoyuaia,

TLOTIOTIOTIOTIYE,

mouciAn, ued’ fc &yo va-

moict (te Kal) Kopueaic v dpeiaic, 740
TLOTIOTIOTIOTIYE,

iopevoc pelioc € @uAlokdov,
TLOTIOTIOTIOTIYE,

O éufjc yévvoc Eovbijc perémv

[Moavi vopovc igpovc dvapaivo 745

cepva e Mntpi yopevpot’ opeiq,

37V 508, Av. 1673; Mnesim. Fr. 9.
58 Arist. HA 521b26-7: ‘Those animals which are born externally, or produce eggs, have neither breasts nor
milk, such as a fish and birds.’
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TOTOTOTOTOTOTOTOTOTIYE,

&vbev mcmepel péMtta

®poviyoc auppociov pekémv AnefOckeTo KOPTOV del

QEPOV YAVKETOY MOGLY, 750

TIOTIOTIOTIYE,

Muse of the thickets,

Tiotiotiotiotinx,

Dappled one, with whom I

In the glens and mountain peaks, 740

Tiotiotiotiotinx,

Sitting upon a thick-leaved ash

Tiotiotiotiotinx

Through my tawny cheeks the holy

Melodies of songs for Pan I reveal 745

And solemn dances for Mother Mountain,

Totototototototototinx,

From where, just like a bee,

Phrynichus feeds upon the fruit of ambrosial song continually

Carrying off sweet odes, 750

Tiotiotiotinx
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Silk was unimpressed by the offering of the lyric odes of Birds,> but others have made more of
them. Perkell sees the beauty of these odes as expressive of an aesthetic sensibility at odds with the
greed that characterises the humans of the play,’* and Pozzi locates them as a key part of the play’s
pastoral theme. Certainly, what we find here is respite from the usual dynamics of boasting and

persuasion, with a moment of pastoral and religious song.

There is more going on, however. For one thing, the non-verbal refrain of tiotioTI0TIOTIYE
is yet another aspect in which human and bird collide.’' Not merely imitations of bird calls, the
wordless refrain bears comparison to the non-verbal vocalisations that are characteristic of certain
Greek song forms. As laments could be punctuated by an étotototototol with a variable number of
“10’s,% wedding songs broken up by vuvoov,” and paeans by i& Ioudv or in i& IMoudv,** so too the
birds’ song is interrupted by chirruping. The sense that these interludes are an unnecessary
interruption is stressed by the extent to which the first three trills cause the main verb to be
delayed, creating expectancy and tension. Again, we find the birds engaging in behaviour that
parallels human behaviour, and one could even take this incessant interruption as a sort of

comment on man’s musical fondness for refrains relatively devoid of semantic purpose.®®

The imitative mockery is more specific than that, however, as the reference to Phrynichus
suggests that the poetry may be an imitation of the odes of this tragedian. Kakridis saw these lines
as extensively quoting a hyporchema of Phrynichus,*® and although there is not enough evidence to

conjecture the existence of a specific song of such a type, it seems likely that the odes are meant to

59 Silk (1980) 102 describes Av. 209-22 as ‘a piece of hyper-conventional high-lyrical pastiche, written in a
very relaxed style devoid of any pressure or pointedness. Its simple theme — the nightingale is to sing and
Apollo and the gods in general will answer — is distended to fill up fourteen verses without wit or invention,
let alone intellectual point.” Although referring to an earlier ode, one imagines the same argument could be
made about these parabatic odes.

60 Perkell (1993), Pozzi (1985).

61 Lewis (2023) sees the trilling tiotiotiotiottyE as an element that imitates and exaggerates New Music, with
its emphasis on musical virtuosity, lyrical emptiness and propensity for onomatopoeia.

82 E.g. A. Pers. 268, Cho. 159, S. EL 1245.

63 Sapph. fr. 111.

6 Aristonous, Paean to Apollo 1-4; Philodamus Paean to Dionysus 5 (Kippel).

65 See note 61.

66 Kakridis (1970)
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sound Phrynichean in a more generalised way, and Lewis has recently suggested that both ode and
antode represent a mash-up of music in the style of Phrynichus’ dramatic odes, and the growing
style of New Music.®” Imitation of Phrynichus would certainly make sense. For this pastoral ode,
with its vocalising bird-cries, clearly intends not just to report on but to mimic the woodland bird-
song which it describes, and since such woodland bird-song is said to be the sustenance of
Phrynichus, then the music of the Birds ode itself must resemble the sort of musical pollen
Phrynichus gathers, his musical inspiration. The metre is frequently dactylic, and so may loosely
resemble dactylo-epitrites found in the poetry of Phrynichus.®® His identification with a bee and the
sweetness of song referenced suggest the sweetness which was perceived as characteristic of his
work.*” While to some the image of Phrynichus here seems to be a matter of respectful homage,”
this depiction is probably flattering of the bygone poet only insofar as the listener enjoys the

aesthetics of this ode.

The Upside-Down Ethics of Cloudcuckooland 753-68

el net’ opvibmv Tic VUMV, @ Osatai, BodAreton

dramAéxey {AV M0Emc 1O Aowmdv, e Hpdc iTo.

Oca yap évBad’ Ectiv aicypd Kol VOLL® KPUTOVUEV, 755
TaDTO TAVT™ ECTiv o’ MUV Tolcty dpvicty KOAG.

el yop €vBad’ €ctiv aicypov TOV TaTEPA TOTTEWY VOU®,

TODT’ €KET KOAOV o’ MUV €cTiy, iV TIC T® TaTpl

7 Lewis (2023).

8 E.g. Phryn. Trag. frr. 9, 13 (TrGF).

17 220 describes a song as apyatopeicidovoppoviyfpoto where -pehi- suggests honeyed song, and -
@poviy- identifies Phrynichus as the sort of poet to compose it.

"0 E.g. Pozzi (1985) 125: ‘Aristophanes refers here to his own art, not in the customary parabatic plea for
victory or in an ironic disclaimer, but programmatically, by naming a playwright he respects’; Prato & Del
Corno (2001) 189: ‘ricordato da Aristofane con rispetto e ammirazione.’
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npocdpapay einn matdéac "aipe TARKTPOV, €1 poryel."

€1 0€ TVYYAVEL TIC DUADV OPOTETNC ECTIYUEVOC, 760
drtoydic ovtoc mop’ Npiv motkiloc kekAcetalt.

&l 8& Tuyyaver tic dv poé undév frrov CrvOépov,
ppuyitoc dpvic ovtoc Ectat, Tod Pijpovoc yévouc.

€l 6¢ doDAOC éctt kol Kap demep E&nkectionc,

QUCATO TAnTOVC TTOp’ MUV, Kol pavodvTon ppdtepec. 765
€1 6’ 0 Ieiciov Tpododvar Toic dtipoic Tac THAoC

Bovietal, TEPSIE yevECO®, TOD TATPOC VEOTTIOV"

®c Top’ MUV 00OEV aicypov Ectiv Ekmepdikical.

If anyone among you, oh audience, wants

To spend their life playing sweetly with the birds, let him come to us.

For all the things which are here considered by law to be shameful, 755

All these things are, among us birds, just swell.

If here it’s shameful to beat your father, by law,

This there is praiseworthy among us, if someone

Running at their father and hitting them should say, ‘Put your spurs up, if you’re fighting!’
If one of you happens to bear the tattooed-stigma of desertion, 760

This man will just be called a speckled hen among us.

If one of you happens to be a Phrygian like Spintharos,

247



Well he’s a pigeon here, of Philemon’s family.

And if a slave is a Carian like Execestides,

Let him grow grandfeathers among us and join his flock. 765

And if some son of Peisias wants to betray the gates to the disenfranchised
Let him become a partridge, a chick off the old cock:”'

Since among us there’s nothing shameful in being a sly old bird.

In this epirrhema, the birds appeal to the base, even criminal impulses of the audience. This is what
Konstan’s analysis identifies as an antinomian strand of Cloudcuckooland’s utopian attributes,” as
typically frowned-upon attributes receive not opprobrium but praise (758) in the birds’ new
domain. As discussed above, this appeal to the worst in humanity has latent potential for humour
because it invokes taboo topics, topics which normally generate tension as the audience member
expends mental energy maintaining usually socially desirable inhibitions, and puncturing this

tension by making light of such emblematically wrong things as father-beating comes as a relief.

However, Aristophanes does not rely too heavily on this dynamic of humour. The
epirrhema is replete with bird puns, and some disparagement of named komoidoumenoi for good
measure. The incongruity-resolution needed to process the bird puns works nicely alongside the
taboo and touchy topics invoked, by punctuating the tension and providing much needed levity.
The reference to patroloia, for example, obviously invokes a cultural norm that it would be taboo
to break, but the section on it ends with a rather harmless joke brought about by the incongruity of
mfjktpov where one might expect a word for fists or weapons.” Similarly at 760-1, the topic of the
runaway slave is a rather touchy one. The desertion of slaves was a problem for Athens particularly

around this period, since slaves could sometimes expect a warm reception from her hostile

"I This phrase taken from Barrett’s Penguin translation.
2 Konstan (1990) 197-8.
3 Hubbard (1991) 169 sees the patroloia verses as an echo of Nu. 1321-1446.
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neighbours.” The picture of them as speckled francolins (see figure 1) wittily reconfigures their

shameful branding into an avian attribute, and in doing so robs this group of threat or menace.

Foreign extraction, slavehood, and perfidy are the traits which the birds next mitigate with
their wordplay. Their attribution of these traits to named individuals allows for a quick comic

swipe,” but the final comic beat in each run revolves around wordplay.

The Heavens Resound 769-84

TO10dE KUKVOL,

TI0TIOTIOTIOTIYE, 770
copyf) ponv 6pod mte-

poict kpékovtec {oyov ATOM®,
TLOTIOTIOTIOTIYE,

Ox0w épelopevol map’ "ERpov motapov,
TI0TIOTIOTIOTIYE, 775
S10 §” aiféprov vépoc HAOe Pod:
ntiée 6¢ moida @O T0 ONpdV,
KopoTd T EcPece vivepoc aibpn,
TOTOTOTOTOTOTOTOTOTIYE

mac 6 émextonnc’ ‘Olvpnoc: 780

4 Th. 1.139.2. The problem would soon intensify when the Spartans captured Deceleia in the Attic
countryside and 20,000 slaves took the opportunity to desert: Th. 7.27.5.

75 The identity of ¢ Ileiciov and the nature of his betrayal has naturally generated some speculation, but
certainty is impossible, since as a scholiast admits: o0d&v capec Eyopev, ovte tic 0 TTiciov obte Tepi tijc
mpodocioc (X Av. 766a). It is possible that the dtyiot are those who were accused as part of the Hermocopid
scandal, which factors into discussions of the possible decree of Syracosius; see note 2 above.
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gike 88 Oaupoc dvaxtoc: Olvumddec 8¢ péhoc Xapirec
Motcai T’ Eérmioivéay,

TIOTIOTIOTIYE,

With such things did swans,

Tiotiotiotiotinx 770

With mingled cry together with the strumming
Of wings hymn Apollo,

Tiotiotiotiotinx,

Perched atop the bank of the river Hebrus,
Tiotiotiotiotinx, 775

Through the clouds above went the cry,

And made cower the varied tribes of beasts,
And windless clear sky quenched the waves,
Totototototototototinx,

All Olympus echoed, 780

And wonder took its lords. The Olympian Graces
And Muses cry back in joy,

Tiotiotiotinx!

In this corresponding antode, the same threads are found as in the preceding ode. The non-verbal

vocalising Totwotiotiotiyg is reprised, and this time birdsong does not only hymn gods and attract
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an apian poet, but the ode narrates how it effects the animals, the seas, heavens and the gods
themselves. This is the triumphant culmination of the lyric sections of the parabasis, as the Muses

themselves take on the vocalising refrain.

The Benefits of Wings 785-800

00O&V €cT’ dpetvov 00d’ Hid1ov | eOcoL TTeEPd. 785
avtiy’ VUMV TV Osatdv £l Tic §v VIOTTEPOC,

glto TEWAV Toic Yopoict TV TpaymddV fxOeTo,
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K@t dv dumincOeic £’ Hudic oOic o KATETTATO.

EX te TTatporkeidnc tic DU@v toyydvel yelntidv, 790
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E{ e poyyevav tic Hudv Ectv cTic Tuyyavel,
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gita, Prvicoc éxelbev avdic ad KoTénToTo.
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Nothing is better nor sweeter than to grow wings. 785

For example, if one of you audience members were winged

Then when he grows hungry and gets tired of the tragedians’ choruses,

He could fly away, go home and have lunch,

Then once he’s full he could fly back again for our show.

And if some Patroclides among you happens to need a shit, 790

He would not have to exude into his coat, but fly up,

And having let it all out and caught his breath fly back down again:

And if one of you happened to be an adulterer,

And then he sees the woman’s husband in the Council’s reserved seats,

He could grow wings and fly up away from you, 795

Then having fucked her fly down back again from there.

So isn’t becoming winged the most valuable gift?

So Dieitrephes who has just wicker wine-flask wings

Was elected phylarch, then hipparch, then rising from obscurity

He achieves great things and is now a tawny horse-cock. 800

In the antepirrhema the birds proselyte about the benefits of wings, thematically paving the way for
the imminent return of Peisthetairus and Euelpides, now winged. The wings as described here
allow the user to indulge in bodily pleasures which would otherwise meet with some social
friction. The tricolon of bodily urges — hunger, the need to defecate, sexual desire for adultery —

ends in one that would be illegal to satisfy. Adultery was a crime terrible enough that if the
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offended husband caught the perpetrators in fragrante in his home, he was allowed to kill the
adulterous intruder.”® The mention of it here chimes with relief theory of humour, since by
mentioning a topic as titillating and taboo as adultery, the audience may feel tension which they
are ultimately allowed to expel in laughter that is publicly licensed by the occasion and by the
crime’s status as purely hypothetical, rather than as a reference to any real persons.”” The reference
to adultery also confirms the picture of base, pleasure-driven mankind, of the type which I argue
above is the assumed state of being in comedy, and which Aristophanes applies indiscriminately to
birdkind and godkind, too. The adulteress’ identity as wife of a Council member makes the image
even more risqué: a reward for his service to the city, a seat near the front of the theatre, is used
against this unwitting sap, whose subsequent visibility in the theatre ensures the adulterer gets

away with his misdeed.

These lines have been taken as evidence for tragedy and comedy being produced back-to-
back in the space of one day, rather than on different days in the City Dionysia festival,”® although
this argument rests heavily on £p’ udc referring specifically to those present at a comic
performance, not merely a dramatic one, and also presupposes that time in a comic narrative has to
pass at a sensible pace.”” What is clearly true is that these imagined winged excursions for the
purpose of indulging bodily desires are the more vivid for being set in the here and now of the
theatre of Dionysus. By taking the audience’s present surroundings as one input to the fantastic
world they are constructing, spectators are encouraged to visualise the world and to laugh directly

at the Council members in the front rows.

76 Lys. 1.30.

77 Adultery is joked about in abstract terms in Old Comedy: Nu. 1079-84, Pax 979-85, Lys. 107, Th. 343-6
and 478-501. Named figures are never accused of it, except perhaps an Orsilochus at Lys. 725, who could
just as easily be a brothel-keeper, and Aristophanes jokes at Ach. 848-50 that Cratinus has an adulterer’s
haircut. For attitudes to adultery generally, see Robson (2013) 90-102, and for discussion of Orsilochus, see
Janse & Praet (2012), Sommerstein (1990) ad loc. and Henderson (1987) n. ad loc.

78 Pickard-Cambridge (1968) 83, Storey (2002). The arrangement would have reduced the number of days of
the competition, with one tragedian’s tetralogy and one comedian’s comedy performed back-to-back daily for
three days, and would have meant that there were only three comic playwrights, rather than five.

" Luppe (1972) argues that it was always the case that five comic playwrights were in competition at the
City Dionysia, but that only the top three were consistently considered as having placed, and their identities
recorded; likewise Hartwig (2012).
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Two komoidoumenoi are targeted for humour in this passage: Patroclides and Dieitrephes.
A scholion provides us with Patroclides’ nickname, Xecdc (‘Shitter’), and explains it as the result
of habitual nocturnal faecal incontinence,*® although Dunbar speculates that the nickname is more
likely to derive from a one-off public attack of diarrhoea.®' If the scholiast is right, this joke finds
parallel in a joke about the aged Cratinus’ incontinent bladder.** If Dunbar is correct, one might
compare the similarly singular and public embarrassments of e.g. Hyperbolus losing his religious
garland to the winds during a public ceremony, or the actor Hegelochus who mispronounced

YoMy’ 6pd (‘I see calm’) as yofjv 6pd (‘I see a weasel’) in performing Euripides’ Orestes. **

Finally, there is the mockery of Dieitrephes. It is unclear whether the ‘wicker wine-flask
wings’ are appropriate for him because he was a drunk, or because he or his family was involved in
the production or trade of these objects, but the focus of these last lines is more on the culmination
of Dieitrephes’ advancement, from phylarch, to hipparch, to LovBoc intoiexktpvdv. His progression
through the ranks is shown by the alteration of one element of the compound titles in turn phylarch
— hipparch — hippalectryon, where the final element is a surprise for e.g. epihipparch, which was a
role a rung above hipparch. Instead of the expected alteration, the incongruous inclusion of an
avian element. The ‘tawny horsecock’ is taken from Aeschylus’ Myrmidons,** and apparently refers
to an emblem painted on the front of ships, as Aristophanes has his Aeschylus explain to Dionysus
in Frogs.*® Euripides then goes on to mock Aeschylus for this word, which was clearly both
extremely obscure and even exotic — Euripides associates the emblem with Persian tapestries. As
such, the hippalectryon fits perfectly the criteria for an incongruity, as it is highly specific and

surprising.

803 Av. 790a 0 KaTOCYNUOVEY TAV CTPOUATMV.

8 Dunbar (1995) ad loc.

82 Eq. 400.

8 For Hyperbolus’ garland loss, see Nub. 623-5 and Starkie (1911) ad loc.; Hegelochus’ slip of the tongue
clearly occasioned much mirth, given the number of comic references to him: Ar. Ra. 302-4; Sannyr. ft. 8,
Stratt. fr. 1. The actor is otherwise unknown, except for Plato Comicus commenting that he had an
unpleasant voice: fr. 235.

8 Fr. 134 (TrGF).

8 Ra. 931-8.
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5. Conclusions

The birds in this parabasis attempt to rewrite history, religion and the rule book. Although animal
choruses and incongruous anthropomorphism may have been the bread and butter of early comic
plays,® this parabasis is remarkable in its enormous scope, and the lengths to which it goes to
impose birds onto the entire history of the world, starting from its genesis and ending, in the

antepirrhema, with the here and now of the festival performance.

Aristophanes’ poetic persona may be absent, but the parabasis here continues to build the
poet’s brand. By playing with the idea of relativism, a provocative idea associated with the sophists
in classical Athens, Aristophanes may be seen as perpetuating his self-fashioned reputation as a
sophisticated thinker, unafraid of new ideas. While the poet is not mentioned, his characters do

more than enough to conjure his presence before the audience.

86 Sifakis (1971), Rothwell (2007).

255



The Curse You Want to Keep

Misogynistic Humour in Lysistrata and Thesmophoriazusae

In 411 Aristophanes composed two successive plays centred around women, and in doing
so mined what must have a rich seam of comic material. Women as a group were a ripe
target for disparaging humour, since misogyny was prevalent in classical Athens. What is
perhaps most striking about these two plays, however, is that Aristophanes does not rely on
this dynamic for generating humour particularly heavily.

In Lysistrata, Aristophanes adds an extra political dimension to the gendered squabble,
by having the male group represent die-hard democrats, while the women’s speeches
sometimes carries oligarchic connotations. I believe this layering of identities allows the
poet to produce a play about a touchy topic — the possibility of political power being
wrested from the city’s democracy — while simultaneously diffusing the threat with sexual
humour.

Later, in Thesmophoriazusae, women provide a distraction from politics altogether, but
the humour is more sophisticated than mere misogyny. Aristophanes takes as input the
Euripidean trope of the powerful monologuing (anti)heroine, and creates a world in which
the female chorus leader unwittingly takes on the role of the formidable and deceptive
Euripidean woman. The speaker uses obviously specious reasoning and feigns naivety, and
humour may be found in the very patency of her attempt to manipulate, as well as in the

swipes at the poor behaviour of komoidoumenoi (male and female) and through innuendo.
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1. Disparagement Humour and Misogyny

In the Thesmophoriazusae, the women of Athens bewail the bad reputation for women that
Euripides has fostered in Athens: ti yap oOtoc fjudic odx &micpd] 1@V kaxdv; (‘What sort of
abuse has he not smeared us with?’ (389). However, recent studies of the effects of
misogynistic humour suggest that the women of Athens would have been wise to be
concerned about Aristophanes instead.

Studies of misogynistic humour indicate some perhaps intuitive results; that it is (a)
more palatable to men, (b) more palatable when communicated by a woman, (c) more
palatable when perceived as socially acceptable, (d) more likely to be found inoffensive by
those who hold negative opinions of women, (e) more likely to be positively enjoyed by
those who hold such opinions, and relatedly, (f) more likely to be enjoyed by those who do
not psychologically identify with women as a group.! Another study even suggests that
misogynistic humour may be more palatable to those who perceive their own masculinity
as threatened, since it then serves as a way of re-affirming their masculinity.? Enjoyment of
sexist humour positively correlates with measures of sexual aggression, and exposure to
such humour has been shown to promote sexist behaviour and to nurture environments in
which harmful behaviour towards women is taken less seriously.’

If we define sexist humour as that which ‘demeans, insults, stereotypes, victimizes,

and/or objectifies’* a person or group on the basis of their gender, then Lysistrata and

!'For (a)-(d), Parrott & Hopp (2020). Conclusion () is supported by numerous studies: e.g. Butland & Ivy
(1990); Ford (2000); Henkin & Fish (1986); LaFrance & Woodzicka (1998); Moore et al. (1987). For (f),
Kochersberger et al. (2014).

2 O’ Connor et al (2017). Other research suggests that disparagement of a disliked target is sufficient to elicit
amusement, without entailing the obvious enhancement of another target which is esteemed by the viewer, or
with whom they psychologically identify: Zillmann & Cantor (1972; 1996). In the historical context of an
implicit gender binary, it is possible that the disparagement of one gender carried a sort of sub-conscious
positive esteem for the other.

3 Ryan & Kanjorski (1998); Ford et al. (2007) Romero-Séanchez et al. (2017), Ford (2000), Ford & Ferguson
(2004).

4 Kochersberger et al. (2014). Sexist humour can be understood as a subset of disparagement humour, a sort
of humour which tends both to diminish and to reinterpret its target: Fine (1983), Greenwood & Isbell
(2002); Wyer & Collins (1992). The non-serious manner of delivering a denigrating message through
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Thesmophoriazusae sometimes fit the bill, as they frequently deal in stereotypes and
objectify their female characters.’ Aristophanes’ audience consisted of men at least in part,
although some scholars believe the audience was entirely male, while others believe that
women were present in the physical audience but excluded from judging and from the
notional audience which the poet contemplated while composing, so conclusion (a) above
seems applicable.® As for point (b), a good deal of the sexist tropes of the plays are peddled
by female characters, albeit played by male actors.” With regard to point (c), the context of
the civic festival occasion, which typically acted as a public showcase for all sorts of
comic bad behaviour, would surely generate the impression that such humour was socially
acceptable. So far, so palatable.

Whether points (d) to (f) apply to our Athenian audience may need more sustained
consideration. The position of women in Athens as legal minors dependent upon their male
next of kin, and without political rights, has been much discussed.® This alone need not
imply that the men of Athens were seething with misogynistic vitriol. Women participated

in the religious life of the city,” were respected for their management of quotidian domestic

disparagement humour allows it often to go unchallenged and uncriticised: Bill & Naus (1992), Ford &
Ferguson (2004); Johnson (1990).

5 Women are stereotyped in the plays as sexually voracious and adulterous: e.g. Lys. 23, 107-10, 137, 212-3,
404-19, Th. 345-6, 491-2; as bibulous: e.g. Lys. 1-3, 195-208, 426-7, 465-6, Th. 420, 689-755; as liable to
steal from their husbands: e.g. Th. 418-28. For objectification, see e.g. Lys. 83, 87-8, 91-2, 1136, 1148, 1157-
8.

¢ Arguments revolve around: P1. Lg. 817¢ and 658a-d, which describe the audience of dramas as including
women; Pax 962-67 and Alex. Gynaecocratia fr. 41 which suggest that women were present but sat in the
furthest away seats; Av. 793-6 which suggests women were assumed to be physically absent;
Thesmophoriazusae, e.g. 395-7, which seems to presuppose that wives remained at home. Tsakmakis (2019)
notes that Critylla’s total ignorance of Euripides’ dramatic performances and their conventions (850-944)
makes better sense if women were precluded from viewing them. For an overview of relevant sources, see
Podlecki (1990). Goldhill (1994) sees women as excluded from theatre audiences; Henderson (1991) argues
that women were present physically but not treated as the notional audience of the plays; Roselli (2011)
argues that women were present in the physical and notional audiences. See also Csapo and Slater (1995)
286-7, 420.

7 Particularly in the Thesmophoriazusae parabasis; see below. Some see the use of male actors to play female
roles as complicating or fundamentally altering the gender dynamics of the plays: e.g. Taaffe (1993) 4-10,
chs. 2 and 4.

8 E.g. Blundell (1998), Kaltsas and Shapiro (2008), Eidinow (2015).

° Notably drawn out in the Lysistrata at 641-7 (see below). The Priestesses of Athena Nike and Athena Polias
were the most prominent religious roles for women, and are represented in the play by the characters
Lysistrata and Myrrhine respectively.
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duties, and citizen woman had a comparatively privileged status compared to metics and
slaves. All this is compatible with a sort of paternalistic complementarian outlook,
whereby women were respected in their (separate, circumscribed) spheres.

What is perhaps more telling is the sort of ideas about women which were in
circulation. Famously, in Pericles’ funeral oration, a woman’s greatest glory was to be no
worse than her nature, and never to be spoken of between men.!® The multitude of
references to female adultery in archaic and classical Greek literature, attest to this as a
common anxiety in the male Greek psyche.!! That these references sometimes go hand in
hand with references to illegitimate children suggests that the underlying cause of these
anxieties is the legitimacy of offspring.!? Women were sometimes thought to have large
libidos, as is suggested by the above references to adultery, and to the use of dildos, as
depicted on pottery.'* Women were also thought to pilfer household goods, as seems to be
depicted in a 5™ century Attic skyphos which shows a woman, drinking deeply from a
similarly shaped skyphos, while stood up in a storage room, accompanied (or interrupted)
by one slave.'* A reference in Hesiod to women stealing food, or flirting to persuade men
to give them food, prompted West’s aside that “Women stole food because they were kept
half-starved by their husbands, who resented their habit of eating.”!> A fragment of Plato
Comicus endorses physical assault as a means of keeping one’s otherwise unruly wife in
check: ‘A wife, if you always punish her, is the best possession of all, but if you let go, she

is an arrogant, uncontrolled thing.’!¢

10Th. 2. 45.

' E.g. Archil. fr. 196a.33-34: §]nwc &y yovaika t[o]iantny &xav [yei]toct xapu’ Ecopar, cf. Hes. Op. 373-
75, 701; Semon. fr. 7.110-11; Lys. 1; Ar. Pax 979-85, fr. 191.

12 Hesiod says that the wives of just men produce children like their parents, implying that such children are
a blessing because there is no doubt as to their parentage: tiktovcty 8¢ yvvaikec 0kdta, TéKvo, yovedewv: Op.
235. Gardner (1989) 55-61.

13 Keuls (1985) plates 72—-80. Though later, cf. Herod. 6 & 7.

14]. Paul Getty Museum, Villa Collection, 86.AE.265.

15 West (1978) ad Op. 373-4.

16 Fr. 105.
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Negative stereotypes about women were clearly in circulation in 5™ century Athens.
On the other hand, in the fifth century some authors seem to deeply empathise with the
position of women. Medea’s famous speech about woman’s lot may be complicated by her
role as witch and familicide, and the speech’s implicit purpose of persuading the women of
Corinth,!” but sympathy for the difficult position of women is expressed also by Procne in
Sophocles’ Tereus.'® The idea that women have a bad reputation because of the actions of a
few of them is explicitly contemplated in, for example, fragments from Euripides’
Melanippe Desmotis.'® A dramatic conversation about the lot of women was being staged
in the 5™ century, and Aristophanes capitalises on this with Thesmophoriazusae.

Clearly, there were some sympathetic observers of women’s position in Athens. It
could not be argued, however, that these plays truly represented a challenge to the
contemporary patriarchal viewpoint inherent in Athenian society, nor do these sympathetic
portrayals nullify the fact that negative stereotypes about women were very much in
circulation, as already discussed. On the whole, it seems safe to conclude that
Aristophanes’ audience would have been largely receptive to misogynistic humour. The
extent to which the humour was palatable would, as with all targeted disparagement
humour, vary from individual to individual.?’ It is this underlying mechanism of ‘hot
cognition’, harnessing pre-existing gendered in-group and out-group sentiments, which
Aristophanes relies upon when he uses humour that disparages women in Lysistrata and

Thesmophoriazusae.

17E. M. 230-51. For discussion, see Pelling (1999) 198-203, who considers how the monologue may have
been variously received by individual audience members.

18 Fr. 583 (TrGF). See e.g. Libatique (2018).

19 Frr. 493, 494 (TrGF). See Collard et al. (2009).

20 Based on their level of psychological identification with the targeted in-group, as in (f) above. For a
similar point, see Pelling (1999) 198-203.
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At first glance, this may in itself seem sufficient to explain Aristophanes’ sudden
creative interest in women; Lysistrata and Thesmophoriazusae were probably produced
back-to-back, and perhaps even written in tandem.?! But on closer inspection, the
parabases of these plays rely on this straightforward dynamic only rather rarely. In
Lysistrata, women are mocked at times, but more commonly the presence of the women
and their sex-strike plan occasion sexual humour.??> Aside from that, it is the layering of
political dimensions onto gender identity which is the spark for entertaining confrontations
between the two semi-choruses. In Thesmophoriazusae, the speaker embodies the
stereotype of the cunning woman, but the framing of the monologue suggests that it is a
parody of an outspoken Euripidean heroine, and so the gendered disparagement humour is
matched by a literary parodic strain. The mechanism for humour through targeted mockery
of women as laid out above is certainly an undercurrent, a common strain in these plays,

but what is more striking is the fact that Aristophanes does not rely heavily upon it.

2. The Plays and their Context

411 was a perilous time for the city. The Sicilian expedition had ended so catastrophically
that Athens’ citizens were reluctant to believe it.2* The Spartans had fortified Decelea in
413, disrupting Athenian access to the silver mines of Laurium, and facilitating the escape
of thousands of Attic slaves. Military disasters precipitated constitutional reform and

political unrest: a board of ten elderly probouloi was instituted to consider new policies

2 Hyp. I confirms that Lysistrata was performed in 411. Andrewes (1981a) 184-93 is influential. See also
Hubbard (1991) 243-5 and Avery (1999). Tsakmakis (2011) argues for a 410 Lenaean production of
Thesmophoriazusae.

22 Which, as discussed in section 2.2 of my introduction, is a great generator of humour of the type best
explained by relief theory.

23 Th. 8.1.
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and prevent further disaster,* while in Samos among the Athenian forces, an oligarchic
coup was fomenting, which would have short-lived success in Athens.? Tonian states were
in revolt, including Chios — crucially one of the two allies required to provide ships rather
than pay tribute.

It is against this backdrop that Aristophanes chose to compose plays that centred
upon women, and indeed Lysistrata is the first known Old Comedy to feature a female
protagonist. The basic appeal of gendered humour has been outlined above, but there is
more to be said about the timing of this focus on the feminine. Athens had undergone a
demographic shift, with about one third of the male citizen population killed over the
course of the Peloponnesian War by 411,26 particularly after the recent losses of the
Sicilian Expedition, and this probably resulted in an impression ‘that there was a surplus of
women in the city.’?” This alone may have made Lysistrata and Thesmophoriazusae feel
rather topical. Both plays, like Birds before it, contain strikingly few references to named
politicians,?® and the focus on women, the unmartial sex, could thus function to provide a
distraction from the dire circumstances in which Athens found herself. Thesmophoriazusae
at least is ‘on the surface one of Aristophanes’ least political plays’,>® and focuses on the
world of tragedy with prolonged paratragedy and intertextual allusions.*® This retreat from
political engagement may reflect the city’s mood. In between the two productions,
Pisander’s programme of oligarchic political reforms had been published in Athens,*! and

jokes about politics may no longer have been so amusing.

24 Thuc. 8.1.3-4; Arist. Ath. Pol. 29.

25 Thuc. 8.63.3-71.

26 Kagan (1987) 110.

27 Taaffe (1993) 72.

28 The few political references they do contain have been used to pinpoint the date of these plays’
productions: Sommerstein (1977), Hubbard (1991) 243-5. The chorus of Lysistrata say that they do not want
to speak ill of any citizens, since the city has enough troubles already: Lys. 1043-9.

2% Sommerstein (1977) 116.

30 Zuckerberg (2016) 220: ‘ Aristophanes and Euripides engaged deeply with each other’s texts in a dialogue
that inspired and enriched the work of both playwrights.’

31 Andrewes (1992) 471-2; for more debate on the timeline of events in 411, see e.g. Avery (1999).
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Nevertheless, Lysistrata, produced just a few months prior, was ‘fully engaged
politically’.3? Far from shying away from the city’s perilous position, war is the backdrop
and premise, and its casualties even poignantly referenced.® The occupation of the
Acropolis by the women in this play has been taken by some as inspired by the city’s
brewing flirtation with oligarchy.’* Lysistrata directly addressed the crises of the day, and,
inasmuch as these crises (military and political) were chiefly male ones, it could be argued
that women act not as a distraction but as a symbol of difference, of an alternative to the
current fraught situation.?> The women represent, and contrive to bring about, an
alternative to war. They act like oligarchic agitators and thus also represent an alternative
to democracy.

How does Aristophanes get away with staging (dramaturgically) an oligarchic
coup, in the public and democratic space of the theatre, mere months before an oligarchic
coup was staged (politically) in a moment of political terror and violence? The play is an

‘abstract, sanitised version’3°

of the sort of oligarchic intervention which was increasingly
on the public’s mind, but the identification of would-be oligarchs with a non-threatening
demographic, women, serves to rob the depiction of its menace. In particular, the sexual
jokes that pervade the play creates a branch of strain which counter-balances the inherent
political challenge posed by the women.

In short, Lysistrata explores contemporary questions, capitalising on the audience’s

natural investment in these matters, but layering gendered and sexual humour over

political identities as a means of distracting from the disquieting themes. Gender balances

32 Henderson (2020) 47.

3 Lys. 588-90.

34 QOlson (2012) 76: *Aristophanes must have expected the ugly political fantasy upon which it depends, of a
good and just conspiracy led by loyal citizens compelled by patriotism to strike out against a failed because
deliberately deaf and domineering pseudo-democratic order, to resonate with his contemporaries.’

35 Case (2021) 96: ‘Amidst the crises of (masculine) political power in the late fifth and early fourth
centuries, especially with the two oligarchic revolutions of 411 and 404, it is surely no coincidence that
Aristophanes starts writing plays that empower women in 411 and thereafter.’

36 Olson (2012) 78.
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politics. Later, Thesmophoriazusae foregoes political relevance and concerns itself with

the more stable and non-threatening world of the theatre. Gender distracts from politics.

3. Lysistrata

The parabasis of Lysistrata is a departure formally from prior instantiations of the oeuvre.
There is no opening section of anapaests, nor do the chorus speak directly to the audience.
What is parabatic is that all characters other than the chorus leave the stage, the alternation
of song and recited lines which forms the double epirrhematic syzygy. The two semi-
choruses remove their outer garments, possibly also a typical feature.’” Here, it has an
additional point: the two semi-choruses are also stripping to fight (615, 635-6, 656-7). The
parabatic exchange was presumably accompanied by aggressive choreography, and may
have visually resembled a violent dance-off.

There were no hard and fast ‘rules’ for the parabasis: even in the restricted oeuvre
of extant Old Comedy we find variation in form. Nevertheless, when the other characters
leave the stage, the audience was probably expecting a more conventional parabasis than
this. Aristophanes plays with this expectation: the antagonism between the male and
female semi-choruses does not bow down to generic convention, but persists, emblematic
of the conflict at the heart of the plot. 3® The stripping of the chorus is both part of this
conflict, as their verbal skirmish is likened to an athletic fight, and at the same time
furthers the men’s discomfort at their enforced sexual abstinence. Throughout, the men
seem to struggle to keep their minds strictly on the matter at hand.

A further effect of the bisection of this chorus is that each semi-chorus vent their

spleens at one another, and therefore fail to address, harangue or abuse the audience in the

37 Lys. 615, 637; see pages 51-2 for discussion of stripping at Ach. 627 and generally.
38 Markantonatos (2020) 177: ‘the unrelenting trading of blow for blow in this choral interplay of arguments
invites the spectators to appreciate the complexity of political and social problems’.
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typical parabatic fashion. The fourth wall remains unbroken, and any advice gleaned from
the play is indirect. Markantonatos describes this section as a ‘masterfully camouflaged
parabasis’, offering the sort of didactic ‘extra-dramatic advisory speechmaking’ which
parabases were known for, but doing so covertly and indirectly.** However, one might
wonder why, if Aristophanes were earnestly advising the Athenian people here, he chose to
do so in such a ‘masterfully camouflaged’ way.

The parabasis cannot easily be seen as a vehicle for political advice in the Lysistrata,
but rather the exchange between the two semi-choruses seems aimed primarily at the
generation of humour through the conflict between two opposing demographics, both of
whom, although attempting to justify themselves and attack their opponents, end up
eliciting humour at their own expense just as frequently. This is typical of Aristophanes’
style, as I have shown elsewhere. The balance between competing voices representing
differing demographics and political perspectives disrupts simple in-group or out-group
dynamics. There is a to-and-fro rhythm by which the two groups mock each other
successively while simultaneously making themselves look ridiculous, providing everyone

by turns someone to laugh at and someone to laugh with.

A Whiff of Tyranny 614-35

Xopoc yepovTmV

oVKET” Epyov &ykabeddety detic Ect’ ElehBepoc.

AL Emamodvdped’, avopec, TOVLTML T@ TPAypaTL. 615
Non yap 8Cev Tadi TAEOVEDV

Kol PHEOVOV TpayIaT®V Lot OOKET,

Kol pAet’ ocopaivopar thc Inmiov Tupavvidoc:

39 Ibid. 183, 176.
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Kol Tévv d€dotka P TV AOKOVOV TIVEC
debpo cuveAnAvBotec dvopec eic KiewcBévoue
Tac Beoic £xBpac yuvaikac éemaipovcty OOAWM
KOTAAOPEV TO ¥pHad’ HUAY TOV TE [chdv,

&vlev &lov &yo.

deva yap tot téecde v’ 10N TovC TOAITOC VOVOETETY,
Kol AOAETV yuvaikac odcoc ACTidoc YoAKTC TEPL,
Kol StoAAGTTEWY TTPOC MUAC AVIpActY AaK®OVIKOIC,
oict TCTOV 0VJEV £l P mep ADK@ KEYNVOTL.

GALd TaDB’ Denvav Nuiv, Gvopec, Emi TVPAVVIOL.
GAL> €uod pev ov Tupavvedcovc’, Emel uAGZopat
Kol poprco TO Elpoc 10 Aomdv &v poptov Khadi,
ayopdcm T’ v 1oic dmhoic £Efic Apictoyeitovt,
©04 0’ £cThED map’ adTOV 0OTO Yap ot YiyveTat

Thic Beoic €yBpac mataon thcde Ypaoc TV yvabov.

No longer is it the job of any free man to sleep,
But let’s strip off, men, for this action.
For already this seems to me to whiff of more

And larger things,

And in particular I catch an odour of Hippias’ tyranny.

And I’m dead scared that some men of the Laconians

Might gather here together at Cleisthenes’ house,

And urge on these god-forsaken women with trickery
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To seize our money and the wage

That I live on. 625

For it’s terrible indeed that that these women are already advising the citizens
And babble on, being women, about bronze shields,

And try to reconcile us with the Laconic men,

Who are about as trustworthy as an open-mouthed wolf.

No, they weave against us, men, a plan that aims at tyranny.630

But I’'m not going to be tyrannised, since I will be alert

And I will carry a sword with me in future, hidden in myrtle,

And I will shop in armour next to Aristogeiton.

And I'll stand beside him like this. That’s how I’ll be able to

Strike that god-hated old woman on the jaw. 635

The quasi-parabatic exchange between the semi-choruses begins with the men stripping to
allow them to dance more freely. This is typical of a parabasis, but here ‘the dancing is
bellicose (the dancers strip as for a fight)’.* The antagonism between the two choruses is
nicely reflected in the symmetrical back-and-forth structure: the old men sing and dance
(614-25) and their leader then speaks (626-35), the old women repeat this order of events
(636-47, 648-57), then the whole pattern repeats (the old men: 658-70, 671-81; the old
women 682-95, 696-705).

Throughout the parabasis, the old men act as proud defenders of democracy, but
through mentalising the audience also recognises them as paranoid, and suffering from

delusions of grandeur when it comes to their importance in preserving the democratic

40 Henderson (1987) ad loc.
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state. They are, in short, a comic exaggeration of a demographic known to the audience,
and we can expect that the comic beats involving them would have been processed
variously to different audience members based on their own perception of this
demographic.*!

The men start with a call to action, calling for alertness from anyone, dctic &ct’
ghevBepoc (614). The old men fear the loss of their political freedoms to a tyrant, and their
intense fear (mdvv 0édowka 620) is fuelled by their comically hackneyed suspicion of
tyranny. At 616-9, the old men will claim that they ‘smell... tyranny’, once again
overestimating the extent of the women’s ambitions, and furthering their own
characterisation as preoccupied with a long-gone threat. References to tyranny in Old
Comedy tend to be emotive clichés suggesting the paranoia of the characters who use
them,*? as when in Birds a reward is offered to ‘anyone who kills one of the long-dead
tyrants’.*> There, Aristophanes calls attention to the pointlessness of such proclamations:
the tyrants are dead, rendering both aid or opposition to them impossible. Similarly here,
the men’s preoccupation with tyranny is humorously out of touch.

The comic synaesthesia here is a whimsical addition: 8Cev is used often of abstract
nouns,** but nevertheless generates humorous incongruity by attributing sensory
information to a non-sensible abstract concept. Further on, the olfactory rhetoric will
continue as both groups decide to strip further to smell like the men or women they are
(662-63, 687). Apart from this use of the olfactory as a signifier of one’s true essence (the
women smell of Hippias’ tyranny because they are really, the men allege, sympathisers; the

men should strip naked in order to emanate the smell of their true manliness; the women

4! See my introduction, section 4.1.

42 Cf. V. 463-507. Henderson (1987) ad loc.: ‘In Ar. 'tyranny' (like 'conspiracy') is a smear-word. .. associated
with demagogues... the old men's overheated clichés are a caricature of those heard in assembly and court’
43 4v. 1074-75. This may parody a real Assembly announcement calling a curse upon those who aid or aspire
to be a tyrant: Th. 331ff. parodies this announcement, and it is referred to at D. 19.70 and 20.107.

4 E.g. Clouds 49-51.
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do the same), the focus on smells later occurs in tandem with the old men’s increasing
interest in the women’s bodies.

The men’s song ends on a more ignominious note, as they turn from concern for
the political freedom of the city, to the security of their own wages (624-25). Their
behaviour as rabid defenders of democracy is revealed to have a strong personal
motivation underlying the ideological one. Of course, the pay of councillors and jurymen
was instrumental to the operation of the Athenian democracy, so withholding these wages
by seizing the treasury would constitute an attack upon democracy. Still, the way in which
the choral song ends by dwelling upon the men’s wages as the reason for their great fear
emphasises their personal interest. This bathetic descent from the lofty to the grubby
punctures the pretensions of the speakers. To the many audience members with qualms
about Athens’ democracy and her champions, it is easy to see how a welcome feeling of
superiority may accompany their mentalising about these characters: radical democrats
are self-interested money-grubbers at heart, no matter what their grand anti-tyranny
rhetoric suggests.

As the chorus leader goes on, they invoke a number of female stereotypes, such as
babbling (627),% and a propensity to be deceived and used by foreign men (628-29).4¢
They then describe the women as weaving a trick (630). Weaving is a traditionally
associated with women and deception,*” and is particularly appropriate in light of how the
women have recently said they will treat the state (567-86).

The men then pledge constant vigilance, even when shopping (623), in order to
emulate the tyrannicides and prevent an overthrow of democracy. The reference to the

familiar physical space of the Agora heralds the start of the conjuring of a deliberately

4 McDonald (2016) 161.
4 Gardner (1989) 53-55.
Y1E.g. 1. 6.187, Od. 2.93-106.
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confusing imagined text world. The old men imagine a world where they take on the role
of the tyrannicides Harmodius and Aristogeiton, the famous symbol ‘of an indomitable
democratic spirit’.*® Clearly, the old men are aligned with these heroes of democracy in
spirit and intention, but their fantasy is inappropriate. The old women are not Pisistratids,
and the old men are suffering from a delusion of grandeur in likening their actions to the
tyrannicides’. The speech ends with a humorous image that relies upon the audience’s
ability to visualise the imagined world which takes the Agora as an input. A bronze statue
of the tyrannicides stood in the Agora, from the late 6% or early 5" century,** known to us
from later marble reproductions . The old men here envisage taking on the heroic
triumphal stance of Harmodius in this statue, but rather than clasping a sword in
preparation to strike a tyrant dead, the old men have fist outstretched ignobly, having
punched an old woman on the jaw! Through mentalising the old men are not only liable to
engage in paranoid conspiracy theories about tyranny, but they also harbour personal

delusional dreams of fulfilling the heroic role of the tyrannicide.

Religious Duties 636-57

Xopoc I'vvouk®v

oVK Gp’ gicidvta ¢’ oikad’ 1 TeEKODCA YVDCETAL.

BAL Odpecd’, & gikan ypdiec, Tadi TpdToV Yoo,

NUETC Yép, @ mavTec detol, Adymv

Katépyouev Tf TOAEL xpncipwv:

EIKOTMC, EMel YAMODCaV dyAadc E0peys Lie. 640

EMTA PEV &1 YEYDC™ €0OLC NPPNEOPOLV:

48 Markantonatos (2020) 179.
49 Paus.1.8.5. Most likely an archaic statue was taken as spoils by Xerxes in 480 and a replacement installed
shortly afterwards.
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glr’ deTpic N dekétic ovea ThpynyETL:
Kai yéovca TOV KpokmToOV dpktoc 7 Bpavpwviolc: 645
KaKavNPOPOLY TOT’ oVCa TiC Ko “yovc’

icydowv opuadov.

apa TPoVPeilm Tt YpNCTOV Tfj TOAEL TOpAVECAL;

€10’ €ym youvn TEevKa, ToDTOo U POoveETE pot,

MV Gpeive v’ elceveéyk® TAV TapOVTIOV TPOYUATOV. 650
TOVPAVOVL YAp Lot LETECTL: KOl Yap Bvdpac eiCOEP.

TOIC 0€ OLCTIVOLC YEPOVCLY OV péTecH’ LUV, Emel

TOV EPOVOV TOV YEVOLEVOV TTATTPOV €K TV MNIKOY
EEavalmcavTEC OVK AVTEICPEPETE TOC Elcpopdic,

AL DO’ VUAV dtoAVOTN VAL TPOCETL KIVOUVEVOLEV. 655
apa YpUKTOV £CTiv Div; € 8& Avmrfcelc Ti e,

TPOE ¢ AYNKTO TaTAE® T® KOBOPV® TNV YVvabov.

Well then, your own mother who birthed you won’t recognise you when you get home.
But first, dear old women, let’s put this down on the ground.

For, of all you citizens, we are beginning to give

Useful advice to the city.

Rightly so, since she raised me in sumptuous splendour. 640

At age seven | was straight away a sacred carrier,

Then at ten years I ground up flour for cake for the hero,

And then I had a yellow dress as a bear at the Brauronia, = 645

And once I was a basket-girl, a pretty child wearing
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A necklace of figs.

So then I owe some good advice to the city:

And if I am by nature, a woman, do not begrudge me it,

If I should introduce ideas better than how matters stand. 650

For I’ve got a stake in this venture, because I contribute men,

But you have no stake in it, wretched old men, since

The contribution said to be your grandfathers’ from the Medes,

You’ve used up, and you are not bringing in tribute to replace it,

But indeed we are at risk already of dissolution because of you. 655
Are you having a grumble? If you irritate me,

I’11 strike you with this untanned boot to your jaw.

The women answer threat with threat, and their threat to make the men unrecognisable
even to their own mothers entertainingly juxtaposes extreme physical violence with
maternity, and its connotations of nurturing care and affection.

The women then go on to justify their attempts to direct and aid the city as
recompense for the city’s nurturing of them (gikdtwc, éneil yMddcav dyhade E0peyé e
640). They enumerate female religious duties, in what Bierl describes as a ‘cursus
honorum’ of women’s festival roles.*® Their argument, that these ceremonial duties entitled
the women to a say in the present inter-polis crisis, is not grounded in historical practice.
The Athenians simply did not see female participation in cult worship as earning them the

right to wield political influence.

50 Bierl (2011) 275.
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There is also a strong sense of luxury in the description of these religious duties: as
initiates of the arkteia they wear expensive saffron robes (645), and as basket-bearers each
finds themselves to be a maic koAn "youc” icyddowv opuabov (646-47). This luxury may in
itself have suggested that the women represent an elite, pro-oligarchic perspective, in
contrast to the men, but in addition to that, the women use loaded political vocabulary. The
claim to offer ‘valuable’ (ypnctov) advice at 648 (and cf. 638-9) stands out as carrying
political connotations, since at the time ypnctoi and moviipotr were loaded class terms.!
The Old Oligarch’s Constitution of the Athenians uses the word ypnctdc eighteen times to
refer to the better (i.e. conservative, elite, anti-democratic) sort of politicians and their
aims.>?

The women then admit their natural inferiority (649-50), but assert that it does not
preclude the possibility of them giving good advice. The women explain their input to the
city, since they have contributed men to the €pavoc. While an &€pavoc was usually ‘a cash

>33 it was also a sort of potluck

contribution to an organization of friends (cf. Ach. 615)
picnic spread.>* This sort of punning is a good example of semantic means of generating
humour, as the audience is called upon to notice and recognise two meanings, both apt.
gpavoc as a sort of meal arrangement gives a domestic spin to the women’s complaints
which echoes the description of political activity through the domestic metaphor of
weaving at 567-86. Women take on politics, but understand it primarily through the
familiar lens of the domestic.

The women go on to make a strong accusation against men: they have squandered

the wealth they inherited from their forefathers, and failed to replace it. This certainly risks

51 Rosenbloom (2004) 59-66; Cagnetta & Petrocelli (1977).

52 Kopp (2020) discusses euboulia in Lysistrata, and its ambivalence, since it can hold oligarchic
connotations, or denote an improved form of democracy.

33 Henderson (1987) ad loc.

M Asate.g. 0d.1.226, 11.415.
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being an unpalatable claim to the audience. On the other hand, it is likely that very few
individuals would have felt personally culpable for the squandering of resources. If no one
psychologically identified with the group responsible, the accusation may have had little

sting.

Unwrap the Dolmades! 659-81

Xopoc yepovTmV

TadT’ oLV oy DPpic T& mpdrypat’ cti TOAM;

KAmOMCeW pot S0KeT T ypTipo LAALOV. 660
AL dpovtéov 10 mpayp’, dctic v’ vopymce &ct’ avnp.

AAAQ TV EEOUIS’ EkdVdED’, dc TOV dvdpa Oel

avopoc dlewv gvbic, GAL’ 00K EvieBprdcOon Tpémet.

AL dryete, Aevkomodec, oimep £mi Agnyvoplov

HAOouev 81 fuev 1, 665
VOV d€T vV avnPiicat moAv Kavoartepdeot

nav TO cdpo KamoceicacHor T0 yfipac tode. 670

el yop €vdmcel Tic NUAV Toicde KOV CUkpav Aoy,

0088V EMhelyovcty avdic Mmapdc®® yepovpyioc,

AL Kol vode TeKTavoDVTaL, KATLyEprcove’ Tt

vovpoyetv Kol TAETY &9’ Mudc, demep Aptepcios 675
fiv &’ 8@’ inmknv Tpdnwvtal, dSoypdew Tovc intéac:

ImmKdTOTOV YOp CTL YpTLa KETOYXOV YOV,

KOVK v amoAicBot tpéyovtoc: Tac v’ Apalovac ckomet,

55 Wilson’s OCT has Mmapotc; see below for my reasoning for preserving the codices’ reading.
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ac Mikov &ypay’ £’ Ttmov poyopévac toic dvopdcty.
AL TOVTOV YpTV amacdV gic TeTpnuévov ELAOV 680

gykaBoppocatl Aafovioc TouTovi TOV oYEVOL.

Well isn’t this matter a great bit of arrogance,

Then? And I think it will grow greater still. 660
But the matter calls for assistance, to every man with balls.

So let’s strip off our tunics, so a man can smell

Like a man straight off, not be all wrapped up like dolmades.

But come on, whitefeet, all of us who went upon Leipsydrium back
when we were something, 665
Here and now we must grow young again, grow wings again

And shake the old age off our whole bodies. 670

For if one of us should yield to these women, even just the smallest grip,
These women will leave no slippery handiwork undone,

But they’ll even fit together ships and try even to

Fight us at sea, and sail upon us, just like Artemisia. 675
And if they turn to cavalry, I can strike off our knights:

For a woman is a thing most equestrian and good at riding,

And she doesn’t slip off even at a sprint: consider the Amazons,

Whom Micon painted fighting men on horseback.

But what we ought to do to all these women, is grab them by the 680

Neck and clap them in the stocks.

275



The men respond to the rhetorical question of the old women with a rhetorical question of
their own (659-60), continuing the sense of balance between the two forces. While earlier
the men called upon free men (éAevBepoc 614), they now call upon all men with balls
(évopymc 661), and strip off their one-armed tunics (662), so they can smell like men. All
this creates a humorously overblown sense of machismo. An audience member engaging in
mentalising may also detect more afoot here. Although this section of the plot more
concerns the ‘occupation’ strand of Lysistrata’s dual plot, the context of the sex strike is
still relevant, and the reference in quick succession to sex organs (évopync 661), stripping
(662), and bodily scent (663) may also suggest that the men are getting rather worked up,
even before the run of innuendoes at 671ft.

The virility of the men is stressed by their smell, and the image of being trussed up
like a Opiov (an egg- and cheese-stuffed fig leaf) suggests that clothing (the creation of
women) is hampering their manly strength and scent. A 8piov is used metaphorically to
describe a foreskin at Acharnians 158, and Ecclesiazusae 708, and this connotation might
be detected here as well.’ Certainly, the men are engaged in stripping down even further,
and seem to have sex on the mind shortly after.

The old men then reference Lipsydrium, but their narrative is rather confused. The
Alcmaeonids and other exiles fortified Lipsydrium, during the time of the Pisistratids, who
ultimately captured it.’” Their valour was commemorated by a skolion. Referring to
Lipsydrium as if it were a success or source of military pride is a little misguided, and
potentially undermines the old men, as does the epithet ‘white-footed’ (Aevkdmodec 665),
which could suggest pallor quite as much as it could suggest feet dusty from military

pursuits. Henderson notes that it is ‘likely that “white-feet” is an honorific way of referring

6 Henderson (1987) ad loc.
57T Hdt. 5.62.
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to footsoldiers generally, “bare-/dusty-/nimble-footed”,*® but the quotation used to support
this, Euripides Cyclops 72, has the chorus of satyrs speak about pursuing nymphs
alongside Bducyaic cvv Aevkodmocty. Surely there the epithet does not designate ‘manly
endurance of hardship’,> but rather the fact that the Bacchants were women, and so
conventionally pale as a signifier of female beauty. In Lysistrata, the word may suggest
that the old men are white-footed now, when before they were more outdoorsy and
therefore tanned, or the chorus are intending to suggest they are nimble with dusty feet, but
express this in an underminingly ambivalent manner. Their lack of bodily strength now is
indeed stressed by their pleonastic wish to slough off old age (669-670).

The men turn their attention outward once again, to the women, who they allege
will leave no ‘slippery handiwork’ undone (Mmapdic yeipovpyioc 672), if allowed ‘even a
small grip’ (kdv cpucpav Aafnv 671). The codices have Mmapdc or Mmapdc, the feminine
accusative plural and feminine genitive singular from Mrapdc respectively, and this word
means ‘shiny’ or ‘oily’. Editors have largely accepted Bentley’s emendation, supported by
a scholium,®® of Mrapodc, from Mmaprc, which means instead ‘indefatigable’ or
‘enduring’. Even in this emended version of the text, there is discernible innuendo, as
yepovpyia suggests masturbation, and adds new meaning to the phrase ‘small grip’
(cpukptv AaPryv) in the previous line.®! These words may first be considered as referring to
a wrestling grip in the physical confrontation which the semi-chorus foresees.®? However,
without the sexual connotation of ygipovpyia, the phrase is vague, and since the passage
continues to dwell on physical contact with the female semi-chorus, it seems reasonable

that the mentalising audience member will recognise that sex is still on the minds of the

8 Henderson (1987) ad loc.

> ibid.

0% Lys. 673.

6! Henderson (1975) 160; Perusino (2020) ad loc.
02 LSJ AL
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old men. Therefore, it seems preferable to retain the manuscripts’ Aitapdc, suggesting the
use of olive oil as a sexual lubricant.®* Clearly, the chorus of old men have more than the
preservation of democracy on their minds.

Sexual slang continues as the old men envisage the women attacking them, by sea
or on horseback, since vavpoyeilv, TAelv, and riding can all be euphemisms referring to a
partner being on top during sexual intercourse.® The old men claim to be concerned about
being dominated by the old women, and to be dominated, sexually or otherwise, by a
woman would be shameful to an Athenian man. Still, the recurrence of sexual imagery
here also suggests that the old men are preoccupied with the thought.

The Amazons, depicted with one breast bared, next come into focus. The reference
to the painting of Micon suggests that the chorus are visualising these women in some
detail. Markantonatos writes of the references to Amazons and Artemisia, that ‘These
stories showcase the widely celebrated Athenian supremacy in the never-ending conflict
with Persian invaders and, more broadly, barbarian assailants.’® By the same token, these
stories ‘other’ the women, aligning them with foreign peoples.

The sexual imagery turns finally to the violent subordination of women, % playing
further into this dynamic which evokes and channels sublimated aggression through
humour. Simultaneously, through mentalising the old men are revealed to be sex-starved
and single-minded.

Panebianco argues that in this passage, the sexual humour is used to disrupt and
nullify the potentially disruptive or threatening image of gender reversal.%” Further, she

finds that these jokes are not intended solely to provoke humour but they are ‘used as

83 Kilmer (1993) 81-9, Stafford (2022) 222-6.

% E.g. Lys. 59-60, 411, Ra. 434, Th. 803-4.

65 Markantonatos (2020) 184.

6 Henderson (1975) 114 argues for a rather involved innuendo whereby the women’s necks represent
phalluses, and the stocks vaginas.

67 Panebianco (2021).
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powerful means to create meaning and orient the audience’s understanding of the play.’®® I

concur and add that sexual humour does more than nullify the threat of gender reversal. It
also mutes the worrying political aspects of the narrative — the overthrow of democracy —

by casting it in sexual terms.

Release the Sow! 682-705

Xopoc I'vvauk®v

el v 1o Bed pe Lomopncelc, Acw

TV ponTic DV £y® 81, kol Toucm

THUEPOV TOLC dNUOTOC POCTPEV €’ €YD TEKTOVUEVOV.

GALOL yRueTc, ® yovaikec, Odttov Ekdudpeda, 686
@c av dlmpev yovouk@®dv atodds dPYICUEVOV.

VOV tpoc &Y’ Ttw Tic, tva uq mote payn ckopoda,

uNnde Kuapove PEAAVaC. 690
@cC &l kol povov kakdc (|’) épeic, VIEPYOAD Yap,

aietov tiktovta kdvBapdc ce paedcopat. 695

0V Yap LU®V epovticoy’ &v, fjv yé€ pot {f Aapumited

1 1&¢ OnPaio eikn maic evyevnc Tepnvia.

oV yap &ctar dhvapic, ovd’ fjv ErTaKic cO yneicn,

detic, @ dvetny’, dmfyOov mdct koi Toic yeitocy.

dete kayOec Onkdrn molovca maryviay £yd 700
Toict et TV £Taipay €KAAEC’ &K TV YEITOVOV,

ToAda ypMCTV KAyamn TV €K Bouwtdv &yyeivv:

%8 Panebianco (2021) 146.
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o1 0¢€ TEPYELY OVK EPacKoV O1d Td cOL yneicuato.
KOLYL U1 Tovenche TV ynoicpudtov t1ouTev, Tpiv av

10D ckéAovc LUAC AaPav Tic EKTpaynAicn eEpmv. 705

If, by the two goddesses, you provoke me,

I will release my sow, indeed, and I will make you today

So shorn you’ll call out to the commoners for help. 685

But we too, oh women, strip off quickly,

So that we may smell like women angered and ready to bite.

Come and have a go at me then, if you don’t ever want to eat whole

Foods again. 690

Because if you speak just one wrong word against me, I’1l boil with anger so much

That I’ll midwife you like the beetle did the eagle. 695

For I will not worry about you lot, if my Lampito lives

And that dear Theban girl, noble Ismenia.

For there will be no power, not even if you should vote for it seven times over
You who, oh wretch, are hated by everyone and even your neighbours.

Just yesterday I was having a game for Hecate, 700

With the girls and I invited my companion from next door,

A good girl, an eel from Boeotia I’'m fond of,

They refused to let her come, because of your decrees.

And you won’t stop with these decrees, not until someone grabs you by

The legs and takes you off to break your neck. 705
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The women threaten if provoked to ‘unleash their sow’ (684). Henderson comments that
‘the animal stands for its characteristic quality’, and notes that “sow’ could be used of
wives (1001, Ach. 741) and other sexually mature women’.> All words for female pigs in
the Greek language had sexual connotations. yoipoc is the most popular slang expression
for female genitalia, in particular depilated ones,”® and those of young women, and can be
used as an obscene synecdoche to refer to young girls in general.”! The word ¥, like
délpat, can indicate the genitalia of older women.”” Hence, although the flow of the
passage suggests that the half-chorus of old women are intending to say that they will
release their anger — certainly they are not suggesting here that they are giving up on the
sex strike — the language they use expresses their force as a sexual one.

Like the men, the old women further strip off (éxdvdpeda 686), to smell like
women about to bite (687), and throw out some rather colourful threats. They invite the
men to attack them, if they wish never to eat garlic or black beans again (689-90).
Henderson argues that since garlic was a staple food, and old men are often described as
chewing beans during court and assemblies (e.g. Knights 41), ‘this threat = ‘to stay
alive’.””® However, it could also, in light of the previous threats to the opponents’ jaws
(657 in response to 635), be a threat to render them unable to chew as a result of injury to
the jaw or teeth, hence my translation of ‘to eat whole foods’.

They also threaten to ‘midwife them as the dung beetle did the eagle’, a reference
to an Aesopic fable in which a beetle takes vengeance on an eagle by rolling the bird’s
eggs out of its nest.”* Henderson notes that this line may suggest a threat to the men’s

testicles in light of 661, rather than an act of infanticide, but it is also obviously a playful

% Henderson (1987) ad loc.

0 E.g. Ach. T38ff., V. 1353, Th. 538, Ec. 724.
"V Th. 289, PI. 308.

2 Henderson (1975) 132.

3 Henderson (1987) ad loc.

4 Aesop 7 (Halm).
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incongruity playing upon the traditional role of women as midwives, and conjures the
image of a midwife maliciously dropping an infant as the dung-beetle makes fall the
eagle’s eggs.

The old women go on to describe a cause of their anger towards the men, that their
decrees have prevented their foreign neighbours attending their gatherings (700-3). The
speech reimagines inter-poleis relationships as a cosy neighbourhood, bringing the scale of
Hellenic conflict down to a smaller, more domestic scale. The reference to a woman as a
Boeotian eel points to the privations of war, but since fish were a delicacy, the association
of seafood and beautiful women became an established trope.” Gilhuly notes that the
description of the invitee as a hetaira effects ‘a collocation of woman as ritual practitioner,
sexual object, and food.””¢
The women end their speech with a neck-related threat (704-5) to parallel the

men’s at 681. This is the culmination of a climactic progression of bodily threats

throughout this quasi-parabatic exchange.

4. Thesmophoriazusae

Thesmophoriazusae’s parabasis is not typical in form, either. It has no choral odes, and the
stage is not entirely emptied during the speech — Mnesilochus is present on stage, though
he does not interrupt. It is telling that, in both the features by which Thesmophoriazusae
diverges from other parabases, it more closely resembles an agonistic speech of tragedy.

The speech resembles, in theme if not through direct linguistic resonances, the agon

7S Davidson (1998) 10.
76 Gilhuly (2008) 173.
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speech of Euripides’ Melanippe Desmotis,”” or Medea’s speech at Med. 410-30.7 In a play
that revolves around Euripides’ presentation of women, this cannot be coincidental, and
the audience were primed by the play’s plot to pick up on the fact that what unfolds before
them is a comic variation on this tragic fopos, amounting to loose paratragedy.

In the scene preceding the parabasis, Mnesilochus copies a plot central to a
Euripides play when he tries to take a baby a hostage (769-84), in the manner of Telephus.
In the scene that follows, he attempts to escape by imitating Euripides’ Helen (850-944).
Tsakmakis argues using text-world theory that Mnesilochus’ purposeful use of scenes
from Euripides plays to manipulate other characters creates a new hybrid comic text-
world which utilises these tragedies as inputs.” The same could be said for the parabasis,
where the world takes as input the sorts of Euripidean tragedies which revolve around
formidable women. However, while Mnesilochus is well-versed in tragic theatre and
purposefully uses this knowledge to try to influence the world around him, the parabatic
speaker shows no clear awareness that she is acting like a Euripidean heroine. And while
Mnesilochus’ plot fails because of the ignorance of his audience — Critylla does not have
the knowledge of tragedy required to access the text-world Mnesilochus constructs®® — the
chorus leader in the parabasis will fail to persuade the audience because they know too
much: an audience au fait with Euripidean heroines could not miss that this parabasis is a
comic instantiation of the trope. Therefore, the message should be subjected to some
scrutiny, since the plot of this very comedy has so insistently reminded us of the

deceitfulness and villainy of Euripides’ women.

7 Frr. 493, 494 (TrGF); Miller (1947). These fragments may be spoken by the good wise Melanippe, or the
wicked murderous queen, Siris. Collard and Cropp 2008) 588-89 suggest they are more likely to emanate
from the Melanippe, perhaps in response to her misogynistic son, but the assertion that women are better
than men is so subversive that it could also plausibly emanate from the mouth of a manipulative villainess.
8 Austin and Olson (2004) ad loc.

7 Tsakmakis (2019).

80 Ibid. 163.
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This framing, which makes the speaker a pseudo-Euripidean heroine of ambiguous
intent, invites the audience to question the entire parabasis, and calls upon them to be on
their guard for manipulation. Accordingly, though at times humour is generated in a
straightforward way by shots targeting male members of the audience,®! much of the
humour of the piece comes from the recognition of the ways in which the speaker attempts
to deceive. The world she conjures deviates meaningfully from the real world of Athens
which it takes as an input, and her arguments are playfully specious. Moreover, since the
framing of the speech as a comic take on a Euripidean trope is patent to the audience, but
not to the character, the audience have privileged knowledge over the unwittingly
unconvincing speaker, and mirth may be generated through the audience’s subsequent
sense of superiority. Her attempts to persuade may be at times pleasingly clever, but they

are also disarmed by their framing as emanating from a suspect character.

Absconding Evils 785-99

Nueic Totvoy fudc adtac ed AéEmpev Tapofdicol: 785
KOUTOL TTAC TIC TO YuVaukelov ODAOV Kok TOAL’ dyopevet,

OC TV €cpev Kakov avOpmmolc kaE MUdV Ectv dmavta,

gp1dec, veikm, ctdcic apyoaréa, A0, TOAELOC. PEPE O VLV,

el kaKov cpev, Tl youeld’ udc, sinep aAnbde kaxdv Ecpev,
Kamoyopebete PNt €50 Nt Exkdyacay aAdvarl, 790
GAL> 00TmC TOAAT] cTtoLOT) TO KooV fovAecOe puAdTTELY;

kv ££EM01 1O YOVaudy mot, ki’ ebpnt’ adTd BVpacty,

poviac paivecd’, odc xpiiv crévdety Kol yoipewy, imep aAnddC

&voobev NUpeTe PPODOOV TO KakOV Kol U] KateAauPavet’ Evoov.

81 At 793, 796, 804-5, 808-9, 814-29, and indirectly through one’s mother, 834-49.
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KV kataddpbwopey év dAlotpiov mailovcal kol Komdeat, 795
nac Tic TO Kakov To0To (NTEl TEpl Tde KAIVaC TEPIVOCTDV.

KV €K Bupidoc mapakdTTOUEY, TO KaKOV (nteite OedcOHaon:

KAV aicyvvOeic’ avaympncn, ToAD paAlov mac EmBvpel

av01c 1O KaKOV TapoKdOyay iSeV.

And so, let’s step forward and praise ourselves, 785

Despite the fact that each of you says many awful things about the female species.

That we are entirely a curse for mankind, and it all comes from us:

Strife, quarrels, difficult civil conflict, pains, war. Come on now,

If we are a curse, why do you marry us, if we really are a curse?

And why do you order us not to go outside or be caught peeping out? 790

But instead you want to guard ‘the curse’ with great urgency like this?

And if a little woman should go out somewhere, and you then find it outside

You’re mad with madness, when you should pour celebratory libations and rejoice, if

really truly

You have found your curse clean gone from the house, and won’t come upon it at home.

And if we should become sleepy at someone else’s home, playing and growing weary,
795

Each man seeks out this curse, wandering around to each couch.

And if we should ever peek outdoors, you seek to gaze upon the curse:

And if growing embarrassed it retreats, each man desires all the more

To look upon the peeping out curse again.
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The speech begins by acknowledging traditional opinions about women. In particular, the
reference to woman as the origin of all strife (787) may allude to Helen of Troy, the most
famous woman as a cause of strife,3? and frequently the central figure in discussions of
causation and blame. 83 Perhaps most recently, she starred in Euripides’ escape drama,
which will be travestied at length in the next scene, and in which she is not an adulteress
but an exemplary wife who far surpasses her husband in intelligence. Helen often
epitomises female qualities, ‘and insofar as women are stereotypically ambivalent in Greek
myth, [Helen] is so especially.’®* Acknowledging women’s bad reputation is, of course, the
speaker’s first step towards dispelling it, but the speaker does spend quite some time on the
accumulation of evils at 788, and the mention of ctdcic dpyaréa seems likely to have
‘struck a painful chord in Athens in 411°.3% The way in which the speaker summons the
ambivalent spectre of Helen, and dwells upon the enumeration of woman-caused evils for
far longer than necessary could be interpreted, through mentalising, as a humorous
misstep.

The reference to women as a separate race or class (t0 yvvaikeiov edAov 786)
makes them sound alien, and the description of them as a curse to mankind (név écpev
KakoOv avOpmdroic 787) calls to mind the Hesiodic story of Pandora.®¢ This description also
implicitly excludes women from &vOpwmot, a group in which they usually would number,
and so dehumanises them. Not only that, but the way in which this character excludes
women from the group évBpwnot so casually, as an uncontested premise for the patently

unconvincing argument to follow, suggests her acceptance and internalisation of this idea,

2 Eg 1l 2.376.

8 E.g. Stesich. Palinode fir. 90-1 (Davies & Finglass), Gorg. Hel., Hdt. 1.3, Thuc. 1.9.
% Allan (2008) 51.

85 Austin & Olson (2004) ad loc.

8 Hes. Op. 42-105.
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which seems to run somewhat counter to her overt purpose to eulogise women. This is
therefore a case in which the speaker comically undermines herself.

The chorus leader then asks a question: if women are a curse, as men call them,
why do men go to such pains to keep them? The word kax6v, predicated of womankind, is
used eight times in this epirrhema, and kaxd has already been used once earlier to describe
how men speak of them (786). The neuter singular is dehumanising, and its repetition in
the following lines turns the term into ‘an ironic leit-motif in this section’.%” The sentiment
is a commonplace,®® picking up the central complaint of the women in the play, that
Euripides has styled them as péy’ dvopdcw kakdv (394). As a recurring feature of the
chorus leader’s speech, the tone must indeed be ironic, as she belabours the point that the
way in which men refer to women (as curses) is at odds with how they treat them (as
valuable).

The chorus leader creates in her speech a new text-world, in which women are
guarded vociferously, their excursions from the house a source of stress and anxiety for
men. This is a particularly clear case of text-world building because of the frequent spatial
references, which function as world-building elements (¢£gA0giv 790, k@0’ ebpnt’ avTd
Bupacty 792, Evoobev nVpeTe PPodOOV... Ui KateAapPfavetr Evoov 794). At first, as in
these quotations, the text-world constructed consists of only two binary and simple spatial
locations: inside and outside. According to the speaker’s obviously specious logic, the men
should be glad to have their women disappear from the household. But of course, text-
worlds are built in analogy to the real world, and the audience can easily answer the
rhetorical questions of the speaker: men marry women for procreation; men keep their

female family members inside to ensure their safety and the legitimacy of their offspring.

87 Austin and Olson (2004) ad loc.
88 See section 1 of this chapter.
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These obvious ideas are carefully omitted by the speaker, who never refers to the fact that
women might have nefarious purposes in ‘peeping out’ (ékkvyacov 790, TapakOnTTOUEY
797, mapaxdyav 799), although in Peace this is identified as precisely the behaviour of
adulterous wives.

An audience member trying to understand the speaker’s mental state (mentalising)
might reach one of two possible conclusions: firstly, that the female speaker is legitimately
clueless as to why a woman’s disappearance would cause anxiety; secondly, that she is
aware and purposefully omits this in order to suggest the innocence of womankind. Given
the framing of the parabasis, which recalls the speeches of outspoken and morally
ambivalent Euripidean heroines, the latter seems the dominant interpretation. The
diminutive 10 yovouov at 792 also adds to this sense that the female speaker is intentionally

playing innocent.

Testing the Genders 799-813

obTmC NUElC EmoNimc
VUGV Ecpev TOAD Pedtiovc, Bacavoc Te mapectv 10€chat. 800
Bacavov dduev moTEPOL YEIpOLC. NUETC PEV YAP PapeV DUAC,
vueic & Nuac. ckeyopeda dn KAvTITIOdUEV TPOC EKACTOV,
napafdAilovcot THc T€ Yovakoc Kol Tavopoc Tovvop’ EkECTov.
Noavcipdyme pév #y’# firtov Ectiv Xapuivoc: dfjia d€ tépya.
Kol pgv on kail Kieopdv yeipaov navtwc dnmov Carafakyodc. 805
poc Apictopdymy 6& xpdvov ToAAoD, Tpdc Ekeivny v Mapabdvi,
kol Ctpatovikny DU®V ovdeic 00d’ Eyyelpel morepiletv.

aAL> EvPovinc tdv mépucty tic fovievtnic Ectiv aueivov

8 Pax 982-5.
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napadoLe ETEP® TNV Povieiov; 008’ Avutoc ToUTo Ye PriCcEL.

obtmc Nuegic moAd Pektiove T@V AvdpdY edyOUED’ ivar. 810
000’ av {edyel KAEYaca YOV KOTO TEVINKOVTO TAANVTOL

elc moA ELBot TV dnpocimv: GAL’ fiv Ta uéycd’ vepéntar,

(QOPLOV TVPDV TAVIPOC KAEPAC, AONUEPOV AVTOTEOWMKEV.

And so, we are clearly

Far better than you, and a test of our superiority can be seen. 800
Let’s give a test: who’s worse? For we say it’s you,

While you say it’s us. Indeed, let’s consider, and compare one to another

Putting side by side the name of each woman and man.

Nausimache [‘Sea-battle’] at any rate has bested Charminos: that’s obvious.

And indeed Cleophon is in every way inferior to Salabaccho, of course. 805

For some time now, with Aristomache [‘Best-battle’], and with Stratonike [ Army-
victory’]

At Marathon, none of you have even tried to do battle.

But is there a counsellor among last year’s bunch, who’ve handed on their

Role, better than Euboule [‘Good-planning’]? Not even you yourself could say that.
Thus we boast to be far better than men. 810

And no women having stolen fifty talents from the public coffers

Goes into the city in a carriage: But the greatest thing a woman has made away with
Is a measure of wheat stolen from her husband, and she gives something in turn the same

day.
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The women’s claims about their sex transform from self-defence to self-aggrandisement,
as they argue that women are provably superior to men. This parallels the agon of
Melanippe Desmostis particularly closely, as in a fragment from that scene the female
speaker (possibly Melanippe, or possibly the wicked queen Siris) makes the same claim,
that women are superior to men. In both, the allegation is subversive, but phrased in the
language of testing and proof.”® Such language is suggestive of logical reasoning, but in
Thesmophoriazusae the argument to follow has no more than comic logic, as the speaker
goes on to compare historical men with the virtues implied by female names. So
Charminos has been bested by ‘Sea-battle’, no man has tried to beat ‘Best-battle’ or
‘Army-victory’ at Marathon, and no councillor has done their job better than ‘Good-
planning’.®! These constitute personal attacks on named (male) komoidoumenoi,
Charminos (804) and Cleophon (805), and a vague imputation of ill-counselling by last
year's magistrates (808-9), aimed at provoking laughter at the expense of these out-
groups, but the patently false logic which pits historical persons against abstract concepts
suggested by feminine Greek speaking names, is also entertainingly fanciful.

Salabaccho was a well-known prostitute according to a scholium on Knights 765,
in which play Paphlagon-Cleon conjectures that he has done the most for the people of
Athens ‘after Lysicles and Cynna and Salabaccho.’®? The placement of her name at the end
of the line at Knights may suggest that Salabaccho is the most infamous of the bunch. At
the end of the line in Thesmophoriazusae, it is a delayed surprise stressing the politician
Cleophon’s iniquity. Apart from this targeted humour at named komoidoumenoi, there is

also a reference to men performing less valiantly in the current war than they did at

90 Fr. 494.3-4: ai &’ eic’ dueivovc dpcévav Seilm 8 &yd... EvpBoiar’ dudptopa; cf. Bacovoc (800), Bécavov
(801), ckeyodpeba o1 kavtitOdpey mpoc Ekactov (802).

1 Austin & Olson (2004) ad loc. note that no Nausimache is attested in classical Athens, but the other names
are more or less common: LGPN ii. s.v.

2% Eq. 765d.
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Marathon; hardly an incisive or offensive observation given Marathon’s status as the
Athenian military triumph par excellence.”?

She next argues that women are superior because they do not steal on the same
scale as men. The scale of the thefts they allege of men is exaggeratedly huge, making the
theft by a woman of one measure of wheat pale in comparison. References to women
stealing have occurred throughout the Thesmophoriazusae, and was a common stereotype
of women, as discussed in section one of this chapter. Theft of wine is a particular
common trope in comedy, and one that will be particularly salient given the prolonged
Telephus parody at 689-761. Here the theft is less salacious than wine, and the women
supposedly return it the very same day.

Austin and Olson say that this is ‘no simple theft... but a complicated illicit
transaction, in which the woman filches the wheat, lends or sells it to someone else... and
gets it back by the end of the day. No details are supplied, and what matters is that the
existence of a complex, shadowy world of female thievery and intrigue is taken for
granted.””* This is rather a complicated backdrop to extrapolate from such a short
description (812-3), and interpreting this line and a half thus renders them without any
discernible comic beat. Alternatively, it could have carried a sense of sexual innuendo,
which would have provided a comic beat. dvtamodidwiu can mean to return something,
but it can also mean to pay back. In the context of a woman to her husband, it seems
plausible that this could means paying back in sexual favours. In Wealth a shortened
version of this compound verb, dmodidwp, clearly implies repayment through sexual

favours,” and the same verb is used again, albeit as part of a support-verb construction

%3 For more on Aristophanes’ treatment of Marathon, see my chapters on Acharnians and Wasps, and Hunt
(forthcoming).

%4 Austin & Olson (2004) ad loc.

% Pl 1031.
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(dmodidwp ydpwv) in Ecclesiazusae, when a young man declares that he will repay his
young female saviour with a ‘big, thick thank you’.%®

The innuendo in Thesmophoriazusae is less overt, but could have been made
obvious through gesture or intonation, and the idea that women might harness their
sexuality to procure food from men seems to be the implication of Hesiod’s advice in
Works and Days: ‘Do not let a woman in clothes that draw attention to her bottom deceive

you, coaxing you with blandishments; she is after your granary’.”’

Parasol-Throwers 814-29

GAL” Mpeic v ToAAovC TOVTMV

amodeifoev Tadta To1odVIOC, 815
Kol TpOC TovToIC YaCcTpLdac UMV

dvtac paAlov kai Awmodvtoc

Kol BopoAdyove KAVOpamodicTdc.

Kol PEV 01 OV Kol T) TaTP®E YE

yelpovc NUAV gicty colev: 820
MUV pev yop c®dv £t kai vov

Tavtiov, 0 KOvaV, ol KoAodickot,

10 cKlbdeoV:

TOIC &’ NUETEPOLC ALVOPACL TOVTOLC

ATOLMAEV LEV TOAAOIC O KAVAV 825
€K T®V oikwv avTh] Adyym,

TOALOIC &’ £T€POIC AmO TAV OOV

% Ec. 1047-8. Pax 966-67 also has the verb idmut take on a sexual meaning, though there the innuendo may
be dependent on the object given: kp1iO1| can mean either barley-corn or penis.
97 Op. 373-4; see West (1978) ad loc.
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v taic ctpatioic

gppurtan TO CKIAdELOV.

But we could show many of you men

Who do these things. 815
And in addition are gluttons, more so than

Us, and robbers,

And altar-thieves and people-snatchers.

And clearly you are worse than

Us at preserving ancestral goods: 820
For we still now keep our

Loom, pole, baskets

And parasol:

But for these our men

Many of them have lost their pole 825
From your house, spear-head and all,

And many others of you have thrown from your shoulders
On campaign

And abandoned your parasol.

In this anapaestic pnigos women say that many men are guilty of stealing from the public
coffers. They add a string of additional accusations revolving around crimes typically
committed by men, before accusing men of failing to look after their property as

proficiently as women can. Women'’s role in the preservation of household goods was an
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acknowledged virtue, as in the agonistic female encomium of Mehavinnn 1 Ascudric,”
and here it finds pointed purpose, as it is used to denigrate men by contrast. Austin and
Olson detect an innuendo in the word used to signify both the women’s weaving pole, and
the men’s spear-shafts (kavov 822, 825), although this innuendo is swerved away from
when the kovdv of the men is revealed, in a moment of incongruity, to be a spear-pole.”
The passage ends in another para prosdokian, as the expected allegation of desertion

symbolised by shield-throwing is replaced by the recurrence of 10 ckiddeiov (829).

Mothers Rewarded, Mothers Punished 830-45

TOAL’ v ol yovoikee Nueic &v oikn pepyoiped’ av 830
TOiCV vopacty dikaime, v &’ HmepevEcTATOV.

YPTV Yap, NUAV €1 TEKOL TIC AVOPa XPNCTOV TH) TOAEL,

ta&ilopyov 1 ctpatnyov, AauPavey Tiuny Tva,

npoedpiav 17 avTi] 6idocOat ctnviotct kai ckipotc

&v 1€ Tolic dAAoic £optoic aicty NUEic fyopev: 835
€1 0¢ deLOV Kol TovnpoOV dvopa Tic TEKOL Yo,

1| TpMpPapYOV TOVNPOV 1| KuPEPVNTNV KAKOV,

VCTEPOV ATV KaBTicOoL CKAPLOV AToKEKOPUEVT|V

Thc 1OV dvdpeiov texovenc. Td yap eikdc, & moOMc,

™V Yrepfoiov kabfjcOor untép’ nuetecuévny 840
Aevkd Kol kopac kabeicav minciov tfic Aapdyov,

kad daveilew xpuad’; 1 xpfiv, el Saveiceléy tv

Kol TOKoV TpaTTOoLTo, d1ddval undév’ avlpammv ToKov,

B E. fr. 494.9-11: véuovct 8’ oikovc kai té vovctorodpeva/ Ecm] d6pmv cdlovcty, o0d” épnuig/ yoveikdc
oixoc gvmvic 0vd” dAProc.
% Austin and Olson (2004) ad loc.
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AL dporpeicOon Big ta ypnpat’ eindvtac todi,

"dEia yodv &1 T6Kov TeKoDca TotodTov ToKoV." 845

We women could by right bring many accusations 830
Against men rightly, but one is most extraordinary.

For we ought, if one of us should bear a son who is useful for the city,
A taxiarch or a general, to take some reward,

And a front-row seat be given to her at the Stenia and Skiroi

And in the rest of the festivals which we hold: 835

And if a woman should bear a cowardly or wretched man,

A worthless trierarch or a bad helmsman,

She ought to sit with her hair in a bowl-cut behind

The woman who bore a real man. For is it fitting, oh city,

That the mother of Hyperbolus sits, wearing 840
White and with her hair down, near the mother of Lamachus,

And lends out money on interest, when really one ought, if they borrow money
From her and owe interest, no man should give her the interest,

But they ought to make off even with the capital by force, saying:

‘Are you really worthy of interest, when you’ve created such an interesting son?’ 845

This last passage begins with the claim that women could accuse men of many sins &v

dtk)... dwcaiwe (830-31), the pleonasm underlining the alleged unassailable righteousness
of their claims, but also the speaker’s indignance. Instead of attacking men wholesale, the
real thrust of the insult of this passage is directed towards Hyperbolus’ mother, who sits in

prominent festival seats with loose hair and dressed in white, and was apparently actively
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engaging in loan-sharking. Presumably, as a woman, the mother of a controversial
politician (Hyperbolus was exiled in 416), and a loan-shark to boot, Hyperbolus’ mother
made an easy target for disparagement humour, and the audience would appreciate the
hostile jokes at her and her son’s expense, while the alliterative and punning wordplay of
TOKOVL TEKODCO TO0DTOV TOKOV also generates humour through semantic means as the
audience are called to resolve the incongruity produced by the differing meanings of

t6koc invoked in quick succession.

5. Conclusions

In these two back-to-back ‘women’ plays, Aristophanes uses misogynistic humour,
harnessing pre-existing gendered in-group and out-group dynamics. Given the
stereotypes about women that existed, this was surely a promising means of generating
humour. However, he is not heavy-handed with this kind of humour in the parabases.

Instead, in the Lysistrata, we find that the layering of political identities onto gender
identities is just as important. Indeed, the political clash is the central conceit of the plot,
and Aristophanes was is keen to satirise devotees of democracy in the form of the
paranoid, delusional old men. In the parabasis, innuendo and gendered jokes balance out
politically provocative aspects of the plot.

Later, in Thesmophoriazusae, the dramatic world of the play takes Euripidean heroines
as its input, framing the speech of the coryphaeus in defence of her gender as suspicious.
The fact that the coryphaeus seems unwittingly to fall into the role of a manipulative
advocate for womankind allows the audience to enjoy a feeling of superiority over the
character, since they know more than her, and also seems to confirm, in comic form,

Euripides’ (supposed) presentation of women.
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Amphibians and Ambivalence

Slippery Oligarchs in Frogs

The epirrhema of Frogs has been understood, almost unanimously, as eschewing jokes in
favour of serious, practicable advice, earnestly endorsed by the poet. All orovdaia, no
veloia. Such a reading makes the passage anomalous in all of Aristophanes. In this chapter
I argue that the parabasis is not uniquely humourless, but merely subtle in its humour. The
passage constitutes satire, as the speakers represent a familiar political viewpoint: the
crypto-oligarch, who proclaims democratic values when under scrutiny, while sotfo voce
urging leniency for attempted oligarchs. The euphemism and double-speak in their attempt
to manipulate the audience would appear, to at least some audience members, laughably
absurd.

At the same time, as [ have argued throughout this dissertation, political satire can
invite simultaneous variant interpretations, and while to a hardcore democrat the figure on
stage may seem a humorous and purposeful send-up by Aristophanes of a particular faction
of the demos, to the audience member with anti-democratic inclinations, the speakers will
seem like slightly exaggerated figures, but ones whose viewpoint is fundamentally correct
and sympathetic, and they may laugh more at the expense of the new ‘base’ sort of
politician whom the speaker mocks in the antepirrhema. It is the fundamental ambivalence

of such comedy that has led to the Frogs being so misunderstood for so long.
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1. Aristophanes’ Politics

The Frogs holds a uniquely important position in debates concerning Aristophanes’ own
political stance and influence.! The parabasis of the Frogs does not feature the poet’s voice
or discuss him, as in the first five extant Aristophanic plays. Nevertheless, the pointedness
and supposed seriousness of the political advice involved,? combined with the evidence of
the ancient testimonia which suggests that the parabasis was particularly well-received by
the Athenian audience,’ has led many to take this advice as a true reflection of the poet’s
own politics. The Frogs parabasis advises the audience to re-enfranchise those who were
without citizenship rights, particularly those who lost these rights due to their involvement
in the oligarchic coup of 411. This advice has been almost ubiquitously accepted as
earnestly endorsed by the poet.* Even Heath, who for all other plays argues that
Aristophanes’ oeuvre had no serious political intent at all, admits to there being a direct
and discernible political motive to the piece, noting that the call for this sort of amnesty
‘was a practicable policy in 405’ and the parabasis seems ‘by the criterion of jokelessness,
to be a good candidate for the ascription of serious intent.”> The Frogs parabasis, by this
reading, is an anomaly, apparently the only passage of Aristophanes with direct political
purpose and no humour, where elsewhere the poet’s voice is ambiguous.

Recently there have been two dissenting voices: Smith has recently argued, on the
basis of the impracticality of the advice, the tone in which the restoration of would-be

oligarchs is put forward, and the political inconsistencies of the piece, that the parabasis

! For these debates, see my introduction, pages 2-3.

2 de Ste. Croix (1972) 358: ‘the seriousness of [the Frogs parabasis] is not, I think, denied by anyone’; Arnott
(1991) 19: “Nobody has ever doubted that these lines... were meant to be taken seriously as a call to political
action.’

3 See section 3.

4 Stanford (1963) 131: ‘The Chorus now (as usual in a Parabasis) expresses Ar.’s personal opinion on current
political matters.’

5 Heath (1987) 19-20. Silk (2000) 301-20 explores the binary of ‘serious’ and ‘funny’ in Aristophanic
scholarship, and what it presupposes.
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cannot be understood as earnestly meant advice.® In fact, Smith argues, Aristophanes is
‘blending all of the most dangerous and foolish political extremisms into a stew of
nonsense, and then presenting it to the audience to see how good it looks... showing them
that the kinds of ideas that many of them were actually now considering should be seen as
madness.”’ To Smith, Aristophanes’ purpose is didactic, but only indirectly, as he satirises
contemporary political thought in order to urge his audience to think things through. Stella,
likewise recognises the argument as inconsistent and manipulative: ‘¢ evidentemente
assurdo, & scopertamente pretestuoso.’®
I concur that the speech is politically inconsistent and that the tone is more

complicated than previously allowed. I do not believe, however, that the piece is intended
to blend together foolish contemporary ideas into a ‘stew of nonsense’,” nor that the piece
should be understood as didactic, even indirectly. In fact, what we see in Frogs is a chorus
that represents, and comically misrepresents, a particular political viewpoint. This is
typical of parabases, where, save for a few less obvious choral identities (clouds,
unspecified Greeks, birds), the choruses embody and satirise a particular recognisable
demographic.!? In Frogs, it is oligarchic sympathisers placed for study under the comic
microscope. The parabasis satirises this particular political viewpoint, and it is their
opinions and rhetoric which is skewered for political effect.

A close reading of the text reveals that the parabasis is, counter to what many have
stated, not devoid of humour, but in fact replete with subtle comic beats, as the speakers

make jibes at their political enemies — the movnpoi — and at the same time comically

¢ Smith (2019).

7 Ibid. 41.

8 Stella (2016) 30. Stella’s article focuses more on how loaded political language warps meaning in this
parabasis, and aside from observing that Aristophanes holds a ‘specchio parodico’ (ibid.) up to a particularly
tricky sort of agitator, he does not comment on Aristophanes’ intent.

® Smith (2019) 41.

10 Elderly Marathonomachoi in Acharnians and Wasps; the hippic class in Knights; men, women, and die-
hard democrats in Lysistrata; women in Thesmophoriazusae.
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undermine themselves with obviously faulty and disingenuous rhetoric. The nonsensical
inconsistencies arise as these figures try to get what they want (the re-enfranchisement of
the dtyiot), and simultaneously to toe the democratic line by endorsing the
enfranchisement of the slaves and metics that fought at Arginusae, yet cannot hide their
aristocratic elite prejudices.!!

As ever in Aristophanes, the comedy retains its broadest possible appeal because it is
two-faced; the individual audience member is liable to selectively interpret ambiguous
humour in order to render it non-threatening to their own identity and political beliefs,!?
and here Aristophanes’ comedy — whether intentionally or not — enables this potential for
differing and simultaneously valid interpretations by providing us moments to laugh with
and laugh at the speakers in turn. One audience member will see the representation of
oligarchic sympathisers as embodied by the parabasis, note the inconsistencies,
euphemisms and double-speak, and interpret the passage as a send-up of the pro-oligarchic
faction of Athens who generally toe the democratic line while sotfo voce opining about
oligarchy. This audience member will accordingly see Aristophanes, since he targets this
perspective for derision, as a champion of democracy, satirising pro-oligarchy sentiment
for political effect. Another audience member will identify with the speakers, appreciate
the anti-newcomer sentiment with its colourful targeted humour of movnpot in the
antepirrhema, and understand the parabatic speeches to constitute a somewhat exaggerated
portrait of nonetheless sympathetic and politically savvy thinkers. This audience member

sees Aristophanes as endorsing these sentiments, and acting as a political ally of theirs.

! This comes out particularly at lines 693-9.
12 See my introduction, section 4.1.
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2. Before and After the Frogs

It will be helpful to my argument to adumbrate the historic context of the Frogs’ first
production.

In 411, an oligarchic coup was staged. The events are narrated by Thucydides and the
constitutional reforms are explained in the Aristotelian Constitution of the Athenians.'
Accounts have been elaborated by various historians who combine and augment these
sources.!* The most relevant facts are these: the coup was initially aimed at securing the
support of the Persians by changing the city’s constitution. There was discord between the
orchestrators from early on, and the oligarchs ended up breaking into factions. The ones
supporting the stricter sort of oligarchy (e.g. Phrynichus), and those who supported a more
diluted form. The oligarchy lasted less than half a year, and ended with the public
assassination of Phrynichus, who was later tried and condemned posthumously, and his
murderers honoured. Democracy was put on pause in Athens only for reasons of
expedience; the pause was short-lived; violence ensued; the perpetrators were publicly
condemned. The temporary loss of democracy was a traumatic event, and one that was
publicly condemned after the fact.

Exceptionally, after the coup the city enacted a decree proposed by Demophantus
which stated that every citizen would swear an oath, in public before the City Dionysia of
4009, that they would kill — personally or through the mechanisms of state justice — anyone
attempting to overthrow the city’s democracy, and the killer of such a person would be

rewarded.!> At the same Dionysia, gold crowns were announced as an honour to the

13 Th. 8.63.3-97, Arist. Ath. 30.1-32.1.

14 E.g. Kagan (1987) 106-210, Andrewes (1992b).

15 Andoc. 1.96-8. Canevaro & Harris (2012) have questioned the trustworthiness of the texts preserved in On
the Mysteries; Sommerstein (2014) defends the oath of Demophantus as preserved in this speech as being a
perhaps slightly corrupt but basically genuine artefact. Even if Canevaro and Harris are correct to question
the document as preserved, this should not cast doubt upon the basic fact of the event, which is referenced in
Dem. 20.159 and Lycurg. 124-7 as well. Shear (2008) examines the consequences of the oath with regard to
Athenian political identity.
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murderers of the leading oligarch, Phrynichus.!¢ An oath was ‘a powerful and important
ritual in the creation of Athenian civic identity’,!” and the Athenian citizen swore oaths
before performing various offices crucial to the running of democracy. Lycurgus could
even say, in a speech prosecuting a private citizen for betraying Athens around 331, that
‘the oath is the thing which holds democracy together.’!® An oath is a particular type of
speech act, to borrow a term from philosophy of language,'” and one which in this case
constituted a public commitment on the part of each citizen to defend democracy. The oath
of Demophantus may even have been a factor in the successful deposing of the next
Athenian oligarchy, as the oath prevented pro-democrats from being ‘paralysed by a
revolutionary coordination problem’, and thus facilitated ‘large-scale mobilization in
defense of the democracy’.?° All this is to say, while sympathy for oligarchy and the
would-be oligarchs of 41 lived on in the city, it must have been an unpopular sentiment to
express publicly, at least in the immediate aftermath of the coup and the oath of
Demophantus.

The war continues, and Athens is still in a dire state. In this context, the battle of
Arginusae, an Athenian victory, may have seemed like a turning point for the better, and
the citizens chose to mark this victory by enfranchising the slaves and metics who
fought.?! This was an extraordinary measure.?? Prior to this, extending citizenship rights to
outsiders was a rare event. On the other hand, during the Peloponnesian War there is an

emerging pattern of granting such rights. The Platacans were granted citizenship rights in

161G 13102.6-14.

17 Fletcher (2012) 103.

18 Lycurg. Leoc. 79.

19 Austin (1962).

20 Teegarden (2014) 17.

2! Hellanic. FGrH 323a F 25; Ra. 33-4, 190-1, 693-6.

22 Worthington (1989) advises caution in reading these sources, but nevertheless accepts that the evidence of
Ra. 693-4 tells decisively in favour of the historicity of the enfranchisement of the slaves and metics who
fought at Arginusae.
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427,23 formalising what had been an honorary arrangement from the late 6 century, and
the later re-enfranchisement of dtiyot with the decree of Patroclides, along with the
enfranchisement of Samians, can be seen as further iterations of the pattern.?* Athens at
this point had lost between a third to a half of its population since the start of the
Peloponnesian War due to the combined devastating effects of plague and warfare.?> The
city’s increasing willingness to enfranchise non-citizens en masse was expedient, and is an
indication of the manpower shortage it was suffering.

The enfranchisement of slaves may have served a practical purpose, in disincentivising
desertion,?® but it is also telling that the Athenian people would rather extend citizenship to
slaves and foreigners at this stage, than re-enfranchise the dtyiot. There may have been
talk, something in the air, about re-enfranchising the men involved in the oligarchic coup
of 411. Perhaps this prospect was made even more palatable after the execution of the
generals of Arginusae,?” which may have shaken trust in the wisdom of the democracy, and
deprived the city of eight notable politicians — six executed, two fled. Nevertheless, with
the oath of Demophantus — a public, divinely secured pledge to defend democracy — less
than four years in the past, it seems unlikely that an endorsement of re-enfranchising the
dtyot could be voiced on the public stage of the Lenaea festival without some element of
satire, some hint that the message spoken was tongue-in-cheek.

In this context, the Frogs was staged. In the summer that followed, the Athenian navy
was destroyed in the battle of Aegospotamoi.?® This military disaster effectively ended the
war, since the Athenians could now be starved into submission by siege. It was in this

climate that the Athenians enacted the decree of Patroclides, an amnesty for the dtipot, and

2 Isoc. 12.94, D. 59.104.

24 See section 2.4 below.

25 Kagan (1987) 110, Hansen (1988).

2 Hunt (2001) 359.

7 X. HG. 1.6.33-7.35; D.S. 13.100-103.2; see Kagan (1987) 354-75.

B X. HG. 2.1.22-30; D.S.13.105-6. Later versions derive from Xenophon’s.
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at this time they also granted citizenship rights to the Samians — an act of desperation from
a broken city.?’ The siege did not last long, and the unfavourable terms which Athens

accepted included the demolition of the Long Walls.°

3. The Decree of Patroclides

An aspect of the Frogs parabasis that has marked it out as exceptional, is the fact that its
advice was apparently followed. The decree of Patroclides was passed towards the end of
405, and enacted an amnesty policy for the dtiot, as the Frogs parabasis advised. The
advice of the parabasis was not just practicable, but apparently practised.’! However, this
evidence does not prove that the parabasis was seriously meant by Aristophanes as
political advice, or received by the audience as such. The crude chronological pattern —
Aristophanes’ chorus advised it, the people then enacted it — is no evidence for causation,
but a clear case of post hoc ergo propter hoc thinking.*?

Nor is it hard to understand why Patroclides’ decree was enacted if we remove
Frogs from the picture. Athens had lost so many men, even before the battle of
Aegospotami, that it was willing to grant citizenship to slaves and metics. The situation
was even more dire after Aegospotami, when the city lost her navy. In this context, the re-
enfranchisement of those who had lost their citizenship rights following the 411 coup is
simply another iteration of this pattern,*> motivated by the perilous situation. The chorus’
advice in the parabasis was timely, and probably reflected ongoing debate, but it seems

highly unlikely that it would have significantly impacted the debate; partly because

2 Andoc. 1. 77-79; for discussion of the trustworthiness of this text, see Hansen (2015), rebutting Canevaro
& Harris (2012); For the Samians: ML 94.

30 Xenoph. HG. 2.2.20-3.

31 Arnott (1991) 20-1 judges this decree to have been enacted ‘without, or more probably with the influence
of that parabasis’. Allan (2012) 101 thinks the Athenians implemented Aristophanes’ advice, not just through
the decree of Patroclides, but also when they ruled that Theramenes had failed his dokimasia.

32 Smith (2019) 39.

33 It was also at this point that Athens gave citizenship status to the Samians: ML 94, Andrewes (2002) 495.
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political satire rarely has a significant impact on the opinions of its audience members,**
and partly because, as I discuss, the message of the parabasis is ambivalent, since one can

either laugh at or with the crypto-oligarchic speakers.

4. The Hypothesis and Vita

In the play’s hypothesis and the poet’s longest Vita, we find more substantial
evidence than the decree of Patroclides to suggest that the play’s parabasis was taken
seriously by the audience.® The hypothesis declares:

oDT® 6& £Bovpdactn T dpdpa S TV v anTd Tapdafacty dete kol avedddyor, de

onct Awkoiopyoc.

‘The play was so admired on account of the parabasis in it that it was even

reperformed, as Dicaearchus says.’

The evidence of this hypothesis is strengthened when read in combination with the
longest surviving Vita of Aristophanes, the relevant section of which reads:

paAicto 08 EmnvEdn Kod Nyamnom Vo TAV ToMTAYV cEOdpa, EMEWDN O10 TAV OTOD

dpapdtov Ecmovdace Oeilat v Tdv ABnvainv moAteiay, ®c ErgvBépa T€ écti

Kol V7T 00OEVOC TVPAVVOL SOVAAYWYOVLUEVT], AL’ BTt dnpokpartio Ecti kol

glevBepoc v O dfjpoc dpyet £0vTod. T0VTOV OVV YApY EXNVEON Kai EcTEQAVAOON

BoAAG ThiC lepdc Ehaiac, Oc vevOCTaL ICOTYLOC XPLCH CTEPAV®, eIV EKETVA TA

&v toic Batpdyoic mepl 1@V dtipov: tOV igpov xopov dikailov ToAAL ypncTd TH

TOAEL ELUTOPOUVETV.

‘And he was especially praised and loved very much by the people, since through

his plays he sought to show the constitution of the Athenians, how it both is free

34 See my introduction, section 4.2.
3 Hyp. IS, PCG iii.2 test. 1.35-40.
36 PCG iii.2 test. 1.35-40.
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and enslaved by no tyrant, but that it is democracy, and since it is free the people

govern themselves. And so, thanks to this he was praised and crowned with a

branch of holy olive wood, which is considered of equal worth to a golden crown,

having said those things in the Frogs about the disenfranchised: ‘It is right for a

holy chorus to give lots of good advice to the city.”

Scholars stress Dicaearchus’ trustworthiness as a source: he was ‘a learned and
reliable scholar’,?’ a ‘disciple d’ Aristote’.*® Reperformance of a play on the city-wide
scale was a relatively rare occurrence,® an honour otherwise at this point only bestowed to
Aeschylus posthumously, if indeed it was.*® The hypothesis, then, is certainly strong
evidence that Frogs was reperformed and that this was an unusual honour shown to
Aristophanes. Reading the hypothesis and the Vita together, scholars have inferred that
both sources draw on one common source, an official decree honouring Aristophanes after
the performance of the Frogs because of its parabasis and commissioning a reperformance
of the play, and that this decree was probably Dicaearchus’ source as well.*!

However, this is speculative,*? and Rosen urges caution in reading these two
texts.** Although the reperformance itself seems likely to have occurred, there is reason to
question the idea that this was due to the parabasis, ‘a handful of lines that had nothing to
do with the plot anyway.’** To summarise just a few of Rosen’s arguments: we do not
know whether Dicaearchus attested to the parabasis being the reason for Frogs’

reperformance, or if he only vouched for the fact of its reperformance; we cannot exclude

37 Arnott (1991) 20.

38 Salviat (1989) 171.

39 Lamari (2015), Lamari (2017).

40 Pickard-Cambridge (1968 [1953]) 86, 100; Hutchinson (1985) xlii-xliii argues that it is unlikely that
Aeschylus’ plays were reperformed before 386, and Biles (2006) argues against the historicity of the decree
honouring Aeschylus.

41 PCG iii. 2.2; Sommerstein (1993, 2009); MacDowell (1995)

42 Smith (2019) calls this a ‘remarkable speculation’.

43 Rosen (2015b)

4 Rosen (2015b) 255.

306



the possibility that du v €&v avt® mapdPacty was an inference made by the hypothesis
author, or by Dicaearchus himself; the phrasing of the Vita is quite vague, and while eindv
may have an explanatory sense (i.e. he was crowned because he said those things in the
Frogs) it could be temporal and suggesting the Frogs as merely one example of the kind of
comic political messages for which Aristophanes was known; to0tov 0OV ¥éptv seems to
refer to what precedes, and so chalks Aristophanes’ being honoured up to his career as a
whole, rather than necessarily looking forwards to the mention of the Frogs; ancient
biographies show a marked tendency to mix fact with inference,* and this may be the case
here in the Vita’s treatment of the Frogs.

I concur and add that a decree quoting or paraphrasing a line from the play as
justification for Aristophanes’ honouring would represent an unprecedented level of detail
amongst Athenian honorary decrees of this time period.*® It is therefore best to be careful
with these sources. It certainly seems very likely that Frogs was reperformed, possibly at
the Lenaea of the following year,*” but the idea that this honour was bestowed solely on
the basis of what must have been highly context-specific, topical advice, is less certain,
since we cannot rule out the possibility of faulty inferences on the part of the biography
author, the hypothesis author, some intermediary source(s) or Dicaearchus himself.
Alternative reasons for Frogs’ selection for reperformance have been suggested.*® Weil
suggested that the play was really performed because of the aesthetic appeal of the play’s
katabasis, and 510 v €v aOTd Tapdfocty was corrupt and ought to be emended to o1d v

gic A1dov katafacyv.* This emendation has been roundly rejected on methodological

4 Lefkowitz (1981).

46 Hellenistic decrees tend to be more verbose, e.g. IG II* 1160.3-21.

47 Salviat (1989).

48 Sommerstein (2009) thinks the reperformance was pushed by enemies of Cleophon to sway public opinion
against him. Cleophon is indeed mocked by Frogs more than any other komoidoumenos, but this amounts to

only three occasions (674-85, 504, 1532-3). This is a mild and indirect means of waging political war if it is
so, particularly when compared to Plato Comicus’ Cleophon, against which Frogs competed.

49 Weil (1882).
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principles, since it ‘corrects’ something that makes perfect sense, but the impulse behind
Weil’s conjecture is appealing. Is it not more likely, ignoring the hypothesis, that Frogs
was honoured for the humorous parody of Heracles’ katabasis, or some other aesthetic
appeal of the play, rather than for its parabasis? Or perhaps because Frogs revived and
gave an appropriate send-off to a treasured Athenian celebrity, the recently deceased
Euripides?

Two further points. Firstly, if Aristophanes was honoured by the city — for any
reason whatsoever — and his rewards included a restaging of Frogs, it would be an easy
mistake to make, if Dicaearchus, or the hypothesis author, or the ancient biographer or
some unknown intermediary source inferred that Aristophanes was being honoured
because of the Frogs.

Secondly, it has been noted that audiences are liable to misattribute intentions to
the authors of comedy,* and that the perceived impact of political satire frequently dwarfs
its actual effects.>! It is therefore plausible that the Frogs parabasis was interpreted by
some portion of the audience as earnest advice from Aristophanes, and was perceived after
the fact as having influenced political tides in Athens, because comedy was seen as
wielding more political power than it typically does, and because the decree of Patroclides
does seem to enact the advice. Aristophanes advised it, the people enacted it. This is, as
already mentioned, post hoc ergo propter hoc thinking, but there is a reason why this
logical fallacy is common. The narrative is simple and appealing. Thus, it is plausible that
Frogs was viewed retrospectively as endorsing an opinion which in fact it merely raises

and satirises. The Frogs parabasis need not have been unanimously or even widely

50 Audiences are liable to misattribute intentions to the authors of comedy: see my introduction, section 4.1.
5! Esralew & Young (2012), and see my introduction, section 4.2.
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interpreted as an earnest endorsement of amnesty for the dtipot for this to have

nevertheless later become the dominant narrative.

5. The Master-Slave Theme

It is important also to note that the chorus’ advice is not presented in a vacuum. The
audience would naturally understand the parabasis in light of what they have just seen in
the preceding scenes.>? In the parabasis, the chorus advise the audience to re-enfranchise
those failed oligarchs of the 411 coup, and in particular they contrast the plight of these
dtot with the boon experienced by the slaves who fought at Arginusae and were granted
their freedom. But the theme of slavery and mastery and the shifting of places is prominent
in the first half of Frogs and particularly in the scenes framing the parabasis, so the
audience is likely to have understood the parabasis as part of a continuing discourse on the
topic, and this discourse has tended to be even-handed. I submit that the parabasis
continues this tone. The speakers, who represent a conservative viewpoint better aligned
with the ‘master’ end of the spectrum, mock the slaves and political newcomers
represented metaphorically by the new, base coinage. But simultaneously they undermine
themselves throughout with their obviously disingenuous rhetoric and paranoia.

In the scene directly before the parabasis, there is a farcical series of events in which
Dionysus gets Xanthias to take on his Heracles costume, and to pretend to be the master
while he pretends to be the slave, so Dionysus can avoid being beaten (464-674). For
similar selfish reasons, the pair swap outfit back and forth repeatedly. Now, this dynamic

duo is introduced from the very first line of the play in light of their master-slave

52 Bowie (1982) 29 describes a parabasis as functioning as ‘a prism through which the play’s chief themes
are passed’, reflecting and refracting in new directions the ideas presented in the surrounding dramatic
context.
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relationship, as Xanthias addresses Dionysus: & 8¢omota.>3 Xanthias has also twice
already been explicitly associated with the slaves who fought at Arginusae, among whom
he wishes he had been numbered. Indeed, he would have been, were it not for a poorly-
timed case of ophthalmitis.>* The master-slave dynamic is thus brought to the fore, as is
the context of the recent manumission of the slaves who fought at Arginusae. Considered
against this backdrop, the scene preceding the parabasis in which master and slave swap
places enacts on the level of the characters the sort of societal upheaval that Athens was
undergoing.>® The blurring of citizenship status, acted out on stage by these two characters,
is an important theme.>® Later, in the scene directly following the parabasis (738-755),
Xanthias and another slave make fun of Dionysus’ predilections for drinking and sex
(mivew... kai Biveiv 740). The mockery of the masters continues, before the pair bond over
their shared slavish foibles, such as meddling and eavesdropping (743-55).

Thus, we find that the parabasis is wedged in between two scenes which comment on
the nature of mastery and slavery, and in which both masters and slaves are roundly
mocked in an even-handed fashion that could be described as characteristically
Aristophanic: Aristophanes frequently puts two contradictory perspectives on stage, has
them clash humorously, and neither side comes off scot-free, so the playwright cannot be
said fully to endorse or condemn either.>’ Similarly the Frogs parabasis, although the
chorus represent the pro-master perspective within it, has the same controlled balance

between two opposing viewpoints, because even as the chorus makes its arguments, and

3 Ra. 1.

5 Ra. 33-4, 190-2. Dover (1993) ad loc. notes that an eye disease precludes someone from fighting in Hdt.
7.229.1, although the point may be that this could be read as a coward’s excuse.

55 Hutchinson (2011).

6 Konstan (1995) 70-71.

57 E.g. the agon of the Just and Unjust Logos: Nub. 889-1104; the parabatic exchange at Lys. 614-705, for
which see the previous chapter; the near constant conflict between Bdelycleon and Philocleon in Wasps.
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makes fun of the ‘base coinage’ which now holds power in Athens, they also undermine

themselves with their faulty rhetoric and patent attempts at manipulating the audience.

6. Choral Identity

Another aspect that may influence our understanding of the parabasis is the question of
the chorus’ intra-narrative identity. Once the eponymous amphibians have hopped off, the
chorus represent a revelling band of dead Eleusinian initiates, delighting in the benefits
which pootat enjoy after death. Some have suggested that during the parabases, the intra-
narrative identity of the chorus is sometimes laid aside, and the chorus speak as comic
chorus qua comic chorus.>® Could this be the case in Frogs? When the chorus’ intra-
narrative identity seems to be laid aside, they speak about the poet and his life,> even
taking on the voice of poet himself.%° On the other hand, in the rest of Old Comedy’s
parabases, the dramatic identity takes centre stage, and in these cases the unique
focalisation of the chorus’ identity group gives the parabasis its appeal.®! Which category
does Frogs fall into? And if the chorus are to be understood as Eleusinian initiates when
they speak in the parabasis, how would this influence the audience’s understanding of their
speech?

There is no indication that the chorus change or remove their costumes, the rags worn
by initiates,%? and in the first line of the epirrhema, the chorus refer to themselves as the

iepov yopdv (686), which seems aimed at reaffirming their intra-narrative role as a group

58 E.g. Zielinski (1885) 186.

3 Ach. 659-664; Nu. 518-62; V. 1284-91; Pax. 754-74; cf. Plato Com. fr. 99. The anapaests of Knights
provide a counter-example, as they retain their hippic identity: 510 with my discussion.

60 Ach. 659-64, Nub. 518-62, V. 1284-91, Pax 754-79.

81 Ach. 665-718; Eq. 551-610; Nu. 563-626, 1113-1130; V. 1060-1121; Pax. 775-818, 1127-1190; Av. 676-
800, 1059-1117; Lys. 614-705; Th. 785-845.

62 Ra. 406. Initiates were expected to dedicate their clothing, which probably led to them wearing rags out of
frugality; Melanth. Hist. FHG 326 F4 =X PI. 845.
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of dead Eleusinian initiates.®® It is in-line with their characterisation earlier in the play at
354-71, where their opening command, ‘to keep religious silence and stand aside for our
dances’ (354), directed at ‘whoever is inexperienced’ (dotig dmepog 355) suggests their
religious cleanliness and exclusivity. It is likely then that the intra-narrative identity of the
chorus as Eleusinian initiates is retained and foregrounded.

An adumbrated demographic profile of the chorus’ dramatic identity may be helpful
here. Initiation as an Eleusinian pbotng was open to all Greek-speakers, including women
and slaves. Only murderers were excluded. It was therefore the most open of Greek
mystery rites.5* Ideologically, it was not an elite affair. On the other hand, despite the
Mysteries’ ideological openness, it is possible that the practicalities and expenses of the
festival could have prevented many poorer or slave would-be initiates from attending: the
festival was long and fell within sowing season,®® required a certain amount of fees,® and
it was also BYOP (bring your own piglet).®” Slave-owning masters with time and money to
spare would have been the most well-represented group attending, skewing the
demographic, perhaps noticeably.

Whether or not they were seen as representing mainly the comfortably-off, or masters
over slaves, other aspects of their identity — as a religious group, as not wholly Athenian,

and as separated from the audience by virtue of being already dead — must also mediate the

63 A weaker interpretation, that it refers only to their role as dramatic performers in a religious festival
competition, is possible.

64 Jameson (2014) 284-85.

%5 Initiation involved optional attendance at the Lesser Mysteries (a single day event in the month of
Anthesterion), and compulsory attendance at the Greater Mysteries, which spanned ten days (15%-24"
Boedromion) with a few days break in the middle. It is plausible that many households could not easily have
spared a family member, let alone a slave, from their domestic or agrarian duties for a period of such
duration.

% Although epigraphic evidence mentions modest fees perhaps totalling 10 obols per female initiate and 12
per male, it is unclear whether smaller sub-fees are meant to be paid daily or are one-offs, since /G I® 6 is
fragmentary: Osborne & Rhodes (2017) 28-41. Mylonas (1961) 237 argues that the initiation expenses
amounted to 15 drachmai on the basis of /G 11> 1672, 1.207. D. 59.21 and Ath. 2.40d-¢ both imply that
initiation was considered a costly affair.

7 Mylonas (1961) 249-50; Bowden (2010) 33-34.

312



audience’s understanding of their message in some way. Their multi-faceted identity would
foster differing interpretations. Their foreignness may, for example, make them an out-
group, with a distancing effect which might cause their motives to seem suspect to some
audience members. The eschatological blessings which they enjoy may seem, to another, a
sign of their wisdom.%® I note three more possible complications. Firstly, it may make a
certain comic logic for those already dead to harbour more conservative political opinions:
the deeds of one’s aristocratic forebears may matter to one already dead rather more than,
for example, the recent sea-battle at Arginusae. Secondly, there is a grim irony in taking
advice from those already dead and who have already secured eternal blessings in the
afterlife, since they have no skin in the game. Thirdly, whatever expectations their identity
as Eleusinian initiates conjures up in the play, choruses do sometimes buck expectations in
their parabases.®® In these cases, the surprise factor may contribute to the humour. So here
the ‘conservative and aristocratic’’® bent of their rhetoric may be a surprise to the
audience.

Thus, the effect which the chorus’ dramatic identity has on mediating their political
message is very hard to pin down, but what is clear is that there are several aspects which
could create distance between them and the Athenian demos, or indeed Aristophanes. This
distance should give us pause before we assume a straightforward identification between

their opinions and the opinions of the poet.

% The singing and dancing typical of a chorus is also emblematic of the playfulness which the Eleusinian
initiates get to indulge in after death: Kidd (2019) 184-5.

% See note 32 in my chapter on Acharnians.

70 Hubbard (1991) 203 uses this phrase to describe both the chorus of initiates, but also Comedy’s ‘utopian
aims’, which he sees as the purification of the state and exclusion of undesirables.
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7. The Parabasis

Come, Muse, and See Their Wisdom 674-85

Movdca, yop®dv iep®dv EmifnOt kol EAO° €ni tépyv a-

owddc Eudc, 675
TOV TOADV dyopévn Aadv dyrov, ob copiat

popion kédOnvron

protipdtepar Kheopdvtoc, €9’ o 51 yeikectv dupiidiotc
devov EmPpépeTon 680
Opnkia yeMdov

émi BapPapov £lopévn métarov, Tpo-

Ce1 &’ émikAavTtov Anodviov VOOV, OC AToAETTaL,

Kav ical yévovrot. 685

Muse of holy choruses, approach for the joy of

My song, 675

To see the bulk of the people, whose myriad

Wisdoms sit

More honour-loving than Cleophon, upon whose double-babbling lips
There terribly roars

A Thracian swallow

Sitting upon a barbarian leaf, and warbles

A tearful nightingale song, how he will perish

Even if the votes are equal.
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The introductory ode invokes the Muse and takes us to reality,’”! breaking the fourth wall
by mentioning the audience. The invocation of an appropriate Muse is common in
parabases, and bears comparison to the beginning of a hymn, suggesting therefore
Aristophanes’ faux poetic pretensions as he places his work on a par with other, more
righteous modes of poetic expression.

The audience, primed by previous plays to expect abuse and praise in the parabasis,
may immediately regard coiou as irony or as targeted flattery. When the audience are
envisaged later on as obeying the chorus’ advice, they are wise (700), but their previous
actions, or their actions should they shun the chorus’ advice, make them foolish (705, 734).
The audience are accustomed to this carrot-and-stick rhetoric, which in this case transitions
into abuse of a komoidoumenos (Cleophon, and in the later antode, Cleigenes). Cleophon’s
apparent Thracian blood is targeted for mockery here. A scholium tells us that Plato

Comicus’ play Cleophon portrayed his mother on stage speaking like a barbarian.’

Tripped by a Long-Dead Scapegoat 686-692

TOV 1EpOV YOPOV dTKOLOV £CTL YPMCTA TT) TOAEL

Evunoporveiv kai Siddckety. IIpdtov odv Muiv dokel

g€lcdcat Tovc moAlTaC KAPEAETV Ta deipoTal,

kel Tic fuapte cpareic TL Dpuviyov maAaicpocty,

gxyevécOon erui ypfjvon Toic dAcHodcty Tote 690
aitiov gkBeict Acat T TPOTEPOV ApLapTioc.

Eit’ dtipdv o ypfvor undév’ eiv’ év tfj moret-

" Del Corno (1985) ad loc: I’abile nesso dyopévn. .. dyrov offere subito il trapasso all’attualita.
2% Ra. 681b.
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It is just for the holy chorus to advise and to teach 686
What’s right for the city. And so first we think it’s best

To make citizens entirely equal and take away their fears,

And if someone made a mistake at all, tripped by Phrynichus’ wrestlings,
I say it must be allowed for those that slipped then 690
To plead their case and dissolve their prior errors.

Then I say that there ought to be no disenfranchised in the city;

In ypnotd class tone may be detected. Around this time ypnotot is used as the opposite of
movnpoti in the context of political factionalism.” The word is used in the Old Oligarch’s
Constitution of the Athenians eighteen times to refer to the right sort of politicians, their
magistracies and goals, and of course the author of this pamphlet, seems to represent
exactly the sort of elite and conservative perspective which is satirised in this parabasis.”
In this parabasis, the neuter plural characterises the chorus’ advice, and so while it does not
refer to a political faction directly, it still imbues them with a class aspect. Later on, this
impression is confirmed and its implications for their character explored, when the chorus’
oligarchic sympathies and fear of changing social hierarchies in Athens are revealed.
Next, they turn to their top concern: the disenfranchised. They think these men,
currently living in fear (deipato) should have their rights restored.”> But the coup in which
they participated is described in terms of wrestling, and the unenfranchised are framed as
passive victims of the conveniently dead Phrynichus. Sommerstein notes that here the

‘language is highly slanted in their [viz...] favour’.”® Indeed, here the language is so

3 Rosenbloom (2004) 59-66; Cagnetta & Petrocelli (1977).

" The Constitution sees Athenian democracy as effective in preserving the interests of the people, but the
author, ‘seems steeped in instinctive, old-fashioned class prejudice’ Marr & Rhodes (2008) 16.

5 Andoc. 1.75 suggests that some had only partially lost their rights: the soldiers in Athens during the coup
were deprived of their right to participate in the Assembly or take on roles in the Council.

76 Sommerstein (1996a) ad loc.
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obviously biased that the audience member will recognise, engaging in mentalising, that
this framing is indicative of the chorus’ personal political sympathies, and humorously
undercuts their attempts at persuasion. By scapegoating Phrynichus, who is conveniently
long dead, the chorus attempt to absolve the other oligarchic agitators of any blame or
responsibility, removing their agency from the equation. Phrynichus was the perfect scape-
goat. He was publicly murdered following the ousting of the Four Hundred,”” and the city
honoured his assassins shortly after his death.”® On the motion of Critias — later leader of
the Thirty tyrants, and as oligarchic in sympathies as they come — he was tried for treason
posthumously, his body exhumed and cast out of the city, and anyone who so much as tried
to defend him was condemned to death.” But of course, Phrynichus did not engineer this
coup single-handedly, and the rhetorical shifting of blame away from his co-conspirators
will be, to some audience members, humorously disingenuous and unconvincing.

The manoeuvrings of Phrynichus are described as naAaicpacty, painting his co-
conspirators as passive victims by turning their willing participation into a matter of
physical subjugation by an aggressor. Insofar as they do admit others were at fault, this
fault is distanced by the conditional (k&l Tic fjuapte 689). Presenting the coup as a bout of
wrestling euphemistically minimises the seriousness of the coup, and encourages the
audience, when attempting to understand the chorus’ perspective, to identify them as
figures who take such attacks on democracy lightly. The drastic disjunct between the
chorus’ flippancy and what must have been the more publicly acceptable opinion (that the
coup was a grave event which could have had potentially devastating effects for the city’s
political structure), is so jarring as to generate humour at the expense of the chorus’ out-of-

touch perspective, and at their patently manipulative rhetoric.

" Lycurg. Leoc. 112-14; Th. 8.92.2; Lys. 13.70-6.
BIGT 102
" Lycurg. Leoc. 113-14.
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Athletic pursuits such as wrestling were associated with an aristocratic
upbringing;®® while an Athenian education traditionally comprised athletics, music and
writing, evidence suggests that the poorer families of Athens would have forgone the first
two.8! The metaphor from athletics therefore characterises Phrynichus and his fellow
wrestlers as a member of the elite, and the action of contriving an oligarchic coup is
likened to a sport mainly practised by the rich. If the conveniently dead wrestler
Phrynichus is condemned by the chorus here, later it is clear that their disavowal is not of
his class, or even of his actions: for although the language of wrestling and tripping is used
here euphemistically of an oligarchic coup, scapegoating Phrynichus and absolving his co-
conspirators, in the antepirrhema later the image of wrestling recurs, and there the same

actions will in fact be endorsed by the chorus.

Ist einmal keinmal? 693-705

Kol yap aicypdv £ctt TOVC HUEV VOvpoyncavToc piov

xod IMaraudic £00V¢ givan kavTi S0V mY SecTtdToc—

000¢ TadT’ Eywy’ Ero’ Av P 0O KOADC QACKEW EXEV, 695
AL Emov®d: pova yap oot vodv Eyovt’ €dpdcarte.

TPOC 0& TOVTOIC £iKOC LUAC, Ot ped’ VUMYV TOAAN O

¥O1 TATEPEC Evavpdymeay Kol TpociKovcty YEVeL,

v plov TanTnv Topeivatl ELUEoPAV aitovévolc.

GAAQL Thic OpYRic GvEVTEC, M COPMOTATOL PVCEL, 700
ndvtac avOpmmovc Ekdvtec Euyyeveic kTnempeda

Kamtipove kai woAitac, dctic av Euvvavpoyd.

80 Kyle (1987) 124: ‘athletic participation continued and remained elitist’. Cf. Eq. 571-3.
8L Ar. V. 1122-64, E. El. 528, Isoc. 7.45, Aeschin. 2. 147, 149: Pritchard (2003) 311-22.
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Ei ¢ tadt’ oykweopeca kamocepvovoieda,
TV TOAMV Kol TadT’ €Yoviec KOUAT®V €V dykdlalc,

VCTEP® XPOVD TOT’ oBIC D PPOVETV 0D SOEOLEY. 705

For it is shameful that while those who fought in one sea-battle

Straight away become Plataeans and masters instead of slaves

— Not that I would actually be able to deny that it was a good thing, 695
But I praise it: in fact it’s the only sensible thing you’ve done.

But in addition to this it seems fitting for you, that those who fought

Many sea-battles with you, and their fathers, and are your relatives,

To forgive them this one misfortune, as they beg.

But let go of your anger, oh you who are wisest in nature, 700
And let us willingly make all men our kin

And enfranchised, and a citizen, whoever has fought together with us at sea.
But if we puff ourselves up and become haughty,

Holding the city and its affairs in the crooks of the waves,

At some later time again we will not seem to be wise. 705

The description of the slaves freed for their service at the battle of Arginusae diminishes
the impact of their service by making it singular: piov 693. This is correct in a sense — it
was only for the fighting in the sea-battle at Arginusae that the slaves and metics were
enfranchised, but in reality slaves were amongst the crews of triremes repeatedly.®?
Moreover, the word aioypodv, denoting disgrace, dishonour or physical repulsiveness, is

rather a strong pejorative to leave hanging as they do. The sentiment they go on to express,

82 Graham (1992), (1998).
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that the city’s treatment of the dtyot is unfair while the slaves who fought at Arginusae
win their freedom, could have been phrased in any number of ways which did not front-
load abuse of the slaves with aicypov.

They go on to express misgivings that the slaves should go on to become Plataeans,
and masters rather than slaves. Platacans had Athenian citizenship, maybe nominally since
before the Persian War, but definitely after the destruction of Plataea by Theban and
Peloponnesian forces in 427.8% As a point of comparison, the reference to Plataca makes
sense, since the slaves who fought at Arginusae were, like the Plataeans, an unusual case in
which a non-citizen population was naturalised en masse, but it also others the slaves, by
associating them with a non-Athenian people.

The chorus’ next complaint, that the slaves are becoming masters, is patently
ridiculous. Hunt comments that ‘Although few slaves would have had the luck to
accomplish such a reversal, Aristophanes mentions the theoretical and legal possibility to
raise indignation.’®* The imagined turn-around would have been all but impossible in this
timeframe, and so the audience must have recognised that this was a gross exaggeration on
the chorus’ part, and engaging in mentalising would judge this either to be a purposeful
exaggeration to raise indignation, or an insight into the chorus’ own paranoia over the
shifting hierarchies in contemporary Athens.®

After the emotive language of aicypdv, and the gross exaggeration that the slaves
of Arginusae are becoming masters, the chorus backtrack. Their train of thought is clearly
disrupted at 695-6, as is clear from the anacoluthon, which leaves the pév of 693 hanging

until the Tpog 6& Tovto1c of 697. This sense of interruption, the divergence from

8 See note 25.

8 Hunt (2001) 361.

85 This concern over social mobility, over katoi becoming kakof, is central to the poetry of Theognis (e.g.
53-68, 183-92, 315-18), which was known and circulated in Athens, and likely sung in sympotic contexts.
For this, see Fox (2002).
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expectation effected by the hanging pév, creates the impression that the chorus realise they
have said too much, and are pulling themselves back. They have spoken too strongly about
the slaves. The chorus recognise that they have shown too much of themselves, and
attempt to backtrack.

Moreover, their change of tune is jarring. For one thing, the syntax of 695 is rather
laboured. In conjunction with 00d¢, kai is superfluous but emphatic; the crasis of kK00d¢ is
very rare, and in the 5™ and early 4™ century it is mainly found in Comedy.3¢ It is probably
colloquial Greek, and may even sound somewhat clumsy, suggesting that the chorus are
tripping over their own words to qualify their attitude towards the slaves. Indeed, line 695
contains this crasis, but also three cases of elision, and synizesis of ur ov, all of which
makes for rather a rushed line. The phrasing also employs the optative mood (&yow” év),
creating a sense of indefiniteness, and can also be understood as the apodosis of a
conditional statement, with suppressed protasis.®” Logically we can infer that the
hypothetical situation the chorus are envisaging is one in which they are challenged to give
their opinion on the enfranchisement of slaves, thus making 695 sound rather like an
attempt to subdue the challenge they anticipate from the audience (who of course cannot
actually respond to issue such a challenge). Their prior sentiments were provocative then,
and they felt they needed to explain themselves hastily to retain audience sympathy.

The reversal of stated opinion is also striking: the enfranchisement of the slaves
who fought at Arginusae goes from being (contextually) shameful to praiseworthy (émov®d
696) in the space of three lines. This shows a concern to manage how they come across to
the audience, but the praise is still accompanied by a backhanded compliment, which gives

the lie to their earlier flattery of the audience’s cogiat (677): pova yap avtd vodv Exovt’

8 A TLG search shows one instance at S. Ant. 1034; for comedy, Eup. 180.2/Pherecr. 163.1, Dionys.Com.
2.26.
87 Dickey (2016) 78.
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gdpdaoate. Thus, the chorus change their opinion only reluctantly, and begrudge ascribing
any intelligent action to the demos. *8

The chorus go on to promote the cause of the dtipot. The placement of moALd o1 at
the end of the line parallels piav in 693, emphasising the contrast between these two ideas.
This contrast exposes a glaring inconsistency in the logic of their speech. If what is done
once, such as an oligarchic coup against the city (trv piov tavtnyv... Eopeopdav 699), is
anomalous and to be discounted when measured against repeated actions and positions,
then by this logic the slaves and metics who fought should not have been enfranchised,
their bravery at Arginusae (piav) written off as an anomaly.® This is uncomfortable logic,
and in the context of the chorus’ sympathies towards the étiyot, seems likely to be because
the chorus are only half saying what they think. They feel that they have to voice public
support for the enfranchisement of slaves, as the anacoluthon and tortured syntax of 695
show, but really they view this as a debasement of the citizen body, a view that will
become clearer as the parabasis progresses.

They next go on to appeal to the past deeds of the étyot’s ancestors. This both
makes a certain sort of comic sense — that the dead are naturally more concerned with
historic events (697-8) — but also suggests a concern for preserving a citizenry of ancient
ancestry. They even appeal to shared blood at 698 (mpoornkovcty yévet), and this emphasis
on the importance of breeding surely runs counter to the jumbled support they lent to the
enfranchisement of slaves earlier (695-6). The dtyiot and their ancestors are implicitly

contrasted with the slaves, who are marked out as alien from birth.

88 Konstan (1995) 70 spots the grudging tone, but not the humour at the chorus’ expense: ‘The recently
manumitted citizens... had of course to be accepted, but there is nevertheless a sense of discomfort with the
decision.’

% Once again, Konstan (ibid.) recognises how uncomfortable the chorus’ rhetoric is, but does not remark on
the humour in it: ‘If merit on the part of slaves can earn them the franchise, then an offense against the
constitution should by the same logic deserve the privation of citizen status.’
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More signs of the chorus’ personal biases and of manipulative rhetoric may be
found. The dtipot are described at 699 as begging (aitovpévoig) to be forgiven for their
own misfortune (trv piav tavtv Tapeivar Evpgopdv). Not only do we find that the
language here minimises their guilt in a humorously obvious attempt to manipulate the
audience’s sympathy, since Eupugopdv suggests that they passively suffered the events, but
the aitovpévoig identifies the chorus with the oligarchs. Although aitovpévoig refers to the
exiles begging pardon from current citizens outside of the play, the participle perfectly
describes what the chorus themselves are doing on stage on the behalf of the
disenfranchised, a fact which hints that the chorus identify with the dtiyot they defend.

After attempting to pep the audience up with some disingenuous flattery (@
copmtatot pvcel), the chorus call for citizen rights to be given to everyone who has fought
at sea for Athens. These lines are the most inclusive call for enfranchisement in the
parabasis, and can hardly be taken seriously. To enfranchise everyone who has fought

together with the Athenians at sea is ‘an astounding proposal”®°

and, as Smith points out,
hard to square with the abuse of foreigners, people of low ancestry and johnny-come-very-
latelys that is to follow in the antepirrhema.”! In fact, what seems more plausible is that the
chorus are cynically harnessing this rhetoric of inclusion, since it serves their purpose, and
with the slaves and metics who recently fought already enfranchised, they have little to
lose on that count.

The epirrhema ends with the chorus warning that if the people are too proud (i.e. to
re-admit the dtipot to full citizen rights) while the ship of state is in the crooks of the

waves, they will not seem wise. Once again, the possibility of being perceived as wise is

dangled before the audience, and the implication at 703 that only pride holds the people

9 MacDowell (1995) 287.
91 Smith (2019) 40.
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back from re-enfranchising the would-be oligarchs constitutes another rather transparent

attempt to manipulate.

Cleigenes 706-17

€10’ €ym 6pBoc 1div Plov dvépoc 1 TpoToV detic €T olpumEetan,
00 oDV 008’ 6 TiONKOC 0VTOC O VDV EVOYADV,

Kheryévne o pkpdc,

0 movnpodtatoc Parovede OmOCOL Kpatodet Kuknciteppor 710
YeLOOAiTPOL KOVioe 711
kol KywAiac yic,

xpOvov évolatpiyet 10V 0¢ Téd’ ovk &i-

pnvikoc €cO’, tva un mote kamodvof pebdvov d- 715

vev EvAov Padilwv.

And if I see straight the life and manner of a man who will yet wail loud,
Then not long will that monkey, who is now being a nuisance,

Cleigenes the small,

The most vile bath-man of all those ash-stirrers who rule

The lime-adulterated dust

And Cimolian earth,

Linger on. In light of this he’s not

Peaceable, to avoid being stripped when he’s walking

Drunk without a stick.
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At 706-17 the antode once again heaps abuse on a named political figure. The

komoidoumenos slandered here is Cleigenes,” and the mockery of this man, apparently a

bath-house owner, can be seen as introducing the chorus’ wish in the following

antepirrhema to discard the movnpot politicians of the day. Cleigenes is identified by his

trade, as is frequently the case with politicians in Old Comedy. Sommerstein sees the 006é

of 708 as linking this antode to the ode mocking Cleophon earlier (678-85),%* and there is

also a thematic link in that the chorus predict death for both of these men. Thus the ode

and antode stress the chorus’ conservative perspective, but also play with the chorus’ role

as dead initiates by giving them foresight with regard to the deaths of others.

Political Currency 718-33

TOAAGKLC ¥° IV €00&eV 1) TOMC TEmOVOEVaL

TOVTOV €iC 1€ TOV TOMTAV TOVC KOAOVC TE KAyaBovc
glc te Tdpyaiov vOpCHa Kol TO KOvov ypuciov.

obte yap tovToLCcty, 0DCY 0D KekiPOnAevpévorc

AL KOAAICTOC ATAVTOV, OC OOKET, VOULCUATOV
Kol povote 0pOdC KomeIct Kol KEKMOWVICUEVOLC

&v te toic "EAAnct kai toic BapPdpoict mavtoyov,
YPOUED’ 0VOEV, AALL TOVTOLC TOIC TOVIPOIC YOAKIOLC,
x0£c T€ KOl TPONV KOTEICL, T KOKICT® KOUUOTL.

TOV ToMT®OV 0° 0dC eV Icpev eVyeEVEIC Kol COPPOVOC

dvopac dvrac Kol dtkaiove Kol kaAovc Te kKdyafodc

92 Probably Cleigenes of Halae (P4 1 8488).
3 Sommerstein (1996a) ad loc.
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Kol Tpa@EVTaCc €V TodaicTtpalc Kol xopoic Koi LOVCIKT,
TpovceLODLEY, TOTC O yoAKoic kal EEvolc kal muppiatc
Kol TOVNpoic KAk Tovnp®dv gic dmovta ypoueda,
VCTATOC APLYEVOLCLY, Oicty 1 TOAC TPO ToD

000¢ pappakoicty €ikf) padimc &yprcot’ dv.

Often the city seemed to us to experience the same thing
With regard to its noble upstanding citizens

As it does with its ancient coinage and the new gold.

For these coins, which were not counterfeit,

But the finest of all coins, it seems,

And the only ones struck rightly and tested

Among Greeks and barbarians everywhere,

We never use, but instead we use the wretched bronze ones
Struck yesterday and the day before — the very worst coinage.
And of the citizens, those whom we know to be well-born
And self-controlled, honest, fine, upstanding men

Raised in the wrestling-schools and choruses and art,

We reject, and the bronze and foreigners and redheads
Wretched men from wretched families, we use in everything,
Those johnny-come-very-latelys, whom the city previously

Wouldn’t take it lightly to use even as a scapegoat.
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The idea that this antepirrhema may be found humorous is not controversial,’* but it is
worth asking in what way it is funny. At least part of the humour seems to be at the
expense of the low-born citizens of Athens, who are targeted as an out-group, but at the
same time the speakers themselves present a hackneyed image of disdainful elites.

Ko)oi kdyadoi has a strong class aspect. These are the ‘good old boys’ of Athens.?
They launch into an extended coinage analogy, likening the aristocratic families of Athens
to the tried and tested old coinage, and the new riff-raff to the newer minted base coins.
Coinage commonly symbolised aristocracy in Greek literature, as it neatly expresses the
idea of innate worth which is hard to counterfeit. Such a tradition can be traced at least
back to that fount of aristocratic rhetoric, Theognis.’® Here the analogy is particularly
pertinent because Athens has recently struck new silver-plated bronze coins. The influx of
lower-value metal coins, the chorus suggests, is parallel to the new citizens, and to the
city’s growing reliance upon politicians from non-aristocratic families.”’

The true, old coinage is identified with the ypnotoi, and the base coppers with the
novnpot, and this image is followed by a list of desirable attributes for the politically active
citizen (727-9), some of which suggest that an expensive elite education is crucial in
forging a good politician, in their eyes. Of particular interest in this list is their mention of
naAdiotpat: wrestling-schools. On the surface level this line merely indicates that to the
chorus a good citizen is the kind of person whose privileged upbringing has meant they
were educated in, among other things, wrestling. But given that earlier, in the epirrhema

(689), the actions of Phrynichus were referred to euphemistically as naAaicpoocty, the

%4 Heath (1987) 20: ‘The antepirrhema, 718-37, does not meet that criterion [of jokelessness] so well,
consisting as it does of a wittily extended metaphorical development of what was, as we shall see, a stock
joke in contemporary comedy.’

% Dover (1974) 41-5.

% Thgn. 119-20, 417-18. See note 84.

7 Kroll (1976). For discussion of this passage in the context of symbolic uses of coinage, see Kurke (1999)
324-7.
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audience would be primed to understand this comment in light of their earlier doublespeak.
Phrynichus’ oligarchic political manoeuvres were earlier described as malaiocpacty, and
yet here we find the exact activity in which he engaged being praised by the chorus.
Phrynichus may have ended up a convenient scapegoat, but this phrase here suggests that
he was the exact sort of person which the chorus would normally stand behind. The near
juxtaposition of maAaictpaig and yopoig once again shows a close identification between
the chorus and the sorts of politicians they endorse.

As well as words where the aristocratic significance is overt (0yeveic... kaAoVg te
KdyaBovg), cmepovog also has a specifically oligarchic connotation to it. co@pociHvn was
regarded as a cardinal virtue by Plato, and the importance and polysemy of this word has
generated two monographs on its various associations.”® The word comes to be associated
with oligarchy, since co@pocivn denotes a sense of self-restraint, which was contrasted
then with the supposedly more chaotic democratic system of government. Critically,
around the time of the composition and production of Frogs, coppoctHvn came to be used
as a political slogan employed by the aristocratic and oligarchic faction which would see
the birth of the tyrannical Thirty.”® Thus, its use here continues the characterisation of the
chorus as not holding the sentiments of Athens’ conservative elite, but aligns them in
sympathies with a pro-oligarchic faction.

Next, a list of unacceptable attributes (730-2) starts with the ‘bronze and the
foreigners and the redheads’. ITuppion (‘redheads’) is an interesting item. Red hair was
thought to be a Thracian attribute,'”’ and so reinforces both of the attributes preceding it,

‘bronze’ and ‘foreigners’, the former visually and the latter ethnically. The word becomes a

%8 North (1966), Rademaker (2004).
99 Rademaker (2004) 216-18.
100 X enophanes B16 (Diels & Kranz).
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typical slave name in New Comedy,'®! and this may be due to the high proportion of slaves
of non-Athenian extraction. However this word, which has been translated as ‘redhead’ but
could be closer to ‘tawny’,'°2 may not refer to a foreign trait in quite such a clear-cut
manner: the word is sometimes used of the first beard of a youth, figures on white-ground
funerary lekythoi often have reddish hair.!> Whether or not tawny hair was seen as the sole
preserve of the foreign-born, it is clearly irrelevant to governing. It is characteristic of Old
Comedy to have a mixed list of serious and non-serious items, and this seems more the
latter. Furthermore, the chorus’ distaste for redheads here, since this trait was suggestive of
slavish or foreign origins, is at odds with their previous apparent commendation of the
enfranchisement of slaves and metics who fought at Arginusae (695-6).

[Tovnpog suggests worthlessness, but as noted above it can also have a class aspect,
denoting the low-status enemies of the xaloi kéyaboi or ypnotoi.'’ And so, once again the
chorus speak in coded language with a clear class aspect. Their words are vague,
expressing their class prejudices while retaining plausible deniability. No one can deny that
it is bad for one’s politicians to be Tovnpdg as in ‘worthless’, but since the word comes to

hold a specific class connotation within the political vernacular of classical Athens, their

sentiment can be understood as more controversial than this.

Value the Valuable 734-7
GALAL Kod VDV, GvonTol, petafaldviec TodC TPOTOVC
¥pTicOe Toic ypnctoicty avbic: kai kotopdmcoct yop 735

ebAoyov, K&v Tt ceaift’, & a&iov yodv tod EHAov,

101 Men. Dys. 811f. Frogs’ own Xanthias (‘blonde’ or ‘auburn’) provides another servile example of hair
colour as determinant of name.

102 7t is sometimes used of lions: E. HF, 360, Arist. G4 785b17.

103 Dover (1993) ad loc.

104 Cagnetta & Petrocelli (1977); Rosenbloom (2004), 59-66.
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v Tt Kod wheynte, TACYEW TOIC COPOIC dOKNCETE.

But now, oh foolish ones, change your ways
And use the useful again; for if you are successful, 735
It’s a credit to you, and even if you trip up, if you should suffer something,

You’ll seem to the wise, to suffer it “at least from a worthy tree.”

The chorus move from flattery to attacks in their address to the audience (® co@®TaTol
pvoel 70; mvomtot 734). As noted already, ypnotoi is coded language with class
undertones. Therefore the command, ypficOe 101 ypnotoicwv, given that it follows the
coinage metaphor which divides Athens’ men into the aristocratic and the base, is clearly
oligarchic rhetoric. Indeed, this figura etymologica belabours the class aspect of their
advice, turning the chorus into a humorously exaggerated caricature of the conservative
elite voice they represent.

And so, the Athenians are exhorted to put power in the hands of the ypnotoi, who
we know from 729 are the sort to have been educated in wrestling. Wrestling has earlier
(689) been a metaphor to refer to an oligarchic coup. This context is important when the
chorus qualify their advice: ‘even if you slip at all, if you suffer something, you’ll seem to
the wise to suffer it “at least from a worthy tree”.” In one sense, pdAlm means ‘fail’, and
denotes the opposite of katopBd®,!?® but it properly means to physically trip and fall. This
picks up the physical language of the epirrhema, and it is this exact verb which was used
euphemistically there to mean participation in a failed oligarchic coup (cpaieig 689). The
audience, recognising the same language as in the epirrhema, may see that this section,

coming so soon after a classist rant, is actually using cpaieic in the same way as the

105 Thucydides treats them as dichotomous at 1.140.1, 2.65.7, 3.39.7.
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epirrhema, as a veiled reference to a hypothetical future oligarchic coup. The danger
envisaged in fjv Tt kol Thoynte is not the danger of losing the Peloponnesian War,!% but
rather is a reference to the sort of punishment that one receives for staging an unsuccessful
overthrow of democracy. No reference is made to the Peloponnesian War in the
antepirrhema, and although the proverb of ‘to be hanged from a worthy tree’ could no
doubt be applied broadly, it is also perhaps more suggestive of execution than of falling in
combat.

These lines would be understood, to a mentalising audience member, and perhaps
specifically to those who were particularly hostile to oligarchy, as amounting to a tacit
endorsement of another oligarchic coup. The endorsement is not by Aristophanes, but by
the chorus, who are a parody of crypto-oligarchs. To those scholars who see Aristophanes
as an elite conservative type, the rhetoric of the conservative elite, and may therefore see
the advice to re-enfranchise the dtipot as earnestly meant, here is a sticking point: it is hard
to envisage that the earnest public suggestion of another oligarchic coup would be
welcome at a democratic public festival, no matter how euphemistically made, '’
especially when one considers that the theatre audience publicly swore the oath of

Demophantus just a few years prior.

8. Conclusions

According to my argument, it is possible to understand this parabasis in a way contrary to
how most scholars have taken it historically, not as earnest political advice, but as a subtle
form of satire, imitating and exaggerating the opinions and biases that a certain portion of

conservative elite Athenians must have held. The patency of the attempts to manipulate the

106 A5 e.g. Sommerstein (1996a) ad loc. believes.
107 See my introduction, section 5.3 for a discussion of the demographics of the audience and the political
atmosphere of the festival.
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audience’s sympathies, by use of euphemism, exaggeration and doublespeak, generates
humour by evoking the sorts of opinions and rhetoric that would be employed by a section
of Athenian society with oligarchic sympathies, and distorting them to the point of parody.
To at least a certain section of the audience, this interpretation will be the dominant one.

However, ambiguity is a baked-in aspect of political satire, and it is possible that while
aspects of the parabasis are intended to be humorous in the ways I have demonstrated,
some viewers would still believe that the political advice which it contains was endorsed
by the poet. As discussed in my introduction, individual audience members are liable to re-
or, we might think, mis-interpret a piece of comedy so that it is perceived as non-
threatening to their own political beliefs.

A radical democrat, for example, who despises the oligarchic strains of Athenian
society, might recognise the parabasis as a caricature of these opinions as a humorous
lampooning of the prejudices, paranoia, and anti-democratic scheming of those who
disagree with them, while one with more sympathy for oligarchy or the traditional elite
may recognise the chorus as a little exaggerated, but nevertheless enjoy the jokes at the

expense of the base, new coinage.
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Conclusions

At the start of this dissertation, I dismissed the search for the historical Aristophanes’
perspective. The search for authorial intention has anyway been less fashionable since
New Criticism and the Barthesian death of the author,! but even for those still intent upon
seeking Aristophanes’ personal politics, they will not be found in the parabases. The poetic
persona featured in the autobiographical passages is as much a figure of fun as any other
character, and thus the parabases’ promise of direct access to Aristophanes’ thought is
illusory.? Moreover, as discussed in my introduction, results from media psychology
suggest that we are less able to divine accurately the political stance of a comedian from
their work than we would like to believe.

Even if one takes a step back and looks broadly at Aristophanic political comedy, it
is hard to determine a political perspective or ‘meaning’ in comedy which is so ambivalent.
My overview of the parabases has demonstrated a sense of political balance on several
levels: even demographics which one might naively expect Aristophanes to praise
wholeheartedly, such as the knights,? are not fully endorsed, but instead he has them and
all other demographics undermine themselves for comic effect. Even the autobiographical
parabases preserve political ambiguity on the scale of the entire production, as
Aristophanes gives his persona attitudes which are discordant with the overarching ideas
which might otherwise be seen as the ‘message’ of the plays. The poetic persona seems to
support the continued pursuit of war in the supposedly pacifist play, Acharnians, and he

speaks like a sophist in Clouds, a play sometimes considered to be a statement against the

! Barthes (trans. 1977 [origin. 1967]); Foucault (trans. 1998 [origin. 1969]) has the author return as a
function of discourse.

2 Platter (2007) 94-5: ‘the parabasis is a radically double-voiced discourse that only seems to report the
straightforward speech of the author, while its promised revelation turns out to be as elusive as the free meals
offered at the end of Lysistrata and Ecclesiazusae.’

3 United in their apparent hatred of Cleon, one might expect for the maxim ‘the enemy of my enemy is my
friend’ to apply here, as implied by Eq. 510.

333



new forms of education which the sophists were peddling.* On top of this, political
humour has been shown to be interpreted variously by individuals in accordance with their
own political beliefs and biases. Aristophanes’ depictions of various groups, since they are
political ambiguous in multiple ways, must have lent themselves easily to such variant
interpretations, allowing the productions to be well-received across different demographic
and political identities. However, this also suggests the difficulty of the job for the scholar
who wants to find Aristophanes’ real opinions, because it is a reminder that no one is
exempt from the probability that all interpretations of a piece of media are conditioned by
the interpreter’s individual biases.

On top of this broad sense of political balance, my exploration of the parabases
through the lens of mentalising gives us further pause. Frequently the humour I have
identified in these parabases involves theorising about the mental state of the chorus leader
and chorus. They often make claims in their speeches, or construct imagined worlds,
which are starkly at odds with reality. A mentalising audience member may recognise this,
and understand when the speaker is being purposefully deceptive.®> At other times, because
mentalising encourages us to intuit the speaker’s underlying thoughts, such a reading can
result in the impression that a speaker has failed to express what they mean.®
Contemplation of a character’s motives, rather than taking their words at face value,
reveals that their messages are focalised and partial. This cannot but contribute to the

overall ambivalence of the plays. Additionally, the construal of a character’s motivation,

4 Konstantakos (2021) 205 sees Acharnians as earnestly endorsing peace, but thinks that ‘for the spectators
who remain stalwart partisans of the war policy, Aristophanes has included a loud caveat’ i.e. the parabasis
‘so as to avoid their displeasure.” However, there is no good reason to see the bulk of the play as more likely
to express the poet’s earnest opinion than the parabasis, or vice versa, or that there even is an opinion here
about which the poet genuinely wanted to evangelise.

5 As, for example, the framing of the Thesmophoriazusae parabasis, as a parody of a Euripidean anti-heroine,
may suggest deception.

¢ See my discussions of e.g. Ach. 655 and Eq. 566.
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since it requires certain inferences, will no doubt result in varying interpretations,
influenced by the political perspective of the individual viewer.

The phenomenon I have called ‘identity layering’ — Aristophanes’ decision not to
portray certain demographics straight, but with another social, political or even animal
identity added — also complicates the search for political ‘meaning’. The strategy seems to
make the mockery of certain groups less offensive and therefore more broadly palatable to
the audience. For example, to laugh at a geriatric veteran of the Persian Wars might test the
boundaries of good taste, but to laugh at a geriatric veteran of the Persian Wars who is also
a giant wasp ironically does not have the same sting. This technique therefore allows
Aristophanes to tap into the hostilities which audience members may hold and channel
those hostilities into laughter (as supposed by superiority theories of humour), in a way
that will not offend those who psychologically identify with the targeted group. Identity
layering also has universal comic power, since the collocation of differing identities can
also act as a hugely generative premise for incongruities. At the same time, when this does
happen, it results in a kind of mixed portrayal where it is hard to say that any group is
being mocked with particular vitriol.

The most pointed and offensive humour tends to be targeted at named komoidoumenoi,
who are famous figures well-known to the audience. These figures are frequently
politicians, and so mockery of them has historically been seen as important evidence in the
debates on Aristophanes’ politics.” However, it may simply be the case that when it comes

to these characters, their prominence, their fame or infamy, was such that the potential for

" E.g. Sommerstein (1996b), an influential article which groups komoidoumenoi by their reason for receiving
scrutiny, which concludes that a conservative bias can be detected in the balance of targeted mockery
received by different sorts of politicians. The argument rests largely on some categorisation decisions
regarding the few figures who receive positive mentions in Old Comedy, and the few who have the majority
of a play dedicated to their mockery. If just a few of these categorisation decisions are questioned, as I
believe some should be, a very different picture emerges. See also the next footnote for another argument
that explains the supposedly right-wing bias in this genre.
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humour elicited through targeted mockery was seen as outweighing the risk of offending
them and the section of the population who psychologically identified with them.?

Overall, the plays’ tendency to feature topical political issues and display more than
one perspective created, intentionally or not, comedy with a ‘something for everyone’
effect.” The work is poised to be relevant, but basically inoffensive; to appeal to a wide
range of spectators without being insipid. It leverages the existing group dynamics in
Athens by targeting various demographics for humour, but frequently in ways that
reinterpret and transform those targets, rendering their mockery less offensive. Since
attempts to pinpoint authorial intention in this sort of text are extremely unreliable, for the
reasons already discussed, I will not speculate on whether these effects are intentional,
except to comment that a priori this seems like a shrewd tactic for a comic playwright who
wants to succeed, and whose audience is politically diverse.

Beyond this, this research has led to several more positive results. Firstly, it has
illustrated the immensely generative power of comedy. Identity layering in comedy may,
as discussed above, have the effect of mitigating offence, but it also is a great formula for
(re)invention, producing new images such as the Persian sack of Athens as a wasp-
fumigation, or reimagining the triumphant fist of the statue of the tyrannicides socking an
old woman in the jaw.!°

Next, this thesis has demonstrated the central role of human behaviour to comedy.
Even when the chorus represent a non-human category, as in Clouds and Birds, it is either
the humorous incongruities that arise from the collision between human and non-human

scripts which drives the humour, or human poor behaviour as seen from an outside

8 As Dover (1954) notes, ‘the good comic writer is almost inevitably committed to rebellion. .. against the
established order’, and given that the most influential politicians of this period were mainly radical
democrats, it is hardly surprising they receive particular attention in Old Comedy.

o Cf. Allan & Kelly (2013) 87-92 on tragedy.

10 7ys. 633-5, V. 1079.
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perspective. Usually, Aristotle’s claim that comedy represents people as worse than they
really are is supported,'! but sometimes the humour is not merely generated by parading
poor human behaviour on stage. In these cases, familiar material is reinvigorated by being
translated into a new and surprising context. The extended cosmogonic parody with which
the Birds’ parabasis begins, for example, takes a very specific human behaviour (the
tendency to tell stories which explains the world in order to situate man within it, along
with all the tropes accrued to such narratives) and transforms it by focalising it from the
beak and beady eyes of another species.

The fruitfulness of reading comedy as comedy, and with awareness of how comedy is
processed, has also been explored. As discussed in my introduction, getting a joke involves
a complex mental interaction, where the audience member is made to do some cognitive
work. This introduces a degree of ambiguity by leaving connections unspoken. On top of
that, the pleasure of getting a joke, and the relief from tension which jokes sometimes
effect, can allow comedians to handle subject matter topics which might otherwise be
perceived as uncomfortable or unpleasant.!? More than that, the relief or enjoyment
humour provides can so radically change how an idea is portrayed as to mediate the
perceived meaning of the text.!?

This dissertation has focused on foregrounding the particularities of humorous texts
and the ways in which humour is typically digested while interpreting Aristophanes, and
the same approach and range of tools may prove just as fruitful in reading another comic

text. Beyond that, this dissertation is a vindication of the basic overall strategy of applying

11 Arist. Po. 1448a16-8.

12 This may be related to parrhesia: comic playwrights get away with flouting conventions for public speech
because the attendant enjoyment mitigates the risk of upsetting listeners.

13 In this way, e.g. Panebianco (2021) 144 argued that the obscene jokes in Lysistrata ‘have the effect of
balancing’ the sense of threat that might otherwise accompany the gender reversal of the plot.
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a cognitive understanding to reading literature of any genre, as the same approach mutatis
mutandis seems likely to be similarly fruitful.

Finally, this thesis has accepted the conclusion that these texts are polyvalent, feature
multiple voices in political counterpoint to one another, and therefore encourage variant
readings on the level of the individual which are concurrently valid. This conclusion not
only has the advantage of being supported by various studies, but it is a principle of
interpretation that is constructive, not destructive, in that it accommodates a diversity of
interpretative possibilities. Even if political purpose is elusive, and Aristophanes is only

joking, there will always be more to be said.
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