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ABSTRACT

The period of Middle Comedy comprises more than fifty poets and more than
one thousand fragments. In my thesis I study six of these poets; Amphis, Aristophon,
Dionysius, Mnesimachus, Philetaerus, and Theophilus. The study takes the form of a
commentary on the more substantial fragments of these poets. The commentary deals
with philological and textual issues. Through the use of antecedents and parallels
where available, it also places the fragments within the context of the surviving
corpus for each author and the comic tradition in order to trace the main motifs, trends,
and patterns of this period. In many cases Old Comedy stands as the antecedent, and
often Middle Comedy appears to pave the way for Menander and New Comedy. The
picture that emerges is that of simultaneous continuity and change of Greek Comedy.
Wherever possible | attempt to reconstruct at least the theme and on occasion the plot
outline of the plays.

My commentary is preceded by an introduction, where I deal with the question
of the validity of the term “Middle Comedy”, look briefly into the recent research
relating to Middle Comedy, discuss questions of sources and their problems, and lay

out the methodology that 1 deploy throughout the commentary.



Statement of Authenticity

This dissertation is the result of my own work, includes nothing
which is the outcome of work done in collaboration, and does not exceed
the permitted length of 100000 words (including footnotes and references

but excluding bibliography).

Athina Papachrysostomou



Table of Contents

ADSEIACE. ..ot e 2
Statement of Authenticity................ooooiiiiii. 3
Table of Contents.........ccoouiviiiiiiiieiiiiiiiiiiiieiiaeane 4
Acknowledgements.............ooooiiiiiiin i 5
Abbreviations. ... ...c..ocoiiiiiiiiiiiii 6-8

General Introduction........cooviiiiiiiiiiii . 9228

AMPRIS. ... 29-99
ATIStOPhON. ... 100-148
Dionysius. ... ..coooiiiiiii 149-181
Mnesimachus...........oooooiiiiiiiii e 182-219
Philetaerus. ..........oooiiiiiiiiiiii e 220-246
Theophilus..... .o 247-280

Bibliography. ... 281-302



Acknowledgments

For the completion of this thesis I fecl greatly thankful to my supervisor,
Professor Chris Carey. He constantly supported me throughout, giving me valuable
feedback, guiding my research and saving me from many wrong turns. [ would like to
thank him for his incessant assistance, from answering instantly — but still
comprehensively — to my e-mails, to arranging frequent meetings to discuss my work,
despite his busy schedule. His help to me has been priceless, and there are no words to
express my gratitude.

I would also like to thank my second supervisor, Mr Alan Griffiths, for his
help during the early stages of my thesis, and also Professor Cornelia Roemer, for her
support whenever | needed some advice. | also owe many thanks to the staff of the
library of the Institute of Classical Studies, for their valuable help that extended even
beyond their duties.

But the completion of this thesis would not have been possible without the
financial support of the “Alexander S. Onassis Public Benefit Foundation (Greek
Section of Scholarships and Research)”, who generously granted me a scholarship for
a 48 months period. This proved absolutely vital, for I was able to concentrate
exclusively on my research, without having to work to sustain myself.

[ would also like to express my deep gratitude to the lecturers of University of
Athens Dr. Vassilis Lentakis and Dr. Elli Filokyprou, for their genuine friendship, and
extremely valuable help and guidance.

Special thanks are due to my fiancé, Dr. Georgios Vlachos, for his emotional
support and encouragement during the final — and most critical — stages of my thesis.

Last, but not least, I would like to thank my parents, Christophoros and
Antonia, who supported me throughout, both financially and emotionally, and to

whom [ dedicate this thesis.



Abbreviations

For ancient authors and works this thesis follows the abbreviations used by
LSJ (ninth edition 1940, with new supplement added 1996). The comic fragments are
cited according to the numbering of Kassel-Austin’s edition, unless otherwise stated.

The following abbreviations are also used:

e CAH: The Cambridge Ancient History

e  CGFP: Comicorum Graecorum Fragmenta in Papyris Reperta
e CIG: Corpus Inscriptionum Graecarum

e DK: Diels-Kranz, Die Fragmente der Vorsokratiker
e EpGF: Epicorum Graecorum Fragmenta

e Fuasti: Fasti Hellenici

e FGrH: Die Fragmente der Griechischer Historiker

e FHG: Fragmenta Historicorum Graecorum

e  GG: Grammatici Graeci

o  GGM: Geographi Graeci Minores

o [G: Inscriptiones Graecae

e LGPN: A Lexicon of Greek Personal Names

e LIMC: Lexicon Iconographicum Mythologiae Classicae
e PA: Prosopographia Attica

e PMG: Poetae Melici Graeci

e  PMGF: Poetarum Melicorum Graecorum Fragmenta
e  PPF: Poetarum Philosophorum Fragmenta

o SEG: Supplementum Epigraphicum Graecum

o SH: Supplementum Hellenisticum

o  SVF: Stoicorum Veterum Fragmenta

o TGF: Tragicorum Graecorum Fragmenta

e V.:Voigt, Sappho et Alcaeus

o Amott: Alexis: The Fragments: A Commentary

e Baiter & Sauppe: Oratores Attici



Beazley, Paralipomena: Paralipomena: Additions to “Attic Black-figure Vase-
painters” and to “Attic Red-figure Vase-painters”
Bechtel, Spitznamen: Die einstdmmigen mdnnlichen Personennamen des
Griechischen, die aus Spitznamen hervorgegangen sind

Frauennamen: Die attischen Frauennamen

Personennamen: Die historischen Personennamen der Griechischen
bis zur Kaiserzeit
Bekker Anecdota: Anecdota Graeca
Bieber HT: History of the Greek and Roman Theater
Breitenbach Titulorum: De genere quodam titulorum comoediae Atticae
Denniston GP: Greek Particles
Edmonds: Elegy and lambus with the Anacreontea
Herwerden Collectanea: Collectanea critica, epicritica, exegetica sive
Addenda ad Theodori Kockii opus Comicorum Atticorum Fragmenta
Hunter: Eubulus: The Fragments
Jacobs  Additamenta:  Additamenta  animadversionum in  Athenaei
Deipnosophistas, in quibus et multa Athenaei et plurima aliorum scriptorum
loca tractantur
Kassel-Austin (or K.-A.): Poetae Comici Graeci
Konstantakos: 4 Commentary on the Fragments of Eight Plays of Antiphanes
Kithn: Claudii Galeni Opera Omnia (cited by volume and page number)
Kithner-Blass: Ausfiihrliche Grammatik der griechischen Sprache. Erster Teil:
Elementar- und Formenlehre
Kithner-Gerth: Ausfiihrliche Grammatik der griechischen Sprache. Zweiter
Teil: Satzlehre
Madvig Adversaria: Adversaria critica ad scriptores graecos et latinos
Meineke (or FCG): Fragmenta Comicorum Graecorum

Analecta: Analecta critica ad Athenaei Deipnosophistas
Millis: 4 Commentary on the Fragments of Anaxandrides
Nesselrath MK: Die Attische Mittlere Komodie
Nesselrath, Parasitendialog: Lukians Parasitendialog

Palombi-Santorelli: Gli animali commestibili dei mari d’ Italia



Pickard-Cambridge Dithyramb: Dithyramb, Tragedy and Comedy

Festivals: The Dramatic Festivals of Athens

Ribbeck CRF®: Scaenicae Romanorum Poesis Fragmenta, II: Comicorum
Romanorum praeter Plautum et Syri quae feruntur sententias Fragmenta
Smyth: Greek Grammar

Stromberg Fischnamen: Studien zur Etymologie und Bildung der griechischen
Fischnamen

Thompson Birds: A Glossary of Greek Birds

Fishes: A Glossary of Greek Fishes

Webster, SM: Studies in Menander

SLGC: Studies in Later Greek Comedy

IM: An Introduction to Menander

West: lambi et Elegi Graeci
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General Introduction

Is there a “Middle Comedy”?

Unlike Old and New Comedy, which are rarely contested,! the term Middle
Comedy, though widely used, has been much debated. The term itself is a relatively
late coinage. It does not appear in the ancient texts before Hadrian’s era (first half of
second century A.D.),” though there is sufficient evidence to allow us to trace the
actual threefold division of Comedy back to the Hellenistic period, and we have good
reason to believe that we particularly owe it to Aristophanes of Byzantium.®

The ancient and medieval writers speak categorically of three distinct phases
of Comedy; cf. Platonius: yeyovao: 0 uetabBorai xwudias Teeis xai % uev aoxaia, 7 O¢
véa, 5 0 uéom (111.7-8 Koster). It is evident that our ancient sources considered Middle
Comedy to be both a descriptive and a chronological period, since they acknowledge
the presence of certain distinguishing features, which justify the use and endorse the
validity of the term. A prominent feature noted by many is the diminution of personal
mockery and the attenuation of obscenity; cf. Platonius: o0 yag v Twa mpogavios
oxwntery dixas amatovtwy Ty UBpilousvwy maga Ty momray (1.16-18 Koster);
Tzetzes: i uéons 0¢ xai dsutépas Ny ywwgioua To auubBolixetépws, wn xatadnAws Aéysy
ra oxoppata (Xla 1.70-71 Koster); sch. on Dion. Thrax.: tpeic diagopas €doley Exeiv %
xoudia: xal 1 uev xaldeitar madaia, n €€ agyis pavepls EAéyyovoa, M O péom 7
avyuatwods, n 0¢ véa m unmd’ oAws Totre motoloa mAqy émi dovAwy 7 Eévwy (XVIlla.37-
39 Koster). Tractatus Coislinianus similarly distinguishes Old Comedy (naAasa) as 7
nAeovalovaa 1@ yelroiy from New (véa) as % ToUto wév mpoicuévy, moos 0 To oeuvov
¢énovoa, and from Middle (uéom) as % an’ dueoiv wewryuévy (XV.55 Koster).* Another
Middle Comedy feature that Platonius singles out is the loss of the parabasis and

choral parts (1.29-31 Koster). The ancient authors also attempt to group

' However, all periodisation oversimplifies to some degree. Csapo notes the potential of the focus on
Aristophanes and Menander to distort perceptions of generic evolution and argues plausibly that
Athenian Comedy is far more variable throughout its history than conventional generalisations suggest
(“From Aristophanes to Menander? Genre Transformation in Greek Comedy”, in Depew & Obbink,
Matrices of Genre, 115-133).

2 Fielitz, De Atticorum comoedia bipartita, 2-3, 15-36.

* Kérte RE X1.1 1257. Cf. Nesselrath MK 180-187.
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chronologically certain poets into the three periods of agyaia, wéom, and véa; cf.
Platonius Il Koster, sch. on Dion. Thrax XVllla.39-46.°

None the less, some modern scholars have questioned the validity of the term
Middle Comedy. Some argue for accepting only two phases, Old and New Comedy.
At one extreme Sidwell suggests that we should eliminate the term Middle Comedy
altogether, and assign to Old Comedy what are generally regarded as fragments of
Middle Comedy.® Based on Arist. EN 1128a22-5, he argues that “Aristotle divides
Comedy into only fwo types™.” The Aristotelian passage runs as follows: dos 8" &y Tis
xail éx TV xwuwdidy TWY Talaily xal T@Y xav@y: Tois uev yagp N yeloiov 7 aioypolroyia,
Toic 0¢ waAAoy % Umoveia- diapéger O ol wixgov Taira mpos evaymuoouvyy. Nevertheless, |
would question the assumption that Aristotle here is concerned with the precise
periodisation of Comedy. Rather than creating exclusive and comprehensive
categories, so that all Comedy would necessarily belong to one or the other period,
Aristotle talks about broad tendencies, and it would be hasty to reify these as sub-
genres. Though he recognized evolutionary developments,® Aristotle nonetheless
treats tragedy and comedy (in what survives of his work) each as a single coherent
genre. There is no firm evidence he recognized any sub-genres, rather than trends.’

On the other hand, Fielitz argues that we should assign to New Comedy the
material now referred to as Middle, discard the term Middle Comedy, and
acknowledge as valid only two comic eras, Old and New, with the possibility of
discerning within the latter an earlier and a later period.'® Fielitz is apparently willing
to accommodate under this earlier period of New Comedy the material that we have
traditionally been assigning to Middle, an option that practically brings us back to a

tripartite division of Comedy; all that has changed is the terminology.

* For an attempt to demonstrate the Aristotelian origin of this tract see Janko, Aristotle on Comedy, 91-
104, 242-250.

5 For a comprehensive synopsis of ancient views concerning Middle Comedy see Nesselrath MK 1-187.
¢ «“From Old to Middle to New? Aristotle's Poetics and the History of Athenian Comedy”, in Harvey &
Wilkins, The Rivals of Aristophanes, 247-258.

70.c.251.

® Such as the intervention of individual writers to redirect the genre (e.g. Po. 1449b5-9) or broad
changes in the use of individual elements (e.g. decline in the role of the choral ode in tragedy, Po.
1456a25-31).

® Cf. Po. 1450b8, 1456a29 for the same broad “current / past” antithesis.

" o.c. 14-15.
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A more moderate line is taken by Konstantakos, who in the introduction to his
thesis'! questions the existence of Middle Comedy as a distinct kind of play / genre,
and sees it as lacking defining characteristics. But, unlike Sidwell and Fielitz, he is
not seeking to absorb it into either of the other two periods. Instead, he regards
Middle Comedy as a merely chronological distinction and an indeterminate period of
transition.'?

In a far more radical re-reading of Greek Comedy altogether Csapo /.c. casts
doubt on the whole process of periodisation (Old and New, as well as Middle). He
particularly questions the credibility of the ancient sources on Comedy as creating the
evidence they needed to fit pre-constructed theories. He speaks instead of both a
synchronic and a diachronic genre transformation of Greek Comedy consisting of
shifts of the dominant style as giving identity to different periods. He considers these
shifts as being caused and shaped basically by the tastes of the audience, and mostly
by the fluctuation of the power / influence of the upper social Athenian class over
time. Arguably, he overstates the case for fluidity, for he concentrates so much on
ovopadti xwuwdsiv to the exclusion of other aspects of the plays (whereas other
features — e.g. plot, character, language, metre, use of the chorus — need to be kept in
view'?). But his paper is a useful reminder of the distortions caused both by our
evidence and by the accident of survival, and of the fluidity of Comedy at all periods
in its history.

However, the traditional division has its defenders. Nesselrath acknowledges
Middle Comedy as an essential stage in the evolution of Greek Comedy, rather than a
merely chronological designation, and explains that what particularly distinguishes

this period is an interesting Merkmalkombination (o.c. 331-340). 4

"' 4 Commentary on the Fragments of Eight Plays of Antiphanes, Cambridge 2000.

"2 Dover (in Platnauer (ed.), Fifty Years (and Twelve) of Classical Scholarship, 144-149) and Arnott
(Alexis: The Fragments, 18) also take this view, which — in the modern era — was first advanced in the
sixteenth century by Scaliger, Poetices libri, 1.7.

3 For these features see “Main trends of Middle Comedy” and “Metres of Middle Comedy” below.

'* While scholars like Nesselrath and Lever (The Art of Greek Comedy, 160-185) currently defend the
concept of Middle Comedy, others continue to treat it as a category without making their position clear
on the question whether it is a chronological or a classificatory term; e.g. Handley in The Cambridge
History of Classical Literature, 398-414; Webster SLGC passim, etc. For an analysis of the views of

modern scholarship on Middle Comedy see Nesselrath o.c. 1-28.
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The existential status of Middle Comedy will remain contentious. Like
Nesselrath, [ believe, however, that the terminology is useful for more than
chronological purposes; it is useful as a hermeneutic tool. There is a good case to be
made for this phase as showing distinctive characteristics. Though not every single
play of Middle Comedy has all the characteristics associated with the term,'’ the plays
of Middle Comedy share not just the accident of chronology, but also a number of
common features, and the development of identifiable trends; change and limitation of
the role of chorus, diminution of the political element, contraction of the personal
mockery (ovouaoti xwu@leiv), refinement of the obscene language, focus on certain
stereotyped figures (the braggart soldier, the arrogant cook, the hetaira, the parasite,
the philosopher), as well as simpler metrical schemes; these are the major traits
associated with Middle Comedy (cf. “Main trends of Middle Comedy” below). The
era of Middle Comedy reveals itself as a period of unusually intense experimentation.
Of course, all Athenian Comedy can be considered a period of transition and
experimentation, since, as it evolved, it underwent some startling changes."’
Arguably, our evidence obscures the true level of experimentation, and creates an
artificial impression of stability in late fifth and late fourth centuries. But it can still be
maintained that during the period of Middle Comedy the experimentation reaches its
peak. This period, positioned between two extremes (Old and New Comedy),
witnessed a quantum leap in the level of experimentation, and this in turn made
possible the remarkable evolutionary changes that took place in the one hundred years
or so that separate Aristophanes’ Acharnians from Menander’s Dyscolus, a very short
period relative to the nature of the changes."”

In accepting the usefulness of the nomenclature, we should avoid taking the

further step of imagining Comedy as a series of hermetically sealed sub-genres, but

'> Even the age of New Comedy shows features we associate with Old Comedy; cf. Dover,
Aristophanic Comedy, 223-224 (see further below p. 18). Csapo (o.c. 116-119) particularly stresses the
fact that some of Aristophanes’ fifth-century rivals appear to have written plays which could be
considered Middle Comedy.

' See for instance what Aristotle says on Crates: 16 3 uiSous moreiv 6 wév € doxiic éx Sixehiag A%,
Tay 06 Adymow Kearns medrros fobev apéuevos Tis laubixiys idéas xaSodov moieiv Adyous xai widous (Po.
1449b.5-9). This passage suggests a major change in Comedy by Crates, probably the introduction of

fictive plots presented in a more coherent way. See Sommerstein on Ar. Eq. 537.
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instead acknowledge that the borders between periods and types are porous. It is
difficult to draw absolute boundaries. Though it takes different forms at different
stages, there is a fundamental continuity that runs throughout Greek Comedy; no
element ever disappears completely, and everything seems to have a more or less
obvious antecedent. Comedy evolves constantly in a competitive environment and
proceeds by leaps forward; at the same time it always keeps open the possibility of
reviving elements of the past.

However, most attempts to make sense of the fourth century material are
frustrated by loss of so much of the output. Unlike late fifth and late fourth centuries,
for which whole plays (even if by single dramatists) survive, we have no mid fourth
century comedy and no whole plot (unlike e.g. Cratinus’ Dionysalexandrus). But
close study can still be revealing and can allow us to observe the complex dynamics at

work in the comic theatre.

Understanding Middle Comedy

Korte (RE X1.1 1266) offers a list of fifty one Middle Comedy poets from the
period 400-320 B.C. However, this list needs to be treated with some caution. Poets
are only loosely to be classified in this way. In a competitive environment playwrights
will inevitably experiment with new forms and, since successful experiments will be
imitated, we would expect even established playwrights to be influenced by emerging
trends. Hence the tendency of scholars to treat Aristophanes’ Plutus and
Ecclesiazusae as Middle Comedy; cf. Theophilus’ handling of a New Comedy motif
in fr. 12 (see ad loc.). But provided that we avoid the assumption that poets only
practised one kind of Comedy, we can reasonably examine the works of these poets
together as showing further affinities. The surviving material from each poet varies in
extent and value. From some only their name has come down to us; from others we
possess only mere play-titles. But in total more than one thousand fragments survive,
with Alexis and Antiphanes being represented with the most. The length of the
surviving fragments varies; from a single word to seventy one lines, which is the

longest fragment we have (Anaxandrides fr. 42).

'” This is especially true if one considers the relative conservatism of Greek literary forms,

including tragedy.
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Middle Comedy was until recently under-researched. The fragmentary nature
of the remains, along with the fact that it followed a period marked by the genius of
Aristophanes, made it look little worthy of any attention. It was only in 1950, when
Webster published his Studies in Later Greek Comedy,'® that Middle Comedy was
placed under the scholarly lens again. Particularly, the last two decades have seen a
renewed interest in Middle Comedy. In 1990 Nesselrath gave us Die Attische Mittlere
Komdédie, while a number of commentaries on Middle Comedy fragments were also
produced. Hunter’s commentary on Eubulus’ fragments in 1983, and Arnott’s on
Alexis in 1996, were followed by two doctoral theses: Konstantakos’ commentary on
Antiphanes (Cambridge 2000), and Millis’ on Anaxandrides (Illinois 2001). In my
commentary I chose to study six Middle Comedy playwrights, Amphis, Aristophon,
Dionysius, Mnesimachus, Philetaerus, and Theophilus. I believe that this material
deserved to be studied, since the number, the extent, and the content of the surviving
fragments of these poets have the potentiality to clarify (at least in part) the lacunose
puzzle that bears the name Middle Comedy, and help us improve our existing
knowledge concerning e.g. the trends followed and the motifs used. With careful
scrutiny the fragments yield interesting insights.

I have not analysed all the surviving fragments of these six poets, but only the
larger and most informative ones. I have left out the fragments from unknown plays,
some tiny fragments that consist of either a single word or one line or two, as well as
any minor ones where the discussion would not yield any information which might
illuminate author, period or trends. Given the space limitation, I had to select from the
existing material those fragments that looked promising either to reveal the most
about this comic era, or to give us a rough idea of the basic plot / content of the play
they belong to (though we are not always in a position to pursue the whole plot with
certainty).

In my commentary I address fifty four fragments, which are all preserved as
quotations within the corpus of a later author — and not, say, on papyrus or parchment.
All but eight of these fifty four fragments are preserved by Athenaeus, in the
Deipnosophistae. Four are preserved by Stobaeus, three by Diogenes Laertius, and

one by the Scholiast of Ars Grammatica of Dionysius Thrax.

18 Second edition in 1970.
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Athenaeus and Middle Comedy

The majority of Middle Comedy fragments survive through Athenaeus. This
inevitably has implications for the content of what is preserved. All excerpts in
florilegia reflect the excerpter’s principles of selection. In a work that describes a
symposion, as Deipnosophistae, it was only natural that many quotations would be
from a similar or a parallel context. Unlike work preserved on papyrus, what survives
of Middle Comedy is not — for the most part — what accidentally happened to survive
underneath the sand of Egypt, but reflects what Athenaeus thought worthy of
inclusion in a work set in a fictitious dinner party. Food, drink and sex are Athenaeus’
main interests, though he does not confine himself entirely to these. Since he is not
writing a history of Comedy or seeking to characterise any given author he cites, he is
not concerned to give the plots or to describe the immediate dramatic situation in
detail; so the citations survive in a vacuum, and plot reconstruction becomes difficult.

Athenaeus is writing in the second century A.D. and therefore at a remove of
four centuries from the genesis of the texts he cites. He is also writing at a time when
(as his own work testifies) collections of excerpts were readily available. Inevitably
this raises the question of his sources and of his use of them. Did Athenaeus actually
read personally the works that he cites? Did he consult the original work at the time
he was making the quotation or did he simply use a compilation of excerpts? It is vital
to understand Athenaeus’ methods, for this has implications for his reliability on a
range of issues, from details of text to questions of context e.g. when he identifies the
speaker of a cited text.

His home city was Naucratis, a renowned place for Greek intellectuals; 19 while
there, and given the wide extent of his reading,” it is highly likely that Athenaeus
actually had first hand knowledge and access to the originals of most of the works that

he quotes from, though first hand knowledge is no guarantee of consultation for

' Founded in the seventh century B.C. by Miletus, Naucratis was granted a number of privileges in the
next century by Amasis, and continued to stand out during the Ptolemies’ era. It drew together people
from various Greek cities, and was considered a centre of an early panhellenism. Some famous
Naucratites are Theomnestus, Pollux, Apollonius (known as of Rhodes), and Proclus. See Thompson in
Braund & Wilkins, Athenaeus and His World, 77-84.

% His reading was not limited to the ancient texts, but also extended to the previous scholarship that

had already dealt with them; cf. Sidwell in Braund & Wilkins o.c. 140. See also pp. 536-538.
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specific purposes of citation.?! As well as texts from the classical period, he will have
had access to the works of Alexandrian scholarship. With particular relation to
Comedy, Athenaeus appears to have had at his disposal Callimachus’ Pinakes, and
also a number of other works by Lycophron, Eratosthenes, Antiochus of Alexandria,
etc.?? Athenaeus was not deprived of books in Rome either, where the public libraries
— promoted particularly by the emperors who were eager to boost their popularity” —
were well equipped to satisfy his voracious reading habits. In addition Larensis, the
host of the dinner described in Deiprosophistae, must have granted Athenaeus access
to his private library, which is much praised at the beginning of the text (cf. I 3a).
While excerpting material directly from the original works, Athenaeus must have also
used a number of intermediary sources, such as previous collections, compilations,
glossaries, compendia, etc., which were particularly popular and enjoyed a wide
circulation in Rome at the time of the Second Sophistic.>* In general, Athenaeus gives
us good reason to believe that he made every effort to assure the authenticity and
correctness of his quotations.”> Accordingly we cannot simply dismiss his
contextualising statements. Nevertheless, given that we cannot determine in any
individual case whether the citation is from a primary or a secondary source, it is
perhaps wiser and safer to draw our information directly from the content of a
fragment itself, and rely less on the context ascribed to it by Athenaeus; this is the
method that I follow in my commentary.

The manuscript tradition of Athenaeus has been meticulously covered most
recently by Arnott in his article “Athenaeus and the Epitome: Texts, Manuscripts, and
Early Editions” in Braund & Wilkins o.c. 41-52. The text of Athenaeus we possess
today depends on two traditions; the Marcianus and the Epitome. The codex
Marcianus (Venetus Marcianus 447) was written sometime in the early tenth century
A.D., probably by John the Calligrapher. Several copies of Marcianus survive, but

they have no value whatsoever for the construction of the text. Though Marcianus is

2! For a thorough discussion see Jacob in Braund & Wilkins, o.c. 85-110. For a different approach see
Sidwell in Braund & Wilkins o.c. 136-152.

22 Cf. Jacob in Braund and Wilkins o.c. 94, 98. For a full list of works relating to Comedy that are cited
by Athenaeus see Sidwell in Braund & Wilkins o.c. 152.

3 See Reynolds & Wilson, Scribes and Scholars, 23-25.

2 Cf. Jacob in Braund & Wilkins o.c. 102-110.

2 Cf. Arnott in Braund & Wilkins o.c. 41, and Jacob ibid. 89, 98.
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mutilated (books I and II, as well as the beginning of book III are missing), it is most
important for us, since it is our only source for the unepitomised version of the text.
Indeed, the Epitome, the second tradition of Athenaeus’ text, is by far inferior to the
Marcianus. Writing in the tenth or eleventh century, the scribe removed all the titles
of the works cited, and also removed, paraphrased or abridged several citations. The
Epitome does, however, have some value, since it preserves the parts lost from
Marcianus. Internal evidence from both traditions suggests that the epitomiser, though
relying greatly on Marcianus, must have also consulted another manuscript now lost.

Today four copies of the Epitome survive.

Main trends of Middle Comedy

The triad of food, wine, and sex?® seems to have formed the core of Middle
Comedy. At the same time a further number of trends, motifs, and patterns, which
constituted the trademarks of the Aristophanic, and generally the Old Comedy,
experience an intermittent persistence and keep re-emerging during the entire duration
of Middle Comedy and even beyond (politics, obscenity, etc.; cf. below).
Simultaneously, Middle Comedy is marked by a process of experimentation that leads
to the kind of Comedy represented by Menander. Middle Comedy’s surviving
fragments testify to a coexistence of Old and New Comedy elements, which are
equally balanced within the dramatic output as a whole, though the mixture differs
significantly from play to play. It appears that there is not one dominant mode of
writing, but rather a complex interplay of trends, broadly characteristic of either
Aristophanes or Menander. This little-bit-of-everything recipe that seems to form the
quintessence of Middle Comedy can be considered the soundest proof of the
continuity of Greek Comedy.

Firstly, it is interesting to see that Old Comedy’s favourite practice of political
satire, as well as political themes in general, are present in Middle Comedy.?” There
are several instances of personal mockery against politicians, army officials, etc.

(Svouaoti xwupdeiv).”® Here are some representative examples: Mnesimachus named

% The ideal of %d¢ws Gijy; cf. introduction to Philetaerus.

21 Cf. Nesselrath MK 218-221, 225; Webster SLGC 37-56.

% For trenchant discussion of this practice and bibliography, see Halliwell, “Ancient interpretations of
ovouaoTi xwppdey in Aristophanes”, CQ 34 n.s. (1984) 83-88. See also Reckford, Aristophanes’ Old-
and-New Comedy, 461-482.
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one of his plays after the Macedonian king Philip II (cf. introduction to @iAirmog);
Aristophon mocks the thinness of the pro-Macedonian politician Philippides (fr. 10);
Amphis mocks Plato more than once (frr. 6, 13), Ephippus lampoons Alexander of
Pherae (fr. 1), etc. This agrees with the evidence that we find in Plato Lg. 935¢ that
mockery was still practised: nomr§j & xwuwdias 1 Tvos iaubwv 1 Movady pedwdias un
ioTw wire Adyw wite eixovt uire Suud wyre avev Suuot umdaudss umdéva T@v moAitdy
xwudeiv. This phenomenon continues even into what is commonly thought of as the
period of New Comedy: we know that Archedicus (fr. 4) attacked Demochares, a
politician of the late fourth / early third century B.C.,” Philippides (fr. 25) targeted
Stratocles, the henchman of Demetrius Poliorcetes,>® Philemon satirized Magas of
Cyrene (fr. 132), etc.

In comparison with Old, Middle Comedy features less obscenity. But there are
still a fair number of instances where the sexual puns, the scatological references, etc.,
are so explicit and so intense, that if such a passage were unidentified, we would not
have hesitated much before attributing it to Aristophanes or one of his fifth century
rivals. I am thinking particularly of Amphis fr. 20, which features sexual incapacity
and male masturbation. Additionally, a cursory search of 7LG yields some interesting
facts about the frequency of coarse and indecorously erotic language in Middle
Comedy and beyond: the verb Bueiv occurs in Xenarchus (fr. 4.23), Philetaerus (frr.
6.2, 9.4), Machon (fr. 18.455 Gow), and even Menander (fr. 138.8 Austin, fr. 351.11
K.-A.), whereas a number of scatological references (oxat-, mowxt-, x¢{-) are present
in Antiphanes, Crobylus, Eubulus, Anaxandrides, and Menander.*'!

Furthermore, the feasting motif too traces back to Old Comedy; one only
needs to recall the feasting scenes towards the end of — and also elsewhere in —
Aristophanic plays; e.g. Ec. 834-852, as well as other instances within Old Comedy;
e.g. Hermippus fr. 63 is a “catalogue of goods™,” an antecedent of Middle Comedy’s

much loved theme of food lists. Another theme of intermittent frequency is the father-

* Cf. Suda a 4083. See Dover Lc.

3% See Hunter, The New Comedy of Greece and Rome, 13, n. 31.

3! Cf. Mnesimachus fr. 4.55, Xenarchus fr. 4.22, Machon fr. 18.455 Gow, Philetaerus fr. 6.2, Menander
fr. 351.11, Id. fr. 138.8 Austin, Antiphanes fr. 124.4, Crobylus fr. 7.2, Men. Dysc. 488, Eubulus fr.
106.6, Anaxandrides fr. 42.68, Eubulus fr. 52.4, Men. Phasm. 42, etc.

32 See Gilula, “Hermippus and his catalogue of goods (fr. 63)”, in Harvey & Wilkins o.c. 75-90.



General Introduction 19

and-son pattern; it runs from Aristophanes’ Clouds and Wasps to Aristophon fr. 8 (cf.
introduction ad loc.), to Menander’s Dyscolus (Knemon-Gorgias).

Middle Comedy is also characterised by the emergence of stereotyped
characters, such as the arrogant and / or pilferer cook, the unworldly philosopher, the
hetaira, etc. The figure of the cook is an early arrival in Comedy; in fact, it can be
traced back to Doric farce.”> Although Aristophanes did not assign a stereotyped
status to the role of the cook, he still stands as a groundbreaking ancestor for the later
evolution of this figure. Some preliminary stages are to be discerned particularly in
Pax 922-1126, and to a lesser extent in Av. 848-1057.>* From this aspect Middle
Comedy differs from Old mainly — but significantly — in extent. Especially in the
periods of Middle and New, the cook figure becomes stereotyped as a self-important,
boastful, and arrogant character, prone to stealing; this is also true for most Latin
adaptations.”

Philosophers had become one of the favourite targets of Comedy by the late
fifth century. Aristophanes seems to have shared his fondness of satirising Socrates
(cf. Clouds) with at least Amipsias (cf. fr. 9). Several sophists were also mocked; cf.
the derision of Protagoras in Eupolis’ Kolakes.>® The parody of the philosopher figure
is one of the favourite subjects of Middle Comedy too. The new enfant terrible is
Plato, who “succeeds” Socrates as the primary philosophical figure to be mocked.*’
This mockery is directed against both his individual and his philosophy.*® For parody
of other philosophers and philosophical schools / currents see Webster SLGC 50-56,
and Helm, Lucian und Menipp, 375-386. Nevertheless, during the period of Middle

33 See Berthiaume, Mnemosyne, Suppl. 70 (1982) 74.

** See Dohm o.c. 30-55, and introduction to Dionysius fr. 2.

3% See Dohm, Mageiros, 67-275; Nesselrath MK 297-309; Wilkins, The Boastful Chef, 387-408; Dalby,
Siren Feasts, 121-124; Arnott’s introduction to Alexis fr. 24.

3¢ For further comic references to both Socrates and the sophists, see Carey in Harvey & Wilkins o.c.
419-436.

37 Cf. Weiher, Philosophen und Philosophenspott in der attischen Komodie, passim but esp. pp. 37-55;
Imperio in Belardinelli et al., Tessere, 124-129; Webster SLGC 53; Arnott on Alexis fr. 1.2. Echoes
from Plato’s comic treatment can also be detected in later authors, e.g. D.L. 6.25 (allegedly referring to
Plato’s gluttony), etc. For an exhaustive list of anecdotes concerning Plato see A. S. Riginos,
Platonica: The Anecdotes concerning the Life and Writings of Plato, Leiden 1976.

38 For a list of some comic references to Plato, see comm. on Amphis fr. 13.1; cf. Webster SLGC 50-
56.
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Comedy we seem to be witnessing a great change in the essence of the parody of the
philosopher figure and the way in which this parody is being formulated. The comic
plays do not convey the same anxiety and hostility against philosophy, as the Old
Comedy plays did. The reasons for this are not difficult to find. The fourth century
sees an increased interest in philosophy and the philosophical tenets themselves. By a
“trickle down” process, philosophy becomes part of the fabric of the society, to the
point where playwrights writing for mass audiences can expect their public to know
certain basic concepts, without having necessarily read e.g. their Plato from the
original.3 ?

The hetaira is another character that existed already in Old Comedy, but only
becomes central in the period of Middle.** The titles of three plays by the Old
Comedy poet Pherecrates are names of hetairai: Oalarra, Kogiavvw, Iletalm; it is
reasonable to assume that the plays evolved around these characters. In Middle
Comedy such titles become abundant; Axxw and KaAkwrw by Amphis, KAsoBovAivy
by Alexis, Neotric by Anaxilas, Antiphanes, and Eubulus, MaASaxyn by Antiphanes,
®iAnva by Axionicus, etc. Additionally, several other fragments mention a number of
hetairai;*' e.g. Anaxandrides fr. 9, Philetaerus fr. 9, Theophilus fr. 11, etc.
Reaffirming the element of continuity in Comedy, the hetaira figure appears in New
Comedy too; cf. the play-titles @ais and @aviov by Menander, IMaAaxis by both
Menander and Diphilus, as well as a number of hetaira characters, e.g. @aic in
Menander’s Eunuch, ABporovov in Epitrepontes, etc.; cf. Diphilus fr. 42.38-40: o J¢
viv ¢’ ayw, / mogvsiov éomi, moAuteAds Adwvia / ayous’ étaiga ued’ étépwy mogviv. There
are certain stereotyped presentations of hetairai in Comedy; one consists on fights
over their possession and disputes about the dangers they entail; cf. Amphis fr. 23,
Alexis fr. 103, Theophilus fr. 11, etc.; in Aristophanes’ Acharnians even the origin of

the Peloponnesian war is reduced down to a dispute over a Megarian hetaira (ll.

%% See Imperio o.c. 120-130. In p. 121 she particularly notes how the comic playwrights are well aware
of the philosophical currents, as well as of the particular writings / precepts that they choose to parody;
cf. the satire of Pythagoreans’ asceticism and vegetarianism in Aristophon frr. 9 and 10 (cf. Amott’s
introduction to Alexis fr. 203), Amnott’s introduction to Alexis’ @aidgos, and his commentary on frr.
177.2 and 31. 3-7, 6-7.

%0 See Nesselrath MK 318-324, Webster SLGC 63-64, Hauschild, Die Gestalt der Hetdre in der
griechischen Komédie, 10-22.

*! The majority of them are historical hetairai, but there is also a small percentage of fictitious names.
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52411.). Another pattern features addiction to the charms of hetairai; e.g. Antiphanes
fr. 101, Theophilus fr. 12; cf. also the final scene in Aristophanes’ Wasps where the
rejuvenated Philocleon steals a flute-girl (11. 13411f.). Relevant to hetairai is the love
motif. Being already present in Middle Comedy (cf. Theophilus frr. 2 and 12), it
becomes central during the period of New; e.g. it is present in Menander’s Kolax,

,942 (in

Perinthia, and in all those plays, which Webster calls “plays of social criticism
contrast, Old Comedy celebrates sex but not love).

Another stock character of Middle Comedy is the flattering parasite. The
parasite figure — in various guises — has a long pedigree in Greek literature. The first
free-loaders we meet are Penelope’s suitors in Homer (e.g. Od. 1.91-92, 2.50-59).
Within Comedy the first instance of a parasite’s self-presentation occurs as early as
Epicharmus (fr. 32), though the tone of the fragment and the way the parasite sees
himself are noticeably different from what we come across in Attic Comedy (in all
eras). Within Old Comedy the parasite figures particularly in Eupolis’ Kolaxes (esp.
fr. 172), Cratinus fr. 46, etc.; during this period the term denoting the parasite was not
nagaaitos, but xoAaf (cf. Ath. VI 236e, Polemon fr. 78 Preller). However, according to
the ancient scholion on Homer P 577b Epicharmus had already used the term
nagaoitos (fr. 33). Alexis wrote a play entitled ITagasitos, while two Middle Comedy
fragments, Antiphanes fr. 193 and Aristophon fr. 5, feature — with all probability — a
pompous parasite speaking. The parasite character also survives into the period of
New Comedy; cf. Diphilus’ play ITagacitos. See further Arnott’s introduction to
Alexis’ [Ilagacitos, Nesselrath, Parasitendialog, 93-96; 1d. MK 309-317; Webster
SLGC 64-65; Ehrenberg, The People of Aristophanes, 242.

As to the chorus, since it was central to both tragedy and comedy (to the extent
that the standard expression for the archon granting permission to compete was “give
a chorus”), and since religion is a notoriously conservative area (and the dramatic
competitions remained religious events), understandably it survives physically; cf. i)
the notes yopol or xouudtiov yopoi in manuscripts of Aristophanes’ last plays, and on

papyri of Menander; ii) the presence of lyric metres (e.g. Anaxilas fr. 13), iii)

2 SM 59fF.; cf. 164-166.
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archaeological evidence.® Nevertheless, its role undergoes some fundamental
changes beginning from Aristophanes’ last two plays.** The parabasis disappears, and
the internal relation between the identity of the chorus and the plot of the play
loosens. The poets adjust the role of the chorus, as well as the emphasis that had been
assigned to it until then. Its importance and nature within Middle Comedy may be
variable. If play-titles such as Eubulus’ Stegavor@Ades” and Theopompus’ KamiAides
are anything to go by, the chorus, while heading towards the entr’ acte function it has
in Menander, may have been more or less involved / integrated into the action (cf.
Aristotle’s comments on chorus and on éu6oAwa, Po. 1456a 25-32). See Heniochus fr.
5, Alexis fr. 239, with Arnott’s introductions to Alexis’ Teogwvios and Kougig.

Thus it becomes clear, and will become even clearer from the analysis of the
individual fragments, that there is a visible continuity throughout the history of
Comedy. For not only does Middle Comedy inherit both themes and motifs from Old
Comedy, but also New Comedy tends on various occasions to pick up on previously
established subjects and figures; e.g. the feasting motif, the braggart soldier, the
cantankerous old man. Middle Comedy looks simultaneously backward and forward.
It draws on stock material, which it re-works, thus paving the way for New Comedy;
continuity is never lost. The parameters that define the essence of Comedy simply
reshape. Operating within a dynamic environment, Comedy maintains its unity
through change. However contradictory may it sound, evolution and continuity are

conjoint notions and co-exist harmoniously within the comic genre.

Methodology

[ have chosen the commentary as the format of my dissertation in preference
to a discursive or thematic monograph, not only because this method has already
proved fruitful, given the four commentaries produced so far, but also because the

commentary allows us to examine as closely as possible the text. Given that the text

“ E.g. marble relief fragments from the third quarter of the fourth century B.C. featuring a comic
chorus. See Webster & Green, “Monuments Illustrating Old and Middle Comedy”, BI/CS Suppl. 39,
118-119, AS 3-4.

“ See RE XI.1 1258-1260; Webster SLGC 58-63; Maidment, “The Later Comic Chorus”, CQ 29
(1935) 1-24; Hunter, “The Comic Chorus in the Fourth Century”, ZPE 36 (1979) 23-38; Rothwell,
“The Continuity of the Chorus in Fourth-Century Attic Comedy”, GRBS 33 (1992) 209-225, etc.

* Cf. Hunter ad loc.



General Introduction 23

available is fragmentary in itself, the commentary becomes an even more appropriate
tool to approach it. The fragment is by definition isolated from its original context;
therefore, a close reading that gives careful attention to the surviving words is
probably the best method towards a fuller understanding. It can be — and has been —
objected to the commentary format that by concentrating on minutiae one loses the
bigger picture.46 I would answer that the bigger picture can only emerge as the result
of an analysis of the details; the comprehension of the whole cannot be achieved prior
to the comprehension of the part. It may be true that the commentary format
dismantles the text into pieces; but this is a necessary preliminary procedure, for it
leads to the comprehension of these pieces, which are in fact vital details. Only after
we have dismantled the text, after we have understood it as pieces, only then can we
reassemble it, and try to understand it as a whole. It is of course essential that the text
is reassembled. | have tried to do this in the current work through the various levels of
introduction; to the individual poet, to the play, to the specific fragment, and also by
cross-referencing within the treatment of individual fragments.

As a basis for the text of my commentary I have used the excellent Kassel-
Austin text. My focus throughout is primarily literary, rather than textual. However, I
do discuss textual matters, where the competing readings are significant for our
understanding of the fragment. To this end, for those fragments that present major
problems I supply a select critical apparatus that is primarily based on Kassel-Austin.
I have, however, reduced my apparatus in scale by removing some of the less
plausible conjectures, and I have always checked my information against the primary
sources. Given the quality of Kassel-Austin’s text I inevitably find myself agreeing
with them in most cases, though | have also departed from their text on several
occasions. Not all the textual issues mentioned in the apparatus are discussed in full in
the main text. Since I needed to be selective, I only discussed the cases that I
considered to be of particular importance.

When dealing with fragments one is bound to take certain risks. The
fragmentary nature of the text constitutes a slippery surface for the commentator to

tread on. A small number of lines that are forever cut off from their original context

* E.g. Most (The Measures of Praise, 36-41) notices three major drawbacks within the commentary

procedure; atomisation, monofunctionalism, and restrictive privileging. Kraus also describes
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are open to more than one possible interpretation. The content of the fragments is not
always enlightening as to the play’s plot, nor does it always bear any obvious relation
to the play’s title. What must the commentator do in such a case? How far can they go
in their conjectures? How plausible can their conjectures be? How legitimate is the
process of applying conjecture to such slender evidence? There can be neither
certainty nor one definitive answer in these cases. However, bearing in mind that one
fragment or two are probably all that we will ever get to know from a certain play,"‘7 I
believe that it is the commentator’s task to press and squeeze every single fragment as
meticulously as possible; this is the strategy that 1 endeavoured to follow in this
commentary. Wherever possible I attempt to reconstruct the plot, and to this end I try
to use as effectively as possible our knowledge of any antecedents, of later material,
and generally of any parallels. Occasionally I resort to possible parallels outside
Greek Comedy, which can illuminate either an important aspect or a small detail of a
given fragment; e.g. Ovid and Horace (on Philetaerus frr. 6.2 and 7.5), Lucian (on
Amphis frr. 13.2-3, 23.4), etc. Spotting the possible sources of a fragment and
discerning its potential influences on later literature can sometimes help render a
meaningful sense out of a small number of lines, which at first sight might have
seemed rather obscure.

One problematic area, where a commentator’s imagination risks seriously
outstripping the evidence of the text, is myth. Middle Comedy poets can be very
original and innovative in the way they treat the mythical tradition; and expectedly so,
for this is comedy and there would be no comic effect, if the myth was re-enacted in
its traditional version, as in tragedy. The comic playwrights distort myth, to make it
funny and full of twists. We get an idea of the extent that myth distortion might have
taken from Aristotle Po. 1453a37-39: of' av éxhioror @wow év 1ép uidw, olov Opéorye xai
Ainados, gidor yevousvor émi TeAsutiis ebcpyovtas, xai amoSvyonst oldsic um’ oldevos. Due
to the fragmentary nature of the surviving material, it is difficult to establish with
certainty how the myth was exploited; how the characters’ behaviour deviated from
the traditional version, which elements were kept intact, how the plot changed and in

what direction, and also in what degree, if any, the real world intruded myth. The

commentaries as “funny things”, whose nature can be parasitic on the primary text (in Gibson & Kraus,

The Classical Commentary, 1).
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current scholarly belief is that myth and reality were inextricably intertwined, and that
anachronism was a prevalent feature in Middle Comedy.*® My own study supports
this view. It appears that the comic world is located half way between myth and
contemporary reality, with the rate of possible interactions between the two realms
fluctuating from play to play and from poet to poet. The contemporary and the
mythical elements can operate together within the comic world. Contemporary people
can be discerned lurking behind mythic characters, and contemporary socio-political
structures can be detected beneath mythic events. In numerous cases poets take a grim
theme and give it a humorous twist. Nevertheless, not all the plays that involve
mythical elements share the same plot construction. Instead, myth burlesque may
operate in a variety of ways.*” Mythical figures can be transferred from the heroic
world into a world that resembles the everyday life of fourth century Athens. They
can also be given a comic twist, so that they behave and look like ordinary Athenians;
cf. Alexis’ IaAateia (see Armott ad loc.), Plato’s @awv (see Webster SLGC 18-19),
etc. Equally, what we may often have is an intrusion of contemporary elements into
mythic plot. Thus, the plot remains “heroic” in time, but details of fifth / fourth
century life invade the plot, either as blatant anachronism (e.g. ovouaoti xwuwdeiv) or
as surreptitious anachronism. There are many cases, where, although the title suggests
at first sight a mythical content, the play itself may actually have had a contemporary
setting (characters, place, time); e.g. Anaxandrides’ IMowregidaos (cf. Millis ad loc.),
Theophilus’ NeomroAsuos (cf. introduction ad loc.), etc. Here becomes relevant the
issue of continuity again, for this type of plot does not occur only in Middle Comedy.
A glance at fifth century titles suggests that mythic themes were common much
earlier; cf. Aristophanes’ Kokalos and Aiolosicon. Another piece of evidence for the
existence of this trend in Old Comedy is Aristophanes’ criticisms of the way his

contemporaries and rivals allegedly relied on hungry Heracles as a source of humour;

7 Unless we prove lucky to have some new papyri discovered, inscribed with Middle Comedy
fragments.

*® See Nesselrath MK 188-241; Webster SLGC 16-19, 82-85; Hunter 22-30; Meineke 1.278-285. Both
anachronism and myth travesty are features that Comedy in general shares with the satyr play; cf.
Sutton, The Greek Satyr Play, 134fY.

* Euripides’ Cyclops (cf. Seaford’s introduction ad loc.), and the satyr fragments of both Sophocles
and Aeschylus can provide us with a fuller idea of how myth can be treated in a comic way. See Sutton

o.cC.
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cf. Pax 741ff. Even if we suppose that he exaggerates both the extent of his rivals’
repetition and his own distinctiveness, the overall impression of mythic themes
recurring in comedy agrees with our other evidence. It is worth bearing in mind that
Euripides (and even Sophocles) can introduce elements of contemporary social reality
into their tragedies.50 So perhaps comic plays with mythic plots could do the same.”!
The allegory in Aristophanes’ Knights may prove particularly useful in helping us
understand better how mythic themes work in Middle Comedy.** Just as in Knights
there is a constant shift from the domestic to the political context and back (e.g. 11. 55-

57), likewise in Middle Comedy myth and reality can merge continuously into one

another and run side by side.

Metres of Middle Comedy

The fifty four fragments included in this thesis throw up forty eight examples
of iambic trimeters, five of trochaic tetrameters, and one of anapaestic dimeter. The
iambic trimeter is in general the predominant metre of Middle Comedy; other metrical
forms are also used, but in a very limited scale. Therefore, Korte considers Middle

Comedy to be “drmer und eintoniger™>

in comparison with the metrical variety of
Old Comedy. Having scrutinised myself the surviving fragments of Middle Comedy, I
can confirm, along with Korte, the presence of various other metres. We have iambic
tetrameters (e.g. Antiphanes fr. 26), dactylic hexameters (e.g. Antiphanes fr. 192),
elegiac distichs (e.g. Antiphanes fr. 147), eupolideans (Alexis fr. 239), choerileans
(Alexis fr. 137), glyconics (e.g. Anaxilas fr. 13); cf. also Axionicus fr. 4 that features
a combination of anapaests, iambics, bacchics, choriambs, cretics, dactyls, and

hipponacteans.>® The rarity of lyric metres is explained by the decline of the role of

%0 Cf. the democratic spirit of Theseus in E. Supp. 403-408.

*! Cf. the interplay between myth and contemporary politics in Cratinus’ Dionysalexandrus. See Korte,
Hermes 39 (1904) 481-498; Luppe, Philologus 110 (1966) 169-193; Ameling, OC 3 (1981) 383-424;
Tatti, Métis 1 (1986) 325-332.

%2 paphlagon corresponds to Cleon, Demos to the Athenian people, slave one to Nicias, and the
household itself is a miniature of the city of Athens; cf. Dover o.c. 93-94, and Silk, Aristophanes and
the Definition of Comedy, 143-144.

* RE X1.1 1265.

3% There is also some scanty evidence of anapaestic tetrameter; cf. Nesselrath MK 335.
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chorus. The choral songs, no longer integrated within the plot, were left out from the
manuscripts, and have therefore left no trace on the secondary tradition.>

The next most popular metre — after the iambic trimeter — is the trochaic
tetrameter. As | mention above, there are five fragments in trochaic tetrameters in this
thesis; they are Amphis fr. 8, Aristophon frr. 5 and 13, Philetaerus fr. 9, and
Theophilus fr. 4. Often used by Epicharmus,56 the trochaic tetrameter was the
standard metre for the Aristophanic epirrhematic syzygy, where topical issues are
discussed.”” After Aristophanes it occurs sporadically. In Middle Comedy it tends to
be used for a special effect, and particularly in relation with general reflection and
programmatic statements; cf. (apart from the five fragments included in this thesis)
Anaxilas fr. 22, and Alexis fr. 103 with Amott’s introduction to Alexis’ Troordsiov.”®
Although the usage of trochaic tetrameter within Middle Comedy is reminiscent of the
epirrhematic syzygy, the scale of the existent evidence does not allow us to say with
certainty whether this structure survived to any extent during this period. This is
unfortunate, since one would like to know if the tight forms of Old Comedy, already
disappearing in late Aristophanes, experienced any resurrection in Middle Comedy. A
cursory survey by myself unearthed no firm example.

As to the anapaestic dimeter, in Middle Comedy this is the metre par
excellence for food catalogues; cf. Alexis fr. 167, Anaxandrides fr. 42, Antiphanes fir.
130, 131, Ephippus fr. 13, Eubulus fr. 63 (cf. Hunter ad loc.), etc. See Meineke 1.302-
303, Nesselrath MK 267-280.%

The overall picture that we get is that poets of Middle Comedy are
considerably less adventurous in their use of metre than their predecessors of Old

Comedy. Featuring less metrical variety than Old and more variety than New,*

% See Korte RE X1.1 1260, 1265; Handley o.c. 399-402.

E.g. fir. 9, 40, 51, 66, 79, etc.

ST E.g. Ach. 676-691, 703-718, Eq. 565-580, 595-610, etc.; cf. Dover o.c. 50ff.; West, Greek Metre
771t

% As to New Comedy see Men. Dysc. 708-783; cf. Dedoussi, “The Trochaic Tetrameter in Menander”,
IMarwy 13 (1961) 59-66.

% West in BICS 24 (1977) 89-94 challenges (as also Wilamowitz first did) the metrical reality and
validity of the anapaestic dimeters (and monometers). But see Parker, The Songs of Aristophanes, 56.

% Cf. Korte RE X1.1 1272-1273.
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Middle Comedy seems once more to be located in the middle indeed between Old and

New, at least on the basis of the current evidence.
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AMPHIS

Amphis must have flourished towards the middle and in the second half of the
fourth century B.C., to judge from the references he makes to both Plato (fir. 6 and
13) and the hetaira Phryne (fr. 24). According to Suda a 1760, he was an Athenian.
But there is a decree of 332/1 B.C. (IG 12 347) that mentions a certain Avgig from the
island of Andros. Either these are two different persons or this is our Amphis, who,
although originating from Andros, moved to Athens where he wrote his plays, and
subsequently he may have been given citizenship. The latter is quite likely, given first
the internationalisation of Attic drama at this date, and the tendency of non-Athenian
writers to move to Athens,' and secondly the fact that the name Augi is otherwise
unattested in Attica.” In fact, it is a hypocoristic of Augixgarns. Though the latter is a
common Attic name (cf. the numerous entries in P4 and LGPN), the hypocoristic was
probably not widely used; cf. RE s.v. Amphis nr. 2. See further P4 Add. 785; Pickard-

Cambridge, Festivals, xxiii.

Adapag (fr. 1)

The title suggests a mythological theme.” Athamas was son of Aeolus and

ruled over Boeotia.* A number of tragic poets, both Greek and Latin, dealt with the
tragic fate of Athamas and his family. According to tradition, he had three wives, Ino,
Nephele, and Themisto, all of whom gave him many sorrows. Ino bid the community
women to parch the wheat seeds, so that no crops were yielded. This forced Athamas
to send for an oracle, whose outcome was forged by Ino, who wanted to see
Nephele’s children, Phrixus and Helle, sacrificed. Nephele, in her turn, in order to
avenge her children, plotted against Athamas, who was led to the sacrificial altar, but

saved by Heracles. Themisto, wishing to take vengeance on Ino, who had deprived

' See Handley in The Cambridge History of Classical Literature, 1.398-399; Sifakis, Studies in the
History of Hellenistic Drama, 142-145; Xanthakis-Karamanos, Studies in Fourth-Century Tragedy, 3-
6.

2 Apart from the decree mentioned above, the only other evidence about the name comes from the
island of Tenos, and dates from the late third century B.C.; cf. LGPN vol. I s.v.

3 Out of the twenty eight play-titles of Amphis that have come down to us a total of nine appear to be
mythological.

* Cf. Apollod. 1.9.1-2, 3.4.3.
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her from her husband, conspired to kill Ino’s children; but by mistake she killed her
own.” Aeschylus, Sophocles, Xenocles, Astydamas, Ennius, and Accius, all wrote
homonymous plays.

The fragment below seems at first sight to suggest a contemporary context
dealing with the everyday (Athenian) life. Hetairai are said to be far preferable to
wedded wives, whose fixed indoor location takes away any possible element of
excitement. But, as mentioned above, the title implies a mythological plot. The name
Alauag is unlikely to have been used of a contemporary fictional character.® Unless
we have a play with the heroon of Athamas as its mis-en-scéne (cf. Menander’s
Dyscolus), it is difficult to avoid the assumption that we have a mythic plot. But
Comedy can exploit myth in various ways; twist it, mix it with reality, even
manufacture implausible happy endings.” Here the legendary king may have been
presented in a bourgeois (possibly Athenian) setting, acting like a fourth century
citizen.® Possibly he is the one who speaks in the fragment below. It is a possibility
that the actor is alone on stage, and delivers a soliloquy. If so, he could either be
expressing his thoughts aloud or addressing the audience.’

Hetairai, though not absent from fifth century Comedy, become prominent in
Middle Comedy (cf. General Introduction pp. 20-21), though there is some fluctuation
in vocabulary. Although there is some overlap in the use of the terms, a hetaira is not
a common prostitute (mogyvy). A hetaira is hired and paid primarily for her company
(hence her name — étaipa). She is supposed to provide men with all kinds of pleasures;
she is expected to eat and drink merrily with them, and of course flirt, and eventually
have sex with them, either on a single occasion (e.g. at a symposion) or for a longer

period (e.g. when hired as an escort).'® Here it is important to note that the prostitutes

S Cf. Apollod. 1.9.1, Tz. ad Lyc. 22, sch. on Ar. Nu. 257, Hygin. Fab. 1-4, etc. The tradition is not
unanimous; the various versions differ as to the details of the myth.

¢ Usually the comic playwrights use either invented or stock names e.g. for slaves.

7 See General Introduction pp. 24-26.

® Cf. Cratinus’ Plutoi where the Titans come to fifth century Athens (fr. 171). Nesselrath MK 209-212
argues for the possibility of Laomedon being presented as an Athenian bourgeois father in Antiphanes’
Favypndrg.

® Communication with the audience and acknowledgement of its presence are common features of
Comedy of all eras; cf. Bain, Actors and Audience, 102 n. 1, 185ff; Dover, Aristophanic Comedy, 491Y.,
551Y.

19 See Davidson, Courtesans and Fishcakes, 92fF.
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— both those who were walking the streets and those who belonged to a brothel and
were under the ownership of a pimp (megveBooxag) or a madam — were obliged to have
sex with anyone who wanted them. Brothels were generally despised and dreaded
even by the prostitutes themselves, and life in them was considered wretched. !
Whereas the prostitutes were only paid with money for selling their bodies for sex, the
hetairai were attracted and seduced by gifts too — not just by money;'? this too
differentiated them from the common prostitutes. This also meant that the hetairai
enjoyed the privilege to choose for themselves their lover; in accordance, the latter did
not buy sex sessions from a hetaira, but he rather tried to persuade / seduce her,
though he could never be certain of her availability."

Under this prism, the fragment below may seem paradoxical at first sight, in
the sense that here it is the hetaira who needs to “buy” a man’s affection. However,
we know of a number of occasions where a hetaira was kept permanently by a man
within his household, without being married to him; this situation is well attested in
Comedy."* In such a case, it is understandable that the status of the hetaira was rather
fragile and vulnerable; the man could send her away at any time (cf. . 5: mpos aAlov
amteéov), if she showed any bad behaviour. Thus, the sense of the fragment below
becomes clearer; the hetaira should be accommodating and courteous, in order to
maintain this relationship, which kept her away from the streets and the brothels (cf.
on L. 4 below).

The fragment dwells on the issue of the inferiority of wives to courtesans.'® It
is perhaps to be seen as an exercise in sophistic oratory (see on l. 1b). Antiphanes also
wrote a comedy entitled Athamas, but the evidence from the one surviving fragment
does not suffice to establish any relation with Amphis’ play.

This fragment is cited by Athenaeus XIII 559a-b.

"' Cf. Davidson o.c. 83ff.

12 1t does not follow, however, that the hetairai did not accept money for their services, far from that;
cf. the so-called weyaAouicSer hetairai (see Davidson o.c. 104). For the high prices charged by the
hetairai see Aristophon fr. 4.

1’ See Davidson o.c. 120ff.

' See Davidson o.c. 102ff.

'* Cf. Philetaerus fr. 8, [D.] 59.122 (see Kapparis, Apollodoros: “Against Neaira” [D. 59], 4-8, 422-
424).
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efT’ oU yuvaixos 0Ty eUvoixdTeQOY

~ ot ’ ’ ' ryy 7 s
YapeTiS ETaiga; TOAU e xal wal’ elotwg.
7 UEV VoUW Yap xatapeovolo' évdov wevel,
¢ » 1% 3] ~ ’ y ’
7 0’ oldev 611 9 Tolc TpomOIS WYNTEODS

5 avowmog éativ %) meos GAAov amitéoy

And so, is not a hetaira more well-disposed

than a wedded wife? Very much so and reasonably enough.
For a wife through disdain stays indoors, according to custom,
while a hetaira knows that she should either buy

5 a man with her manners or make her way to another one
1a efr’ ob: Cf. on Aristophon fr. 11.1a.

1b elvoixwtegov: The neuter elvoixwrepov refers to the courtesan. The use of neuter
complement with masculine or feminine subject is common; cf. Kiihner-Gerth I §360.
The passage is arguing a paradox, i.e. that hetairai are more loving than wives.
Hetairai are normally grasping, and their affection is for hire. This kind of reversal of
normal perspectives is part of the sophistic tradition; there is a sub-genre of epideictic
oratory devoted to praise of seemingly unpraiseworthy subjects, exemplified for
instance by Gorgias’ Helen.'® The term maipviov is often applied to this arguing of a
seemingly unwinnable case. It finds its way into Comedy with the speech of Penia in
Aristophanes’ Plutus.'” It is possible that apart from being an exercise in paradox the
argument may particularly reflect Athamas’ personal experience. Amphis may have
used the misfortunes inflicted upon Athamas by his three wives (see introduction), as
the basis for an argument against the idea of having a wedded wife. In such a context
one understands more easily why courtesans are described as being more kindly, well-
disposed and more favourable than wedded wives. The same idea of preferring
courtesans to wives recurs in Philetaerus fr. 8 (cf. ad loc.). This may suggest that this

comparison that paradoxically favours the courtesans was a topos in Comedy.

16 Cf. on Amphis fr. 8.1-2, and introduction to Theophilus fr. 12.
'" See Kennedy, The Art of Persuasion in Greece, 167-173; Papageorgiou, A study in the Aristophanic
Agon, 19-34, 196-205.
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The enmity towards wives expressed by the speaker belongs to a misogynistic
trend within the Greek literary tradition. There is a pronounced trend against women
that manifests itself as early as Hesiod; cf. Th. 570ff., Op. 54ff. Semonides’ caustic
poem on women (fr. 7 West) is another major sample of this attitude: Zeis 7yap
uéyiorov ToUT’ émoimaey xaxov, / ywaixas (1. 96-97); cf. Gerber, A Companion to the
Greek Lyric Poets, 72-78; Campbell, Greek Lyric Poetry, 187-191; Osborne, PCPhS
47 (2001) 47-64. This pattern is also present in tragedy; cf. E. Hipp. 616-668 (see
Barrett ad loc.). For the reverse position see E. Med. 410-430; cf. Pomeroy,
Goddesses, Whores, Wives, and Slaves, 103-112.

2 pad’ eixorwg: This phrase confirms the validity of what has been said before. A brief
justification of this validity often follows, as happens in the present fragment. It can
appear both at the end of a period (e.g. Anaxippus fr. 1.18, Plb. 10.33.3), and also in
the middle (e.g. Pl. R. 414c, D. De Corona 16 — see Wankel ad loc.).

3a voug: The dative is modal / causal. Gulick in his edition of Athenaeus translates it
as “(protected) by the law”. But there was no law that kept women indoors; so

“custom” looks more appropriate (cf. on l. 3¢).

3b xatageovoio’: This is again part of the comic marpvov that runs throughout the
fragment; cf. on 1. 1b. Disdain and contempt are presented here as the reason why a
wife stays indoors, as if she was the one who chose this lifestyle, whereas this was
culturally determined. Social pressure — rather than volition — was the force that

dictated female comportment.

3¢ &vdov péver: The seclusion of wives at home was a primary feature within the system
of male and female relations, at least for the propertied classes; cf. X. Oec. 7.30, Stob.
4.23.61, [D.] 59.122, E. fr. 521 TGF, Plu. Mor. 139c, etc. See Headlam on Herod.
1.37, Dover, Greek Popular Morality, 95-98, 209-213; Gould, JHS 100 (1980) 38-59;
Pomeroy o.c. 57-148. For a critique of the traditional view about women’s seclusion

see Cohen, Law, Sexuality, and Society, 133-170.
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4 Toic Teémots wvmtéos: According to the hypothesis adopted above, the speaker
probably refers to those cases where a man has a permanent relationship with a hetaira
and keeps her in his own house,'® just as he would do with a wedded wife. A man
who cohabits with a hetaira can be considered more privileged than a husband,
because the hetaira is well aware of the fact that, in order to prolong this relationship
and avoid being sent away (meos @aAhov amréoy — 1. 5), she must continually please her
man. She also knows that she should be thoughtful and considerate, take care and look
after him, have complaisant manners and compliant conduct. These are the rgomos,

through which a hetaira tries to keep her lover.

Aumelovoyoc (fr. 3)

This fragment is cited by Stobaeus 4.18.1, within a chapter entitled Ileo/
reqviv, where Stobaeus anthologises a number of passages pertaining to the value of
art / craft. Given the title, one can assume that the art that gave rise to this discussion
must have been the art of vintage. It appears that the manual professions in particular
attracted the interest of Amphis. This is what seems to emerge from his play-titles; cf.
Aleirtoa, "EprS01, Koviatis, Kougis. A reasonable assumption would be that these
plays were neither mythological nor political (in the widest sense), but they rather
reflected contemporary daily life.

Alexis too wrote a play with the same title. Arnott ad loc. notes that Amphis
and Alexis share the same eleven or twelve play-titles. It is possible that Amphis was
influenced by — or borrowed from — Alexis or vice versa. In a modern writer one
might speak of plagiarism. Comedy, however, is a genre where much is copied and
imitated. The available evidence attests to a mutual imitation and influence among the
comic playwrights, and allows us to say with confidence that the recycling of titles,
plots, incidents and even lines'® was a common phenomenon. Popular themes recur

regularly within the work of several poets.2 %1t is only natural that the poets, seeking

'* Antiphanes fr. 210 refers to another case of cohabitation of a man with a hetaira.

' For line-borrowing see Arnott’s introduction to Alexis fr. 284, and Hunter on Eubulus fr. 67.4.

? E.g. Dionysus seems to have been an extremely popular comic character, and as such is the title-
figure of plays by Epicharmus, Aristophanes, Aristomenes, Crates, Cratinus, Magnes, and Polyzelus.

Aralavry (or -ar) is a play-title shared by Epicharmus, Alexis, Callias, Euthycles, Philetaerus,
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both recognition and victory, would readily comply with the audience’s observed
preferences.

What is also noteworthy in the present fragment is the tendency towards
generalisation in argument (cf. introduction to Philetaerus fr. 6). It is a reasonable,
though unprovable, conjecture that this is the opening monologue of the play (see
below), that the speaker is the eponymous aumeAovgyd, and that he refers to his own

SOITOWS.

b » b4 M bd ’ b d ’
oUx Eativ oldey atuyias avewmivg
’ ’ » ’ ’
nagauvov yAuxitegov év Biw Téxvns:
émil ToU padmuatos yag EoTyxws 0 vous

avtov AéAnSe mapamAéwy Tas ouupopas

In life there is no sweeter assuagement
for a human ill-luck than skill;
for the mind, firmly positioned on knowledge,

becomes absorbed in itself, as it sails past the misfortunes

I olx €01y 0ldév atuyias avIewmivys: This structure is a stylistic topos in both tragedy
and comedy, and suggests that this is probably the beginning of a monologue. This is
how Electra begins her speech in E. Or. 1: otx éotv 0ldev devov. A long soliloquy of
Orestes within the same play also starts likewise: oux éoriv 00dsy xpeicaov ) gidos Taps
(1. 1155). We also learn from Aristophanes (Ra. 1215-1219, and sch. on 1. 1219) that
Euripides used the same style for the prologue of Stheneboia (fr. 661 TGF). Cf. the
opening words of Tecmessa’s monologue in Sophocles’ Ajax (1. 485-486). This
structure is also popular within Comedy; cf. Ar. Av. 1342, Antiphanes fr. 159.1,
Diphilus fr. 87.1, Damoxenus fr. 2.9, Men. Asp. 424, etc.”!

This style serves to present an opinion as an introductory statement, which the
character justifies, explains, and builds upon further in the subsequent speech. It also

lets the speaker lend an air of authority and undeniability to his case; e.g. “there is

Philyllius, Phormis, and Strattis; an Avridais was written by both Cephisodorus and Epicrates; finally,
Antiphanes, Alexis, Clearchus, Sophilus, Theophilus, Diphilus, Apollodorus, Anaxippus, and Nico, all
wrote a KiSapwdoc.

2! See Fraenkel, Plautinisches im Plautus, 186-187.
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nothing better than art / dying while having sex / listening to the flutes”; cf.
Philetaerus frr. 6 and 17.

2a magauidioy: The meaning is consolation, assuagement; cf. Poll. 3.100, LSJ s.v. 2. It
appears that Amphis is the only comic poet who used this word. It is found once in
surviving tragedy (S. El. 129). Here it contributes to the elevated tone of this
fragment, which recalls tragic (mainly Euripidean) contemplations over human fate;

e.g. E. Med. 1018 xolpws @égerv xon Svmrov ovra auuepogas, 1d. fr. 504 TGF, etc.

2b Tépmg: Tégvm and padmua (cf. on 1. 3-4) have parallel meaning here, both denoting
knowledge, the possession of a skill. The importance of 7éxvy, as a means that can
protect people against the misfortunes of life, is also praised by other comic poets; cf.
Philemo fr. 178.6-7 xav usv oguiady tic quay el Aéva tov (Tijg) Tégvns, / éBaletr’
dynvpay xaSaas acealsias eivexa;, Hipparchus fr. 2.1-2 moAv o’ éori mavtwy xrijua
Tiwratoy / amag avdewnoay eis to (v tégym; Menander fr. 68 Biov &7 gveotiv

i ’ y 2 ~ s
aoealel’ gy Tals Téxvals.

3-4 émi ToU pwadmuatos ... ovugopas: Here the comic character employs a metaphor that
visualises his conception of knowledge. The preposition éz/ makes one think of
knowledge as a vessel, on which the mind positions itself firmly. Safe on this vessel,
the mind avoids the treacherous shore, the reefs, and the rocks, as it sails past them.
The metaphor suggests that knowledge / skill is valuable both as a means of equipping
the mind to sustain and / or avoid misfortune, and also as a welcome distraction from
misfortune. The use of the perfects éornxws and AéAnde is particularly significant here,
for they express stability of state; 1.e. position and absorption respectively.

Images of sea are a commonplace within Greek literature; cf. Hom. /I
15.381ff., Alcaeus fr. 208 V., A. Th. 2-3, S. OT 22-23, 922-923, etc.? In the present
fragment the image of ship stands not for e.g. the state as in Alcaeus /.c., but for skill /
knowledge; this is an original conception. The speaker’s point is to underline the

value of skill / knowledge.

?2 See Musurillo, The Light and the Darkness, 81.
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Apgixparyg (fr. 6)
The identity of the title figure cannot be established with certainty. He could

well have been an invented character. In favour of this hypothesis is the fact that there
is another play by Amphis that features a fictional person in its title, i.e. Aeidnuidns
(cf. ad loc.). Nevertheless, if this is the case, it becomes impossible to recover the
theme of the play with confidence. The mention of Plato (1. 3) offers one possible line
of reconstruction; it could suggest that the play centred on an individual who sought
to study philosophy, in which case the ultimate model could be Aristophanes’ Clouds.
However, we have no indication that the reference to Plato was anything more than a
passing mention. Besides, the name Augugarns seems rather opaque, if (as one would
suppose) this was a “speaking name”. Unless of course this is a poetic disguise for
Amphis himself, given that — as stated above in the introduction to the poet — the
name Amphis is a hypocoristic of Augixgarns. Cratinus’ portrayal of himself in
IMutivy would be the obvious antecedent; Amphis could have similarly put himself
on stage. Another line of enquiry would be to identify Amphicrates with a real person
other than the poet. If so, this could be the architect / ship builder Amphicrates, who
lived in the mid fourth century B.C.; cf. IG I1? 1618.120, PA 769. If so, it is possible,
but not provable, that the play dealt with the maritime troubles and the concerns of the
Athenian democracy at the time.?* Edmonds (I.315) offers an alternative
interpretation, though not an entirely convincing one; i.e. that the reference is to the
sculptor Amphicrates of the sixth-fifth century B.C.%* Nevertheless, the only surviving
fragment offers no conclusive basis for choice between these possibilities.

Below (on 1. 3) I suggest that this play relates to the lecture On the Good that
Plato gave late in his life;® it must have been composed after the delivery of this

lecture, since the reference to Plato’s Good (1. 3) obviously intends to ring a bell to

3 See also Aristophanes’ passing references to himself; e.g. Ach. 377-382.

** In 356 B.C. the defeat of the Athenian fleet at Embata marked the end of the Social war, but naval
operations kept going on (cf. general Chares’ attempts against Chersonese and Sestus). War was a daily
theme of discussion, cf. Isoc. On the Peace (355 B.C.), and D. On the Navy-boards (354 B.C.). See
CAH VI* 736fF.

* This sculptor had made a statue of the courtesan Leaina, who was killed by the tyrants Hippias and
Thessalus (cf. Pliny HN 34.19.72). Edmonds believes that this event, and Amphicrates, became topical
again, because of the assassination of the tyrant Jason of Pherae in 370 B.C.

* For Plato in Middle Comedy see on Amphis fr. 13.1, and General Introduction pp. 19-20.
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the audience, by recalling recent memories and experiences. Given the date of Plato’s
death, i.e. 348/7 B.C., one would conjecture that the Augixgarys must have been
produced sometime between ca. 350 and 330 B.C.; cf. Webster CQO 2 n.s. (1952) 21.

The following fragment is cited by Diogenes Laertius 3.27, within a series of
fragments that target Plato. It is a possibility that the whole part on Plato and Comedy,
i.e. from 3.26 to 3.28, is an excerpt from Heraclides. It is however uncertain as to
which Heraclides Diogenes refers; Ponticus or Lembus. In the composition of his
Vitae Diogenes made extensive use of excerpts gathered by himself, and used his
numerous sources both directly and indirectly. Mistakes and confusion among
homonymous sources come as a natural result.”’

Our fragment is a part of a dialogue between a slave and his master (cf. @
déomora). The subject is probably a woman (cf. ravryp), either a hetaira or a maiden
(cf. on 1. 2). The master is about to act, in order — understandably — to ensure this
woman for himself. The slave however has reservations, which the master offers to
allay. The juxtaposition of master and slave is a linking thread between Middle and
Old Comedy; cf. Chremylus and Carion in Aristophanes’ Wealth, Dionysus and

Xanthias in Frogs.”®

(Y e y s ’ T o ’
10 0’ ayaSov 6 Tt mot’ éoTiv, 00 oU TUYYAVEIY
wueAAeic dia TavTyy, YrTOv 0lda TolT’ éy0d,

@ déomot’, 7 1o [MAatwvos ayadov. (B.) mpsoexye on

And as for whatever benefit you are likely
to get through her, I know less about that,

master, than about Plato’s Good. (B.) Just watch

1a 10 &’ dyaSév: Outside Plato dyaddv usually refers to practical or material benefit,”’
and this is what is meant here, probably with some additional connotations of sexual

pleasure. Aristophanes too often uses this term with a non-philosophical sense.*® The

%7 On the controversial issue of Diogenes’ sources see the detailed discussion by Mejer in the first part
of his monograph in Hermes Einzelschr. H. 40 (1978).

% For the slave figure in Middle Comedy see Nesselrath MK 283-296.

* E.g. Th. 3.68, X. Cyr. 5.30.20, Lys. 13.92, etc.

E.g. Ec. 426, PL. 236, etc; cf. Eubulus fr. 52.
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meaning of ayadov as a purely worldly good is even more emphasised by the
following contrast with the Platonic Good. The slave cannot understand the good to
be expected from this woman any better than he understands Plato’s philosophy. See

Weiher, Philosophen und Philosophenspott in der attischen Komaodie, 48.

1b 6 71 mot’ éotiv: For the use of moré with interrogatives to give an emphatic tenor to
the speech, see Smyth § 346¢. In the present fragment the combination of mote with
the indefinite relative pronoun ¢ 7 results in a rather dismissive way of speaking,

which emphasises the very indeterminacy meant by the slave.

2 dia Tadryy: To the audience the reference will have been obvious; either it refers to
someone or something visible to them or it resumes an antecedent noun previously
mentioned. Nesselrath (MK 294, n. 24) believes that this deictic pronoun refers to a
woman, who has been occupying the master’s mind. This could be either a hetaira or
a free young lady, whom the master would like to marry. But Kock (11.237) offers an
alternative interpretation; he thinks that radryv refers to Philosophy. If so, this might
suggest that philosophy played a significant role in the plot of the play. Though
certainty is impossible, I would opt for Nesselrath’s rather than Kock’s interpretation,
given the increased interest of Middle Comedy in hetairai and women in general (cf.
General Introduction pp. 20-21). Besides, the issue of advantage / benefits to be

expected from a hetaira is also the topic of Amphis fr. 1 (cf. ad loc.).

3a 10 ITAdrwvos ayadov: Refers to a central notion in Plato’s philosophy, that is, the
notion of the Good;3 lef. Imperio in Belardinelli et al., Tessere, 127. For a discussion
of how philosophy penetrated the fourth century Athenian society see General
Introduction pp. 19-20.

The slave of the present fragment has apparently no idea of what the Platonic

Good is, and employs this phrase in a proverbial way to express his overall ignorance

3 CE.R. Lodge, Plato’s Theory of Ethics, London 2000, Shorey, in Tarén, Selected Papers, vol. 2, 28-
79; Irwin, Plato’s Ethics, 318-319, 332-337; Hobbs, Plato and the Hero, 220-230; Dorter, Form and
Good in Plato’s Eleatic Dialogues, 24-26, 231-235, 238-243.
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of the matter that he is discussing with his master.>”> A further reference to Plato’s
Good recurs in Philippides fr. 6, where it is given a peculiar interpretation, since it
appears to equal celibacy and carefree life.

The concept of 16 @yadoy in Plato is complex and multifaceted, as Protagoras
admits in Prt. 334b. Actually, the real nature of 1o aya3ov is under constant discussion
and meticulous examination throughout the Platonic corpus, cf. Phlb. 65a, Crat. 412c,
etc., while Parmenides declares his uncertainty in Parm. 134c. In some passages to
ayaYoy appears to equal 5dovy (Phlb. 11b), copia (Euthd. 281¢), ete.*? Despite the vast
number of references to it in the surviving works of Plato, one cannot easily discern
Plato’s own conviction about this notion, since the relevant passages provide us with
the views of either Socrates or his collocutors. It is likely that Plato’s own view was
presented in a lost lecture, entitled ITeo/ rayadol, given by him late in life, and to
which the phrase 10 ITAdrwvos dyadéy must refer® Gaiser’ argues that Plato’s
Seventh Letter composed ca. 355 B.C. is unaware of this lecture (cf. 341d-e);
therefore, he suggests the years between 355 and Plato’s death as the date for its
delivery. This lecture must have dazzled and confused the majority of the listeners,
who were unprepared for its content, as Aristoxenus confirms in Harm. 2.30-31:
xa9dmnep ApioroTéAns ael dmpyeito Tous mAsioTous TAY axovoaytwy maga ITAatwvos Ty
ol Tayadov axgoacty madely. mpogiévai uev yap éxactov vmoAauBavovra AqlerSai T Téw
voutlouevwy TolTwy avSpwmivwy ayadv olov mAottov Uyiciay layiv To oAov eldatuoviay TIva
Savuaciy. 6te 0¢ @aveinoav of Aoyor megi waSmuatwy xai agSudy xai yewuetoias xai
aorgoloyias xai To mépas omi ayadov EoTv &, TavteAds olwar mapadoloy TI épaiveto
alrois. elY of uev xateppovouy ToU mpayuatos of O xateuéupovro. See Arist. MM
1182a25-30, Simplicius in Ph. 151.8-11, 453.27-30. The dominant opinion of modern
scholars is that Plato used to deliver regular lectures on the Good within the Academy,
in front of his disciples only; this is the reason why Simplicius speaks in plural of
Aoyor (in Ph. 453.28, 503.12) and ouvousias (ibid. 542.10, 545.24). But there must have

been a single occasion, when Plato gave a public lecture that left a lasting impression

*2 Fenk notes: “To IMAdrwvos dyaSév paulatim apud Athenienses proverbii loco celebratur pro obscuris
quibusdam et remotis rebus, quas accuratius definire nolebant aut non poterant” (Adversarii Platonis
quomodo de indole ac moribus eius iudicaverint, 45).

¥ Cf. Grg. 495a-b, 499e, HpMa. 297b, Lys. 222d, etc.

* See Riginos, Platonica, Anecdote 79, pp. 124-126.

3% Phronesis 25 (1980) 17-19.
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on the Athenians.’® Themistius 245¢ mentions Piraeus, as the exact location where
this lecture supposedly took place. Gaiser argues (o.c. 9) that if this was an internal
discourse within the Academy, Plato’s students would have understood their teacher’s

tenets, and would not have been confused to the degree described by Aristoxenus /.c.

3b d4: Cf. Denniston GP 204, 214-218. The position of o9 here is emphatic, and so is
its meaning. Denniston notes its particular connection with certain verbs, especially in
Plato. These verbs are dpa (as in opa 07; €.g. Pl. Phlb. 11a, Phd. 105a), and &x¢ (as in
éye O; e.g. Pl. R. 353b, Grg. 460a). Another imperative, which occurs frequently in
Plato in connection with %, is mpocéyw; the usual phrase is meogeyz on Tov voiv (e.g. Plt.
259d, Men. 82b, Lg. 809¢, and once mpogexétw o ... Tov votv in Lg. 783e). Since the
phrase mpéoozye o1 does not occur anywhere on its own,”’ i.e. without Tov voiw, I would
suggest that in the present fragment the next line began with rov volv, which scans
correctly too (— —). The master’s mposege o7 is already a response to the slave’s
perplexity; he is about to explain to the slave, i.e. an argument will follow (again not
unlike Plato). The acquaintance of Amphis with Plato is not limited to the reference to
1o ayadov, but subtly extends to the Platonic style. Thus, we are led to assume that
Amphis expected at least some of his audience to know their Plato and discern this
element of Platonic diction. The parody of Platonic style is consistent with the level of
interest in philosophical ideas, and, although unprovable, it is possible that this is a

reference to a written text.

Tvvaixoxpatia (fr. 8)

This fragment consists of two catalectic trochaic tetrameters. This is the only
time that Amphis employs this metre. Here the trochaic tetrameter is used for general

moralising.*®

36 Cf. Ross, Plato’s Theory of Ideas, 147-149; Gaiser o.c. 8-11, 25.

37 Outside Plato the phrase mpéoez 3% occurs only twice; in Alexis fr. 274, and in Galen De dieb. decr.
9.808.15. In both passages it is accompanied by rov voi.

*® For the use of the trochaic tetrameter for special effects as a means of inviting particular audience

attention see General Introduction p. 27.
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This is another shared play-title between Amphis and Alexis.”® Both Béttiger
(Kleine Schriften, 1.300ff.) and Meineke (1.398ff.) believe that both I'waixoxearia-
plays must have been either adaptations or imitations of Aristophanes’ Ecclesiazusae.
However, Arnott considers all this as surmise.*” And he is right to be cautious; for a
title like I'vvaixoxgatia could mean either “regime of women” or “control by a woman
/ women”. So, the connection with Ecclesiazusae, though highly probable, remains
uncertain. If the title meant indeed the latter, the play may have focused on just a
couple, featuring e.g. a henpecked husband and an authoritarian wife.

The fragment is cited by Athenaeus VIII 336¢.

mive, maiCes Svmrog o Biog, oAiyos oumi i xoeovos:

» ’ L4 7 ’ b4 ”n ({4 b 7
adavatos 0 Savatos éotwv, av anat Tic amodavy

Drink! Play! Life is mortal, short is the time on earth.

Death is immortal, once one dies

1: The line is asyndetic. The imperative nai(s is probably an urge to “make love”
(Henderson, The Maculate Muse, 157); indeed, this is the usual meaning of the verb
nailw in Comedy; cf. on Mnesimachus fr. 4.52-55. However, it does not follow that
nailw here refers exclusively to sex; it can also be interpreted as a general advice to
enjoy all aspects of life and to indulge in all kinds of pleasure; of course, part of this
enjoyment is sex, but there are also other things (e.g. food and wine). In fact, the
double imperative (nive, maile) is quite arresting, and the whole line is another instance
of a well-known cliché, exemplified particularly by Horace Od. 1.11.6-8: “sapias,
vina liques, et spatio brevi / spem longam reseces. dum loquimur, fugerit invida /
aetas: carpe diem, quam minimum credula postero”; cf. Alcaeus fr. 38a.*' A similar
saying was said to have been inscribed on the tomb of Sardanapalus; éo%¢, nive, maile

(or sxeve), as an instigation to the passers-by to enjoy life.*?

%% See introduction to Amphis’ AumeAovpyss.

0 Cf. Amnott’s introduction to Alexis’ play, with bibliography on gynaecocracy.
*! See on Philetaerus fr. 7.2 and on Theophilus fr. 12.3-4.

“2 Cf. Aristoboulos 139 F 9 and Apollodoros 244 F 303 FGrH.
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1-2: These lines are arguing a paradox; life is said to be mortal and death immortal; cf.
Lucretius 3.869: “mortalem vitam mors inmortalis ademit”. Life is matched with
mortality, and death with immortality. This conceptual paradox is emphasised even
more through the verbal echo a3dvaros — Savates, and the parechesis of the letters =
and 3. Both the conceptual antitheses and the verbal echoes are major features of the
sophistic artillery (see on Amphis fr. 1.1b). See Gorgias’ EAévns éyxwuiov (cf. §§7, 20,
21), and Trép Ialaundovs amoroyia (cf. §§ 3, 5, 22, etc.); both speeches abound in
language twists and plays. This kind of riddling language is reminiscent of Heraclitus
too; cf. fr. 50: yewyrov ayévqrov, Svyrov aSavatov;, fr. 62: aSavator Svyroi, Svyroi

~ ) ’ ) ’ ~ 43
aSavaro, {ovres Tov éxeivwy Savatov, Tov 0¢ éxsivwy Biov TedvedTes.

2: Here we have a run of seven short syllables (a3avaros 6 davarog), resulting from the
resolution of the second and third longa. West observes that “the frequency of
resolution (in trochaic tetrameters) is in tragedy somewhat higher, but in comedy
somewhat lower than in the same authors’ trimeters™ (/ntroduction to Greek Metre,
29). Amphis’ rate of resolution in iambic trimeters is rather high; in the surviving total
of his one hundred and twenty seven iambic trimeter lines he practises resolution (of
ancipitia, longa, and brevia) one hundred times, often twice within the same line. Still,
the resolution of two consecutive longa, and the resulting sequence of seven short

syllables is a rare and noteworthy case.

I'vvamxouavia (frr. 9, 10)

The title is reminiscent of the I'vvaixoxgatia-plays by both Amphis and Alexis,
and also of Anaxandrides’ I'spovtouavia. It is possible that in the I'uvasxoxpatia-plays
women transcended (to an irrecoverable extent) the boundaries of their traditional
roles and duties. The term jwaixopavia grammatically allows for two possible
interpretations; i.e. either lust for women (i.e. objective genitive) or madness of
women (i.e. subjective genitive). Elsewhere the word has the former sense.** If we

adopt this meaning for the present play too, a number of plot-possibilities present

* For death as unending cf. Catullus Carm. 5.4-6.
* E.g. Plu. 769b, Ath. XI 464d, etc.
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themselves: a) a man may have a passion for a particular woman; b) a man may be in
pursuit of women in general; ¢) several men may be after one or more women.

Nevertheless, the sense “madness of women” cannot be ruled out. In
Anaxandrides’ I'spovrouavia the idea of madness, rather than that of /ust, seems more
plausible.45 If ywvainouavia denotes indeed the madness of women, such madness can
be understood in two different ways. Firstly, given the existence of both
Ecclesiazusae and the two I@'vvamxoxgatia-plays, one is tempted to discern in
Tuvaixopavia a roughly parallel pattern, i.e. some kind of female domination; women
going awry and misbehaving, in disaccord with the socio-political status traditionally
assigned to them. Besides, the heavenly situation described below is interestingly
paralleled by the programmatic statements of Praxagora in Ec. 605-607 and 689-710;
with women being in charge of the public affairs, the men are left with nothing but a
life consisting of merely eating, drinking, and copulating. Although ultimately
unprovable, still it is not inconceivable that the present fragment of Amphis fitted into
a parallel context. It may be important that the word Biog is present (1. 1); i.e. what we
are presented here with is not to be perceived as an isolated occasion (e.g. a usual
symposion), but rather as a description of a permanent situation that is a preposterous
modus vivendi. A further assumption would be that the speaker A might actually be a
woman instructing and introducing an ignorant male into the “rules” of the new way
of life.

The second possibility is to suppose a mythical play, and explain this madness
as a divinely inspired one, i.e. a ritual madness, possibly bacchic, parallel to the one
described in Euripides’ Bacchae.*® This hypothesis gains further support, if we accept
that the Eurybatos mentioned in fr. 10 is indeed the mythical character (see ad loc.).
However, it is difficult to imagine the kind of mythical plot that could accommodate
both frenzied women and Eurybatos as one of the Cercopes, and it would be a mere

conjecture to try to reconstruct any further details. Whatever the myth elements, they

* It is hard to imagine how old men can be sexually attractive. Millis ad loc. also understands the title
as “madness or infatuation of old men rather than a lust for old men”. But this is comedy and we cannot
rule out the idea that someone had a passion for old men; it is however less likely, especially since
senility was a phenomenon as familiar to the ancient Greeks as to us.

* On maenadism see the introductions of both Dodds and Seaford in their editions of the play. In
general, Greek (male) mentality conceived women as particularly prone to becoming possessed by

daemonic passion; cf. Padel, in Cameron & Kuhrt, Images of Women in Antiquity, 3-19.
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must have been given a comic twist, allowing again for a mixture of myth with
contemporary, fourth century life (cf. General Introduction pp. 24-26).

The fragment below is cited by Athenaeus XIV 642a, within a series of
fragments that are meant to provide evidence about the nature and the content of both

émdopmiouata and dsutegar Toamelar.

Fr.9

5o mot’ Yrovoas Biov
aAqAeuévov; (B.) vai. (A.) ToUT’ éneiv’ éotiv oapdis:
auntes, olvos 70U, wa, oncaual,
wigoy, oTépavos, avAnteis. (B.) @ Aicxropw,

5 ovouaTa Ty dwdsxa Sewy dsAnAvdas

Have you ever heard of a ground-grain

life? (B.) Yes. (A.) This is exactly what it is all about;
milk cakes, sweet wine, eggs, sesame-seeds cakes,
unguent, wreath, a flute-girl. (B.) O Dioskouroi,

5 you have gone through the names of the Twelve Gods

1 %0 motr’ yxovgas: This forceful way of introducing a question is one of many
possible variations of a standard pattern that aims to draw on the collocutor’s
experience. A verb signifying hear, listen, see, perceive, and the like is combined with
70m, sometimes followed by another adverb of time (if so, then preferably by either
moté or mwmote), to form a forceful question. Cf. Ar. Nu. 346, Amphis fr. 27.4-5,
Hermippus fr. 37, Magnes fr. 2, Pl. R. 493d, etc.

1-2 Biov aAnAeuévoy: This expression has the sense of profusion of goods (cf. Suda s.v.
aApAeuivov: émi T v doSovig Tév émrydeiwy fyrwy).t’ Here the speaker goes through a
real abundance of requisite provisions for a complete banquet.

The passive perfect of aAéw (grind, bruise; cf. LSJ s.v.) can be either aAgAeuar
(as here) or aAgAsouar (used more frequently, e.g. Hdt. 7.23.20). This kind of

* See Bernays, Theophrastos’ Schrift iiber Frommigkeit, 53-54.
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reduplication is called Attic; cf. Smyth § 446; Lautensach, Grammatische Studien zu

den griechischen Tragikern und Komikern, 113-114.

2 tobr’ éxeiv’: Colloquialism, particularly frequent in Comedy and Plato; cf. Dover on
Ar. Ra. 1342, and Dunbar on Ar. Av. 354. Here it is used to add emphasis and draw

the collocutor’s attention on what follows.

3-4 auytes ... abAytoic: Here we have — on a small scale — a stylistic feature typical of
Comedy, i.e. the list. Aristophanes is full of them; e.g. V. 676-677, Ec. 838-852, Ach.
1085-1093, etc. This is a pre-comic motif, examples of which can be found in iambos,
e.g. Hipponax fr. 26a West, as well as in elegy, e.g. Solon frr. 38-40 West.*® This is
not just a Greek tendency — Rabelais is also very fond of them.*’

aune and omoaud are types of cakes. quns was made of milk (sch. on Ar. PL
999, Poll. 6.77); onoaut; was made of sesame seeds and was offered at wedding
ceremonies, as a symbol of fertility (sch. on Ar. Pax 869, Men. Sam. 74, 125).

Unguent was a sine qua non of a proper symposion; cf. Poll. 6.104-105, Ar.
Ach. 1091, Ec. 841-842, Machon fr. 16.267 Gow, etc. According to the physician
Philonides, the custom of anointing one’s head with perfume had a practical aim, i.e.
to reduce the strength of wine and to prevent it from being drawn upwards to the
head, since it was believed that a dry head attracted anything that was taken into the
stomach (cf. Ath. XV 692a-b).

The garlanding of the banqueters with wreaths was another typical feature of
the standard procedure of a symposion; cf. sch. on Ar. Ec. 133, Ach. 1005-1007,
1089-1093, Ec. 838-852, P1. Smp. 212d-e, D.H. Ant. Rom. 19.8.1, etc.

Flute-girls were commonly present at symposia; cf. on Philetaerus fr. 17.4.
Comedy abounds in references to flute-girls and similar female artists (all of whom
might double as hetairai), who entertained the banqueters; e.g. Ar. Ach. 1091-1093, V.
1219, Ra. 513ff, Antiphanes fr. 233. Cf. PL. R. 3733, X. Smp. 2.1, etc.

8 Cf. West, Studies in Greek Elegy and lambus, 31-32; Noussia, CQ 51 n.s. (2001) 353-359.
* Cf. the list of foodstuffs in Gargantua 35.53-70.

*® Vahlen defends the reading éraipars ad loc. (Opuscula Academica, 1.7-12).
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4 & Avwoxspw: Invocations to Dioskouroi are relatively rare in Comedy. In fact, there
are only three: Ar. Pax 285, Ec. 1069, and Men. Dysc. 192. The scholiast on Pax 285
notes: do viv att@v uéuvyral, 611 Bpacidov Tot Aaxedawwoviou éuvnaSmy. Ussher on Ec.
1069 believes that this is simply a prayer originating from the quality of Dioskouroi as
protectors of the travellers. Nevertheless, it is not inconceivable that the Dioskouroi,
as specifically Spartan patrons, might have looked as the most appropriate deities to
be invoked within Ecclesiazusae, a play with a particularly Spartan flavour.”' If we
accept the hypothesis made in the introduction about the possible resemblance of the
present play to Ecclesiazusae, then it is possible that the invocation to Dioskouroi is

not accidental, but rather relates to the play’s context.

5 dwdexa Jedv: The present exclamation, combined with the previous apostrophe to
the Dioskouroi, denotes heightened emotion and excitement. With comic
exaggeration the speaker equates the various foodstuffs with the Olympian gods. In
addition, what he brands as the twelve gods, are actually not twelve but seven
symposion essentials. So the joke is double; the twelve gods are substituted with
seven items of pleasure. The euphoria of the speaker must be overwhelming; he is in
complete heaven.

The mentions of the Twelve Gods in Comedy can be either simple references
(as in the present fragment) or invocations. But they are not particularly frequent; the
only ones are: Ar. Av. 95, Aristophon fr. 11.2, adesp. fr. 362 Kock (references); Ar.
Eq. 235, Men. Kol. 127, Sam. 306, adesp. fr. 1013 K.-A. (invocations).’? See Lehrs,
Populire Aufsdtze aus dem alterthum vorzugsweise zur Ethik und Religion der

Griechen, 246.

Fr. 10

This fragment is cited by Athenaeus IX 386e. The words xvigoAoryoe and

oABioyaotwe imply a gastronomic context, parallel to that of fr. 9.

*! Praxagora champions the establishment of a communist society, where private property would be
abolished (590ff.), and the women generally assume unprecedented — for the Athenian society —
liberties and rights. For parallels within the Spartan regime, see Arist. Pol. 1269b 32fT., X. Lac. 1.4, 6,
11.1, Plu. Lyc. 10. See also Willetts, Hermes 87 (1959) 501.

%2 An altar dedicated to the Twelve Gods existed in the Athenian agora from the second half of the
sixth century; cf. Th. 6.54.6-7 (see Gomme ad loc.), and Crosby, Hesperia, suppl. 8 (1949) 971f.
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ElpiBate nvigodotgé, (-) otx 7y’ omws

ol oABroyaoTwe &l ov
1 (ua A’) Meineke: (yaip’) idem Anal. Ath. p. 169: (viv) Kock

Fat-licking Eurybatos, it is definitely
in your belly that you find happiness

1a ElpiBate: Eurybatos was a mythical figure; he was one of the Cercopes. This
would fit a mythical plot for the play (see introduction).53 However, the name
Eurybatos was also used as a nickname for a cunning person, after the notorious
traitor Eurybatos, who betrayed Croesus in favour of Cyrus (cf. D.S. 9.32, Suda I.c.,
Ephorus 70 F 58 FGrH, Eustathius Comm. Od. 2.202.12ff.). Aristophanes uses this
name as a nickname of Zeus (fr. 198). Likewise, in the present fragment the speaker
could be simply targeting the cunning of another character (not necessarily named

Eurybatos).

b xvigodoiyé: “Licker of fat”. The speaker employs this adjective to satirise the
gluttony of the person he is addressing. This is either a comment with an immediate
relation to a particular scene (i.e. the person addressed has just indulged in food or is
about to do so0), or a more generalised statement on the eating habits of this person.

The usage of both the adjective xwaoloiyog and the noun xvigoAoryia are limited
to Comedy: Antiphanes fr. 65, Sophilus frr. 6 and 8. Generally, compounds with
xvigo- are common mocking characterisations; e.g. Taymyoxvigodmgas (Eupolis fr. 190),
xuigotnentis (fr. adesp. 1042 Kock = Phryn. PS 84.20), xvigoxorat (Asius fr. 14.2
West) xvigodiwxtys (v.1. in Batr. 232); see K.-A. on Eupolis fr. 190.

> According to one tradition, the Cercopes were two brothers, notorious for plundering, robbing, and
killing travellers. The ancient sources are not unanimous about their names (they are named as either
Eurybatos and Hélos, or Sillos and Trivalos). As a punishment for their crimes Zeus transformed them
into apes; cf. Diotimus fr. 2, Ovid Mer. 14.88-100. But according to a different tradition, the Cercopes
were a whole tribe of villains (some sources describe them as monkey-like), who were subdued by
Heracles; cf. D.S. 4.31.7, Apollod. 2.6.3. See RE XI.1 s.v. Kerkopen, and 1II Al s.v. ZiAdos nr. 1. Cf.

Hunter’s introduction to Eubulus’ Kégxwmes.
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xc (-): Cf. crit. app. From the conjectures made so far viv looks rather flat and its
only advantage is that it scans. yaig’ is possible, but there is no obvious reason to
suppose that a character has just entered, as the supplement would suggest. But ua A/’
seems a promising suggestion, since the particle ua plus the accusative occurs
frequently — in both poetry and prose — before or after a negation as a way of adding
extra emphasis; e.g. Chionides fr. 4.1, Cratinus fr. 128.1, Hermippus fr. 68.1, Alexis
fr. 63.4, Eubulus fr. 97.1, Ar. Av. 24, Th. 567, Ec. 1085, D. L. 3.10, etc. For further

examples and bibliography see Arnott on Alexis fr. 233.1-2.

2 0ABioyaaTwe: This word was probably invented by Amphis. It occurs only here and
in Athenaeus IX 386¢, where the relation with this fragment is obvious (see 386¢).
Combining the notions of 0A8o¢ and yaarme, the word is a comic formation that very
graphically describes as glutton someone who finds happiness and bliss in his belly /
in eating. There is a paratragic tone generated by dABoyacrwe, for it alludes to
adjectives such as 6ABodaiuwy (Il. 3.182), 0ABisdweos (E. Hipp. 750), 0ABiauosgos (Orph.
H. 26.6), etc.

Acbidquidng (fr. 13)

This name is not attested anywhere else as a personal name. However, there is

a considerable number of names ending in -dyuidns from both the fifth and the fourth
centuries B.C. The evidence comes from Athens but also from Thessaly, Boeotia,
Euboia, and the island of Thasos.”* Breitenbach admits that “nullam inventionis
causam video” (Titulorum 50-51). The first component of the name is the stem Jsé-
for dé6acSa:, commonly attested in names beginning with Aef-, Aefe-, Acki->° The
second component must apparently be djuos. The antecedent here is Aristophanes,
who often engages into a word play of creating names and words out of dfuoss. Apart
from the person named Aduos in the Knights, Aristophanes invents the comic
diminutives dquaxidov (Eq. 823), and dnuidov (Eq. 726, 1199). Additionally, in V. 699

he creates the verb duilw to refer to demagogues (dquilovrwy). Another instance of a

34 Cf. the reverse indexes in LGPN vols. 1, 11, and 111.B.

53 See Fick, Die griechischen Personennamen, 91; Bechtel, Personennamen, 118; PA 3209-3241,
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name created after dquos is the figure of BAeyidyuos in Plutus, whose name implies a
“realistic political man” (Webster SLGC 15).

It may be significant that Plautus in Bacch. 284-285 treats the name
Archidemides as being a Redende Name (“cum mi ipsum nomen eius Archidemides /
clamaret dempturum esse...”). A speaking (alias significant) name is exactly what
Aelidnuidne must be. Given its two constituents (i.e. dzxouar and ofjuos), Aebidnuidns
might allude to a wealthy person who entertained and treated the people with hestiasis
and other liturgies. Any attempt to identify this person would be without further
evidence.

The fragment below features a negative portrait of Plato and forms part of a
wider tradition that presents Plato as arrogant. None the less, this image of Plato is
counterbalanced by another branch of the tradition (e.g. Diogenes Laertius, Plutarch,
Stobaeus, etc.) that sees him favourably as a moderate, benevolent, and dignified
philosopher; cf. Riginos o.c. 160-164. Our fragment is cited by both D.L. 3.28
(immediately after and within the same context as fr. 6 above), and Suda o 706.% It is
a direct address to Plato. This suggests that Plato may have appeared as a character in
the play and had a speaking part.’’ Of course, we cannot rule out the possibility that
the speaker is addressing an absent Plato, just as the speaker in Amipsias fr. 9 can be
addressing either a present or an absent Socrates.”® Whatever the case was, either
present (eixovr) or absent (Asyw), Plato is satirised in the very way that he himself

condemns in the Laws 935e.

@ IMAatwy,
ws oUdey oloda mAny axuvdpwmnalev wovoy,
WoTEQ XOYAIAS TEUVIS EMMEAWS TAS OPETS

2 oiza Diog. F: fo3a Diog. BPV®, Sud.: 7o edd. Basil. 1907 et Marcovich 1999

O Plato,

% Suda here is copying from Diogenes Laertius’ text, which is one of Suda’s numerous sources; cf. RE
s.v. Suidas, esp. pp. 709-710.

57 Plato must have also had a speaking part in Aristophon’s play entitled Plato (so Meineke 111.360; cf.
Webster SLGC 63, Amott 51).

%% There is a much later example of a speaker addressing an absent Plato; this is Ps.-Luc. Amor. 24.
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you know nothing but scowling,

raising solemnly your eyebrows like a snail

1 & IMMdrwy: The technique of ovouaoti xwuwdeiy, characteristic of Old Comedy, is
being used here by a Middle Comedy playwright.59 The present gibe against Plato is
personal, but elsewhere in Middle Comedy Plato’s philosophy is also targeted; cf.
Amphis fr. 6. No stereotype of Plato’s presentation can be established. His fondness
of definitions, usually trivial ones, is parodied both in Alexis fr. 1 (cf. Arott ad loc.)
and Epicrates fr. 10.8% Alexis mocks Plato’s habit of walking up and down while
pondering (fr. 151), and also his idle talk (fr. 185).%' Several aspects of his philosophy
are also targeted; the theories about the soul and its immortality are parodied in Alexis
fr. 163 and Cratinus Junior fr. 10; the aya3a-doctrine in Alexis fr. 98; the theory
about the one and indefinite dyad in Theopompus fr. 16.°* Anaxandrides fr. 20
satirises Plato’s habit of eating the Academy’s sacred olives (cf. D.L. 6.25). The
members of the Academy in general are also parodied; they are said to be soft and
effeminate (Antiphanes fr. 35),% to corrupt the youths through the manceuvres of
logos (Alexis fr. 99), and to cultivate the appearance of austerity and solemnity
(Ephippus fr. 14). The latter agrees with the way Plato is treated in our fragment. In
fact, some aspects of Plato’s treatment are longstanding commonplaces — alazoneia
(Socrates in Ar. Clouds, Protagoras in Eupolis’ Kolakes and in Plato), concern to
present an intellectual fagcade (Protagoras again /l.c.), hunger and / or impiety

(Socrates in Amipsias’ Konnos).

2 oUd¢v oloda: Cf. crit. app. The confusion of the tradition may be partly due to the fact

that by the Byzantine period ofz3a and 7o3a will have sounded the same. The codices

*® There is good evidence as to the intermittent persistence of the dvouasti xwuwdeiv not only during the
fourth century B.C., but also down to the beginnings of the third; cf. General Introduction pp. 17-18.

% Socrates is parodied for the same reason in Ar. Nu. 144fF.

®' Within Old Comedy the same accusation is cast against both Socrates (Ar. Nu. 1480ff. with scholia,
Eupolis fr. 386) and the sophists (Ar. fr. 506, Eupolis fr. 388); cf. Arnott on Alexis fr. 185.

% Similarly, Aristophanes parodies what he presents as the essential elements of Socrates’ philosophy;
cf. Nu. 95-97, 2251t etc.

% On the contrary, in Old Comedy Aristophanes and Amipsias parody the negligent looking of both
Socrates and his associates; cf. Ar. Nu. 103, 835-837, Av. 1281-1282 with scholia, and Amipsias fr. 9.
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of Diogenes Laertius offer limited help. The reading %s:a is preserved in the codices
B (Burbonicus), and P (Parisinus), as well as in the fragmentary codices V (Vaticanus
gr. 1302), and @ (an excerpt in codex Vaticanus gr. 96). It is also preserved in Suda.
On the other hand, the reading o/z3a is preserved only in codex F (Laurentianus). In
the introduction of his 1999 Teubner edition of the text Marcovich considers codex B
as the best of all codices, despite being written by an illiterate scribe, and codex P as
an excellent one too (p. XII). But when it comes to codex F, Marcovich regards it as
inferior, written by a neglectful scribe (p. XIV).

None the less, the study of some parallels weakens the case for 7¢:3a, despite
being favoured by the manuscript tradition, and favours the case for o/z3a. With the
verb %03a, the predicate tends to be a noun; cf. Ar. Lys. 139 oldey yap éouev mAqy
IMogerdav xai oxaey, Ra. 227 oldév yap éor’ AL’ %4 xoak S. fr. 945.2 TGF w¢ oldéy
éopey Ay owaic éoxores, E. fr. 25.2-3 TGF yépovres ovdéy éouev GAAo mAny oxhos / nai
axi’. On the other hand, with the verb o/zda the predicate tends to be an infinitive
(with or without an article); cf. Ar. Ra. 740 ooris ye mivew olde xai Piveiv wovoy, Alexis
fr. 217.2 6 d¢ Aiovwuoog 0lde To pevoar wovoy. Accordingly, the presence of the infinitive
axvdpwnaley in our fragment tells for the reading o/zSa.

An additional element that may tell against the reading 4¢3z could be the
absence of the particle #ga. Denniston, in what he calls “idiomatic usage”,** notes that
sentences that contain imperfect, particularly of ejus, and give the impression of
aknowledging something that has long been the case, are often reinforced by the
particle aga. Though not compulsory, aga might have been expected.

The reading foda, first proposed by Breitenbach, Buddenhagen, Debrunner,
and von der Muehll in their 1907 edition (Diogenis Laertiis Vita Platonis), and
recently adopted by Marcovich, though palaeographically close, is unparalleled.

The choice is difficult; all the more that both readings o/s:Sa and 4o3a are
offered by the tradition. On balance, I am inclined to accept ofzJa along with Kassel-
Austin. But whichever reading is adopted, this passage is hostile to Plato, and this is

certainly typical (cf. on 1. 1).

% See GP 36-37 and LSJ s.v. dea.
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2-3 oxvSpwnaley - émmoxws Tag opeis: Lifting the eyebrows in a grimace was generally
associated with haughtiness,65 and with being in a sullen and / or angry mood.%®
Because of this, it was commonly associated particularly with philosophers, as a way
of expressing their deep meditation and arrogance:.(’7 Such an attitude is much
parodied by Lucian in Nec. 5, where the philosophers are presented as not practising
what they solemnly prc::ach.68 Indeed, “you know nothing but scowling” suggests that
Plato is a mere appearance, a hypocrite. This feature of the philosophers constituted a
good laughter source for Comedy, cf. Menander fir. 37 and 349 (or Tag opeiis aipovres),
Bato fr. 5.13 (of yap Tas épetis émmexores). Additionally, Hegesander in Book VI of his
Hypomnemata (FHG 1V.413) quotes an epigram mocking philosophers in general
(e.g. opguavacradgidar). See Weiher o.c. 47.

There are lots of expressions that denote the lifting of the eyebrows,®” but the
verb émaipw is rare. In fact, it is used only here, in Euripides fr. 1040, and Bato fr. 5.13

(always in perfect).

A1Xvpauboc (frr. 14-15)

The title is open to multiple interpretations. It could indicate Dionysus

himself, since AtJpauBos was one of the epithets of the god (cf. E. Ba. 526).

Alternatively, it may denote dithyramb the song, possibly with particular allusions to
the innovations that this song underwent during the fifth and fourth centuries B.C.
(see below).” There is also a slight possibility that the title refers to a Satyr with that
name from among the thiasos of Dionysus.”' This hypothesis receives some support

from Aeschylus fr. 355 TGF (ueioBoav moemer / oNpaubBov ouagtelv / avyxwuov

% Cf. Poll. 2.49 6 imspripavog; Hsch. and Phot. s.v. épgudevres: imegiipavor.

% Cf. Ar. Eq. 631, Lys. 7-8, Ar. Pl. 756 (all three with scholia), Antiphanes fr. 217.2-3, Phot. T 595.3,
EM762.7, Suda r 772.3, etc.

7 See Koster, Die Invektive in der griechischen und rémischen Literatur, 227, n. 756. Outside Comedy
the oxvdpwnaguss of the philosophers did not always meet a negative treatment; cf. Plu. Mor. 43f-44a.

% There are hints of this already in the treatment of the sophists in Old Comedy; e.g. Eupolis’ Kolakes
fr. 157 (satirising Protagoras).

% See LSJ s.v. épols, van Leeuwen on Ar. V. 655, and Pearson on S. fr. 902.

™ See RE 1.2 s.v. Amphis nr. 2.

7! So Webster SLGC 83.
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Awviaw), as well as from a vase fragment (CIG 7464), where the name Ar3vgaugos is
assigned to a Satyr. Nevertheless, I would be rather cautious regarding these two
pieces of evidence, since in both cases we could simply be presented with a
personification of the song itself.’?

Dithyramb the song was particularly associated with Dionysus (cf. Poll. 1.38,
Pl. Lg. 700b, etc.). Archilochus (fr. 120 West) is the first to establish this relationship
between the god and his song. A foreign origin was generally assigned to Dionysus,
either Lydian / Phrygian (cf. E. Ba. 13{f., 86, etc.), or Thracian (cf. E. Hec. 1267, Hdt.
7.111, etc.). Similarly, the dithyramb was also held to be of a Phrygian rhythm /
metre; cf. Arist. Pol. 1342b. The poet Arion was allegedly the first one who, between
the years 625 and 585 B.C., produced such a song, accompanied by dance and
Satyrs.73 Lasos of Hermione is generally credited with the establishment of
dithyrambic contests in Athens under the tyrant Hipparchus; cf. Suda A 139.

But the changes in dithyramb during the fifth and fourth centuries B.C. made
the genre highly controversial.”* The mixture of different modes, the interchange of
melodies, as well as the excessive elaboration of both music and diction” were the
main characteristics of the nature of the New Dithyramb.”® Melanippides was the first
to launch a sequence of changes and innovations in the composition of the dithyrambs
with the introduction of anabolai / lyric solos,”’ resulting in the omission of

antistrophes; cf. Arist. Pr. 19.15, Rhet. 1409b. A number of poets, and among them

72 Crusius (RE V1.1204) also understands Aeschylus’ fragment as denoting the homonymous song,
while he believes that the vase figure derives its name again from the song. See also RE VI s.v.
Dithyrambos nr. 2.

7 Cf. Hdt. 1.23, Suda a 3886, Fasti 1.208-211.

™ For a thorough discussion see Zimmermann, Dithyrambos, 117-147; Imperio, o.c. 75-95; Pickard-
Cambridge, Dithyramb, 1-58; Barker, Greek Musical Writings, vol. 1, 93ff.; Hordern, The Fragments of
Timotheus of Miletus, 17-33.

7> Nesselrath MK 253 notices the use of “dithyrambische Sprache” in a number of Middle Comedy
fragments; cf. introduction to Aristophon’s @iAwyidyg.

6 Cf. Pl. Lg. 700d-¢ ndvra cis nivra Ewvdyovres, D.H. Comp. 19 of % ye dSveauBonoiol xai Tols TEoTOUS
wetéBaArov Awgious e xai Pouyiovs xai Auvdiovs év T abrd douatt motoivres.

" Cf. Suda s.v. Medavimridng: o5 év Tij T SiSveauBwy pedonoria ixawotiunas meirra.
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Philoxenus and Timotheus in particular,”® carried on with the changes launched by
Melanippides. In Pherecrates already, there is evidence about these changes: éuoi yap
Hoke T@v xan@v Melavimmidns (fr. 155.3). Aristophanes attacked the New Dithyramb on
a regular basis, particularly with relation to the genre’s elaborate and bombastic style;
cf. Av. 904-957, 1372-1409, Nu. 331-338,” Pax 828-831,% PL. 290ff. ' etc. Striking
is the hostility of Plato (cf. Lg. 700d-e, R. 397a), while Xenophon seems to have
admired the dithyrambic poets, and Melanippides in particular; cf. Mem. 1.4.3.

In this fragment of Amphis the flute, and in particular a foreign kind of flute
called giggras, is the subject of the discussion. Indeed, the flute could not be missing
from a play entitled Dithyramb, for it was the very instrument that normally
accompanied dithyrambs.*> Gulick (on Ath. IV 175a) argues that the speaker A is
probably Dionysus himself. Not only does this seem a rather logical assumption that
finds support in the text itself (see further below), but it also has generic implications,
in that it makes Dionysus a character in a comic play,¥ portrays him as the god of the
theatre, and presents him in a quintessentially Athenian way.

We could well be situated in a divine environment, e.g. on Olympus. If in
particular on the Olympus’ slopes, this would be an ideal parallel to the physical
structure of the theatre. In fact, the very mention of the location of Athens (AS3wyyow),

and the way it is mentioned, makes one feel that the two speakers are somewhere

® See sch. on Ar. PI. 290 about Philoxenus’ Cyclops (fir. 815-824 PMG). Cf. Timotheus fr. 796.1-2
PMG: oix écidw Ta malatd, xawa yae aua xesizow. For a comprehensive discussion of Timotheus’
style, innovations, etc., see Hordern o.c. 33-62.

7 Cf. sch. on Nu. 335: tabra & eic ®iAéEevov Tov SiSvpaubBormoidy ... émei oly ouvdétoic xai moAumAdxors of
O1SveapBorotol yeivrar Aékeav. For a discussion of the passages from both the Birds and the Clouds see
Zimmermann o.c. 118ff.

80 Cf. sch. on Pax 831: 14 meooiwia tav SidveapBomoiidy b émromAcioroy dngdovrd ot xal oldiy meos 1o
npdyua SyAoi.

* See Zimmermann o.c. 127-128.

82 Cf. Ps.-Plu. de Mus. xxix 1141b-c, Pratinas fr. | PMG, also Pickard-Cambridge Dithyramb l.c., and
Wilson, in Performance Culture and Athenian Democracy, 58-95 (esp. 75f%.).

¥ Comedy loved staging Dionysus. Apart from Aristophanes’ Frogs, there are several fragmentarily
surviving plays featuring Dionysus; cf. Cratinus’ Arwwealélavdoos and Asoweor, Eupolis’ Tabiagyor,
Aristophanes’ BaBuAwwior and Awwoos Navayss; Aiwwvoos by Eubulus, Alexander, Magnes, and
Timocles; Aswweov Iovai by Demetrius I, Anaxandrides, and Polyzelus; Arwwoos Aaxyric by

Aristomenes.
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away from Athens.®* However, it is a possibility that the drama did not take place
entirely on Olympus, but the action was split between Olympus and earth.® The
following fragment could possibly be a dialogue between Dionysus and another god.
A legitimate conjecture would be to identify Dionysus’ interlocutor with Poseidon,
given the key-word avatgrawwoe (1. 8). This word is obviously derived from rpiarva,
Poseidon’s symbol par excellence, and Dionysus possibly employs it on purpose; that
is, Dionysus tries to use terms that are familiar to Poseidon, and speak Ais language, in
order to make him understand better how revolutionary this new invention is meant to
be. Poseidon appears as a rather unlearned character, who needs to be carefully taught
about this new device.®

The following fragment is cited by Athenaeus IV 175a-b, within a discussion

about wind-, string-, and percussion instruments that started at 174a, after the hearing

of the sound of a hydraulis (water-organ).

Fr. 14
éyw 0 TOV Yiyypav Ye TOV dopwWTATOV.
(B.) tic &’ 20’ o yviyyeas; (A.) xawov ekecvpnua i
TUETEQOY, 0 JEGTEW UEV OUOETICITOTE
£0e1f’, ASqpmary O¢ rataxsyonuévoy
5 év auumoaiog 7om ‘ori. (B.) dia i 0’ olx ayeig
eic Tov oxhov avro; (A.) dioTt QuAnY Tepiuévw
apodoa. @ihovixotaay Aayetlv Tiv’. olda yap

0TI TAVTa TEAYUAT AVATYIGIVWTE! KQOTOIS
1 yivyeav ye Jacobs Addit. p. 113: -avre A

And as for me, the most cleverly devised giggras.

¥ We do not normally expect Athens to be designated, unless it is not the play’s setting; cf. Diphilus fr.
67.

8 Cf. Aristophanes’ Peace (Olympus and earth), and Frogs (Underworld and earth).

% There are interesting convergences with Poseidon’s presentation by Lucian in both Dialogues of the
Sea-Gods and Dialogues of the Gods. Lucian presents Poseidon asking questions, as if he were either
ignorant of the current divine affairs or slightly naive. Such an impression is conveyed by most

Lucian’s dialogues, in which Poseidon is a speaking character (e.g. DDeor. 12, DMar. 3, 8, etc.).
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(B.) But what is the giggras? (A.) A new invention
of mine, which I have never yet presented at any time
at the theatre, although in Athens it has already become

5 fashionable at banquets. (B.) Why don’t you bring it
forth then to the mass? (A.) Because I am waiting to be
allotted a tribe that is really fond of victory. For I know
that it will shake with applause everything as with a trident

Ia 7iyyeav: It is for this very word that Athenaeus cites the whole fragment.
According to both Pollux 4.76 and Athenaeus IV 174f, yiyyoas was a small pipe with
a high-pitched and plaintive tone, of Phoenician origin.*” It was named after Adonis,
who was called I'iyppas™ by the Phoenicians. Both the specific kind of flute-playing
and the accompanying dance, were also called yyyeas, after the pipe itself (Tryphon
apud Ath. XIV 618c, Poll. 4.102). Although Athenaeus tells us that Antiphanes (fr.
107), and Menander (fr. 203) mentioned the giggras too, their own words do not
survive. This makes the present fragment of Amphis the only surviving text of
literature where this kind of pipe is being mentioned in context.®® Barker™ suggests
that possibly the giggras “was in some way related to instruments of the organ family,
being perhaps a small bellows-blown device”, like the hydraulis. It is easy to
understand why Dionysus claims the giggras to be his own invention. Either a
Phoenician or a Carian invention, this strange pipe has eastern associations and
connotations that suffice for the comic poet to establish a connection with an equally
eastern originated god (cf. introduction). The fact that giggras is associated with
Adonis allows us to assume that it is probably a late fifth century arrival in Athens.
This may explain the date of our earliest references to it (i.e. Middle Comedy). If so, it
may well have been still perceived as a recent development, which might explain why

a character can be presented as ignorant of it.

87 Or Carian (Phot. 7 116). Hesychius records the alternative form 2i7ypo¢ (7 559).

8 Or I'iyyone (Ath. IV 175a).

8 Apart from the lexicographical entries already mentioned. There is also Axionicus (fr. 3), who refers
to uéAy yyyveavra, and the information provided by Athenaeus IV 174f that Xenophon speaks of the
giggras flutes as used by both Phoenicians and Carians. However, no such account is to be found in the
corpus of Xenophon.

% 0.c.1263,n. 13.
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b ye: This reading was suggested by Jacobs Additamenta 113: “Vereor, ut
aposiopesis locum habeat. Verbum ex praecedentibus subaudiendum. Pro 7e mallem
ve”. Indeed, the confirmatory force of 7z is an appropriate match for the antithesis
introduced by éyw J¢. Another possibility would be to read yyygavra (as if it were of
third declension stem in a dental, instead of first declension stem in ). However, the
word does occur in the accusative case, and this is yiyygav (cf. Poll. 4.76: 4 d¢ @owixwy

yAd@rra iyypav Tov Adwviv xalei, xal Toutw o avAos émwvouaorar).

2a 1ig 8’ €5Y’... : The mention of the unfamiliar word giggras generates the following
question about the nature of this object. There are a number of structurally similar
parallels, featuring words that — whether familiar or not — are not immediately
intelligible. This is the case in two fragments of Philemo; in fr. 45, where the word
vabAis is employed (= the player of the musical instrument va6Aa), and in fr. 130,
where the character uses the word Pouwves (Cyrenaic word for the hill). A similar

pattern also appears in Strato fr. 1.34 (edAogirar).

2b xawov éfevgnua Ti: Here Dionysus, the supposed inventor of this special kind of
pipe, calls his invention xawev é€evpmua. Pherecrates (fr. 84) had already characterised
with the same phrase an actual invention of his, i.e. the Pherecratean verse (- — — U
U — -). A boastful cook in Alexis fr. 178 calls Sauuacroy suov ééipmua the Lydian
pilaf xdvdavAoc (obviously an absurd allegation).”!

Apart from serving metrical needs, the indefinite pronoun = has a self-
deprecating force, in the sense that it softens the assertion and makes the statement

sound more modest.

3a quétegov: This is one of the cases, where yuétegos is used instead of éuos (cf. LSJ
s.v. II). The present such usage of the word constitutes a further piece of evidence that
the speaker is indeed Dionysus himself, using the “royal we” and speaking on behalf
of all the comic poets and producers, as the patron deity. Such a hypothesis seems

more plausible, if one compares Eubulus fr. 93, where the speaker Dionysus employs

°! An idea that strikes Iphigeneia is also called xawéy eionua in E. IT 1029,
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again the pronoun 7nuéregos instead of Zude (see Hunter ad loc.).”* This phenomenon
first appears in Homer, e.g. Od. 4.101, 9.93, 11.33, etc. Furthermore, the presence of
the possessive pronoun here, along with £ézlgnua, gives the speaker both a proprietary
interest in the object and a claim to its invention. This severely restricts the number of
candidates for the speaker of this sentence. The obvious contenders are Marsyas
(unlikely — no connection with the theatre whatsoever), Athena (possible but again not
connected with the theatre and rarely found in Comedy93 ), a human connected with
the Athenian theatre, e.g. playwright, musician (possible but difficult therefore to see
why he says ASmwow instead of e.g. évdade).

3b ovdemdmore: “never yet”. As LSJ note, this adverb is usually employed with
reference to the past, as it is here. In Aristophanes (e.g. Pl. 193, 404, V. 1266, etc.)
this adverb seems to possess an extra emphasising and confirmatory force, which

makes it sound stronger than its synonym o0d¢more.”*

4 xataxexoquévov: This perfect participle is employed here absolutely and in passive
sense, in what seems to have been a rather unusual usage.”® I would argue that in the
present case, the participle is not simply equivalent to the simplex xatayeaouar, but it
has further connotations, e.g. “heavily / frequently used”, or even “used until it is
worn out / hackneyed”. The use of the perfect is significant in that it emphasises the

impression that this has long been the case.

6-7 @uAry ... Aageiv: Dithyrambic contests took place during not only the Dionysia,
but also during the festivals of Thargelia, Prometheia, and Hephaesteia; in all cases
the contest was tribal. The Scholiast on Ar. Av. 1404 tells us that éxaory yap @uAy
Aiovioov Toéper d1dugauBomorsy. The poets were assigned to the tribes by lot; cf.

%2 Bain (o.c. 198-200) examines a number of cases, where the plural is used instead of the singular; the
reason is not always the aim for an elevated tone.

» Within the surviving comic material only Hermippus’ ASmvés Iovai seems to have dealt with Athena
in some considerable extent.

% For example, Chremylus in Plutus 193 is absolutely sure that no one ever got their fill of wealth,
while Blepsidemus is equally sure that he has never been rich himself (1. 404).

% Cf. Plu. 818b 4 00 voudereiv ... Slvaguic ... un) xataxsxgmuévy umd’ Ewloc.
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Antiphon 6.11, though it appears that the lot’s verdict was not always conclusive, and
that the tribes could bear a certain influence on this issue.”®

This may have been the role assigned to Dionysus in this play; a ddaoxalog, a
trainer of a dithyrambic chorus for a dithyrambic contest.”” Though we have no exact
parallel, this kind of metadramatic content, where Comedy takes as its theme — in
whole or in part — the staging of a dramatic performance, can be paralleled by those
cases where comedy stages tragedy. A certain example is Aristophanes’ Proagon that
staged the performance of tragedy and probably featured Euripides as one of his
characters.”® Taplin offers a persuasive argument for a similar context lying behind an
Italian vase, known as the Choregoi vase.”

For Dionysus’ presence on stage the obvious antecedent is Aristophanes’

Frogs,'™ where Dionysus gets actively involved with the dramatic affairs of the

Athenians, judging the poetic style of both Aeschylus and Euripides.'®"

8a xporors: This word is generally used as a sign of approval; cf. D.C. Hist. Rom.
54.27.1 (xgotots xai émaivors avtov étiunoav), Heliod. Aeth. 10.41.3, etc. However, it

can also denote disapproval, e.g. Pl. La. 184a (véAws xai xgotog).

8b avatgrawawee: Dionysus employs this strong verb, in order to underline how
enormous a success this new invention of his is going to be. This word is a hapax,

whose usage here makes better sense if the collocutor is Poseidon (see introduction).

102
>

The preposition ava- perhaps suggests upheaval, - and given Poseidon’s connection

% See Pickard-Cambridge, Dithyramb, 35fY.; Wilson, The Athenian Institution of the Khoregia, 511Y.,
68; Dunbar on Ar. Av. 1403-4.

97 Cf. Schmidt, Diatribe in Dithyrambum, 248.

% Kock ad loc. notes: “videtur igitur Aristophanes prolusionem quandam spectaculi tragici
spectatoribus repraesentavisse et inprimis Euripidem traduxisse”; cf. sch. on Ar. V. 61. For the
ceremony of proagon see Pickard-Cambridge, Festivals, 67-68.

% For discussion and further parallels see Taplin, Comic Angels, 55-66.

1% And before that the Taxiarchs of Eupolis, and the Dionysalexandrus of Cratinus (though neither
dealt with the theatre).

"' This was not however the first play to have Dionysus on stage. Tragedy had already dealt
extensively with this god, with Euripides’ Bacchae being our best surviving evidence; cf. Dodds’
introduction ad loc. (pp. xxv-xxx) for evidence about other dionysiac plays.

192 Cf. Anaxandrides fr. 3.3 (dvaxexaitixev, meaning fo have overthrown).
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with earthquakes, this may be a very strong metaphor. That is, the noise of the
applause will have a force equivalent to an earthquake. There is only one other
composite verb with tg/amwa as the second component; this is svvteramow. It occurs
twice: in Plato fr. 23, and in E. HF 946. As to Plato’s fragment, Meineke (1.170)
reckons that Poseidon is the speaker. This makes even more plausible the
interpretation suggested above, i.e. that Dionysus tries to be intelligible to his

collocutor by using his own linguistic terms.

Fr. 15

This fragment is cited by Athenaeus XIII 563c, as part of a general discussion
on the subject of love that began at 561a.'®

It is highly probable, though not certain, that this is another fragment that
deals with Plato (cf. frr. 6, 13). If so, then here we have a mis-presentation of his
theory of Love as a spiritual friendship, devoid of any sexual desire. The frequency of
the mockery of Plato suggests that such jokes found appropriate appeal and response
from the audience, which was acquainted with the Platonic theories, even in a
popularised version. Within the frame of a mentality where love has always been a
broad notion, and where traditionally there has always been a link between Eros and
sexual desire, the Platonic ideas must have been somehow influential, and also rapidly
disseminated — still not in their pure form. A certain degree of popularisation of Plato,
along with a kind of dilution, resulted in a certain modification of his ideas.'™ The
essence of “Platonic love” is that what begins as eros in the conventional sense
becomes a shared search for a higher truth. See Halperin in Halperin, Winkler &
Zeitlin, Before Sexuality, 265; Gould, Platonic Love, chaps. 2, 3, 4.

One could reasonably wonder how fr. 14, dealing with Dionysus, could ever
be accommodated into the same play with fr. 15 that parodies Plato’s theory of Love.
The answer would be that Dionysus and love were considered closely associated.'® In
fr. 15 a character speaks against the case of any spirituality involved in love, as

championed by Plato (and others, e.g. the Stoics, cf. Ath. XIII 561c¢); but we have no

1% 1t is within the same context that both Theophilus fr. 12 and Aristophon fr. 11 are also cited.
'* For the kind and the degree of acquaintance of poets and the public with not only Plato but with
philosophy in general, see General Introduction pp. 19-20.

195 See Gould o.c. 39-40 for textual and artistic evidence.
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evidence as to whom these words are addressed or who the speaker is (perhaps

Dionysus again?).

T QS; TV TAUTI TIPOTOORES TIEITEIY EUE,
D e ¢ ~ ~
we &0’ dparTns 0o TIS Weaioy YIA@Y

’ ? 7’ b 1 4 1
ToOTWY £0a0 TN 0TI, TV Oty Tagels,

-~ ~ I{
goowy T’ ainSig; oUte ToiTo meidoual
5 ol w¢ mévmg avSpwmog EvoxA@y moAAaxig

Toic elmopotaty ou Aabeiv 1 PouAeTar

2 awaiov pidiv Jacobs Addit. p. 297: weaiwy pidwv ACE: dpaiwy pidov Mus.: wgaiov pilov Blaydes Adv.
11 p. 140 3 post mageis interpunxi ego

What are you talking about? Do you expect to persuade me of this very thing,
that there is any lover, who loving a youth in the prime of life,
is in love with his character, disregarding his appearance,
and is truly moderate? I am persuaded neither of this
5 nor that a poor man, who often gives trouble

to the wealthy ones, does not want to receive something

2 w¢ €01’ épagris boTis weaiov @iA@y: This line seems to have been constructed upon
the Euripidean line olx o1’ Zgaorys oorig oux aet gidei (Tr. 1051). Both lines scan as
iambic trimeters, and feature parechesis of the letter complex -or-. For wgaiov see on
Mnesimachus fr. 4.5.

The reading weaiov @iAddv was suggested by Jacobs Additamenta 297, cf. crit.
app. This suggestion is the most plausible in context. Its advantages against the rest of
the readings are: a) the presence of a participle that here is syntactically easier and
less clumsy (than a noun); b) the singular number (“X loves Y”, a typical case / an
example). Jacob’s conjecture receives further support not only from the Euripidean

line above, but also from Alexis fr. 70: & soTic alriic s dxudic T@v cwudrwy / og."%

1% 1t is obvious (from the rest of Alexis’ fragment) that the similarity is merely structural, since the

sense is exactly the opposite to the one meant by Amphis.
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3 Teomwy éoaarig: This is a hint that could possibly be directed against Plato. There are
certain passages in Plato, where character values are rated more highly than external

197 of. Smp. 182d: xdMuov 16 pavepids éodv ... xai wdhicra T@v yewarotdTwy xai

beauty;
dolcTwy, xayv aloyiovs dAAwy @aoi; ibid. 183d: movmpos & éoriv éxeivos o égacTig o
navdquos, 6 Tol Twuatos waAdov v Tis Yuxis eodv; cf. Lg. 837b-c. Being attracted only
by one’s manners seems rather foolish and impossible to the speaker of Amphis’
fragment. So it does to the speaker of Bato fr. 7, who states his indignation against the
hypocrisy of those pretending to love one’s character: uahior’ éuoi dymouSe xwvolary
2oy / of T@v Teomwy @aoxovres émemnis ggav (1. 3-4). The target, at least in Bato’s

fragment, seems to be a more widespread hypocrisy, rather than just Plato. 108

4a ocwgewy: In Aristophanes both cwgewy and swegosivy often have moral and / or
political connotations; e.g. Nu. 529, 1006, Av. 1540 (cf. Dunbar ad loc.), etc. See
North, Sophrosyne: Self-Knowledge and Self-Restraint in Greek Literature, 97-100;
Neil, The Knights of Aristophanes, 204; Dover, Greek Popular Morality, 57.

Likewise, in Amphis’ fragment cwgewvy means moderate, chaste, self-
restrained. Correlated with Ttgomwy égacrrg, it refers to resistance to the physical

attractions of the boy.

4b aAnSig: Truly, actually, really; used by the speaker to emphasise his point; i.e. “is
he fruly moderate the one who pays no attention to physical beauty?” The presence of

this adverb raises the question between semblance / hypocrisy and reality.

5 évoxA@y: This is a well chosen verb that helps draw the two parallels together (the
lover and the pauper), for it can occasionally bear sexual connotations (pester,
importune); cf. Pl. Alc. 1 104d: 1/ note BolAer xai eis Tiva éAmida BAémwy évoydeic e, asi
omov av @ émueAéorata mapwy (Alcibiades addressing Socrates); Luc. DDeor. 10.5:
voyAow yap oe ouveys oreepoucvos. —Tott’ alte wor To WooTOov TOMTEL, €l
ayoumvioaiu weta got @iA@v moAdaxis xai megirioowy (dialogue between Ganymedes
and Zeus); DMeretr. 4.2: noca oiet émi TouTew weunyaviodai ue mepilauBavovoay,

3 ’ ~ > ’ ’ ¢ » INy € ~ C ’
émaToépovaay, @iholoay ameoToauuivoy To ueTaggevoy; 6 0’ old’ omwaTioly UmemaldySy,

197 See Dover, Greek Homosexuality, 60ft., 81fF.
19 Cf. the case of a youth described in X. Cyr. 5.1.15.
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GAN’ &l wor, omaiy, émi mAéov évoyAiaers, amenut %oy, Aeschin. 1.135: é&v toig yuvadgiors

oxhneds v xal TAgicTwY éoadTis Yeyovws.

5-6: The analogy with the poor man is worth of some attention, since it could
constitute a link with Plato’s Symposion, and in particular with what Socrates says
about Love being the son of Poverty, and sleeping on doorsteps; aei &vdeig ovvoixog
(203c-d). This may be an indication that indeed the fragment does target primarily
Plato.

“Ept.301 (fr. 17)

The title signifies the day-labourers, the hired servants (cf. LSJ s.v.), and as

such it forms part of the “banausic” plays of Amphis; it is also one of his shared titles
with Alexis (see introduction to AumeAovgyos). In Homer (e.g. I/. 18.550) the word
go130s denotes the farmer; cf. Poll. 1.221. However, it appears that it was later used to
denote specifically a female worker; either a reaper (Poll. 7.141) or a wool-worker
(Suda ¢ 2990, Phot. ¢ 1913). That free women could also be employed as o130s is
confirmed by D. 57.45, where however this is considered undignified for a citizen. It
might naturally attract metics, since metics could not own land and therefore would
rarely be engaged in farming, and even perhaps slaves.

The possibility that we may be dealing with wool-workers is interesting, since
we have evidence that wool-working and prostitution were in certain contexts
interchangeable activities in antiquity.'” Brothels as places of work were known as
éoyaoripia, and sometimes served as gyaotreia in another sense, being used indeed as
textile factories, as the evidence from the excavations in the area of Ceramicus
suggests, for both the fifth and the fourth century.''® Besides, there is a number of
vases, perfume bottles, and cups, which feature female wool-workers approached by
men. These women, known as the “Spinning Hetairai”, are believed to reflect a real
phenomenon; i.e. a number of prostitutes, during their free time, practised wool-
working as a second job. Hence, under the title o130 there may be hiding a play about

hetairai who made their living through both prostitution and wool-working.

19 See Davidson o.c. 83-91, 112-113.

"% Over one hundred loom-weights have been found in a building believed to have been a brothel.
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In his introduction to Alexis’ HMawuyic % “EotSor Arnott discusses the
possibilities about the role of Zu30r within the play: either the chorus or a group of
minor people or a pair of unrelated women. But he does not reach a definite answer.
The uncertainty is even greater in the case of Amphis, where much less text survives.

The fragment below, cited by Stobaeus 4.15.4, praises the country life, as
opposed to life in town. The speaker, probably a farmer, claims the former to be far
better. It is possible that an event, proving the truth of his statement, has just taken
place. In fact, the text as it stands allows for two possibilities. The speaker either left
the countryside for the town and is now dreaming of it or fled the town for the country
and is now expressing his relief. Either in town or in the country, it is rather unlikely
that there was a change of venue at any point of the play.

In Greek Comedy, there is an intermittent idealisation of the countryside. In
Aristophanes there is frequently a countryside-good vs. city-bad contrast, in the sense
that the latter is needlessly sophisticated and bothersome; e.g. Av. 32ff., Ach. 28ft, !
or the prologue of Clouds, where Strepsiades compares his country up-bringing to the
city sophistication of his wife.''? There is also the celebration at the end of Peace,
which suggests that in the countryside (provided there is no war) we have the natural
opposite to the poverty contained in Amphis’ fragment. The same motif appears later
in Menander (cf. frr. 1, 301), and can also be considered a forerunner of the

Hellenistic bucolic.'"?

e’ olyl yovooty éomi mpanu’ éomuia;

(4 7 ~ '~ ? » ’ b ’
0 maTe e Tou (iy éaTiv avdpwmors avypos,
TEVIQY TE TUYHQUTTTELY éMITTATAI LOVOS,

aotu 0 Statoov {éoTiv} atuyias cagols yéuov

4 éoriv SMA: del. Grotius Dict. p. 215  gagoiis A: -s SM: del. Edmonds: verba gagds yéuov florilego
attribuit Hense: possis éorw ... gagpas {yéuov} (Vix / yéuov) K-A

Is not then isolation golden?

"1 Cf. sch. on 11. 32-36.
"2 See Ehrenberg, The People of Aristophanes, 82,
' The pastoral descriptions of landscapes, flocks, and labourers in Theocritus reveal the same

nostalgia and love for the countryside; e.g. Idyll 25.
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Indeed, for humans the country is the father of life,
and is the only one that knows to cover up poverty,

while town is a theatre full of clear ill-luck
1a &ft’ olgi: Cf. on Aristophon fr. 11.1 and Amphis fr. 1.1.

1b yevaotv: This adjective is used here metaphorically, meaning splendid, marvellous,
grand, cf. Alexis fr. 131.4-5: vouov Tiwa / xpvooiy. This metaphorical sense can

sometimes be ironical too. See Arnott on Alexis /.c., and LSJ s.v. 111

1 sqq.: The speaker praises the self-sufficiency, the peace, and the quiet of rural life.

An obvious antecedent is Dicaeopolis; cf. Ar. Ach. 32-36.!"

3 meviay ovyxgumrery: The speaker claims that poverty can be more easily hidden in the
countryside than in the town; but he does not explain the reason why. A possible
explanation is because the countryside is less densely populated than the town; hence,
less people get to know an individual’s financial situation. Nevertheless, in Lysias
7.18 we hear how neighbours manage to find out about nearly everything: aAa xai
meol Gv dmoxgunoueda undéva eldévar, xai mepl xeivwy muvSdvovrar, cf. 7.28.11°

The desire to hide one’s misfortune is also present in Men. Georg. 76-89 (cf.
Men. fr. 299); for an explanation see Dover, Greek Popular Morality, 239, 110. For
poverty as a major problem of the Attic countryside see Strauss, Athens after the
Peloponnesian War, 42-45, 53-55; Mossé, Athens in Decline, 12-17; Ehrenberg o.c.
93; CAH VI 558-564.

4a atuyiag: atuyia is hardly flattering to the theatre and its audience. Abuse of the
spectators — to a much greater degree and often in a more direct way — is common in
Old Comedy, and particularly in the parabasis; cf. Eupolis fr. 392, Ar. Nu. 518f%., V.
1015ff., Ach. 366-384, etc. See Heath, Political Comedy in Aristophanes, 21-24;

"4 Knemon’s longing for loneliness (cf. Men. Dysc. 169) has a completely different motivation; he is a
misanthrope and a disagreeable character.

"5 Cf. the proverb 6&iregov of yeitoves BAémovar Ty dAwméxwy (adesp. fr. 435 Kock = App. prov. IV 31).
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Henderson in Winkler & Zeitlin, Nothing to Do with Dionysos?, 294-31 3;'"® Hubbard,
The Mask of Comedy, 13-15.

4b {éoTwv} ... cagois yéuov: The text is problematic; cf. crit. app. The different possible
readings allow for different interpretations, each one of which produces a slightly
different metatheatrical effect. Unlike 7éuov and cagols, éorv is completely
unnecessary, for its presence or absence makes no difference to the sense; it is also a
word which is often interpolated. Therefore, I would choose to delete éorrv and keep
in the text both gagoic (or caeds) and yéuo.

Whichever reading we accept, the general sense is unaffected. The town is
assimilated to a theatre, in a manner reminiscent of Shakespeare’s line “all the world’s
a stage” (As You Like It, 2/7). This metaphor adds a metatheatrical element to the
scene; the speaker is in the theatre when he recites these lines; cf. Kokolakis, The
Dramatic Simile of Life, 19. The “town like a theatre” theme finds itself especially at
home in Athens, a town that resembled very much a theatre, not only because of the
abundance of dramatic performances, but also from a socio-political point of view.
Throughout the fifth and fourth centuries B.C. Athens was the arena of every kind of
performance — in the widest sense of the word. The speeches delivered in the law
courts and the Assembly, the songs sung at symposia, the athletic activities taking
place in the gymnasia or at athletic contests, the philosophical debates, all were types
of performance, which made Athens look like a vibrant venue of various civic
activities, where the roles of actors and spectators were constantly interchangeable

among the Athenian citizens.'"”

TaAepoc (frr. 20-22)

The title of the play allows for more than one plot reconstructions. To begin

with, /zAeuos means lament, dirge. lalemos is also a mythical figure, the son of Apollo

and Calliope. He stands as the personification of the dirge himself (just as his

" For a discussion of both Heath’s and Henderson’s views from a different perspective see Silk,
Aristophanes and the Definition of Comedy, 304ff.

"7 See Goldhill & Osborne, Performance Culture and Athenian Democracy, passim, esp. 1-29, 257-
289.
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supposed brother Hymenaeus is the personification of the wedding song).''® Zenobius
(4.39) records the proverb TaAsuov ugeoregos, which he explains as originating from
the excessively melancholic and frigid character of Ialemos. Hence, the word rzAeuog
can also be employed substantively to denote the cold-hearted, indifferent, or even

19 ¢f. Men. fr. 177. It also has an adjectival use, which occurs quite

worthless person;
rarely, and in rather later texts, apart from E. HF' 109. As an adjective, its meaning is
either woeful / miserable (as in Euripides /c., Ps.-Caesarius Quaest. 205.12, Th.
Prodromus Catomyomachia 193) or stupid / tedious (cf. Luc. Pseudol. 24.11, Gal.
14.617.15 Kiihn). See LSJ s.v.

The fourth century comic poet Ophelio also wrote a homonymous play;
however, the one surviving fragment is not instructive at all as to the play’s subject.
Still, if the theme was mythic, it would not have been an isolated case within
Ophelio’s work, cf. the play-titles Deucalion and Kentauros. The same applies to
Amphis; cf. the myth-related titles Athamas, Alkmaion, Epta epi Thebas, Kallisto,
Odysseus, Ouranos, and Pan. None the less, given the content of fr. 21 below, it is
also possible that Amphis’ play had a contemporary theme and dealt with a
melancholic, dullard, and bad-tempered man resembling Knemon in Menander’s
Dyscolus, without any relation to myth whatsoever. Another alternative is to assume a

120" Anachronistic elements from real life may have

combination of myth and reality.
been inserted into the mythical world of lalemos, or else lalemos may have been

presented in a context resembling the fourth century world.'*!

Fr. 20
The following fragment is cited by Athenaeus II 69b-c within a discussion
about the anti-aphrodisiac effects of the lettuce (68f-70a). Athenaeus tells us that
Callimachus records a myth about Aphrodite hiding Adonis in lettuce plants (fr. 478

'8 See Ar. Byz. fr. 27 Slater, Pindar Thren. fr. 128, sch. on Pi. P. 4.313, sch. on [E.] Rh. 895, etc.

"9 Cf. Hsch., Suda, and Phot. s.v., Moeris p- 199,11-12 Bekker.

120 Cf. General Introduction pp. 24-26.

2! In a different interpretation Kaibel (RE s.v. Amphis nr. 2) suggests that Jalemos might have dealt
with modern music, whereas Breitenbach would rather include Jalemos in a group of titles that consist
of humorous nicknames, e.g. Phrynichus’ Monotropos, Plato’s Perialges, etc. (Titulorum 105; see also
pp. 71-72).
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Pfeiﬁ?::r),122 and that the poets used to relate the consumption of lettuce with sexual
deficiency. The following fragment exhibits graphically such a male sexual

123 However, the fragment begins in the middle of the sentence, and any

impotence.
attempt to define its context would be a piece of guesswork. It could be that the
speaker curses someone to end up in lettuces and suffer the consequences (cf. the
phrase xaxior’ amodovuévarg, with comm. ad loc.). Here, as elsewhere, certainty is
impossible. As to the identity of the speaker, I think that we find ourselves in a
position of less guesswork only after we have considered all the three fragments of

this play; cf. introduction to fr. 22.

3 ~ ’ ~ ’ y 7 ’
v Taic Sedaxivais Taic xaxor’ amoAouuévai,
(4] ? ’ b 1 (4 ’ s b4 ~
ac ef gayor Tic evroc énxovt’ éTdw,
14 ’ 1 ’ ’
omore yuvaixos AauBavor xowwviay,
aTeépotY’ oAny T vuxT’ av olUde Ev mAcoy
T ’ ~ » T~ e ’
5 v Povdetar dodv, avti THs Umovpyiac

T4 getol TeiBwY TRV avayxaiay TUYMY

In the god-damned lettuces,

which if anyone eats who is less than sixty years old,

whenever he has sex with a woman,

he twists all night long without managing to perform
5 anything of what he wants, but, instead of any service,

he rubs with his hand the fate that must be

1a Sgidaxivaig: Lettuce as related to impotence is also mentioned by Eubulus in fr. 13
(cf. Hunter ad loc.). Hippocrates testifies to the cooling effects of the lettuce, and
admits that it can sometimes cause physical weakness (Vict. 2.54.24-26). Pliny
identifies a particular variety of lettuce, called aorvrida, known to mitigate the sexual

instincts (“maxime refragetur veneri”’; HN 19.127).

122 For further myth details, see Hunter on Eubulus fr. 13.3.
12 For the recurrence of the theme of impotence in both elegy and mime, see McKeown, PCPS 25 n.s.
(1979) 79.
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1b xdxior’ amodoupévars: Headlam (on Herod. 3.14) has gathered a large number of
examples, where epithets expressing commiseration and the like are applied to
inanimate objects. Likewise, here the participle amoAouuévars defines the lettuces.
However, this phenomenon is still in use in modern Greek language.

The combination of the future participle of amoAAvua:s with either xaxdis or
xaxiora, forms a pattern of a curse, which recurs frequently; cf. Pherecrates fr. 22, Ar.

Pax 2, Ach. 865, Alexis fr. 16, Antiphanes fr. 159, Men. Dysc. 208, etc.

2 évros ébqxovt’ érav: One reasonably wonders why particularly sixty years. The idea
is presumably that after sixty male sexuality is terminated, and that only sexually
active people are affected. Regarding the duration of male potency, there is a number
of passages that might prove illuminating: in Aeschines 1.11 we read that a chorus
producer (choregos) should be over forty years of age (cf. Fisher ad loc.);'** in
Archilochus fr. 48 West an old man is tempted by a young woman’s breast; in
Aristophanes’ Wasps 1341-1387 a reversal of age typology is part of the general role-

reversal between father and son, i.e. the rejuvenated Philocleon, perfectly potent,

desires to have sex with a slave girl.

3a ywvamxog: Either a wedded wife or a courtesan may be meant here. The text is
deliberately imprecise; it focuses on the gender, not status, of the sexual partner and is

more interested in the man’s impotence than any aspect of the woman.

3b xowwviay: The occurrences of the word xowwvia meaning sexual intercourse are
relatively rare. Here it seems to be employed rather euphemistically.'”® LSJ s.v.
mention the example of E. Ba. 1276. See also Pl. Lg. 636¢, and Poll. 3.44: ¢ d¢ yauoc
xaAoit’ av xai ... guvedos avdpos xai yuvaixos ... xal xowwvia éml maidwy omop@. Neither

the simplex xowwyéw is used very often with that sense; see LS/ s.v. 1L

4a aTpégotd’ oAqv Ty vixt’: Twisting and turning around has being considered a sign

of insomnia since Homer; cf. /I. 24.5. See sch. on Ar. Nu. 36, Men. Kith. fr. 1.3

124 The meaning is apparently that after forty a man can control his natural desires, and not that he
becomes impotent; cf. Aeschin. 1.24 and Dover Greek Popular Morality 102ff.

12 Cf. mAqadlev = have sex; see LSJ s.v. 11.3.
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Amott, Epict. Diss. Arr. 4.10.31, etc. However, the point goes presumably beyond
this. It is rather improbable that the character here tries to sleep. I would suggest that
he is either desperately trying to ejaculate or changing sexual positions. It could also

be a wrestling metaphor; i.e. he is doing his outmost to manage sexual gratification.

4b 00 &y ... dpav: The verb doaw is here charged with sexual connotations; i.e. it
implies the notion of performing successfully a sexual intercourse to its completeness;
cf. Ar. V. 1381, Strattis fr. 41.2, and sch. on Ar. V. 1346. Van Groningen argues for a
similar interpretation of Theognis 1.954 (Theognis, le premier livre, ad loc.).

It is worth noting that no elision of the final epsilon is made here. The hiatus
between ovdé and either ¢ic or év (in any case) recurs frequently in Comedy. Apart
from serving metrical convenience, it also emphasises the nihility in question. See Ar.
Pl. 138, Cratinus fr. 335, Alexis fr. 27.3 (cf. Amott ad loc.), Men. Asp. 234, etc. This
phenomenon is not limited in Comedy; cf. Theognis 1.529,'*® Herodas 1.48 (cf.
Headlam ad loc.), Theoc. 23.3,'% etc. See further Kithner-Blass I §48.3, and
Moorhouse CQ 12 n.s. (1962) 245ff.

4-5 mAéov ... dpdv: The adverb mAéov is usually combined with verbs meaning fo do,
without any comparison being drawn, to express the notion of success, fulfilment,
accomplishment, and the like. Such verbs include moiéw (mainly), mparrw, and
éoyalouar. It is in this way that Jpaw appears to be used in the present fragment,
although no many parallels can be recorded with certainty.'?® For the other verbs, see

Pl. Phd. 115c, Crit. 54d, Plu. Thes. 35.2, etc. See LSJ s.v. mAeiwy.

5 avti Tijs umovgyiag: Umovgyia is the “service rendered”. The sense is clearly obscene

and refers to sexual intercourse.'?® This use of the noun vmovgyia has no parallels; cf.

Plato’s use of the verb Jmovgyéw for offering sexual gratification (Smp. 184d).'*

' Nevertheless, the reading is not certain; cf. van Groningen ad loc.

7 Gow ad loc. notes that “it is not common in serious poetry”.

'2% A limited number of passages that could be regarded as the closest parallels are still quite different,
in that they convey a rather clear sense of comparison; e.g. E. Andr. 698, Plu. Ant. 42.1, D.C. Hist.
Rom. 38.45.5.

129 Cf. Henderson, o.c. 160.

"% Cf. Anaxilas fr. 21, Hipponax fr. 114a West.
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However, in the present fragment there is no Jmovgyia, no proper intercourse. The male
lover has been left impotent (because of the lettuces), and cannot get an erection.
Therefore, the man resorts to masturbation in an attempt to get an erection, so that he
can have sex. Here there is a thematic kinship with Aristophanes, where masturbation
features regularly as a comic topos, being particularly — but not exclusively —
associated with slaves; cf. Nu. 734 (Strepsiades), Ra. 753 (slaves), Eq. 24-25

131 0Old and Middle Comedy share once again the same interest in obscene

(slaves).
humour; see General Introduction p. 18.

For the idiom in avri T9¢ imovpyias see Kassel, Maia 25 (1973) 100.

6a 4 xetei: The obscenity escalates. The “victim” of the lettuces eventually turns to

masturbation. Cf. 4P 12.232 for another explicit reference to masturbation.

6b avayxaiav Tuymy: The elevated register introduces an element of paratragedy. The
serious notion of implacable Fate is inserted amidst the comic context, which here is
mostly obscene. Impotence is thus made look like a cruel and inescapable destiny for
one eating lettuce. Amphis’ inspiration must have been the numerous passages from
(mainly) tragedy dealing with the notion of fate imposed by compulsion; see S. 4j.
485, 803, El. 48, Ph. 1317, E. 14 511, PL. Lg. 806a, Plu. Comp. Dem. Ant. 2.2, etc.
However, it seems that there is a further joke here. The verb 7p/6eiv means rub, hence
here masturbate; but the object comes as a surprise, since one would expect e.g. 1o
nzog. The poet substitutes the expected concrete object with an abstract notion. This is
a case of maga mgogdoxiav, with the language fluctuating from a graphic and indecorous
level (teBwv) to a non-graphic and decorous one (avayxaiav Tiym). For avayxaia /
avayxm in a sexual context referring to natural urges cf. Philemo fr. 3.6 (dvayxaiay
o), Ar. Nu. 1075 (ta¢ tic gloews dviyxas), etc.'>?

Concerning the fragment as a whole, it is noteworthy that, despite dealing with
the physiology of sex, its language, though erotic, is not completely obscene.
Combining allusion with wordplay, the language becomes relatively evasive. The
obscene meaning is concealed under terms that in a different context would not

necessarily allude to sex (xowwvia, vmoveyia, avayxaia tigy, etc.). Flourishing in the

13! Cf. the ancient scholia for all these passages.

132 See Henderson o.c. 5, 76-77, 218.
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same milieu that encouraged the continuity of oveuasti xwuwdeiv (cf. General
Introduction pp. 17-18), obscenity is also present in other fourth century poets (cf.
Philetaerus frr. 6, 9, Strattis fr. 41, Theophilus frr. 6, 12, etc.; cf. General Introduction
p. 18). Nevertheless, the degree of indecency varies from poet to poet. The diversity
that is operative in such a dynamic culture means that we should not expect a linear
progress of any detected trends. Middle Comedy finds itself in the very middle of this
theatrical melting pot, where trends and motifs retreat and re-emerge at intervals.
There is a constant fluctuation both backwards, towards Aristophanes, and his
indecorously coarse language, and forwards, towards Menander, and his more refined

theatrical taste.

Fr. 21

This fragment is cited by Athenaeus VIII 336¢, and is one of a series dwelling
on the subject of pleasure, as related to both mortality and the brevity of human life. It
fits well into the reconstruction that I suggested above; in fact, here we could have a

champion of hedonism'”?

criticising lalemos’ lifestyle, which must have been
presented so far in the play as monotonous, melancholic, and unhappy. One could
easily imagine Ialemos avoiding any kind of pleasure. Alternatively, this speech could
also be delivered in a form of a programmatic statement quite early in the play
(possibly by a prologue figure), before even the appearance of Ialemos himself, so
that the audience be preoccupied against lalemos and his behaviour.

The main idea expressed in the fragment is no other than the “{iy %déwg, for
life is short”, which Philetaerus also has extensively dealt with (see especially

commentary on frr. 7 and 13).

ooTig 0¢ Jymros yevouevos wm T4 Piw
Cyrei’ 71 Tepmvov mooopépey, Ta 0 GAA’ €,
uaTaios éativ & 7y’ duol xal Toic dopoic

xoitais anagiv éx Se@v e dvaTuyns

Anyone who, being mortal, does not seek to

add any enjoyment to life, and let everything else be

b

133 For other possibilities as to the speaker’s identity, see introduction to fr. 22.
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is a foolish both in my eyes and in the eyes of all the

wise judges, and doomed by the gods

1 ootic ...: This ooris clause serves to introduce a general statement that must have
originally derived from the play’s situation, but can also stand on its own as a
philosophised view of human affairs, a humorous evaluation of a situation, etc. Cf. S.
OC 1211, E. frr. 285.11 and 1063.9 TGF, Antiphanes fr. 261, etc. In Amphis alone
this rhetorical pattern appears four more times; in frr. 22, 26, 39, and 42. Characters in
Amphis’ plays appear particularly fond of making humorous and comic comments on
various issues, pretending to be serious. The tendency to have characters philosophise
is a feature shared with — and perhaps influenced by — Euripides. This trend of
exercising (fake) philosophy within Comedy is later picked up by Menander; cf. the
speech of Onesimos in Epitrepontes 1087-1099, as well as the vast number of gnomai

. 134
preserved under his name.

3 watatos: When this adjective is used of a person (as it is here), it normally means
foolish, empty, and the like (see LSJ s.v. 1.2). Cf. Ar. V. 338, Amipsias fr. 9.1, E. fr.
1063.11 TGF, etc.

3-4 & ... éuoi xai Tois ... xgiraic: The preposition év is regularly used with a noun in
dative to express the notion of in the presence of (see LSJ s.v. A.L.5b). This noun is
regularly in plural. However, when the meaning is closer to in one’s judgement, the
singular can also be used to speak of one’s personal opinion / judgement, as it
happens here. Still, this is a relatively rare phenomenon; cf. Ar. fr. 278, S. OC 1214,
E. fr. 347.3 TGF, and (possibly) Hipp. 1320 (cf. Barrett ad loc.). See Wackernagel,
Vorlesungen iiber Syntax, 11.243.

4a xgiraic amagiv: These are probably all the sensible people; anyone who could judge
the situation, and would give their opinion on the matter if asked to. However, the
mention of the word xgrry¢ within a theatrical context brings to mind the dramatic
judges of the plays. Though unprovable, this could be a metatheatrical reference to

them, possibly made clear with an accompanying gesture towards them. The point of

14 Cf. the recent commented edition by V. Liapes, Athens 2002.
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such a reference would be to dispose them positively towards both the play and the
poet; cf. the address to the judges in the parabasis of Aristophanes’ Birds 1102ff. It is
important that they are called “wise” judges (I. 4), i.e. they judge justly; this
characterisation recurs in Ar. Ec. 1155. The judges were ten in number, though the
final verdict depended upon just five of them; cf. Epicharmus fr. 237 év mévre xpiray
youvaoi xeirat, Hsch. w 1408, etc.'® References to them are quite common in Comedy;
e.g. Ar. Av. 445, Cratinus fr. 171.6, Eupolis fr. 192.32, Pherecrates fr. 102, etc. These
are references to the world outside the play’s fictive situation, which momentarily
interrupt the dramatic illusion. Such breaks (not only referring to the judges, but also
addressing the spectators, pointing to the theatre’s structure, etc.), are a characteristic

feature of Comedy;13 ® see Ar. Nu. 326, fr. 403, Alexis fr. 113, Men. Asp. 113, etc.

4b éx Seiv Te dvorugme: This is the second time within the same play (cf. avayxaiav
TUgmy above, fr. 20.6) that Amphis employs the language of divinely imposed destiny
to speak mundane matters. In tragedy the idea of gods governing the human lives is an

omnipresent one,'”’ but here divine determinism is exploited comically.'®

Fr. 22

This fragment is cited by Athenaeus VII 309a, within a discussion about the
fish species xopaxivos.

The speaker says that he prefers the delicacy of a kind of grey-fish instead of
the cheap ravenfish. This could be a way one can add some pleasure to everyday life,
as fr. 21 urges. Perhaps fr. 22 is accommodated within the same context as fr. 20, i.e.
this is either a gourmet or a guru of gastronomy issuing guidelines about the art of
eating and living well. As in fr. 21, the language is exaggerated as a judgement on the
choice between fishes. Given the similarity of style and the parallel content it is
possible, though unprovable, that the speaker in all three fragments of this play is the

same.

135 See Pickard-Cambridge, Festivals, 95-98.

3¢ See Bain o.c. 98 n. 2, 185-207, and Austin on Men. Mis. 464 (in CGFP).

“7E.g. A. Pers. 373, Th. 23, S. Ph. 1316, E. Andr. 680. See Headlam, On Editing Aeschylus, 117.

"% However, gods judging negatively a sombre lifestyle is not a totally comic conception; Aphrodite’s
hostility towards Hippolytus in Euripides’ homonymous play derives partly from his obsession with

purity and abstention from sex.
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Regarding gourmets, one recalls Aristophanes and his frequent attacks upon
Cleonymus for gluttony and obesity; cf. Eq. 1293, Av. 289, etc.'”® As to food-gurus,
one recalls Horace’s satire 2.4, where Catius is hurrying home to make a record of

d.MO

what he learnt in a gastronomy lecture he has just attende This satire by Horace is

perhaps influenced by Archestratus’ Hovnddea'*! (Rudd o.c. 204-206).

ooTig xopaxivoy éadier SaAattiov

AaUxou TagovToS, oUToC oUx Exel Qoéva
v

Anyone who eats sea ravenfish,

when there is some grey-fish by, has no brain

1a xopaxivov: The present fragment implies that this type of fish was held in a
relatively low esteem; cf. Ar. Lys. 560, Anaxandrides frr. 34.11, 28.1 (cf. Millis ad
loc.), Alexis fr. 18 (cf. Arnott ad loc.). The major ancient references are gathered by
Athenaeus VII 308d sqq. Thompson (Fishes 122-125) discerns four different kinds of
this fish; cf. Stromberg Fischnamen 70, 78, 114-115; for an illustration see Palombi-
Santorelli 46ff., SOff.

1b 6oTi5 ... : See on Amphis fr. 21.1.

2a yAavxov: This kind of fish cannot be identified with certainty; cf. Thompson Fishes
48, and Stromberg Fischnamen 23. However, it was considered a delicacy, as it is
implied by both the present fragment and several other passages; e.g. Cratinus fr. 336,
Eubulus fr. 43, Archestratus SH 151, etc.; cf. Ath. VII 295b-297c.

Eubulus fr. 43 has Sadattiov yAaixov. Though change is possible in the present

passage, there is no obvious reason to reject the manuscript reading.

1% Aristotle is also being sarcastic towards the gourmets; cf. EE 1231a 15-16.
"% Though it may be argued that Horace treats Catius with subtle irony, Rudd believes that Horace is
not actually against luxury (The Satires of Horace, 213).

"1 Eor this treatise on gastronomy see on Dionysius fr. 2.24.
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2b magévros: Choosing a cheap / simple food or drink item to either consume or buy,
when better quality alternatives are available, is a recurrent motif in Comedy. Cf.

Amphis fr. 26, Axionicus fr. 4.16-17, Eubulus fr. 35, Eupolis fr. 355, etc.

Koupic (fr. 23)

This title falls into the category of the manual professions (see introduction to

Aumedovpyés). Pollux 7.165 explains xoupis as the female of xougeis; and Arnott must be
right in his interpretation that xoupic was used of “a woman working independently as
a hairdresser” (introduction to Alexis’ Kovgis). Alexis and Antiphanes also wrote
homonymous plays, and Naevius wrote a Commotria. The role of the title figure
cannot be established with certainty in any of these plays. Arnott attempts a
parallelism with Plautus’ Truculentus, where a hairdresser acts as a go-between (ll.
389ff.). Schiassi suggests the years between 345 and 340 B.C. as the date for Amphis’
play, mainly based on the references to courtesans,'* whereas Webster opts for the
early forties (CQ 2 n.s. [1952] 21). Though ultimately unprovable, it is possible that
this was a recognition play, and a forerunner of New Comedy,'* and that the title-
figure of the hairdresser was eventually found to be a citizen.

The present fragment is cited by Athenaeus XIII 567f within a discussion
about famous hetairai. Two points are particularly interesting here. First, the mention
of Plutos. Though one cannot rule out the possibility that the latter was a speaking
character who appeared on stage (in which case the dramatis personae probably
featured a mixture of divine and human elements, as in Aristophanes’ Plutus), there is
no obvious reason to suppose anything more than a comment about unfair distribution
of wealth; cf. Hipponax fr. 36 West.

The second noteworthy point is the connection / parallelism of courtesans to
traps, and consequently to the imagery of hunting. Considering both Theophilus ft.
11, and the possibility of a similar conception implied by the title of Philetaerus’

Kuwvayis (see introduction ad loc.), it appears that the use of hunting terms to refer to

"“Z RFIC 29 n.s. (1951) 231, 234. His evidence are D. 22.56 (for Sinope’s birth before 380 B.C.), and
both Anaxilas fr. 22.13 and Antiphanes fr. 27.12 (for Sinope’s longevity).

"> For this type of plot in New Comedy see Hunter, The New Comedy of Greece and Rome, 130-136;
Webster SLGC 74-82.
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the courtesans’ rapacity acquired the dimensions of a comic trend, and that the
treatment of courtesans as hunters became stereotypical.l44

We have no sound evidence as to who the speaker might have been.

Tuphos o ITAouros elvai por doxei,
O0TIS VE TAQA TAUTTY UEV OUX EITEQYETA,
naga 0e Swwmy xai Alxg xai Navviw
éTépars Te TolaUTAITI TIAYigl ToU Biov

5 &vdov xadmr’ amomAnxtos oUd’ éEigyeTan

I think Plutos is blind,

for he does not enter the house of this girl,

but he sits senseless in the homes of Sinope, Lyca,
and Nannion, and other similar traps of

5 life, and he never comes out

I TupAos o ITAoirrog: Generally Plutos is thought to be blind, because he favours
randomly the good and the bad people alike. This conception can be traced back at
least to Hipponax fr. 36 West.'* In Aristophanes’ Plutus the whole plot is built upon
this visualisation,'*® and we are also told that Plutos’ blindness was inflicted by Zeus
because of his ill-will towards the mankind (1. 87). Cf. van Leeuwen on Ar. Pl 13.

For a list of references to Plutos’ blindness see Diggle on E. Phaéth. 166.

2a ooTIs 7E ... oUx eloégxeTal: A relative clause of cause; cf. Smyth §2555. The particle
ve, usually present in such clauses, serves to reinforce the causal meaning of the
relative pronoun, and subsequently of the whole sentence. For the metaphor, which

maintains the personification, cf. E. Ph. 532-534.

2b Taiyv: Probably a reference to the female title-figure of the hairdresser.

"4 Once we accept that the hetairai were notorious for their rapacity, there begins to look less
paradoxical the idea that they, and not their lovers, are the ones who literally fight to get a partner; cf.
Amphis fr. 1.4.

' The blind Plutos is said to have visited the house of Hipponax, but still he never granted him wealth.
146 Cf. Newiger, Metapher und Allegorie: Studien zu Aristophanes, 167ff.
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3a Zwomy: This was a famous hetaira, whose name occurs frequently in Comedy and
elsewhere; cf. Alexis fr. 109 (cf. Amott ad loc.), Antiphanes fr. 27.12 (cf.
Konstantakos ad loc.), Callicr. fr. 1, D. 22.56. She must have been born ca. 380 B.C.;
cf. Schiassi o.c. 232-234, and Coppola RFIC 5 n.s. (1927) 459. In a play produced
some time in the forties (cf. introduction), Sinope must have been presented as an old
woman, either still practising or having retired, but being rich whatever the case
(Plutos has settled in her house). Theopompus tells us (115 F 253 FGrH) that Sinope
originated not from the town Sinope, as one would normally expect (cf. Bechtel,
Frauennamen, 59-60), but from Thrace; from there she moved to Athens, after
passing from Aegina. Her excessively indecent behaviour became proverbial and gave

rise to the verb ewwnilw; cf. Suda s.v. Zwwmy, and Phot. s.v. Twwnicar.

3b Aidxg ... Nawig: These two hetairai are mentioned again together in Timocles’
OpeoravroxAeiong fr. 27, where they are characterised as ypaes. Hunter dates Timocles’
play to the 330s or 320s (ZPE 36 [1979]), though Breitenbach (7itulorum 33-36) and
Schiassi (0.c. 230-231) suggest the mid to late 350s for both OpeorravroxAcidns and
Kougic; this latter date would make Lyka and Nannion equally pdzc in Kovpis too.'*’
But the way that the speaker talks about them implies anything but their old age.
Plutos is left speechless and paralysed at the sight of them, and he would not leave
their places. Therefore, the assumption that they were still in their prime (even their
late prime), or else that they were not 7pass yet, seems more plausible; this favours
Hunter’s suggestion for a later date of OgearavroxAeidns.

The present fragment of Amphis along with Timocles fr. 27 are the only
references to the hetaira Lyca. As to Nannion, see Hunter’s thorough note in his

introduction to Eubulus’ homonymous play.

4 mayior: For the hunting connotations see introduction to the play. Phrynichus PS
30.3 tells us that Aristophanes (fr. 869) employed this word to describe

metaphorically the decorations and the clothes used by women to beautify themselves,

7 However, references to courtesans’ age can be exaggerated and therefore are not always the safest

criterion to date a comic play.
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while in Luc. DMeretr 11.2 Ilayis stands as a nickname for a courtesan. See Marx on

Lucil. 990 for further parallels, mainly Latin, and also LSJ s.v. 2.

5a &vdov xaSyt’: Plutos is said to be sitting dumbfounded in the courtesans’ houses.
The verb xadytar contrasts his permanent residence in the home of the undeserving
(the courtesans) with his failure to visit the deserving (the title-figure). xaSmua: often
connotes inactivity, idleness; see LSJ s.v. 3 with examples.

There is a paradox here that is against the expectations of the audience, since it
is Poverty the character that traditionally figures in literature as an inhabitant in
people’s houses. This visualisation of Poverty is as old as Theognis 351. It recurs in

Ar. P 437, Men. Dysc. 209-211, PI. Smp. 203d, Porph. Abst. 3.27, etc.

5b amomAyxtog: See LSJ s.v. Plutos is left astounded and utterly astonished; for the
metaphor see Plato fr. 138 The reason is understandably the beauty and charm of the

courtesans, who know how to ensnare a lover.

Aceuvxadia (fr. 26)

This title falls into the category of those that Amphis shares with Alexis (see

introduction to AumeAovgyos). It is an ethnic name that denotes a girl / woman /
courtesan, originating from the Ionian island of Leucas. Play-titles that designate a
girl originating from a place other than Athens are relatively common in both Middle
and New Comedy.|48 In such cases, the play normally evolves around the adventures
of this foreign girl away of home, preferably in Athens.'*® However, this is the only
title of this kind within Amphis’ work. Diphilus and Menander also wrote a play
entitled Azuxadia, Antiphanes wrote a Aeuxadiog, and the Latin poet Turpilius probably
imitated Menander in his Leucadia (cf. Ribbeck CRF® 97ff)). As is the case with
Alexis too (cf. Armnott ad loc.), it is difficult to establish how the title could have
related to the remains of the play. Concerning the play’s location, rather than being

the island Leucas, it is more possible that the play narrated the adventures of a

¥ Cf. A19i by Alexis (cf. Amnott’s introduction to the play), Bowria by Antiphanes, Theophilus, and
Menander, Kogiv3ia by Antiphanes and Philemo, Fauia by Anaxandrides and Menander, etc.

149 See Amott’s introductions to Alexis’ Ar3i and MiAjoio1 (or -noia).
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Leucadian woman who moved to e.g. Athens. One recalls Menander’s Samia, where
the Samian courtesan Chrysis lives in Athens, as a concubine (maAdaxn) of an
Athenian citizen. Likewise, this Leucadian girl might be a maAAdax, either a free or a
slave one. If not a maAAasxy, then she could be a hetaira of free status, who chose to
make career in Athens. Another possibility is that the heroine of this play was a
captive girl from Leucas, who was brought to Athens, where she turned into either a
hetaira or a servant attached to a lady, or simply a member of the slaves’ staff of an
Athenian house. In fact, most courtesans in Athens were of foreign origin.'50

Another possibility, which however I consider much less probable, is to
understand the title as referring to Sappho; that is, the play could possibly constitute a

15! We are told that

myth parody dealing with the love affair of the poetess with Phaon.
Phaon rejected the love of Sappho, who therefore committed suicide by throwing
herself from the rocks of Leucas into the sea.'>? Of course, the myth must have been
given a comic twist, as it is the norm in similar cases (cf. Webster SLGC 82ft.). Still,
the plot could have been a mixture of mythic and real elements, another topos of
Middle Comedy itself (cf. General Introduction pp. 24-26). Accordingly, the love-
struck Sappho could have been placed in a contemporary context, with her final
suicide obviously being altered.'™ It is noteworthy that Amphis wrote a play entitled
Sappho. This fact could be used as an argument either for or against the hypothesis for
a Sappho-related plot for the current play. That is, either Amphis re-worked the same
subject later in his career, just as Aristophanes did with Peace, Clouds, and
Thesmophoriazusae, or the existence of a play apparently dedicated to Sappho could
eliminate the possibility of another play having a similar subject.'**

This fragment is cited by Athenaeus twice; in II 57b as an evidence of

radishes’ humbleness, and in VII 277¢, as an introduction to a discussion about

150 Cf£. the case of the Younger Lais (cf. on Philetaerus fr. 9.4), of Sinope (cf. on Amphis fr. 23.3), etc.
3! Such a plot was first suggested for Menander’s play by Ribbeck, JCP 69 (1884) 34ff. (teste Amott,
introduction to Alexis’ Aeuxadia). For a different, non-mythical, plot reconstruction see Webster /M
1611f.

12 Cf. Serv. on Virg. den. 3.274, Ovid Her. 15, etc. For the fictive nature of the story of her death see
Lefkowitz, The Lives of the Greek Poets, 37.

'3 Aristotle in Po. 1453a 35ff. provides an example of such comically distorted happy ends.

15% Another argument against the Sappho-related reconstruction of the plot is of course that the title

suggests someone who originates from Leucas, and not simply an incident that took place there.
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various kinds of fish. The tenor of this fragment is similar to Amphis fr. 22.
According to the speaker below, only a fool would prefer radishes to fish, provided
one can afford it. Though the passage is most easily understood as a straightforward
statement about foodstuffs, we cannot rule out the possibility that the taste for
radishes is offered as an exemplum for uncultivated taste in a context which deals e.g.

with the choice of courtesans.

ooTis ayopalwy ofov — U —\U —
é€ov amodavety ixJiwy aigdwiy,

oapavidas émSuuel npiaodal, uaiveral
2 aAySwaw codd.: PaAneixiv Kock

Anyone who, shopping for a relish in the market,
longs to buy radishes,

when it is possible to enjoy true fish, is crazy
Ia 60TiS ... : See on Amphis fr. 21.1

1b oov: See on Mnesimachus fr. 7.3.

1c — ¥ — U — : The sense is syntactically complete; therefore, it is difficult to arrive to
a plausible supplement for this lacuna. Obvious supplements which suggest
themselves are:

i) a parenthesis meaning “in my opinion”; e.g. wg éuor Joxei.

ii) a comment about the financial condition of the purchaser; e.g. &/ un ‘oriv mévg.

However, the uncertainties are too many to justify choosing any conjecture.

2 aAnSwiw: True or genuine fish is not an easily comprehensible notion; cf. Meineke
Analecta 29. Therefore, Kock suggested the reading @aAngixiv (cf. Antiphanes fr.
204.7). However, there are two parallels for the manuscripts’ reading: Macho fr. 5.29

xapdBwy éAndwaw,'> and Ptochopr. 4.319: dAqySwa mayoleia. Therefore, we should

15 Gow’s note ad loc., “genuine fish is either a technical term or nonsense”, is not of much help.
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probably accept the manuscripts’ reading in each case, for three seem too many a
times for the same mistake to occur. Still, one might suggest the reading aAnSwas,
which would define dnoAaven (“truly enjoy”). Alternatively, ixStwy aAydwav could be
a colloquialism; the usage of aAndws¢ might be idiomatic, designed to emphasise the
high quality of the fish, i.e. “fish worth the name” or, as opposed to radishes, fish is

“the real thing”, it is “real / solid food”.

3 oapavidas: The Scholiast on Ar. Pl. 544 gives a fanciful etymology: naga o gadiws
patverdal. Aoyos yap ws omeigouévy Sarrov aversy. Apparently, radishes were not an
outstanding relish; cf. Ar. Pl 544, Diodorus fr. 2.35ff., etc.'>® Here they look even

less tasty, as they are compared to fish.

Ddvaoeic (fr. 27)

Odysseus was a very popular figure in both Sicilian and Attic Comedy."”” His

adventures, repeatedly treated by tragedy,'*® were also suitable for comic elaboration.
Odysseus is the title-figure of plays by Epicharmus, Cratinus, Dinolochus, Alexis,
Anaxandrides, Eubulus, and Theopompus.159

Although the evidence that we get from the only surviving fragment below
does not suffice, it is a possibility that the play consisted of myth travesty and
anachronistic transfer of the plot to the contemporary era (cf. General Introduction pp.
24-26). This is what happens in Alexis fr. 159 (cf. Amott ad loc., and Webster SLGC
57). Similarly, Millis suggests “an amalgam of legend and reality” for Anaxandrides
fr. 35, with Odysseus addressing the Athenians.

The present fragment is cited by Athenaeus XV 691a. The first speaker could
be either the master or the foreman (cf. on 1. 4). He is apparently giving orders to a

number of slaves. The second speaker must be one of these slaves, who is puzzled by

the mention of a particular unguent that is unknown to him. The content of the orders

' Though they were considered to be an aphrodisiac; cf. sch. on Ar. Nu. 981.
'3 Cf. also archaic iambos, Hipponax fr. *74 West.

'8 Nausica or Plyntriae, and Niptra by Sophocles, Penelope by Aeschylus and Philocles.

1% For a study of all the plays relating to Odysseus, see Schmidt, Jb. CL. Ph., suppl. 16 (1887-88) 375-

403.
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implies that a distinguished guest is expected. The master tells his slaves to decorate
the room, anoint the guest with this rare unguent, and scent the air by burning some
special kind of incense. It is worth bearing in mind that decorating a room with
various garments (coverlets, carpets, rugs, etc.), and anointing the guests with unguent
were two characteristic features of the symposion (see on Amphis fr. 9.3-4). Could
this be a preparation for a symposion? Certainty is impossible. Due to the fragmentary
nature of our evidence, the range of possibilities is endless. Although ultimately
unprovable, it is possible that the expected guest is Odysseus himself.'® Keeping his
traditional identity as a shipwrecked sailor, ke is possibly the one to be hosted and for
whom these arrangements are about to take place. In such a case, his host — and the
speaker of this fragment — could be either the king Alcinous'®' or the Cyclops.'®? The
obvious assumption is that, if Alcinous appeared, he was the host, not the guest.
However, we cannot rule out a reversal of roles; given the freedom with which
Comedy treats myth, one cannot exclude the possibility of a completely fictitious
incident, based on the established myth; e.g. Alcinous could be the shipwrecked
sailor, who ends up cast on the shores of Ithaca, and finds hospitality into Odysseus’
royal palace. With Odysseus as the affectionate host another scenario is also possible;
i.e. the expected guest could possibly be Cyclops. If so, Odysseus would be returning
the “hospitality” that he received from him.

But the opportunities for a comic result seem better if Cyclops was the host.
Odysseus and Cyclops could have possibly appeared as good friends.'®® If so, a
further comic twist would be the conversion of the Cyclops from an anti-social man-
eating monster to a diligent host with social graces and servants, his cave having
being metamorphosed into a grand dwelling. The taming of his legendary cannibalism
could have either taken place extra-theatrically or constituted one of the main themes

of the play itself.

' The vocative donor’ tells against Kock’s suggestion (11.244) that the speaker is Penelope.

'8! Cf. the plays Qdvesevs Navayds by Epicharmus, and AAxiveus by Phormis. There is also a
contemporary vase painting portraying Arete and Alcinous welcoming the shipwrecked Odysseus
(Bieber HT 136).

12 A stay of both Odysseus and his comrades at the Cyclops’ place traces most possibly back to
Epicharmus, Cratinus, and Theopompus; cf. Schmidt o.c. 381ff., and Bergk, Commentationum de
Reliquiis Comoediae Atticae Antiquae, 413.

'3 Cf. what Aristotle says about a comic presentation of Orestes and Aigisthos (Po. 1453a 35f%)).
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A totally different scenario is to imagine that this is the cleaning up scene after
the killing of the suitors by Odysseus; i.e. Odysseus orders the slaves to clean the
room, decorate and polish the walls, and scent the air, so that Penelope is prevented

. 164
from seeing the massacre; ~ cf. on 1. 2a.

oot Tovs Toigous xuxAw MiAyaiois,
Eneit’ aleigety T MeyarAeiw pipw,
xai Ty BagiAvegy Syuiate uivdaxa.
(B.) axyroas o, déomot’, Moy mwmote

5 To Juuiapa ToUTO;

... the walls all around with Milesian wool,
then polish off with the Megalleian unguent,
and burn the royal incense.

(B.) My master, have you ever heard before of

5 this kind of incense?

The speaker gives orders for three arrangements, but only two imperative
expressions are present (aAsigerv and Jyuigre). A further imperative, dealing with
walls’ decoration, must have been left out. Meineke (4Analecta 337) suggested that the

verb éumetavvivas probably preceded the first line of our fragment (cf. Ath. IV 147f).

1 épiotat ... Midqaiorg: Wool produced in Miletus is the first luxurious item that is
ordered for this exceptional guest. Milesian wool was of high quality and had a great
reputation, particularly for its softness (Ael. NA 17.34). Suffice to say that the clothes
of the Sybarites were said to be made out of it (Ath. XII 519b). See sch. on Ar. Lys.
729, on Ra. 542, and Gow on Theoc. 15.126f. This high quality wool is accompanied
by some expensive unguent, and some rare royal incense (see below).'®® There is
obviously an accumulation of exceptional products here, all contributing to a special

treatment for this eminent guest.

164 Cf. Odysseus’ orders to the slaves to cleanse and purify the house in Od. 22.4371Y., 22.481ff.

5 Milesian wool and Megalleian unguent are mentioned again together in Eubulus fr. 89; cf. Hunter

ad loc.
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2a aAeigev: This infinitive, standing for imperative, does not have an object. Although
it is people who are normally smeared,'®® and so him, i.e. the expected guest, is
probably the missing object, one cannot exclude the possibility that the walls are
meant here instead, in line with the previous order about decorating the walls with
precious wool. If so, aleipw is to be interpreted as polish;'® this strengthens the
hypothesis that this is perhaps the scene just after the killing of the suitors; cf.

introduction to the play.

2b MeyaMAsip pie: This was a luxurious, strongly perfumed unguent (Thphr. Od. 42,
55). It was named after its alleged inventor Megallos (Ar. fr. 549, Strattis fr. 34).
Information about its manufacture is given in Thphr. Od. 29-30, Dsc. 1.58.3, and Plin.
HN 13.13. It is also mentioned by Anaxandrides fr. 47, Eubulus fr. 89, and
Pherecrates fr. 149. There has been much confusion in the transmission of both the
perfume’s name and its inventor; Renehan'®® discusses the corrupt readings ueyaAeioy

(e.g. Ath. XV 690f codex A), and ueraAAeov (e.g. Hsch. s.v.).

3 wivdaxa: This is a hapax, which Hesychius (« 1392) explains as uuiaua mowov, and
LSJ s.v. as a kind of Persian incense. Although undaf is elsewhere unattested, there
are a number of passages that mention a certain BaciAziov uipoy; e.g. Crates fr. 2, Poll.
6.105, Hsch. s.v. BaciAeiov, Plin. HN 13.18 (regale unguentum), Sapph. fr. 94.18-20 V.
(cf. apparati ad loc.). This must have indicated a particular type of perfume preferred
by royal households (cf. LSJ s.v. 3), and as such it could have been the same with any
of those already known by a certain name. It is a reasonable assumption that the term
Baoiderov might have gradually replaced the perfume’s original name, to an extent
where the latter ceased being used, and was consequently forgotten. My suggestion is
that here Amphis employs the original term, which he additionally defines by the
adjective BagiAixyy, so that he makes clear the connection / identification with the

perfume widely known as BaciAetov uigov.

' In Eubulus fr. 89 Megalleian perfume is used to anoint one’s feet. Cf. Crates fr. 16.10, Ar. Ach. 999,
V. 608, etc.
17 Cf. Diphilus fr. 75.2 dAeifas ™iv Todmelav. See LSJ s.v. deipw.

'8 Greek Textual Criticism, 13.
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4 axqxoas ... mamote: For the style of the question, see on Amphis fr. 9.1. Regarding
the content, this exchange is rather odd, if there are two speakers. A says: “Use the
royal incense”. Then B says: “Have you ever heard of this incense, master?” Yet, A
has just mentioned it. The conversation becomes more meaningful, if we assume that
there are more than two persons on stage. Given the plural number of the imperative
Suwsdre, the following reconstruction is possible: present on stage are the foreman, a
group of slaves, and the master. The foreman addresses the slaves, and assigns them
certain tasks. One of them (person B) is unaware of the incense called wivdaé, and

therefore he addresses the master expressing his puzzlement.

MMAavog (fr. 30)

The term mAavog can denote a swindler; cf. LSJ s.v., Hsch. 7 2454. But it can

also signify the “wanderer”, the “juggler”, the “wandering juggler”, someone who
goes around performing tricks, for which he possibly gets paid by the excited passers-
by, i.e. something very much like busking. With all probability this is the meaning of
the term in Nicostratus fr. 25, Theognetus fr. 2, and Dionysius fr. 4 (Ath. XIV 615¢ —
616a).

This fragment, cited by Athenaeus VI 224d-e, is a satire of fishmongers, and
presents striking similarities with Alexis fr. 16. In both fragments the speaker
compares the attitude of the fishmongers to that of the generals, and cites a sample
dialogue. For a treatment of this convergence see Arnott on Alexis L c., and Nesselrath
MK 294,

The fragment is seriously corrupted in places and the text cannot be restored

with certainty.

TEOS TOUS TTRATIYOUS OEOY E0TIV UQIalS
woiparg mgodeASovr’ akiwSivar Aoyou
AaBeiv v’ anongiay {@v) av émepwT@ TIS 7
0§ ToUS XaTagdToUS IxUonwAas év dyoog.
5 oUs av émepwtoy Tic  AaBaw T T
nagaxswivwy, éxvley damep Trolepos
mo@tov ciwny (xai dixaiws ToUTO Ye*

(74 b4 ’ ’ b4 [0 ] ’
anavres avdgogovol yap eloty &vi Aoyw),
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woel T mpocéywy & T 0ldey 000" axmrows
10 Expovae mouAUmowy Tv'* 0 0’ émpmadm LU —
U -\ — U xai 1ot’ 00 AaAdy o)a
10 pquat’, arra ouAAaBny agedwy “Tapwy
BoAdaw yévort’ av-” “n 0¢ xéotpa;” “xtw PBoAdw.”

Totairr’ axotoat Ot Tov ofwvolvrd Ti

3 dv v Porson Misc. 237: av A 5 avMus.: éav A  ‘Emepwrioy Tis Aabwy A: épwr- Tig (dva)raBuov Kock:
émepwrioys (6%Awv) AaBeiv Kassel 9 mgoséywy & A: te mpociywy Meineke Men. et Phil. 186: &
npocéywy Dindorf : mpooiixov &’ Kaibel 10 6 &' émpijodn A : 6 & émpizSm Meineke, dentibus frendere

piscarium opinatus : ‘corruptum; iratus emptor iterum quaerit’ Kaibel : del. Kock :

It is ten thousand times easier

to come before the generals and obtain a hearing

and receive an answer to whatever one inquires about, than

it is to approach the accursed fishmongers in the market.
5 Whenever someone, picking up something of the wares on display, asks them

a question, he hangs his head like Telephus

in silence first (and they do this with reason;

for, to put it in a word, they are all murderers),

and, as if he was neither paying any attention, nor had he heard a word,
10 he pounds an octopus; the other is burning with rage ...

... and then, without pronouncing his words entire,

but clipping some syllables, “It would

cost you fo’ obols”. “And this barracuda?” “Eigh’ obols”.

This is what a buyer must hear

1 orpatyyois: The institution of the generals was first introduced in Athens in 501
B.C. This board numbered ten officials, who were elected annually (Arist. Ath. 22.2).
During the fifth century the generals wielded both political and military power. They
were, along with the gyroges, equivalent to the modern notion of “politicians” or

“political leaders”.'®® The generals presided over the People’s Court in military cases

' See Hansen GRBS 24 (1983) 37-42. Hansen also draws an inventory of both the orators and the
generals of fourth-century Athens (o.c. 151-180).
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(Lys. 15.1-4), enjoyed the privilege of addressing the Council and proposing motions
without prior leave from the prytaneis (SEG 10 86.47, IG 112 27), and represented the
city of Athens in the case of a treaty (/G II? 124.20-23). They also commanded the
army and the fleet (Hdt. 6.103.1, X. Hell. 1.7.5), and appointed the trierarchs (D.
39.8). However, in the fourth century the status of the generals was modified to
simply military commanders in chief, and a division of military duties was also
introduced among them (Arist. Ath. 61.1). Military and state duties gradually ceased
being performed by the same man, as in the cases of e.g. Pericles and Cimon; cf.
Isocrates 8.54-55. The split though was not definite.'’® For a comprehensive
discussion about the generals and their role see Hansen, The Athenian Democracy in
the Age of Demosthenes, 341f., 23311, 268ft.

The present reference to “the generals™, generic as it is, does not allow for any
particular identification with certain persons. Although the fishmongers are the main
target of this satire, the generals are also attacked, at least indirectly, for both
arrogance and unwillingness to consent to a hearing; cf. on l. 2. The same applies to
Alexis fr. 16 (see introduction to the play). The comic jibe against the generals traces
back to Old Comedy, where it appears even sharper; e.g. Eupolis frr. 219, 384, Ar.
Ach. 572ff., Eq. 355 with scholia, Plato fr. 201.

1-2 pveials poigars: woipa here means degree; cf. LSJ 1.5. Using language reminiscent

171

of astronomical texts, ' the speaker emphasises how much easier it is to have a word

with the generals than with the fishmongers.

2 abiwdvar Acyou: This phrase means to be assigned the right of speaking or of a
hearing, especially (but not exclusively) at a law-court; cf. D. 45.6.

This Asyog could refer to a number of situations. One possibility — that is also
compatible with the reference to the generals — is a complaint about conscription. The
generals had the responsibility to produce call-up lists for military service; cf. Lys.

14.6, D. 39.8. We know of a particular instance, where an enrolled soldier did come

179 See Hansen GRBS 24 (1983) 49-55.
"I Cf. Hipparch. 1.8.17, Gem. 1.6, etc.
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before the generals to complain about being called in the army again after hardly two

. . .. . « ‘ ~ ’ 172
months from the previous time; this is Lysias 9, Trep Toi orpatiwTov.

4 xatapdrovg: A term of abuse. Here the target are the fishmongers, who below (1. 8)
are also described as avdgogovor (cf. Ath. VI 228c¢). Elsewhere the indignation and rage
of the speaker can be directed against either a human or an inanimate object. This
abuse is frequently employed by comic poets of all eras; cf. Pherecrates fr. 76.3, Ar.
V. 1157, Epicrates fr. 8.1, Philemo fr. 65.3, etc. Menander uses the more intense

compound Teioxardeatos, e.g. Epit. 1080, fr. 71, etc.'”

sa: Here the metron is incomplete; cf. crit. app. Of the suggestions offered Kock’s is
marginally preferable for a number of reasons; a) it is closest to the received tradition,
hence it requires less change; b) it is easily explicable: loss of ava by haplography,
and interpolation of én/; prepositions, just like prefixes and other small words, are

easily and frequently inserted into texts;' "

¢) the meaning is also preferable, for
avaiaBav (“picking up”) suits the context (the customer picks up a fish and asks for its

price).

5b Tav: The definite article is here placed at the end of the line. This phenomenon
recurs not only in Comedy of all eras (though more often in Middle and New), but
also in tragedy, particularly in Sophocles. For parallels see van Leeuwen on Ar. Pl.
752, and Armott on Alexis fr. 20. Armott ad loc. suggests that this happens
“presumably as part of an attempt to make the iambic trimeter less stichic and more

flexible”.

5-6 oUs ... éxuev: Here the syntax is loose. Fishmongers are mentioned in the plural in
the subordinate clause, but in the following principal clause the number is switched to
singular. The sequence of singulars continues during the rest of the dialogue, with

only one plural instance in the parenthetical phrase. The peculiarity can easily be

2 See MacDowell in Symposion 1993: Vortrige zur griechischen und hellenistischen
Rechtsgeschichte, 153-164.
' Demosthenes too uses this word quite often; see Wankel on D. 18.209.

178 Cf. West, Textual Criticism and Editorial Technique, 24.
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explained: the singular is indispensable for the construction of the dialogue, which
focuses on a representative instantané (a single customer buys from and speaks to a
single seller). Everywhere else the fishmongers are considered collectively, as a
generalized group. A parallel crossing of numbers occurs in Ar. V. 552-558, Nu. 973-
975, etc. See Kiihner-Gerth, I §371.5; Maas, Textual Criticism, §36.

6a #xvjev: This gesture is described elsewhere in parallel terms; e.g. éxvmrrov (Euphro
fr. 1.27), xdrw Brénovrag (Alexis fr. 16.6), xarw xexvpws (Thphr. Char. 24.8). The
reasons why one gazes downwards vary.'” LSJ s.v. 2 consider sorrow to be the
reason in the present fragment, but I doubt it, for there is no sign in the text to suggest
it. This is a very graphic scene, and I would argue that the fishmonger looks down out
of arrogance and contempt towards the customer.'’® It could be that he affects to be
preoccupied as an excuse for ignoring his customer, or that he ignores the customer
while leaning over to concentrate on his task, as if the customer was irrelevant. He is
rude and uninterested, and pretends to be very busy to see the customer; later (10ff.)
he is working on the octopus while answering.

The aorist éxuvifev is gnomic. It expresses a general truth, a notion of regularity
and recurrence (cf. Smyth §1931). There is an accumulation of gnomic aorists (cf.
Exgouae, émgnady; 1. 10), which gives the audience the impression that this is a typical

and recurrent kind of dialogue between a fishmonger and a client.

6b magaxeipévawy: LSJ explain it as dishes on table, which I doubt, for it is obvious that
the dialogue takes place over the fishmonger’s stand in the market. Meineke ad loc.
interpreted magaxziueva as the fishmonger’s professional instruments, i.e. knives, etc.
However, it is inconceivable that a customer could have been interested in the
fishmonger’s professional tools (instead of the fish themselves), or could have ever
messed with them. The most appropriate interpretation seems to be Kock’s ad loc.,

who understood magaxziueve as the fish laying nearby on the fishmonger’s stand.

6-8 TiAegos ... qiwmyj ... avdpogavor: CE. Alexis fr. 183.3 dpwvos TrAegoc (see Amott ad

loc.). The speechlessness of Telephus is a motif that originates from Aeschylus’ lost

175 See Arnott on Alexis /.c.

'8 This is how Amott interprets a similar behaviour by the fishmongers in Alexis /.c.
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play Mysoi,'”” where the mythic hero is bound to silence as a consequence of killing
his mother’s brothers; cf. Arist. Po. 1460a 32, Hygin. Fab. 244.2.

For the Aristophanic comic exploitation of the myth the model was Euripides’
Telephus.'” But a speechless Telephus could not have come through Aristophanes.
Instead, the satire of Telephus’ silence by both Amphis and Alexis may reflect fourth
century revivals of the Aeschylean play. Aeschylus’ plays appear to have been re-
performed from the 420s.'” Generally, the association of speechlessness with murder
is common; cf. A. Fum. 448, sch. on A. Fum. 276, E. fr. 1008 TGF. See Parker,
Miasma, 371.

It is typical for Comedy to play between metaphorical and literal. In the
present fragment the word avdgopover is used metaphorically as a term of abuse, meant
to portray the fishmongers as being cunning, deceptive, and voracious. The term is not
used by Aristophanes or by any other Middle Comedy poet apart from Amphis; it is
employed though in New Comedy. In Philippides fr. 5.3 a gluttonous hetaira is said to
be avdoopovos, in Euphro fr. 9.10 the term refers to the stealing abilities of a cook, and
in Men. Dysc. 481 Knemon, being mad with Getas, uses the phrase avdgopova Smpia.
Additionally, Philemo and Bato wrote plays entitled Avdgogovos. With reference to
Euphro’s fragment Meineke interprets the term as fraudulentem et rapacem
(Menandri et Philemonis Reliquiae 360), and accordingly presumes the same meaning
for Philemo’s and Bato’s title-figures, as well as for the fishmongers in Amphis’

fragment.'®’

7-8 xai dixaiws ... évi Aoyp: These words are placed in parenthesis by Kassel-Austin,
as a side comment by the same speaker. However, it is also possible that this is a case
of antilabe, and these words actually belong to a second speaker (cf. Meineke,
Menandri et Philemonis Reliquiae, 186). It is common for extended speeches to be

interrupted for the purposes of variation; cf. Ar. Ach. 598, 607.

177 Cf. Radt’s scholia ad loc. (TGF III).

178 Cf. Ach. 303-593, Th. 466-519, 689-759. See Handley & Rea, BICS, Suppl. 5 (1957) 30-39.

' In addition, we know that from 387/6 B.C. onwards an old tragedy was re-performed in the City
Dionysia; cf. the entry of Fasti for this year (col. VIII.201-204). See Pickard-Cambridge, Festivals, 72,
99-100.

'8 Other such extreme expressions occur elsewhere in Comedy; e.g. SeotoegSpia (Ar. V. 418 — see van

Leeuwen ad loc., Archippus fr. 37.3).
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9: Another corrupt line; cf. crit. app. Here I adopt Meineke’s conjecture (¢ mpooeywy),
which I consider more plausible, since it retains the tradition and at the same time gets
rid of the awkwardly postponed J%, and also heals the metre. Kaibel’s suggestion
(mpoaijxov ") is farther from the manuscripts, and less obviously at home within the
context of the fragment, where the emphasis is on the fishmonger’s refusal to pay

attention.

10a Expovae mouAumouy: See Thompson Fishes 204-208. The octopus is beaten in order

to become tender and soft; cf. Suda ¢ 1267, Phot. ¢ 668, Ephippus fr. 3.10.

10b émenardm: This is the aorist of both mpndw and miumenur, the meaning of the text
depends on which one we choose. Kuses'®! and Marx'®? argue in favour of meySw, in
which case the reference is to the octopus. However, in my translation above I follow
Kaibel, who understood émgyadm to be the aorist of miumenus instead. In this case the
reference is to the purchaser.'® This is ira incendi; the purchaser is burning with rage,

as a result of the fishmonger’s attitude. émgyadn is a gnomic aorist; cf. on 1. 6a.

10-11: A possible supplement for this lacuna could be (o 8" ad / uokis avaximrer). This
gives a satisfying meaning — the fishmonger finally looks at the customer and starts

paying attention to him, before answering his question in 11. 12-13.

12-13: These lines feature both aphaeresis (xtw BoAdv) and syllable dropping (raewy
for terapwy). This is possibly a sample of the slang language of either the era in
general or the market people in particular. Elsewhere in Comedy the words oxrw
0BoAoi are found together in unelided form; cf. Crates ft. 22 184 Lynceus fr. 1.20.
Threatte notes that aphaeresis is uncommon in Attic inscriptions.'® As to the

syllables that are dropped, they share two characteristics; they are unaccented and

'8! A9mva 2 (1890) 341.

'*2 On Plaut. Rud. 1010.

' Meineke and Taillardat thought that the reference is to the fishmonger; cf. crit. app.
134 Here, however, we have synecphonesis; cf. West, Greek Metre, 12-13.

'8 The Grammar of Attic Inscriptions, 1.426.
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short: (te)tdewy, (6)BoAdv, (8)xtw. The dropping of unaccented and short syllables
reccurs on some vase inscriptions;186 on these grounds, Kretschmer /.c. suggests that
this may have been a feature of the colloquial language of the era. Regarding rerdpwy,
the omission of one of two syllables featuring the same or similar letters facilitates the
pronunciation and makes the speech quicker. See Lobeck, Paralipomena
Grammaticae Graecae, 43; Sturtevant, The Pronunciation of Greek and Latin, 103.
The usage of such an informal and colloquial language can probably be

interpreted as a further indication of the fishmonger’s dismissive attitude; cf. on 1. 6a.

12-I3 Tdgwy ... xTw PoAdy: Not only is the fishmonger rude (cf. on 1. 6a), but he is
expensive too. The high cost of fish is part of the attack against the fishmongers in a
number of comic passages, and this presumably reflects reality; cf. Alexis frr. 76, 130,
204, Diphilus fr. 32, etc. In Alexis fr. 16 the fish dealer charges eight obols for a
single mullet, which the customer refuses to pay, considering this price quite
extortionate. Davidson notes (o.c. 186), “it is worth remembering that a good wage
for a skilled labourer around the end of the fifth century was one drachma (six obols)
a day”. By and large fish was considered a luxurious food item. Its conspicuous
consumption understandably suggested a wealthy lifestyle, and could even bear

connotations of political power.'®’

13 xéorea: See Thompson Fishes 108, 256-257. This is an Attic appellation of the fish
otherwise known as cgetgava (cf. LSJ s.v.); cf. Strattis fr. 29, Antiphanes fr. 97, Ath.
VII 323b. Both names probably derive from the body-shape of this fish, which

resembles a hammer.'%?

' E.g. ETTOIEZN, AOENEON; cf. Kretschmer, Die griechischen Vaseninschriften ihrer Sprache
nach Untersucht, 124.

"7 For a comprehensive discussion of fish consumption and its implications on both social and political
level see Davidson, “Fish, sex and revolution in Athens”, CQ 43 n.s. (1993) 53-66.

'8 Both xérrea and oylga mean hammer; cf. LSJ s.vv., and Boisacq, Dictionnaire étymologique de la

langue grecque, s.v. aougov.
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@iradeAgor (frr. 33-34)
Plays entitled ®iAadzAgor were also produced by Apollodorus Gelous, Diphilus

(in singular, possibly), Phillipides, Sosicrates, and Menander. Two fragments of the
Amphis’ play survive, but neither is enlightening as to the play’s plot. Although
ultimately unprovable, it is possible that it was parallel (to an unknown degree) to
Menander’s homonymous play, which we have come to know through Plautus’
adaptation in Stichus,'® where two brothers marry two sisters. I would suggest that it
is within this frame that the notions of love and brother / sister, implied by the title,
should be understood. The plot’s axis of Amphis’ play could possibly be a
simultaneous marriage of two brothers to two sisters. If so, Amphis’ play might have

stood as a source of inspiration for Menander.

Fr. 33

This fragment, cited by Athenacus X 448a, could possibly come from a
prologue speech,'® where a character addresses the spectators, whom he considers
sober in contrast with the play’s characters.'”’ The latter are said to be fond of
drinking, and we can imagine that they are going to be presented as pursuing a
hedonistic lifestyle, similar to the one propagated by e.g. Amphis fr. 21 and
Philetaerus fr. 7. The speaker could be informing the audience about the prehistory of
the events that they are about to see on stage; likewise in Menander’s Epitrepontes a
divinity is believed to have delivered a delayed prologue-speech providing the
audience with background information (see Gomme & Sandbach on Epit. fr. 6).

This fragment gives the impression that hastiness is in the origin of events
related to the play, and that somebody must have done something while drunk. It is
possible that a rape took place while someone was drunk during a festival. If so, this
would be an early example of a typical New Comedy plot; cf. Men. Sam. 35ff.
(Plangon is raped during the Adonia), Epit. 450-479 (Pamphile is raped during the

Tauropolia).

' See Webster /M 112-114, 1d. SM 112, 139-145.

1% Webster /M lc. believes that the original play by Menander did have a prologue scene, which
Plautus cut out.

"' Another possibility is that this fragment is an address to a group of people in the play, though I

consider it less plausible.
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On many accounts I praise the life

of the drink-lovers more than the life of you,

who are used to have only wit in your head.

This kind of sense, being always engaged in getting

matters organised, because it scrutinises

all things deeply and carefully, fears to rush hurriedly upon
business, whereas the other kind of sense, as a result of

not having calculated exactly what may ever come out of every
single action, accomplishes something that is both splendid

and daring

2-3 @idomoT@vy ... voiv éxery eiwdotwy: The speaker juxtaposes two distinguished groups

of people, the drink-lovers and the sedate ones. As one might expect, the comic

character prefers the former to the latter, because their modus vivendi is more

spontaneous, and therefore more exciting. Being a @idomorys is normally not

considered a vice within comic mentality; cf. Ar. V. 80 with scholia, Eupolis fr. 221,
Alexis fr. 285, Diphilus fr. 86, etc.

3 & 1§ perdmp voiv Exerv: Here the seat of the intellect is located in the head.'®? But

there was a controversy throughout antiquity (down to at least the sixteenth century

A.D.) about this issue. The opposite opinion favoured heart as the centre of

192 Cf, Hp. Gland. 10, 1d. Morb. Sacr. 17, P1. Ti. 73c-d, etc.
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intelligence; cf. Empedocles 31 B105 DK, Arist. MA 703al3ff., etc. See Longrigg,
Greek Rational Medicine, 56, 60; Id., Greek Medicine, 62-63, 73, 76-717.

4 oa Téhoug: Cf. Alexis fr. 131.6, Hegesippus fr. 2.3, Menander fr. 236.16, Philemo fr.
92.4. See LSJ s.v. tedog11.2.c.

4 sqq. émi ol guvtetdydar...: The speaker refers to the sober people, as the opposite of
the drink-lovers. He considers them to be indecisive, always engaged in needless
examinations of minutiae, while their mind is continuously absorbed in getting things
in order. As a result of this exaggerated deliberation and pre-planning, they refrain
from acting spontaneously. Therefore, their life lacks excitement and interest.'”>

What is particularly noteworthy is the quasi-visualisation of how the mind
concentrates on the task of organising everything, and how it becomes absorbed in

this procedure; cf. Amphis fr. 3.3-4, Aeschin. 1.179.

5 Aemradg xai muxviss: The sedate persons are said to analyse their future actions with
great attention to the details (Aewras), and with careful thought (mvxviy). For this
notion of Aemrrag cf. Av. 318, sch. on Ar. Nu. 359, etc. For muxves denoting deep thought
see sch. on Ar. Nu. 702, Eq. 1132 with scholia, Th. 438, etc. This usage traces back to
the Homeric phrase mixa ggoveovrwv (e.g. 11. 9.554). Both notions occur together in Ar.

Ach. 445 muxvij yap Aemta umyavi @oevi.

7 mpoxeipws: “Readily, without much consideration”; cf. Alexis fr. 257.5.

9 daAeAoyicdar: Cf. Diphilus fr. 42.15. The use of perfect is important, in that it
emphasises further the notion expressed by the verb itself; i.e. that any actions are the

result of careful calculation that took some time to come to fruition.

9-10 veavixoy ... Jeguoy: Exciting deeds are the outcome of the lively lifestyle, in
favour of which the speaker argues. His point is that without a rigorous calculation of

the risks involved in a particular course of action, one can achieve outstanding things.

' The scheme drawn here, i.e. promptness vs. hesitation to act, is parallel to the comparison that

Thucydides 1.69-70 makes between the Athenians and the Spartans.
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The incentive is of course the wine; under its effect people tend to act more
spontaneously, without considering in advance the possibility of negative results.

Both veavixéov and Seguov are treated here as positive terms. However, Szguov is
meant to be a negative characterisation in Ar. Pl. 415; cf. sch. ad loc. Stevens notes
about veavixoy, “is not used at all, literally or metaphorically, in serious poetry, apart
from Euripides, and in the fifth century is apparently confined to Euripides and
Comedy” (Hermes 1976, Einzelschriften 38); cf. Barrett on E. Hipp. 1204, and Arott
on Alexis fr. 193.2. I would suggest that in the present fragment veavixov has more
than one meaning; it denotes something that is high-spirited and impetuous, and at the
same time vigorous and vehement (see LSJ s.v.). These characteristics could — either
individually or collectively — describe a youth and his behaviour; cf. Neil on Ar. Eg.

611; Dover, Greek Popular Morality, 103; Bjorck, EPMHNEIA, 66-70.

Fr. 34

This fragment is cited by Stobaeus 4.35.16. The speaker comments on the
behaviour of a grieved man. This grief could be e.g. a lover’s unhappiness. The
speaker might be a slave, friend, well-wisher or adviser (even a brother) entering to
comment on events indoor. A parallel scene is perhaps Men. Epit. 878ff., where the
slave Onesimos comes out of the house and, addressing the spectators, comments on

the state of his master Charisius who is going mad.

AmoAdov, ws duaageaTov éor’ aviwpevos

” 3 g e ’ ~ ”
avdpwmnos é@’ amaciv Te duayepdis Exel

O Apollo, how cantankerous is a distressed

man, and how gets irritated with everything

1 dvoagearov: Someone here is described as bad-tempered and irritable; cf. Ar. Ec.
180, Diphilus fr. 63, E. Or. 232 (= Men. 4sp. 432). See LSJ s.v.

1-2 duodgeatoy - dvoyepdg: Interesting rhetorical repetition of dve-, referring to a man

who is apparently dva-xoAos in his manners.
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2 é¢’ @maow: Such is the irascibility of a man in plight that he is ready to be angry at
literally everything; even minor details will call forth his anger. For parallel cases

where the preposition én/ takes the dative of nas see Headlam on Herod. 3.20.
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ARISTOPHON

Hanow' and Kaibel? locate Aristophon’s floruit period around the mid fourth

century B.C. This agrees with the evidence that we get from the inscription IG I
2325.151, according to which Aristophon won his first Lenaian victory sometime
between 358 and 350 B.C.? It has however been suggested that Aristophon composed
his @iAwvidne before 366 B.C. (cf. introduction to the play). If so, he must have been
active in the theatre a decade or more before his first victory. He probably remained
active during the second half of the fourth century as well, for we have good reason to
believe that he wrote his ITudayogiorns between 345 and 320 B.C. (cf. introduction to
the play); see Webster CQ 2 n.s. (1952) 22, and Nesselrath MK 312.

Tatpoc (frr. 4-5)

The doctor is a common title-figure in Comedy. Homonymous plays were

written by Dinolochus (CGFP 78), Antiphanes, Theophilus, and Philemo, while

Pomponius wrote a Medicus. Although we cannot hope to recover with certainty the
plot of Aristophon’s play, the doctor figure must have been a major character with a
central role. Neither of the surviving fragments seems to bear any apparent relation to
the title, and so they allow little insight into the larger plot. Both suggest an amatory
theme. The character in fr. 4 comments on the high prices that prostitutes charge to
their customers, and therefore they have gone beyond the financial reach of poor men.
In fr. 5 the speaker (a parasite) emphasises his skills in helping others to succeed in
amatory affairs. One may speculate that a brothel featured in the plot, and that the
young man’s love interest lay with a courtesan, whom he could not win because of his
poverty. One may reasonably wonder how the doctor figure fits into this scenario. It is
interesting that in Phoenicides fr. 4.12-13 a courtesan complains about her relation
with a poor doctor. Likewise, a poor doctor may be in love with a courtesan in the

present play. Another — still more speculative — possibility is that the “doctor” was not

' Exercitationum criticarum in comicos Graecos liber primus, 29.

% RE s.v. Aristophon nr. 7.

* This inscription is a catalogue of the victorious comic poets at the Lenaia. It records the poets by
chronological order of their first victory, and also supplies the total number of their victories. Capps
(AJPh 28 [1907] 188) offers a very useful chronological table.
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a real doctor, but instead the young man in love used a doctor’s identity as a disguise,
so that he could be allowed into the house / brothel. For the use of disguise to win the
beloved we may compare Menander’s Dyscolus, where Sostratos is persuaded to
pretend to be a labourer in order to win over Knemon (1. 366-392). Finally, we cannot
rule out the possibility that the mention of prostitutes in fr. 4 is tangential to the main
plot; in which case it is possible that there was a real doctor, and he was the father of

the girl. There is no way of knowing for sure.

Fr. 4

This fragment is cited by Stobaeus 3.6.10. The speaker employs solemn
diction (drometeig, aBator), in order to comment sarcastically upon the high cost of the
hetairai.* With comic hyperbole he compares their houses to holy places, not to be
trodden by the public. From what he says one may infer that he himself is one of
“those who have not one possession” (I. 2). His identity cannot be established with
certainty; he may be the title-figure of doctor (a real or a fake one; cf. introduction), a
slave (possibly a slave of the young man in love), some other character of modest

circumstances, or even the parasite who speaks in fr. 5 below.

al TV ETaip®Y Yyap JIoTETENE olxial

yeyovaaty aBator Toig Exouat umde v

The houses of the courtesans are surely taboo;

they have become places unapproachable to those who have not a thing

1 Jwmereis: Etymologically — and in most contexts — the adjective domersc means
fallen from Zeus / heaven (see LSJ s.v.);> cf. Photius & 643 and Ps.-Zonaras 9 526.17:
diometés: € ovpavoy xategyouevov. See E. IT 977-978 (dometés ... dyarua), D.H. 2.66.5
(Srometés Marrddioy),® Plu. Num. 13.1-2 (yalxiiy nédtyy &€ oboavoi xatageoouévmy eic Tas

* On hetairai see introduction to Amphis fr. 1.

* Oenomaus fr. 13 (ap. Eus. PE 5.36) uses the adjective IToceidwvonetic (coming from Poseidon) that is
formed by analogy like diomervc.

% On domerij dydAuara see Gruppe, Griechische Mythologie, 11 774°.
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Noud meoeiv yeigas ... dometots), Luc. Icar. 2.3 (Mévmnos quiv drometns mageoriv €6
ovgavol;), etc.

Objects believed to have fallen from Zeus / heaven were considered sacred
and taboo; cf. Herodianus 4b exc. divi Marci 1.11.1 (Gyadua dometés ... o0de Yavarov
yetpos avSpwnivig), Plu. 309f ("Ihos To drometés tjgnace maAAddiov xai étvpAwdy: ov yae
éqy im’ avdgos BAémeaSai).

The term domerns (fallen from Zeus / heaven; cf. LSJ s.v.) is infrequent in the
surviving texts from the fifth and fourth centuries B.C.; it is commoner in the late
Hellenistic and Roman periods, and beyond. In Comedy it occurs only here. Here,
however, the presence of the term aBator in the next line suggests a location, not an
object, therefore not literally fallen from Zeus / heaven. The term aBatos is used
among other things of places struck by lightning — sent by Zeus; such places were
considered sacred and taboo (cf. Dodds on E. Ba. 6-12). In combination with aBatoc,
the term dromeTs is probably used in an extended sense meaning “struck by lightning”.
This transfer of meaning from aBatos to domeTyg is effected through the intermediary
notion of lightning that is sent by Zeus (dometys) and renders a place hallowed
(abBatov).

2 a@Baror: This is the second solemn term, which in combination with dremereic helps
create an elevated style that is in total disaccord with the subject, i.e. the courtesans
and the high prices they charge. Hence, the fragment acquires a grotesque dimension;
with the houses transformed into taboo évpAlora,’ the courtesans themselves become
the deities that dwell in these sacred places. Used here with reference to sex, the
adjective aBatos is also present in Anaxippus fr. 3.5, within a context relating to

another major materialistic notion, that is food (aBatovs moieiv yag Tas Teanéla).

Fr.5

This fragment is cited by Athenaeus VI 238b-c, within a lengthy discussion
about the nature of the nmagasitos. Athenaeus quotes many fragments from all eras of

Comedy, as well as other, non-comic authors in order to illuminate both the role and

" See EM s.v., and Dodds on E. Ba. 6-12.
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the nature of the parasite. For further on the parasite figure see General Introduction p.
21.

The speaker in Aristophon’s fragment is a self-important parasite. After
proudly declaring his parasitic nature, he brags in length about his ability to take risks
and undertake difficult tasks. To make his intention of readiness to act more vivid, the
parasite utilises military terminology (meosBaleiv, xpios, xAdxiov, Kamavels), which
gives a grotesque dimension to his speech. An apparent antecedent is the chorus of
kolakes in Eupolis’ homonymous play; in fr. 175 they describe themselves in military
terms.

In Aristophon’s fragment the speaker’s opening claim about getting to dinners
first is specifically about his regular activities as a parasite. He then goes on to speak
about his transferable skills and qualities, which can be redeployed in other contexts,
bragging like the parasite in Men. Dysc. 57-68 (“if anyone needs my help...”; cf.
further below). What our parasite is actually doing is providing excessive
encouragement for his patron’s projects in order to demonstrate his commitment.® The
use of the trochaic tetrameter here for a programmatic statement is consistent with the
trend in Middle Comedy to use this metre for a special effect.”

The parasite’s speech shares some features with other parasite-related
fragments. Antiphanes fr. 193 features a very similar parasite’s speech: introductory
phrase / parasite’s self-presentation, followed by some potential tasks and risks, which
are stated in a peculiar syntactical pattern, i.e. an infinitive sentence plus a single-
worded (or an as brief as possible) apodosis.'® Door breaking in particular is present
in both speeches as a feat of bravery (see on 1. 5). This and other features must be
generic, but given the similar structure shared by Aristophon and Antiphanes, one
suspects influence of one on the other, though we cannot say with certainty which
came first."" A major defining attribute of a parasite, namely being the first to arrive at
the dinner table, features again in both Middle and Old Comedy (see on 1. 2).
Furthermore, Timocles fr. 8 is a eulogy of parasites; it is acknowledged that a parasite
helps his patron with everything (1. 7), and supports his master in his love affairs (1.
6), an idea that also appears in Aristophon’s fragment below (ll. 5-6). Similar kind of

8 Cf. Plu. Mor. 5lc-e.
® For the use of the trochaic tetrameter cf. General Introduction p. 27.

' Aristophon employs the same structure in fr. 10 too (see on 1. 9).
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help is what the parasite Chaireas declares he is ready to offer in Men. Dysc. 57-68
(snatching courtesans, burning doors down, etc.). It is a possibility that either all or
some of the above Middle Comedy parasite-featuring fragments influenced Menander
in the composition of Chaireas’ speech.

In the fragment below the parasite boasts that he has the nickname Broth (1. 3).
Nicknames are regularly attached to parasites, and they are nearly always fashioned
upon their gluttony. Arnott (introduction to Alexis’ Ilagdsitos) notes that this feature
takes the form of a formula and recurs regularly in Comedy. The youths in particular
are usually (but not always, cf. Anaxippus fr. 3.3) identified as the ones who give the
nickname to the parasite; cf. Antiphanes fr. 193.10, Alexis fr. 183.1, Plaut. Capt. 69,
Id. Men. 77. The habit of giving nicknames in order to highlight a peculiar aspect of
someone’s character was more generally practised; cf. Ar. Av. 1290-1299,"
Anaxandrides fr. 35 (cf. Millis ad loc.), Alexis frr. 102 and 173 (cf. Arnott’s notes),
Hdt. 6.71, D.L. 7.168, etc. See also Headlam on Herod. 2.73.

Apart from the nickname {wuss, the following fragment abounds in common
and proper nouns that encapsulate other aspects of the parasite’s personality:
nadatoryy Apyeiov, xpios, Kanavels, axuwy, TeAauwy, and xamves. Though these could
be nicknames, it is better to regard them as metaphors. Although people do get
mythical nicknames (cf. Is. 8.3 tov Opéoryy émxarovuevov), Aristophon’s fragment
seems more like Antiphon 1.17, where a woman is described as “this Clytemnestra”,
presumably not a nickname (i.e. there is no reason to believe that she was ever called
Clytemnestra), but a metaphor. The speaker in our fragment uses the pattern “consider
me X” or “l am X”; parallels are to be found elsewhere either with proper noun (e.g.
Ar. Av. 716 éouév 0’ uiv Apuwy, Aedgoi, Awdwvy, ®oiBoc AmiAAwy, and ibid. 722
nuels Uuiv éouev pavreios AmoAAwy) or with common noun (e.g. Pl. Chrm. 154b Aeuxy
oradun el moos Tous xadous). The same applies to Aristophon fr. 10; e.g. in 1. 3 the

sense is “I am a frog” (not “I am Frog”).

’ y )~ ~ 24 » | ’
BovAouat 0’ alrd mposimely ofos efut ToUs TeomOUS.

” c ~ ’ ~ e’ s ¥ ’
av TIS ETTIR, TMaEWl TP@WTOS, WIT oY TdAal

' On Antiphanes’ date see Konstantakos, Eikasmos 11 (2000) 173-196.

'2 Dunbar ad loc. believes that at least some of these were actual nicknames with which the Athenians

were already familiar.
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— U — Cwuos xarotuar. Ot T1v’ apaadar uioov
~ ’ 1 ’ 3, ~r y € o~
TQV TragoeuvTwy, TalairTyy vouiaoy Agyeiov u’ 0gav.
5 mpooBaleiv mpos oixiay Osi, xp1os avaBival T1 meog
shpdxioy T — U Kanavels: imouévery mAryyas anpwy:

xovdudovs mAatre O Tedauwy: Tovs xatovs melpay xamvog

3 <napa véwv> (. Grotius Exc. p. 839, <7ois véors> . Bailey p. 59 sq.: <mavragoi> { Blaydes Adv. I p.
101: <IMpwreat>Cwuos Crusius Phil. 46 (1888) 616: <eixérws> Stephanopoulos ZPE 68 (1987) 1 6
xhpdxioy Kamaveog ACE: xA. Kamnavevs eqwt Eust.: xAwaxidioy equi Kan. Meineke: teiyos émi xAaxida
(coll. Men. fr. 607) vel eis xAwaxida (coll. Eur. Suppl. 729) Kan. Headlam JPh 23 (1895) 280:
xAaxidiov alroxamavels Headlam Herodas p. 304” (coll. vix apte Alciphr. 111 34,2 alrooxamavels, vid.

Gow-Page ad HG Epigr. 2819)

I want to tell him in advance what kind of person I am in my ways.
If anyone gives a feast, | am the first to arrive, so that I have long already been
...called Broth. If there’s a need to grab by the waist and lift someone of those
who have drunk too much, think you are watching an Argive wrestler.

5 If it is to make an attack upon a house, I am a battering ram. At climbing up
a scaling ladder, I am a Capaneus; at enduring strokes [ am an anvil;

at fashioning punches I am a Telamon, at tempting the handsome boys, smoke.

1 avtd: Meineke ad loc. interprets: “ei cui se mancipaturus est is qui loquitur”. I see
several obvious possibilities here:

i. This could be the apodosis of a complex sentence: “if someone wishes to invite me
to dinner, I wish to tell him...”. (i.e. aur@® stands for an imaginary / hypothetical host).
ii. The parasite could be speaking to an interlocutor about a prospective host: “I want
to tell him what sort of a guest he’s going to get...”.

iii. He could be speaking in general terms about the qualities of a parasite, which can
be redeployed in other contexts with avrg designating not specifically a host but more
generally a patron.

All are compatible with Meineke’s interpretation.

2 mageiu mpdrog: For the parasite’s habit of being the first to arrive for dinner; cf.

Alexis fr. 259.8, Cratinus fr. 47. A parasite in Libanius Decl. 28.6 supplies a
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rhetorical justification: Toig éni deimva mowrTors amyyTYHGTIY 6 TE VoUs Twpgovel xai 0 ToTOS
elrgemic. Of course, the real reason why parasites come early is to have the maximum
food and drink. In the present fragment the speaker wishes presumably to provide
further evidence of his initiative and of his right conception of the notion of xasdg, in
order to sound more convincing in his following claims (i.e. he knows the perfect

timing for climbing a ladder, bringing down a house door, etc.).

3a — U — : The person(s) who call the parasite Broth may have been mentioned here.
Elsewhere (cf. introduction to fr. 5) the persons who appear to be giving nicknames to
parasites are the youths. It is a possibility that the present fragment follows the same
pattern. Though both Grotius’ and Bailey’s suggestions satisfy this need, I am more
inclined to adopt the latter, for it leaves unresolved the first longum (7o%) of the
trochaic tetrameter.'> Resolution in the trochaic tetrameter is generally not so common

in Comedy; cf. West, Introduction to Greek Metre, 29.

3b Cwuog: Broth, soup, gravy; cf. Ar. Nu. 386, Eq. 357, Teleclides fr. 1.8, etc. In the
present fragment the word is used as a nickname, as it is also the case in
Anaxandrides fr. 35.5, where {wuos features within a list of derisive soubriquets.14 In
Alexis fr. 43.2 someone is called {wuotagiyos; Amott ad loc. and LSJ s.v. 2 consider
{wuos to be appropriate for a “fat, greasy fellow”. In our fragment the meaning is
made obvious from what precedes (l. 2); the point here is the extreme greed of the

parasite.

3¢ %ei: Also in 1. 5. In both cases the tone is hypothetical; i.e. dei actually means éav
d¢yp. In each case the hypothesis combines with what follows (véusooy... and xpio¢
respectively), to create the impression of liveliness and readiness for action, which are
the very qualities that the parasite wishes to demonstrate. A similar case recurs in Ar.

Av. 78-79: érvovg 8" émduuei, dei’ Tagivne xai yimeas, / Toéyw ‘mi Toglvgy."’

'3 The dative of the agent is not confined to the perfective; cf. Kithner-Gerth [ §423.18c.
" However, Millis ad /oc. believes that the reason lies with the excessive use of oil to anoint oneself.
Bechtel also associates this nickname with fragrant ointments (Spitznamen 74-76).

'* See Schmidt, Sprachliche Untersuchungen zu Herondas, 122.
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3d &paadar péoov: This is a wrestling term. Grabbing someone by the waist (uéoov),
and lifting him up was a wrestling move that signalled the near victory of the person
who managed it (the reason being that it is preparatory to a throw); see Olson on Ar.
Ach. 274-5. Cf. sch. on Ar. Nu. 1047: 5 uperagopa amo tav malacriv T@y
AauBavouévwy elc To péoov xai rrouévey; cf. Hdt. 9.107. The same metaphor occurs in
Ar. Ach. 571, Eq. 388, Ra. 469, and Ec. 260. Following the Greek model, Terence has
“medium primum arriperem” (4d. 316), and Plautus “mediam arripere simiam” (Rud.
608).'® What the parasite wishes to emphasise here is that he can restrain or even eject

a drunk. This role as “bouncer” is part of the services he supplies to his host.

4a magowvouvtwy: The original meaning of magowéw is to misbehave through wine, and
by extension to mock, act violently, insult physically, without drunkeness always
being necessarily the reason (see LSJ s.v.); cf. Ar. Ec. 143, Men. Dysc. 93, Plu. Luc.

35.6, etc. But it never just means “drink too much”; it always refers to misbehaviour.

4b madaiorryy Apyziov ogav: Either an otherwise unknown wrestler called Argeios or a
wrestler originating from Argos is meant here. Despite the fact that Argeios was a
very common name,'’ which makes the former alternative look quite possible, I
would rather opt for the latter alternative, for Argive wrestlers enjoyed a distinctive
reputation. Similar comments implying their excellence in this field occur in AP 1427,
Theoc. 24.111, etc. Gow-Page (on AP lc.) infer that Argive wrestlers must have
“relied on skill and manceuvre”. Crusius (Phil. 46 [1888] 616) suggested that
Aristophon seized upon the Sophoclean fragment 201h TGF xai yae Agyeiovs 6p@.'
The line reappears in Alexis fr. 157 (see Arnott ad loc. for further discussion); cf.
Philonides fr. 11.

5a mpooBaleiv: The verb mposBallw is charged with military connotations; cf. X. Cyr.
7.2.2 mpoaBaidv mpos To Teiyos, Id. HG 6.5.32, Plb. 4.18.6, etc. Here there is an

element of bathos; the target is not a castle, not a fortress, but a simple o/xia. An

' Cf. Marx ad loc.
'7 Kirchner has seven entries under this name (P4 1580-1586), and LGPN a total of sixty two.

'® This is supposed to be a proverb. See Miller, Meélanges de litterature grecque, 11.46 (p. 363), and
Radt ad loc.
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interesting parallel is Dionysius fr. 3, where the speaker, a hired cook, uses military
terminology, as if he intended to storm the house; cf. comm. ad loc. (esp. 1. 5, 16,
17). Language reminiscent of war is also used by the parasites in Eupolis fr. 175 (cf.

introduction to the present fragment).

5b xpiég: This is the battering ram; an important item of military machinery, and
particularly of siege equipment; cf. X. Cyr. 7.4.1. In the present fragment the boastful
parasite employs this military term, along with meosBaleiv (see s.v.) on purpose, i.e. in
an attempt to present himself as being robust and brave.' Bringing doors down
(Svgoxoemeiv) is a topos in Comedy and elsewhere. It was mainly considered a symptom
of drunkenness; cf. Ar. V. 1254. In Antiphanes fr. 193.6 it features as a major feat in a
parasite’s speech again (cf. introduction to the present fragment); cf. Id. fr. 236.3. It
recurs in Thphr. Char. 27.9 (an old man fighting over a courtesan), Lucilius 839,%
etc. This kind of behaviour was primarily employed by a lover, who wished to attract
a woman’s attention; cf. Ael. NA 1.50: ofovei xwuaotng ovv 1@ avAd Svpoxonei, olitw Toi
xal éxeivos augigas TNV EQwuEVnY ragaxalei.”’ Presumably in Aristophon’s fragment, the
reason why the parasite would storm into a house is to aid his patron’s efforts towards
winning the heart of a lady.22 Likewise, in Terence’s Adelphoi 88ff. we hear how after
breaking into a house (“fores effregit”), the young Aeschinus abducted a girl.
Elsewhere in Comedy characters seeking to recover a girl resort to laying a siege
outside the girl’s house; e.g. Men. Pk. 467-485, Ter. Eun. 771-816, Ovid Am. 1.9.19-
20 (ct. McKeown ad loc.).

5-6 avaBivai T mpos xAwaxoy: Climbing up a ladder is to be understood in
combination with door smashing (cf. previous note), and within the same context of
women wooing. The readiness of the parasite to help his patron in his love affairs is a

standard feature of a parasite’s profile; cf. Timocles fr. 8.6: éods, ovvepaotyc

'% Cf. introduction to fr. 5. Here xpidc is not a nickname, but another metaphor. Elsewhere we do hear of
the nickname Kpiée, but this has a totally different meaning; cf. Bechtel o.c. 372, 65.

20 See Marx ad loc., and Leo, Plautinische Forschungen, 155.

2! For further discussion and references, see Headlam on Herod. 2.34-37.

%2 Conceivably, the parasite could be saying (like Eupolis’ Kolakes, fr. 175) that no house can keep him
out if he wants a free meal. However, the phrase taken as a whole along with the similar structure of |.

3, suggests that this is supposed to be a service rendered to his patron.
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angopdaioros viyverar. Interestingly, the archetype for ladder climbing is Zeus himself.
On a vase depicting a phlyax scene, Zeus carries a ladder, in order to climb up to the
window of his beloved.”

Here the military analogy continues; one can climb up a ladder to get to a

woman’s window, but also to attack a city wall.

6a Kamaveis: The archetype for climbing up a scaling ladder. According to the legend,
Capaneus was one of the Seven Argive army leaders who headed the expedition
against Thebes. In his determination to storm Thebes he defied the gods, even Zeus
himself (cf. A. Th. 427-8). He attempted to climb the city wall using a scaling-ladder,
but Zeus sent a thunderbolt that killed him; cf. A. Th. 423-446, E. Supp. 496-499, D.S.
4.65.7-8, etc. By comparing himself to Capaneus, the parasite stresses his
determination to serve his patron with absolute dedication and also with reckless
boldness.

Regarding the lacuna in 1. 6, none of the proposed conjectures (cf. crit. app.) is
entirely satisfactory. The addition of an extra equ/ breaks the sequence of the single-
word apodoses (xgiog, axuwy, Telapwv, xanvos), while all the suggestions by Headlam
alter the text radically (xAwaxida or xAwaxidioy instead of xAuasxiov, airoxamavels or

atrooxanavels instead of Kamavels). Perhaps a graphic word like avw3e stood there.

6b axuwv: The anvil typefies endurance. A similar metaphor is employed by
Antiphanes fr. 193.3: tUmreadar uidgos. Generally, bearing blows and being beaten
formed an essential part of a parasite’s lot; cf. Nicolaus fr. 1.28-29. The parasite
speaking in Axionicus fr. 6 explains the reasoning behind this lifestyle; on balance,
the profit of being a parasite outmeasures the humiliation incurred at certain moments
(11. 6-8). Parasites seem to have received a similar treatment in Latin Comedy too; e.g.
Ergasilus in Plautus’ Captives, in a meta-theatrical comment, calls himself and the
other parasites plagipatidas (1. 472); but Gnatho in Terence’s Eunuch refuses to adapt
to this humiliating modus vivendi (11. 245-246).

% In Trenkner, The Greek Novella in the Classical Period, 130. Another phlyax vase depicts a comic

character reaching his beloved’s window on a ladder (British Museum no. 1438).
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7a xovdvAous mAdrrew: Here xovdulos has the meaning of blow / punch; cf. Hsch. s.v.
wovduhog: Eregdv T1 Tob xohdgov** The parasite is capable of beating and punching
others (just as well as he can bear blows himself; 1. 6). This is another standard talent
that a parasite was expected both to possess and to practise; cf. Antiphanes fr. 193.4:
TUTTTEIY KEQAUVOS.

The combination of words is peculiar enough. The act of punching is defined
by the verb mAarrew, whose primary meaning is form / mould soft substances, or even
knead bread, cf. LSJ s.v. Herwerden (Collectanea 117) reckoned that this is a pun on
xavduAous (or xavdaiAovs), a luxurious Lydian dish (either a cake or a stew / pilaff; cf.
Arnott on Alexis fr. 178.1); cf. Ar. Pax 123 (see scholia and Olson ad loc.).
Herwerden’s suggestion is perhaps favoured by the choice of the verb mAarre;
regularly used for giving form to soft materials, like dough, clay, etc., here it could be

seen as making easier the transition from the notion of punch to the notion of cake.

7b TeAapav: Though it is not recorded in any paroemiographical corpus, Hesychius
preserves the phrase TeAauwvior xovdudor (T 394), which he explains as of mposdesuevor
T@v TeEAauwvwy. 9 weyaror, yahemoi. The second half of Hesychius® gloss is relevant

here (i.e. big punches).

7¢ melp@v: “10 mpooBalAety yuvaixi mzpi dppodityg” (sch. on Ar. Eg. 517). In Attic®® the
standard meaning of mzwaw when used with personal accusative is to make a pass at a
woman (e.g. Ar. Pl. 150, Theopompus fr. 33.8, etc.), or a boy (e.g. Ar. Pax 763). See
van Leeuwen on Ar. Eq. 517. The same goes for the present fragment too, especially
since with a word for sexual approach (meigav), the word xaAsc is most naturally taken
to refer to handsome boys as objects of desire. If the parasite is adept at seducing boys
himself, he is presumably good at helping others achieve sexual success as well. This
claim of the parasite combines with what he says in 1l. 5-6; he is capable of helping

his patron get both a woman- and a boy-lover.

7d xamvog: The Scholiast on Ar. Av. 822 tells us that Kamvoc was the nickname of a

certain Theagenes, the reason being o1 moAda Imayvovuevos oldey éréler; cf. Eupolis fr.

* xévdudog can also denote the knuckle, of any joint; e.g. Arist. HA 493b 28, cf. LS/ s.v.

3 Cf. Moer. 207.2.
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135. It is possible that xamves denoted people of talk but no action during the period of
Middle Comedy t00.2® However, this cannot be the meaning intended by the parasite
here, where he outlines his regular stream of actions in favour of his patron. There is a
good case to be made for the view of Kock; “Aristophontem similitudinem inde
petivisse arbitror, quod fumus per foramina omnia rimasque facile penetrat”. The
point is that the parasite claims for himself the penetrating qualities of smoke.”” He
finds his way in anywhere, he climbs up ladders easily, he squeezes into small spaces,
etc. Like the quasi-unsubstantial smoke, the parasite can act lightly and use delicate
techniques. It is particularly noteworthy the way he moves from anvil (l. 6) to smoke;
this is indicative of the chameleonic nature of the parasite, in the sense that he can
adjust his behaviour to the circumstances. He can be either tough and enduring like an
anvil or light and permeating like smoke.

There may perhaps be an additional element of irony lurking here, in that
despite his assertions he could in fact be xamvos like the parasite in Menander’s
Dyscolus, who, after bragging (1. 57-68), rushes off and avoids the help he had so
grandiloquently promised (ll. 129-138), thus proving himself literally insubstantial

like smoke.

KaAwvidne (fr. 6)
The title figure is otherwise unknown. Meineke (1.410) thought that it could be

®Awvidns instead, a misreading for Aristophon’s homonymous play. On the contrary,
Breitenbach suggested that one could replace @iAwvidns with KaAdwvidns. If change
were needed, 1 would opt for Meineke’s suggestion, for we can easily identify
Philonides,”® whereas we do not know anything about any contemporary Kallonides.?’

However, there is no obvious reason to change either title. Kallonides is either a

% In Anaxandrides fr. 35.9, a fragment recording the major Athenian nicknames, Schweighéuser and
Kaibel reconstructed the text in a way that it would allude to both Aristophon’s fragment and
Theagenes the Smoke; in a line reading ei Tovs xadovs & av T PAémy, xawos Seatgomorcs, Kaibel
suggested Oeayéveog for Szargomoiss, and Schweighiduser proposed xamvos for xawos.

27 As a physical property, like Philocleon in Ar. V. 144, 324 with scholia.

28 p4 14907; cf. below introduction to Philonides.

% There is only one entry in PA under Kallonides (no. 8241), corresponding to the year 459/8 B.C.
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totally fictitious character’® or a comic disguise for a real, contemporary person; cf.
Aristophanes’ Knights where Paphlagon stands for Cleon, and Eupolis’ Marikas
where Hyperbolus is targeted under the disguise of Marikas.

This fragment is cited by Athenaeus XIII 559d, within a series of fragments
that attack women, and mostly wives. This is a locus communis not only in
Comedy,! but also in Greek literature in general.’> The following fragment is almost
identical with Eubulus fr. 115.1-5. This cannot be a mere coincidence. Kann®
suggests that Aristophon copied the idea from Eubulus. However, one cannot exclude
the possibility of a common source.®® It is possible that some members of the
audience were able to recognise and appreciate such echoes and imitations, through
either a recent performance or their knowledge of quotable misogynistic gnomai.*’

The fragment below is a passionate diatribe against wives. It is a possibility
that this was a play concerned, in a certain degree, with relationships — in the manner
of New Comedy.*® The speaker may be a married person, living unhappily, who either
regrets having being married himself or objects to the potential marriage of another

character in the play. Possibly he went on to say: “just as now ...” or the like.

‘ ~ , y € ’ ’
xaxos xaxcs yévord' o ymuas OeUTeQos
-~ ¢ Al 1 ~ b Al ’ ’
SVT@Y. 0 WEV Yap TEWTOS 0UOEY NOIXEl"
1 ) I\t T 3 ‘
olmw yap eidws obTos ofov Gy xaxoy
eAauBavey yuvaiy’* 0 &’ Uotepov AaBwvy

5 elc mpoUTTTOVY Efdws auTov évéBaley naxov
1 yévorro A: ancdard’ Cobet Nov. lect. p. 118 (y° 6AaiS’ Jacobs Exercit. | p. 12), fort. recte

To hell with the wretched mortal who became

the second one to marry. For the first one did no wrong;

*So LGPN vol. 1 s.v. 2.

*! See Athenaeus X111 558e-560a for more comic fragments.

%2 See Lloyd-Jones, Females of the Species, 25-29.

3 De iteratis apud poetas antiquae et mediae comoediae atticae, 66-67.

3% Cf. Hunter JHS 104 (1984) 225.

3% For the misogynistic tradition see on Amphis fr. 1.1b.

%% Cf. the speech of Demeas in Men. Sam. 325-356, featuring his anxieties about his relation with both
his son and his partner Chrysis.
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since he took a wife without knowing what kind of
evil thing it was; but the one who took a wife afterwards,

5 hurled himself, though he knew, into manifest evil

1a xaxos xaxdg: “Vigorous, colloquial Attic Greek” (Renehan, Studies in Greek Texts,
114). This curse is particularly common in both comedy and tragedy; cf. Ar. Nu. 554,
Men. Sicyon. fr. 11.5 Sandbach, S. 4j. 1177, E. Med. 1386 etc. See further Renehan
o.c. 114-115.

1b 2évar¥’: Cf. crit. app. This is the reading preserved by the manuscripts. However,
Cobet suggested amodord’, which Kassel-Austin consider as possibly right; and with
good reason. Lobeck®’ cites a number of examples, where copulative verbs (mainly
viyverSa:r and efvar) combine with adverbs denoting place, time, and quality; however,
Meineke (Analecta 257) observes that no such instance occurs in Attic poetry. In
favour of Cobet’s conjecture is the fact that the verb amoAAyur frequently accompanies
the xaxos xaxis curse; e.g. S. Ph. 1369, Ar. Eq. 2-3, Pl. 65. Jacob’s reading 3’ oAoid’ is
also worth considering. Not only is it palacographically easier, but also the simple
verb accords with the fact that this is paratragedy; the simple verb also occurs in
Diphilus fr. 74.9, a line that quotes verbatim E. /T 535. However, the otiose ¢ is a

problem.

Ic JeUtegog: The curse on the second is maga mgoodoxiav, one would expect this kind of
curse to be directed against the me@rog evpetrs.® There are numerous passages dealing
with the motif of the mp@Tos evpetng; cf. Anaxandrides fr. 31, Alexis fr. 190, Eubulus
fr. 72 (cf. Hunter ad loc.), etc. The same formula reappears later in Menander fr. 119,

and also in Latin Comedy (e.g. Plaut. Men. 451-452). See Arott on Alexis fr. 27.1-2.

5 mpotmrov: The idea of throwing oneself into some kind of manifest evil recurs in a
number of passages; e.g. D. 3.13 (efs mpoimrov xaxov avrov éubBaleiv), Theophilus fr.
11.1 (cf. comm. ad loc.), Phoenicides fr. 4.18, Ath. XIII 559f, etc. The verb also

suggests ruin as a pit, another common idea; cf. the Homeric formula a/mic oAeSpoc

37 Paralipomena grammaticae Graecae, 150-151.

% Cf. Kleingiinther, “ITodros elpeis”, Philologus, Suppl. 26.1 (1933) 1-155.
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(e.g. Il. 11.174), Pi. O. 1037 (BaSv eic oxetov), S. OT 877 (amorouov dgovoey eig
avayxay), E. Alc. 118, etc.

Hepidove (fr. 7)

Peirithous was a Thessalian hero, married to Hippodameia. Their wedding
ceremony was marked by the assault of the Centaurs upon the bride and the other
women. During the battle that followed the attack, Theseus is said to have helped
Peirithous against the Centaurs. The two became close friends, and, according to
legend, they later descended to Hades, in order to abduct Persephone. Their attempt
failed, and they remained trapped in the Underworld, until Heracles arrived. The latter
managed to free Theseus, but failed to save Peirithous, who remained forever in
Hades.”

Plays entitled ITetgiSous were also written by the tragic poets Achaeus (TGF I,
20 F 36), and Critias (TGF'1, 43 F 1-14), in the fifth century B.C. From the latter play
we also possess the hypothesis, which tells us that the main action took place in the
Underworld. So far so good for a tragic play. What we have here is a single fragment
from a comic play with the same title. I explain in the General Introduction (pp. 16-
17) how Middle Comedy tends to deal with mythological themes; burlesque and
anachronism are recurrent elements.

The fragment below suggests a banquet context; bearing in mind the
mythological tradition about Peirithous, the obvious assumption is that we are at his
wedding. The fragment is probably to be situated immediately after the battle. The
speaker, possibly a cook hired by Peirithous to look after the wedding feast, feels
sorry about the spoiling of the fish. If we accept his identity as a cook, then his sorrow
appears especially appropriate, since he was the one who took the trouble to prepare
the dish. The fish could have been spoiled for various reasons, but it is tempting to
assume that the tables were overturned during the fighting between the Lapiths and

the Centaurs.** Within the context of Centauromachy the presence of the cook figure

¥ D.S. 4.70, 4.63, Apollod. 2.5.12, etc. However, according to Hyginus Fab. 79, Heracles saved both
friends. For a totally different version of the story see Plu. Thes. 31.4, 35.1-2, and Paus. 1.17.4.
* Centauromachy features in various artistic illustrations: on the Parthenon’s south metopes, a mural in

Theseion, the west pediment of Zeus’ temple in Olympia, and numerous vases; cf. LIMC VIII Suppl.
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constitutes an anachronism in itself. This is a typical professional cook, and the world
of fourth century Athens is made perceptible through him (see further on Il. 1 and 2).
Once again we find ourselves situated mid-way between myth and reality. If the
Centauromachy was part of the plot, it is inconceivable that there was an actual
staging of the fight. The safest assumption is that both the battle and the food spoiling
took place off stage, and now the cook appears on stage, delivers a narrative,
converses with the second character, and informs the audience about what happened.

A possible alternative would be to suppose an Underworld setting for the play,
similar to Critias’ one (see above), with the tunny dish probably intended for
Heracles, arriving in Hades to save Peirithous and Theseus. The pattern of dinner
preparations in Hades, intended particularly for Heracles, appears already in
Aristophanes’ Frogs (1. 503ff.). The present play of Aristophon could be drawing
directly on Frogs; in both plays Heracles descends to Hades to retrieve someone, and
in both plays he is presented with a dinner. Nevertheless, this interpretation leaves the
frustration of the feast more obscure.*' Therefore, in the commentary below I always
assume the former reconstruction of the plot (though one cannot absolutely rule out
the latter).

In the fragment below, cited by Athenaeus VII 303a-b, there is a pun upon the
word xAeideg, which can mean both shoulder-bones and keys. The cook gives the word
the former meaning, whereas the second speaker understands the latter. Despite being
ignorant of the terminology, which means that he is probably not the cook’s assistant,
the second speaker must have tasted tunny shoulder-bones before, since he comments
positively on the food’s quality, as soon as he understands what his collocutor means.

He could possibly be Peirithous himself, or perhaps Theseus, or any other guest.

(A.) xai uny diépdagral ye Tolov mavreAdc:
xAeides pey omral dvo mapeoHcvaTuival
(B.) als Tag Jgas xAsiovai; (A.) Hvveror usv oldv.

(B.) geuvov 1o Bodua. (A.) xai Teity Aaxwvien

s.v. Kentauroi et Kentaurides, 382, 384, 404, etc.; Boardman, Athenian Red Figure Vases, The
Classical Period, figs. 50, 185, 186, etc. See further Gantz, Early Greek Myth, 1.277-282.
*! Still, the misunderstanding of xAeides as keys (cf. next paragraph) could have fitted well into a plot

featuring the imprisonment of Peirithous (and Theseus) in Hades.
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Sfort. 3-4 (A.) Sw. wév oby, cepviv 11 Bowpa. (B.) xai to. Aax.; vel (A.) Sw. pév odv. (B.) aeuvov o
Beapa. xai to. Aax.; coquus ludibrio habetur K.-A.

(A.) And besides, the dish is utterly spoiled;

two roast keys all prepared.

(B.) Those with which they lock the doors? (A.) Tunny-keys, of course!
(B.) A noble dish. (A.) And a third, Laconian key.

I xai pyv ... ye: Denniston calls this use of xai uy progressive, often introducing “a
new argument, a new item in a series, or a new point of any kind” (GP 351-352). The
accompanying ye serves to emphasise the following word or phrase, in this case the
verb diépdagrar. Such an interpretation of the particles could shed some light as to the
immediate context of the fragment (always with reference to the first hypothetical
reconstruction above); i.e. before turning to food, there must have been a conversation
about something else, most probably the battle, and the consequent casualties. Having
spared a word about this, the cook now turns to another “victim” of the battle, i.e. the
food; what really matters to him is what is to be done now with his food. Such
behaviour is normal from a cook figure. Comedy loves to portray cooks as self-
important and arrogant characters, who consider cookery to be the core of life; cf.

introduction to Dionysius fr. 2, and General Introduction p. 11.

2a Mépdagras: This perfect tense leads us to assume that the cook expresses his
sadness about the ruination of the food. He sadly ponders not upon the killed Centaurs
and Lapiths, who — on the most likely reconstruction — just fought, but (and this is
naga mgoodoxiav) upon what happened to the dish that he cooked and prepared! It is
obvious that the cook’s interest is focused on the food more than anything else. The

battle affected negatively the right timing (xased) for serving and eating the dish.*?

2b omrai: Apart from xAeidss, Casaubon noticed a second pun in this fragment, upon
the word orrai, which can also have a double meaning. It can denote something either
roast or visible. Given that the Laconian key is also referred to as xgumry (see below

s.v.), Casaubon discerned a clever juxtaposition of the notions of visible and hidden.

*2 For the importance of xargds in relation to food see on Dionysius fr. 2.35.
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However, Kassel-Austin ad loc. have serious doubts about this interpretation, and so
do I. Though conceivable, this joke seems rather forced. It is hard to imagine how the
audience could have proceeded through these complicated, successive steps of
thought, in order to get the joke. The ancient listener, who had less time to stop and
think than the modern reader, had to relate the word omrai not with another word
present in the text (Aaxwvien), but with a word sometimes used to refer to it (xgurrry).
The connection is even less obvious, because of the rarity of the references to this
lock; one in the lliad 14.168 (xAnis xgumrn — the word Aaxwvixy is not mentioned), and
one in Aristophanes, Th. 421-423: of yag avdess 70 xApdia / airol @opoior xpumtd,
xaxondeorata, / Aaxwvix’ arra. If Casaubon is right in detecting this pun, I consider it

highly improbable that this was detectable by many in the original audience of the
play.

3a al Tas eas xAciovar: The second speaker seems unaware of the formal term that
denotes the shoulder-bones; he misinterprets the word xAeides as keys. This can be
either a genuine misunderstanding or a deliberate mockery. Certainty is impossible,
but we know at least that misunderstandings are a common type of humour, deployed
already in Old Comedy; cf. the scene towards the end of Wasps, where Bdelycleon
tries to teach Philocleon how to recount impressive stories at a symposion, but the
latter cannot understand what kind of stories is supposed to tell (1l. 1174ff.). This
trend runs through Middle to New Comedy; cf. Amphis frr. 14, 27 (with comm. ad
loc.), Philemo frr. 45, 130, Strato fr. 1.34-35, etc.

3b wveror: Enquovy 0¢ v Siwwy xai tas xAeidags xalovuévac, this is how Athenaeus
VII 303a introduces the present fragment. The so-called keys, or shoulder-bones, of
the tunny, along with the belly-pieces (¢moyaoroia), were considered major delicacies

(see Ath. 302d-303b). This is why the dish is called geuvov (see below s.v.).

4a oepvoy ... Bedpa: Here the adjective ozuvov is used metaphorically to qualify Bedua.
The point is to emphasise the excellent taste and quality of tunny-keys. The dish is so

delicious, that only an adjective usually used with reference to gods, divine objects,
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3

etc.* could convey its supremacy. For similar exaggerated language, cf. Eubulus fr.

14.4 geuva deApaxwy xoéa, Mnesimachus fr. 4.60 ooun oeuvy uuxtijpa dover, etc.

4b Aaxwyixy: “A regione ubi primum usu venerunt” (van Leeuwen on Ar. Th. 423).
The keys called Laconian were not actually a Laconian invention. Based on
archaeological findings, Diels shows that this locker system originated in Egypt, in
the time of Ramses II (1292-1225 B.C.).** Their complex structure provided increased
security by preventing the door opening neither from the inside nor with any other
key. Robinson calls this type of key “the Yale lock of antiquity”, and describes it as
consisting “of a shaft or handle with a ring at one end and at the other end a ward set
at right angles to the handle and provided with three or four or more prongs or
teeth”.*> Within the Greek world such keys were found at Olynthus. The earlier
reference in Greek literature is /liad 14.168, where we hear of a xAyis xgurry, fixed by
Hephaestus to a door, which only Hera was able to open. Aristophanes mentions these
keys in Th. 421-428, where a woman complains that the wives can no longer enter the
larders and help themselves with food and drink supplies, because the men now use a
new kind of keys, the Laconian ones, for which no pass-key works. A similar locking
mechanism is mentioned by Thucydides 2.4.3. Cf. Plaut. Most. 404-406: “Clavem mi
harunc aedium Laconicam / iam iube efferri intus: hasce ego aedis occludam / hinc
foris”. See also Men. Mis. fr. 8, with Sandbach ad loc.

There are three possible readings of lines 3 and 4, depending on how one
distributes the words between the cook (A) and his interlocutor (B). In the text, as |
edit it above, we have maga mpocdoxiav from the cook, who throws in a joke (“two
tunny-keys ... and a real key”), keeping up, as if it were, with B’s misunderstanding.
The second possibility is to attribute the first half of line 4 to A (he explains the sense
of xAeides and comments on the quality of the dish), with B still not getting the
meaning and going on speaking about keys in the second half of 1. 4. The third
possibility is to attribute the whole of line 4 to B. In this case, though B understands
the present meaning of xAzides (hence his comment in the first half of 1. 4), he

continues the pun on keys; cf. crit. app.

Y E.g. Ar. Eq. 1312, Av. 853, etc.
* Antike Technik 52-55; Id. Parmenides Lehrgedicht 131-132, 141-145.
* Excavations at Olynthus, Part X, 506-508; cf. pl. 165: nos. 2577, 2578, 2582.
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IHAztwy (fr. 8)

Bergk*® dates the play soon after Plato’s death in 347 B.C.*” In such a case, a

parallel would be Lucian’s portrayal of Socrates teaching in Nexgaxadnuia (cf. below
on 1. 3). Certainly a dead Plato provides some interesting plot possibilities; e.g. he
could be teaching in the Underworld, or waiting to be reincarnated. However, though
the term vexpous (1. 3) appears at first sight to favour Hades as the play’s setting, line 3
taken as a whole (especially the phrase vexgovs moieic) suggests that all the participants
are among the living. The idea that Plato’s philosophy kills people makes more sense
if said by a living person, a father probably (see below), worried about entrusting his
son into Plato’s hands. The case for a living Plato is made by Breitenbach, who argues
that one would more easily excuse both the poet for attacking Plato and the audience
for laughing at him, if the philosopher was still alive (Titulorum 33). Breitenbach is
plausible on this. Though certainty is impossible, Comedy prefers live targets, and
tends by and large to deal more positively with people after their death; cf. sch. on Ar.
Pax 648 (referring to the dead Cleon) oux v ébov Tedvmuoras xwuwdeiv. Although Olson
calls lines 648-649 (maie ... un Aéye, / aAA’ éa tov avde’ éxcivov olmép éot’ elvar natw) a
“thoroughly hypocritical expression”, the attack against Cleon in Peace is generally
much milder than in Knights, when the demagogue was still alive.

This fragment, cited by Athenaeus XII 552e, falls into the large category of
Middle Comedy fragments that parody Plato; see General Introduction p. 12, and
comm. on Amphis fr. 13.1.

In the absence of any indication to the contrary, the first speaker is likely to be
Plato himself (so Meineke I11.360). A father and a son must also be present on stage;
presumably, the father accompanies his son, who is about to become a new disciple of
Plato. Yet again, Middle Comedy develops themes first found in Old Comedy.
Indeed, the scene below greatly resembles that passage in Aristophanes’ Clouds,

where Strepsiades hands over his son Phidippides to Socrates (1. 868-887).*® Some

% Griechische Literaturgeschichte IV 167.

7 There is also Treves’ suggestion that all comic references to Philippides (cf. 1. 2) should be dated
after 336/5 B.C. (but see on Aristophon fr. 10.2).

*® The father-and-son pattern survives through Middle to New Comedy; cf. the relationship between

Knemon and his stepson Gorgias in Menander Dyscolus.
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seventy years after Aristophanes’ Clouds we find ourselves in front of the same type
of plot. Plato addresses the father, but his promise to him about the son’s future
progress is an instance of maga mgosdoxiav. One would expect him to promise that the
son will very soon become an expert and talented youth; instead, we hear that he will

be made thinner than Philippides.

R I
’ ’ L4 1 b4 ~ 7
loyvoTepoy avtov amopavid Pihimmidou.

(B.) olirws év quépais oiyais vexpols morcic;

Within three days
I will make him thinner than Philippides.

(B.) Do you make corpses in so few days?

1 év muéeats tewaiv: In modern terms one would speak of intensive courses. The
philosopher guarantees visible results within only three days. This is an obvious
exaggeration, meant to emphasise the effectiveness and the quality of the lessons. His
promise resembles Posidippus fr. 16: wor’ év quépars déxa / elvasr doxeiv Zaywvog
éyrgatéoregov. Meineke (IV.519) considered the speaker in Posidippus’ fragment to be
either a philosopher or a pedagogue, but without attempting any further identification
with any known philosophical school. Bearing in mind the apparent plot similarities
with Clouds (see introduction), one may be justified in discerning a particular
meaning behind the reference to an exact number of days. In Clouds 1131ff.
Strepsiades anxiously counts the days remaining until his creditors sue him in court;
there are only five days left. One is tempted to extend the similarities between the two
plays and consider the possibility of a similar time pressure being behind the haste of
the philosopher in this fragment. Whatever the case, quick and visible results featured
as the major achievement of the sophists; Protagoras, in Plato’s homonymous
dialogue, promises that the newcomer Hippocrates will notice a difference even from
the very first day of his lessons, and that he will keep improving daily (Prt. 318a).
Just like Aristophanes presents Socrates assuming the research interests of the

sophists in Clouds,” Aristophon presents Plato as a professional sophist, who

4> Mainly cosmological and meteorological knowledge; e.g. 11. 225-234, 376-380, etc.
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reassures his client that there will be fast results. Plato’s portrait here is generic; he is
not the individual with the distinct philosophy that we meet in other fragments, e.g. in

Amphis fr. 6; see also comm. on Amphis fr. 13.1.

2 @ihmmidov: Comedy quite likes to mock physical defects, and Philippides is often
satirised for his extreme thinness (see on Aristophon fr. 10.2). However, this
particular joke is modelled upon Ar. Nu. 500-504, where Socrates promises to his new
disciple Strepsiades that, as for his gveig, he will come to resemble Chaerephon, an
intimate friend of Socrates. Meant by Socrates as a mental similarity but understood
by Strepsiades as a physical one, this promise terrifies Strepsiades, who fears that he
will be made 5uidvag, since Chaerephon was widely known for his skinniness. In the
present fragment the joke has advanced a step further. Plato promises that the
newcomer will be starved, if not to death, at least to extreme slimness. Such will be
his dedication to both philosophy and the learning procedure, that he will get used to
disregard his physical needs.’® It is this situation that the Scholiast on Ar. Nu. 504
sarcastically describes, with reference to Chaerephon: ioyvos xai wypos T idéav o
Xatgepiv 1y, ate gthooopia auliy, xai éx TauTng ouvTeTros Exwy To owua. The idea
returns in Nu. 1112, where Phidippides fears, like his father did before, that Socrates’

school will make him @ypov and xaxodaipova.

3 VEXpoUs ToIgis: Fenk®' discerned an intertextual relation with Luc. VH 2.23, where
Socrates receives as reward a piece of land, calls it Nexpaxadnuia, and uses it to
discuss with his fellows. Fenk seems to suggest a similar interpretation of the present
reference to vexpols, i.e. as a sarcastic allusion to Plato’s theories about the soul, its
immortality, and how the true philosopher should not be sorry for dying (cf. Phaedo).
However, there is nothing in the immediate context here to suggest ideas about the

soul.

%% Absolute dedication to philosophical contemplation without secular distractions is best exhibited in
an apocryphal anecdote about some students of Plato, who were said to blind themselves to avoid
distractions from philosophy; cf. Riginos, Platonica, Anecdote 83, p. 129.

! Adversarii Platonis quomodo de indole ac moribus eius iudicaverint, 32.
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IvSayopiorye (frr. 9-12)

The satire of the school of Pythagoreans is a favourite subject of both Middle
and New Comedy; cf. Weiher, Philosophen und Philosophenspott in der attischen
Komédie, 55-68.52 Both Alexis and Cratinus Junior’® wrote a IMudayooillovsa.>* See
also Alexis frr. 201, 27, 223; Antiphanes fir. 133, 158, 166, 225; Mnesimachus fr. 1.%
Pythagorean beliefs were already sufficiently distinctive and peculiarly exotic to
attack mockery in the archaic period.*®

Based mainly on the mention of the parasite Tithymallos in fr. 10.2, Webster’’
suggests that Aristophon’s play was produced between 345 and 320 B.C., a date that
is compatible with the evidence from ftr. 11 (cf. on I. 1b).

It is conceivable that the play was entirely dedicated to Pythagoreanism; both
the title and the evidence provided by the fragments allow for such an assumption.
The plot could possibly be parallel to Aristophanes’ Clouds. Given that the title
denotes a dabbler in the beliefs of the sect (see below), not an expert, we may deduce
that the story revolved around the “initiation” of one or more new adherents into the
Pythagorean precepts. The play has generic antecedents in initiation scenes and plots
in Old Comedy. The motif of training to adapt to a new way of life occurs late in
Wasps (1122-1264). But closer to our play is Strepsiades’ initiation into the Socratic
mysteries in Clouds (see esp. 11. 140, 143).

In Aristophon’s play the main figure was perhaps the initiator himself, whom

we may imagine as running an institution similar to Socrates’ ggovtioTypiov in the

52 For the philosopher figure see General Introduction pp. 19-20.

33 Amott (579, n. 1) would ascribe this to the elder Cratinus.

% lamblichus (VP 36.267) lists seventeen female Pythagoreans. There is some considerable
Neopythagorean literature ascribed to female authors; cf. the conspectus of writings in Thesleff, An
Introduction to the Pythagorean Writings of the Hellenistic Period, 7-29. Women were a distinctive
feature of the sect; indeed, the Pythagorean school is possibly the first that promoted the pursuit of
philosophy among the women. Though generally treated as an oddity, the figure of the woman
philosopher (rejected only by Aristotle as incapable of philosophising) is regularly found throughout
antiquity; cf. R. Hawley, “The Problem of Women Philosophers in Ancient Greece”, in L. J. Archer, S.
Fischer & M. Wyke, Women in Ancient Societies. An Illusion of the Night, 70-87.

% Cf. Theoc. 14.3-6, Artem. Onir. 2.69.

%6 Cf. the story reported by Xenophanes (fr. 7 PPF) that once Pythagoras asked a man to stop beating a
puppy, because he had recognised in it the soul of an old friend.

S CQ 2 n.s. (1952) 22.
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Clouds. Alternatively, we may have the would-be initiate as the main figure (like
Strepsiades), with the “expert” as a prominent but secondary figure (like Socrates in
the Clouds). 1 think both possibilities need to be kept open. The mention of both the
parasite Tithymallos and the politician Philippides in fr. 10.2 is a helpful indication
for dating the play in the second half of the fourth century B.C.; cf. ad loc.

Outside Comedy the Pythagorean pupils and adherents are called either
MuSayéeeior or ITudayopxei>® But the comic playwrights use almost exclusively®® the
term ITuSayopiorye. It is in Middle Comedy that this term appears for the first time.
What emerges from the ancient sources® is that there were two different types of
Pythagoreanism; the ITuSayogeior / ITuSaryopixoi, who were the actual pupils / members
of the sect, and the ITudayopiorai, who were the zealous admirers ({pAwrar). The
former (also known as uadmuatixol or éowrepinoi) were the sophisticated ones, whereas
the latter (also known as axovouatixor) practised a number of abstinences (e.g. from
meat, beans) avoided baths, believed in metempsychosis, etc.®' See Arnott on Alexis
fr. 201.3; Burkert, Lore and Science in Ancient Pythagoreanism, 166-208; Kingsley,
Ancient Philosophy, Mystery, and Magic, p. 126, n. 48. Despite the persistent attempt
to ignore the existence of the ITudajopiorai® the fragments of Middle Comedy
confirm their existence during at least the fourth century B.C. Of course, it does not
follow that the I'Tudayopiorai of real life are to be equated with those described in the
comic plays, since both exaggeration and distortion of reality are standard features of
Comedy. The comic poets do not discern two separate groups; for them the term
ITuSayogiors is a (pejorative) designation of all followers of Pythagoras. The reason
for this is presumably that either the comic poets were only interested in behaviour
which had comic potential (hence the people who pursued the outward semblance
were more useful to them) or the difference was of little significance for most
Athenians, including the theatre audience. One reason why Pythagoreanism allowed

this kind of differentiation between inner and outer is that, unlike most philosophical

% E.g. Hdt. 2.81, Pl. R. 530d, D.L. 8.7, Phot. Bibl. 249.439a, Ath. VI 308c, Plu. Mor. 116e, Porph. VP
49, etc.

59 Except for three cases: Antiphanes fr. 158, Alexis fir. 201, 223.

% E.g. lamb. 18.80, Suda = 3124, sch. on Theoc. 14.5 (cf. Gow ad loc.), Phot. Bibl. 249.438b.

o' Cf. Porph. VP 37, Clem. Al. Strom. 5.9.59, lamb. VP 18.81, 18.87-89, Hippol. Ref. 1.2.4-5.

2 The polemic originates from Aristoxenus, who willingly ignores this different type of

Pythagoreanism; cf. fr. 18 (= lamb. VP 251), and fr. 19 (= D.L. 8.46). See Burkert o.c. 198-205.
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movements, it was a way of life, and one which was visibly different in many respects

from that of most people in any Greek state.

Fr.9

This fragment is cited by Athenaeus IV 161e-f. It targets the peculiar lifestyle
of Pythagoreans, their abstention from meat, and their veiled gluttony.

The speaker may be a sceptical associate of the would-be initiate attempting to
dissuade him. He could also be a buffoon (BwuoAsgos), possibly the same character
who interrupts the Pythagorean guru in fr. 12.5. The bomolochos is a common comic
figure, whose role goes back at least to Aristophanes; cf. Strepsiades in Nu. 135-426
(particularly 165-168, 188-190), Philocleon in V. 1153-1264.9 The initiate is
presumably going to be attracted to the sect. The speaker strongly refuses to regard
the practise of asceticism as being pure and genuine, since what he discerns behind

the many pretensions is sheer hypocrisy.(’4

mpog Ty Je@v, oloueda Tous malar moté,

\ 1 ’ »” L4 ~
Tovs ITuSayopioras yivousévous, ovrws gumay
(4 ’ " ~ ’, L4 ’
exovras 1 @opeiv TpilbBwvas Nocwe;

b4 ” ’ b4 ’ € b4 \ ~
oUx a1 ToUTWY 0UdY, ¢ éuol doxel

5 alA’ €€ avaynmg, olx Exovres 0UOE Ev,

~ > ’ ’ L4 ’ Al
TH¢ eUTEAEias TPoYATIY EVPOVTES XAy
14 » ~ ’ ’
opovs Emmbay Toic mévmot yenTinovs.
émel mapades avToiawy (s N ngéag,

”n 1 ’ Al 1 ’
Xay un xaTeaiwat xai Tovs daxTiAouS,

10 eXeAw npéuacdar dexaxis
2 post ywouévous interpunxi ipsa

In the name of the gods, do we think that those early

Pythagorean followers really went dirty of their own will

% Cf. Arist. EN 1108a24ff. See Wilkins, The Boastful Chef, 88-90; Pickard-Cambridge, Dithyramb,
174-178; Hunter, The New Comedy of Greece and Rome, 53-54.

% It is for the same reason that Eupolis parodies Protagoras in fr. 157, and Eubulus satirises the Cynics
in fr. 137 (see Hunter ad loc. and Webster SLGC 50-53).
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or wore threadbare cloaks happily?
Neither of these holds true, as it appears to me.
5 But of necessity, since they had literally nothing,
having found a good pretext for their frugality,
they established measures useful for the poor.
For, lay before them fish or meat,
and, if they do not devour it, along with their fingers,

10 I am willing to be hung ten times

1 meos Ty Sedy: This oath occurs frequently in Comedy, mostly in questions; cf. Ar.
Ach. 95, Nu. 200, V. 484, Apollodorus Caryst. fr. 5, Theophilus fr. 12, etc. See Amott
on Alexis frr. 91.3, 177.11. It is also common in oratory; cf. D. 21.98, Is. 2.47, etc.

2 — 3 gumay - TeiBwvag: A TeilBwy is a worn garment, a threadbare cloak (LSJ s.v.).
Describing the Pythagoreans as wearing dirty and shabby clothes is another piece of
comic exaggeration, since there are testimonies referring to their cleanness and
hygiene; cf. D.L. 8.19, Suda = 3124, lamb. VP 21.97-8.

Frugality, severity, and physical negligence were recognised as characteristic
features of most philosophers: e.g. Socrates (Ar. Nu. 102-104, 835-837, Amipsias fr.
9, Pl. Smp. 219b, Prt. 335d); Zeno (test. 5.20-21, fr. 277 SVF); the Stoics in general,
as well as the Cynics (Eubulus fr. 137, Luc. Nec. 4,%°° Suda t 958, Crates test. 16
PPF). See also Ar. Av. 1281-2, Suda r 954.

5 &€ avayxmg: The speaker wishes to emphasise the misery of the Pythagoreans (cf.
éxovras; 1. 3). Their frugal lifestyle is not a conscious choice, but the only way they

can afford to live.

6 evtedeiag mpopaov: The contrast between stated and real reason expresses mere

hypocrisy.®® The would-be hedonism of these people is deliberately concealed behind

% See MacLeod ad loc.

% Diogenes Laertius 8.13 and Porphyry Abst. 1.13, 2.14 approach and explain frugality from a different

— non comic ~— point of view.
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a mask of austerity (cf. again the depiction of Protagoras as a hypocrite in Eupolis’
Kolakes, esp. frr. 157, 158).

7 dpovs Emméav: The metaphor is presumably derived from the fixing of marker stones.
miywuut is used metaphorically in the sense “fix, establish” (LSJ s.v. IV). The phrase
dpovs miyyvums is common, but always outside Comedy (e.g. Th. 4.92.4, Flavius 4J
6.28, Lycurgus Leocr. 73, Lycophron Alex. 1343, etc.); a certain solemnity / formality
is implied in most such cases. The metaphor suggests either portentous solemnity or

specious fixity (or perhaps both).

8 ixdic 7 xeéas: Pythagoreanism, when it comes to dietary habits, is mostly associated
with abstention from meat, fish, and generally from everything animate. Nevertheless,
the tradition is at some points self-contradictory, i.e. there are testimonies that
Pythagoras both allowed and forbade the consumption of animate creatures.
According to Iamblichus (VP 3.13, 24.108), at least Pythagoras himself abstained
from the consumption of meat. lamblichus (VP 28.150), Diogenes Laertius (8.20), and
Porphyry (VP 36), all testify about Pythagoreans making occasional animate offerings
to gods. But Aristoxenus (frr. 28, 29) speaks explicitly about Pythagoreans eating
meat.%” Iamblichus (VP 24.107-109) claims that the consumption of meat depended
on one’s degree of membership.® For a detailed treatment of the issue see Burkert
o.c. 180-182.

Fish seems to have been only seldom consumed by the Pythagoreans; cf.
Iamb. VP 21.98, Suda = 3124. Red mullet and blacktail in particular are said to have
been forbidden; cf. D.L. 8.19, lamb. VP 24.109.

What is at issue in the present fragment is the hypocritical readiness to eat
both meat and fish, if occasion arises. The strict Pythagorean rules are represented yet

again as a mere pretension.

" There is also Arist. fr. 194 (utreas xai xapdias ... xai toobTwy TIVdY GMwy dréigeaSar ... yoiiodar 0%
Toic &AAaig); however the meaning of roic @aAAerg remains obscure.

% According to Diogenes Laertius 8.12, Pythagoras introduced a diet of meat for athletes, who
previously used to eat dried figs and cheese. Amott (on Alexis fr. 201.1-3) uses — by mistake,

apparently — the same passage to argue for the opposite.
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9 xateoSiwot xai Tovs daxtiAovs: This boorish behaviour points to an obvious
greediness that openly contradicts Pythagoras’ call for restraint; cf. D.L. 8.9:
nAnouovyy macay anodoxiwalel, Aéywy un magabaively umTe TV TOT@WV WNTE TV CITIWY
undéva v ouuuetoiav. To set the example, Pythagoras was said to practise a strict
self-restraint himself, cf. D.L. 8.19.

The metaphor of eating one’s fingers recurs in Alexis fr. 178 (cf. Amott ad
loc.), Hermippus fr. 23, and Plaut. Pseud. 881-884. In the present fragment the aim is
to satirise both the greediness and the feigned self-restraint of the Pythagoreans. Cf.
Euphro fr. 9.14: xateodiovra xai Tovs avdpaxas (a cook exhorts his pupil to eat up

everything during the forthcoming wedding feast).

10 éYAw xpéuacdar dexaxig: For parallel cases where a repeated death is required in
expiation of wrongs done see Van Leeuwen on Ar. Pl. 483. The context can be either
comic (e.g. Ar. Pl. 483, Men. Dysc. 291-293) or serious (e.g. Lys. 28.1, Pl. R. 615b).
But still the present fragment is different from all the passages cited by van Leeuwen,
since here the proposal for multiple deaths is made not by an angry interlocutor or an
outraged third party, but by the very person who would suffer these peculiar deaths, if
this was possible. What we have is a bet, where the speaker names a self-punishment,
in case his views on the Pythagoreans are proved wrong. No crime has been
committed here, as is the case in the above passages. I was able to find only one other
passage, where the supposed penalty would be self-imposed; this is Pl. Smp. 179a:
go@v yag avne Umo madixdy opdivar 9 Amwv taby % omAa amoBaAwy ... meo ToUTov

reQvavas &y moddxig Dorro.®®

Fr. 10

This fragment is cited by Athenaeus VI 238c-d, as part of a lengthy treatment
of the word magasitos.

If one supposes (see above) a single initiand, this would be the eponymous
hero speaking. He is probably talking to his future master, trying enthusiastically to
prove his suitability for both undergoing the initiation procedure and being a proper
Pythagorist. For, as he enumerates the Pythagorean challenges, he describes himself

as being more than capable to undertake every single of them. To this end, he uses a

% Solon fr. 33 is vaguely similar to Plato.
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number of metaphors,m and assimilates himself to persons, animals, etc., known
particularly for the excess that he mentions on each occasion. The argument that the
character here speaks of himself gains further support when compared to Aristophon

fr. 5, where the speaker clearly refers to himself using the same syntactical pattern.

TI00S WWEV TO TIEVY ETJElY Te umoe &v

voul’ opav TivuaAroy 4 OiAimriony.

Udwe O¢ mivery Batoayos, amolaioar uwy

Aayavwy Te xaumy, mpos To wy Aotadar gimoc,
5 UmaiSgtoc yeyu@va diayely xoiyos,

mviyos Umropeivar xai ueomuBpias Aaleiv

rérTil, EAaiw unTe yohodar uyTe opay

XOVIOPTOS, AVUTIOONTOS 0pJ00U TEQITATEN

Yyépavos, xaSeUdery unde wixeoy vuxTepis

In eating nothing at all when hungry,

think that you are looking at Tithymallos or Philippides.

In drinking water, I am a frog, in enjoying thyme

and greens, a caterpillar, in not having a bath, a real dirt,
5 in staying outside in winter time, a blackbird,

in bearing the burning heat and prating at midday,

a cicada, in neither using anointing-oil nor looking at it,

a dust storm, in taking walks barefoot in dawn,

a crane, in not getting any sleep at all, a bat.
2a voul’ opav: Cf. Aristophon fr. 5.4: vouiaoy ... opav.

2b TiSuadoy % ®ihimmidyy: Tithymallos was a well known parasite.”' If the comic
passages gathered by Athenaeus VI 240c-f are anything to go by, then his floruit must

7 For the interpretation of the names and nouns that he uses as metaphors (rather than nicknames), see
introduction to Aristophon fr. 5. Cf. also Bechtel (o.c. 79) who considers the occurrence of Barpayes in
Aristophon’s fragment not as a nickname, but as a helpful indication of the meaning of a number of
actual nicknames: Baroagos, Beatazos, Beorayes, and Bateayiwv.

7! This is also a name of a plant; the Euphorbia Peplus (LSJ 5.v.).
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have occurred during the second half of the fourth century B.C.; cf. Arnott’s
introduction to Alexis’ MiAyoior. What is parodied here is Tithymallus’ ability to bear
hunger, until he is offered a free meal. He is satirised for the same reason in Timocles
fr. 20.

Philippides was a politician (cf. Ath. XII 552d, P4 14351),”* with pro-
Macedonian sympathies, as it becomes obvious from Hyperides’ speech Against
Philippides, delivered in 336/5 B.C. Treves suggests this year as a terminus post quem
for all the comic references to Philippides (RE XIX.2, s.v. Philippides nr. 1,
2199.451f.)). However, Treves’ generalisation has a major weakness: here, as
elsewhere, Philippides is parodied for his extreme slimness, not for his political
beliefs, so we need no particular topical background. In fact, he is a recurring figure
throughout the plays of both Middle and New Comedy.”” He is always parodied for
his thinness, never for his political views on Macedon. Even Alexis, whom we can

possibly identify as an anti-Macedonian,”* targets solely his skinniness.

3 Udwe O¢ miveww Bateayos: Diogenes Laertius 8.13 testifies to the importance of water
for the Pythagorean diet. A reference to this habit recurs in Aristophon fr. 12.8 and
Alexis fr. 202.

The syntax that Aristophon uses here and below to describe the habits of the
Pythagoreans is noteworthy. A laconic infinitive phrase is followed by a matching
noun (e.g. Udwg 0¢ mivety — Patgayos, xadeidew umde wixgov — vuxtepic, etc.). This
structure is very effective, since it epitomises the facts and labels them appropriately.
Aristophon employs again the same kind of syntax in fr. 5 (e.g. vmouévery mAnyas —

axpwy, ToUS XaAoUs TEIPAY — xaTves, €tC.).

4 ovmog: A similar accusation is made above in fr. 9.2-3; cf. ad loc. for testimonies to

the opposite.

72 Antiphanes is wrongly mentioned by Kirchner ad loc.
3 Cf. Aristophon fr. 8, Alexis frr. 2.8, 93, 148, Menander fr. 266.
" Cf. Alexis fir. 57, 102, 249. See Webster SLGC 44-47.
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§ xdryog: An alternative term for xéoougog; cf. Hsch. x 3893, Hdn. ITegi OpSoypagias
537.15 GG. 1t is this term, xofiyos, that the comic playwrights always prefer; cf. Ar.
Ach. 970, Av. 306, Antiphanes fr. 295, Nicostratus fr. 4.

The parallelism drawn in this fragment is based on the real habits of the
blackbird; cf. Arist. HA 544a26ft.: dic Tixter xai xotTugos. Ta mev olv mpldTa TOU
XoTTUQoU Umo yeiu@vos amolMurtar (mwiaitata yag Tixtel TWY ogvéwy amavtwy), and

Dionys. Av. 1.27. See also Thompson Birds s.v. xéoaveos.

7 Térn€: Both the midday song and the ability to bear extreme heat have always been
the major features of cicadas; cf. Ar. Av. 1091-6 with scholia, Pl. Phdr. 258e, etc. See
Davies & Kathirithamby, Greek Insects, 113-133; Beavis, Insects and other
Invertebrates in Classical Antiquity, 91-103.

8a xovioprog: Cloud of dust. But this is also a nickname that Demosthenes assigns to
the politician Euctemon (21.103, 139).75 Euctemon must also be meant under the
same nickname in Anaxandrides fr. 35.”° However, the context here does not favour
such an allusion. What we have here is a satire of the weird habits of the
Pythagoreans; the context is completely different from the fragment of Anaxandrides,
which is an enumeration of nicknames. The Pythagorean assimilates himself to a
cloud of dust, for he never uses oil. This is a reference to the practice of anointing
oneself with oil and then scratching off the dirt with the orAeyyig, as a way of
cleansing oneself in the bath or after exercising — particularly after wrestling in the

palaestra; cf. Gal. 6.406-407 Kiihn, Poll. 10.62, Philostr. Gym. 18, etc.

8b avumodyros opdpov megimateiv: This is a reference to another habit of the
Pythagoreans, i.e. the early morning walks, to which Iamblichus testifies again (VP
11.96): Tovc uév cwSvovs megimatovs EémolotvTo of GVOpES oUTOI XATA MOVAS TE Gl Eig
TotoUTOUS TOTOUS €V 0l auveBatvey mpeuiay Te xai fovyiav elvar auuetpov. For the lack of
shoes cf. Theoc. 14.5-6 (torotros mowav Tis apixeto IuSayopixtas, / dyeos xavumodnyros),
Ar. Nu. 103, etc.

75 ' . ' - , . , ) ' .
Cf. sch. ad loc.: xai o xoviogTos dia Toirro xéxAnrar, olovel o pgdiws me1Souevos: oUTw Yyap xai % xovig
7 ’ € M ~ ) ’ € 7

eUnohwg Umo Tob avépou gimieTal.

6 See Webster SLGC 40 and Millis ad loc.
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9a 7épavos: For the association between cranes and dawn cf. Thphr. Sign. 3.38;
according to Theophrastus, cranes flying in the early morning were considered a sign
of forthcoming bad weather. See also sch. on Hes. Op. 679a, and sch. on Aratus
1010.7-8. Cf. Kidd on Aratus Phaenomena 11. 1010, 1031, 1075.

9b xadeidetv undé wixgov: Sleeping only as little as needed was said to be first pursued
by Pythagoras himself; cf. lamb. VP 3.13: oAmoimviav xai evayeiav xai yuxis

xaSaporyra xtnoausvog, cf. 16.69.

9c vuxtegic: This was the nickname of Chaerephon, a close friend of Socrates.”’ Again,
as with the case of xoviopros above, 1 do not think we should interpret this as an
allusion to Chaerephon. Not only because he had already been dead for some fifty
years by the time Aristophon’s play was produced,78 but also because this is an
instance within a stream of similes meant to parody Pythagorean practises. The point
here is to mock the sleeplessness of the Pythagoreans, and the bat is obviously the
most appropriate creature to draw a parallelism with.

Perhaps it is not a coincidence that the majority of the metaphors used in this
fragment to satirise the Pythagoreans are comparisons with animals, birds, and
insects: a frog, a caterpillar, a blackbird, a cicada, a crane, and a bat. This could
possibly be a veiled mockery of the Pythagorean doctrine of metempsychosis.”” There
might be a hidden implication that the only way in which the Pythagoreans could ever
look like such creatures is not through metempsychosis, but through the foolish habits
of vegetarianism, excessive consumption of water, etc. The name Tithymallos could
also be part of this pattern, given its meaning as spurge (cf. on 1. 2b). Tithymallos the
person, as well as tithymallos the plant, could serve as the connecting link between

human and animal clothing of the soul. Given that the spurge is a kind of bush,

77 Cf. Ar. Av. 1296 and 1564 (both with scholia), sch. on Ar. Nu. 104 and 144. See PA 15203.

7 In Plato’s Apology (supposed to be taking place in 399 B.C.) Socrates speaks of Chaerephon as being
already dead (cf. 21a).

7 I.e. that the human soul can be transmitted not only to other human beings, but also to animals,
plants, and everything animate; see Burkert o.c. 120-122, 133. This doctrine is mocked at length in

Lucian’s The Dream, or The Cock.
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Empedocles fr. 117 PPF may be relevant: 70y yao mot’ éyw yevouny xolpos Te xopm e /
Sapvos T’ olwvos T xai Ebalos ENomog 1 SUs.

Fr. 11

This fragment is cited by Athenaeus XIII 563b-c, within a discussion about
love. Here we have an analysis of a myth by someone who sounds like an expert, a
guru. Operating in a sophistic mode, he expatiates on a myth about Eros, and tries to
rationalise it. Such a passage could form part of the teachings of a Pythagorean master
to his pupils.80 Another possibility is to imagine a gathering of intellectuals,®' where a
Pythagorean convert delivers a speech of a scientific tenor. We may also be able to
get a rough idea of what preceded this scene. Given that the nature of the opening efra
is both inferential and concluding,82 it is possible that there preceded a catching
episode (an instantané), or an account of one, involving a love-blunder of a

supposedly sophisticated hero.

efr’ ol dixaiws éor’ ameympiauévoc

umo @y Je@v T@y dwdex’ eixotws (') "Eows;

éTagaTTe Haxeivous yap euBarAwy orages,

or’ v uet’ avt@v. ws 08 Aiav v Spacic

1 ’ b ’ b ~ Al ’

5 xai goBagos, amoxoavres alTol Ta TTERd,

/s 1 ' 1 A b4 1 ’

iva u") TETYTAI TIPOS TOV oUpavoy TaAw,

detp” alrov épuyadevoay ws Muac naTw,

1 A ’ (4] 5 ~ 7 ~
Tas 0¢ wréguyas as elye T4 Nixy wopeiv

edooay, MepIQaves axUAoY aTo TWY ToAeuiwy
2 7’ add. Porson Adv. p. 135

Well, was not Eros rightly and reasonably

disfranchised by the twelve gods?

8 Cf. Socrates’ rationalising of Zeus in Ar. Nu. 367ff.
*! Similar to the one taking place in the house of Callias in Eupolis’ Kolakes (cf. esp. fr. 174 and test.
ii-viii), or to that of Athenaeus’ Deipnosophistae.

82 See LSJ s.v. efra 11, and below on . 1a.
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For he used to agitate even those, causing quarrels between them,
when he was among them. So, because he was very insolent
5 and pompous, after they had cut off his wings,
so as not to fly back towards heaven,
they banished him down towards us.
As for the wings that he had, they gave them

to Nike to wear, as a splendid spoil from the enemies.

1a eft’ ol dixaiwg: The phrase e/’ ov is common and usually marks “the beginning of
an angry tirade” (Arnott on Alexis fr. 44.1).*’ The phrase e’ o0 dxaiwe recurs only in
Antiphanes fr. 101. 1, Menander fr. 508.1-2, Luc. Cat. 13, and Libanius Decl. 12.31.
All these instances are rhetorical questions; they are emotional outbursts of the
speaker, who seeks to confirm his opinion. There is a certain degree of exaggeration
in all cases. Although the speaker takes for granted that his collocutor would naturally
agree with him and answer “yes”, still a sober third part might well answer negatively.

Reinhardt* notes that not all the efra-clauses are the same. Here — and
elsewhere (e.g. Men. Dysc. 153ff.) — the speaker sets off with a mythological example
drawing on the sanction of the mythological tradition, whereas in e.g. Amphis fr. 1 the

speaker begins with a generic statement / a personal belief.

b aneymerouévos: The verb amoymeileadar is a political term. It is the terminus
technicus for the deprivation of one’s franchise and the removal from the deme’s
register (cf. Phot. a 2730, Phryn. PS 13).% It is usually employed by orators and other
authors in a political context.*® In the present fragment it is used naga mpoosdoxiay, and
this is the only occurrence of this term in Comedy. Eros is made look as a real
nagéyyeantos, this is another instance of the phenomenon defined by Nesselrath as
“Atticization”.*’

The use of this verb may also be important for dating. We know that in 346/5

B.C. Demophilos (PA 3664) successfully proposed a diaymepiois (i.e. a revision of the

8 Cf. Handley on Men. Dysc. 153.

¥ Mythologische Beispiele in der Neuen Komodie, 106-109.

%5 See Wankel 11.716 on D. 18.132.

% E.g. D. 18.132, 57.11, Aeschin. 1.114 , Hyp. fr. 29, D.H. Is. 16, Arist. Ath. 42.1, Plu. Phoc. 28, etc.
%7 See MK 204-235.
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citizen lists), which required all deme members to be scrutinised, in order to test their
qualifications for citizenship.88 It is tempting to assume that the present usage of the
term ameymeiouévos is not coincidental. Given the additional evidence that suggests a
production date for the play after 345 B.C. (cf. introduction to the play), it is highly
probable that the term aneymerouévos was meant to allude to the recent diaymerors, and

that the play was indeed produced soon after its conduction.
2 imo v Je@wv @y dwdexa: See on Amphis fr. 9.5.

2 - § "Eews - ta mrepa: The archaeological evidence we possess from as early as the
end of the sixth century B.C. is unanimous® in depicting Eros with wings.”® This
accords with the literary evidence from the archaic period; cf. Anacreon fr. 34 PMG
(Smomohiov  yéveiow youaogaéwwy, / e Boidetar mregiywy...).”' The ancient sources
abound in explanations as to the winged nature of Eros; cf. Alexander Aphr. Pr. 1.87,
Prop. Eleg. 2.12, Heliod. Aeth. 2.3, etc., the emphasis always being on the volatile and
fluctuating feelings of the lovers.

The pain caused by Eros to gods (apart from humans whom we expect to be
vulnerable), for which he is banned from the divine household in the present
fragment, had already been treated before; cf. S. Ant. 787-790 (xai ¢’ ovr’ adavatwy
wvbos oldeis / oUY ameoiwv g v’ av/Sewnwy, o & éxwv wéunvev), Hes. Th. 120-122
(... Epos ... / ... mavtwy 0t ey mavtwy T’ avdpwnwy / dauvatas ...), E. fr. 136.1 TGF
(a0 & & Se@v Tipawve te ndvdpdmwy "Eows), etc.”” The fourth century B.C. saw a
renewed interest in Eros in both art and literature. Since the second half of the fifth

century, artistic representations of Aphrodite and Eros together began to become

8 Cf. sch. on Aeschin. 1.77, Androtion 324 F 52 FGrH, and Philochorus 328 F 52 FGrH. We know
that there were many people expelled by their demes; this emerges from Aischines 1, Demosthenes 57,
and also Hyperides fr. 30 (he treats the expelled as a significant category along with metics, etc.)

% Reinhardt o.c. 93 n. 8 cites both Bernert RE s.v. Nike nr. 2, 288-290, and Bulle, Myth. Lex. 11,1
(1897-1902) 316, 28fY, as sources referring to presentations of a wingless Eros. However, what Bernert
refers to is depictions of a wingless Nike, not of a wingless Eros. I have not been able to locate Bulle’s
work.

% See Roscher, Ausfiihrliches Lexikon der griechischen und romischen Mythologie, i 1350-1351.

*! In sch. on Ar. Av. 574 vewregixov 76 v Nixny xai téov "Epwra émreededa, the phrase xai tov “Eowra

has been identified as an interpolation; cf. Roscher /.c.
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established as a recurrent motif. During the fourth century, Eros begins to be the
dominant figure in the arts, expelling Aphrodite.”® This tendency in art parallels that
in literature during the same period. Rohde®® notes the increased interest of most
philosophical schools in the nature of Eros during the fourth century. This resulted in
a production of many works titled mepi Epwros, EpwTixoi, fowTinai répar.”’
Contemporary comedy does not let this trend pass unattended. Along with
Aristophon, Eubulus (fr. 40) and Alexis (fr. 20) treated the subject of Eros.
Surprisingly, all the three poets focus on his winged nature. Unlike Aristophon, the
two others blame the painters for ignorance and for wrongly depicting Eros winged.96
It is noteworthy that Alexis fr. 20 comes from a play entitled Amoxomrriuevos.
Commenting on this title, Kock (11.305) thought: “Amor ... ta wrega amoxomrouevos
Uo’ étaipas”’. However, given the precedent of Aristophon, the plot might have been
similar to the present fragment, i.e. the gods, and not the courtesans, could have been
the ones punishing Eros. Whatever the case may be, the condemnation of Eros by
Aristophon, in a passage supposedly spoken by a Pythagorean master, matches
perfectly with the beliefs of Pythagoras regarding sexual intercourse; cf. D.L. 8.9
(dpoodidia ... Bagéa O¢ magay emy xai & vyeimy oux ayada), and 8.19 (oldémor’ éyvodm
.. appodizialwy).

3 yae: This is the simple confirmatory and causal yap; cf. Denniston GP 58: “It is
commoner in writers whose mode of thought is simple ... (sc. these) tend to state a

fact before investigating its reason”.

4-5 Spagis - doBagos: Some nine centuries later the rhetor Procopius employs the same
two epithets to describe Eros: va xai gy Agpodityy Tunowusy. ol yap avty daguyeiy
nouvydm Tov épwta: doBagov yap To matdapiov xai Spacy, xai xata ToU TuxovToS omAilETa

(Decl. 4.57-60).

%2 The theme of love-tricks among gods is also present in the Homeric Hymn to Aphrodite.
% See Metzger, Les Représentations dans la Céramique Attique du [Ve siécle, 41-58.

% Der griechische Roman und seine Vorldufer, 60.

% Both the Socratic Euclides and Theophrastus wrote an Epwruxdc.

% still, the winged nature of Eros was not denied even in a later age, cf. Meleager AP 12.76.
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5 atrou: Either separative genitive (governed by amoxofavres) or possessive genitive

(governed by ta nrega).

7 éguyadevaay: The affairs within the divine household are here presented in a
humanised way. The gods exile Eros from Olympus, just as Greek communities
imposed exile as a political penalty.” In the present fragment Eros is banished for
life; for before expelling him from Olympus the gods cut off his wings, thus
preventing him from ever returning. Instead the wings are offered permanently to

Nike, like victory offerings.

8 Nixy: Nike, the goddess and personification of Victory, is mostly portrayed with
wings, though there is a small number of wingless representations; e.g. LIMC VI nos.
374, 375, with commentary on p. 902. Cf. Bernert in RE s.v. Nike nr. 2. The Scholiast
on Ar. Av. 574 notes: vewTegixoy 10 Ty Nixqy xai Tov "Epwra émtepioodar. Agyevvov vap
padt, ... of 0¢ AyAaogdvra, Tov Oagiov {wyeagoy, mryvyy éoyacasdar v Nixny, cf.
LIMC V11, p. 896.

In the present fragment the offer of Eros’ wings to Nike by the gods can be
interpreted not only as a victory dedication, but also as an attempt by the speaker to

present a witty aetiological myth as to how Nike first got his wings.

9 oxiAoy: It is perhaps significant that it is the word oxiidev, and not Aagugoy, that is
used here. The latter term denotes spoils taken from living enemies, the former spoils
taken from the dead; cf. Suda A 158, Phot. A 121. If Eros’ wings are a gxiAoy, then the
natural assumption is that not only has he been expelled from Olympus, but he has
also been killed by the twelve gods. Of course this is at most a metaphorical death, but
it still creates a burlesque atmosphere (an immortal god is put to death by his peers),

in harmony with the humanization / atticisation of the gods elsewhere in the fragment.

°7 One major example is the exile of Thucydides for the loss of Amphipolis during the Peloponnesian
war (cf. Th. 5.26.5). Numerous other cases of exile are recorded by both Thucydides (e.g. 4.65.3) and
Xenophon (e.g. 5.4.19). See Roberts, Accountability in Athenian Government, 117-120; Balogh,

Political Refugees in Ancient Greece, passim.
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Fr.12

This fragment is cited by Diogenes Laertius 8.38, within a series of passages
deriding either Pythagoras himself or his disciples. The fragment consists of two
parts. The wording of Diogenes Laertius is not clear about their textual proximity — if
any; &1 év 7 avr@ could well mean later in the same play, but also later in the same
scene / passage. Kassel-Austin, whom 1 follow below, edit the text as a single
fragment, whereas Kock as two. Against Kassel-Austin’s presentation is the fact that
1. 7-10 have a matter-of-fact nature and present a factual description with certain
elements of negativity. This contrasts with the aggrandising treatment we get in 1. 1-
6. Besides, 1l. 7-10 can also stand independently, as a summing up of the basic
Pythagorean habits (a synopsis of fr. 10). None the less, in favour of Kassel-Austin’s
editing choice is the fact that 1. 7-10 can be considered relevant to 1l. 1-6, in the sense
that Adgava and Jdwp (1. 8) may correspond to svoaireiv (1. 4), while @Seipas, ToiBwva,
and dAoueiay (1. 9) may correspond to gumou weotoigw (1. 6); in such a case the fragment
as a whole would be a description of a Pythagorean “feast” in Hades.”® The different
tone of 1l. 7-10, which actually starts from the change of speaker in 1. 5, may indeed
be due to this second person speaking, who has a low esteem about the Pythagoreans,
in contrast with the first speaker.

The eschatological account given below refers to a supposed Katabasis of
Pythagoras himself in the Underworld.” The first speaker is interrupted by a person
who behaves like a Bwuologos (see introduction to fr. 9).

b A » 1 ’ ~ 7

gom natabag eic Ty diaiTay TV HiTW

1Dl éxaoTous, diapépety 0¢ maumoAu
1 1 ~ ~ ’ 1

Tobs ITuSayopioras T@y vexply: povoiar yag
7’ Al 7 ~ »

rotrotor Tov ITAoUrwva ovaaitelv gy

5 o1’ eboéBeray. :: elyep®) Seov Aéyerg

&l Toig QUTOU UETTOITIY NOETAI TUVWY

éaSiovai Te

s 7 \ ’ b \ ’ (74
Aayava Te xal mivovaty Emi TouToIS Udwp*

% Similar eschatological scenes showing the blessed souls feasting occur in the first half of
Aristophanes’ Frogs.
% Cf. Helm, Lucian und Menipp, 381.
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Jetpac 0¢ xal ToiBwva Ty T' aAovaiay
pJelpas 4 n

10 0UDEIS QY UTOUEIVEIE TWY VEWTEQWY

7 éoSiovai 1e Diog. FP’: om. Diog. BP, Sud. (defectus indicatur in G et M): falsum esse
supplementum, aliorum ciborum nomina ante Ag¢xava tc excidisse censet Von der Muehll ap. D.-Kr. 8

¢ om. Diog. F, del. P*

He said that, when he descended, he looked at every one of the
Underworld habitants, as to their life-style, and that the Pythagorisers
were far better than the other dead. For he said that only
with them does Pluto dine because of

5 their piety. (B.) What an easy-going god you are speaking of,

since he finds pleasure in keeping company with people full of filth

And not only do they eat vegetables,
but they also drink water afterwards.
As for the lice, the threadbare cloak and their unwashed state,

10 none of the younger ones could bear them.

1 xatabBag: In Comedy downward journeys to Hades had previously been brought to
the stage by both Pherecrates (in Crapataloi) and Aristophanes (in Frogs and
Gerytades). The subject was still comically exploitable by the time of Lucian, cf.

Cataplous (and also Dialogues of the Dead).'®

A story about Pythagoras descending
to Hades must have had its origins into real events from Pythagoras’ own life.
Diogenes Laertius (8.41) tells us how he spent much time in an underground
dwelling, while he had told his mother to record all the happening events. When he
ascended, he went to the Assembly claiming that he had just returned from Hades, and
recounted what had supposedly happened. Pythagoras was generally believed not only
to have lived several lives, but also to have retained a clear memory of all of them (cf.

D.L. 8.5, lamb. VP 14.63). This privilege was said to have been granted to him by
Hermes; cf. D.L. 8.4.

1% Rohde (o.c. 280-281) supplies an account of all stories and myths, which recount a descent to
Hades.
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3a tav vexpiv: Meineke (I11.363) thought that “verba twv vexpwv fortasse rectius cum
sequentibus coniunguntur”. Kassel-Austin disagree with him, and edit the half stop
after T@v vexpav. Indeed, T@v vexpdv is best taken as a separative genitive governed
from dapépery.'’t If we transfer the half stop before r@v vexpav, as Meineke suggests,
we have to supply another t@v vexpdy or of ToUtwy or T@v xatw, in order to complete
the meaning.'® Since the text is complete in itself, I cannot see the reason why we

should alter it.

3b wpovargi: The idea of privileged positions near the gods in the Underworld is a
commonplace in eschatological descriptions. In particular, the term wovos is commonly
used in mystic contexts to designate the privileges of the initiates; cf. Philetaerus fr.
17, where the music experts are said to be the only ones who have the right to revel in
love affairs in Hades.'®

The long (Ionic) form -eigv is commonly used within Middle Comedy;'* cf.
Amphis fr. 27.1, Anaxandrides fr. 6.2, Anaxilas fr. 18.6, Antiphanes fr. 1.3, Dionysius
fr. 1.1, Eubulus fr. 6.3, etc. At times it serves to elevate style, but it can also be used
simply for metrical convenience. One cannot always say with certainty whether and,
if so, in what degree the comic poets sought the solemnity and grandeur generated by
this form. Its accumulated presence in this fragment (roitoigr, 1. 4; and ueoroiow, 1.
6)'" may have some further significance. Either this is a parody of the epic style per
se, simply to raise laughter, or the BwwoAdyos is being ironical and implies that epic
diction is the only appropriate style to speak about the (supposed) solemnity of the
Pythagoreans. The reccurrence of this form in fr. 9.8 may tell in favour of the latter

alternative.

19 A partitive genitive is possible but less likely and does not affect the meaning,

192 This transfer produces an oddly postponed 7@ (though this is not uncommon in Comedy; cf.
Denniston GP 96-97).

19 For other passages conveying the same notion of preferential treatment see on Philetaerus fr. 17.2.

1% Aristophanes too opts for -aor nine times in total (or ten, depending on whether we accept, along
with MacDowell, the reading wovoror in Ar. V. 1272); cf. Hermippus fr. 25.2 (see K-A ad loc.).

195 Nevertheless, contrast Toirorc (1. 8). Though there is always the possibility that the last four lines

come from a different part of the play; cf. introduction to the fragment.
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4 ovoaiteiv: Pythagoreans alone are said to enjoy the table-company of Pluto, because
of their piety and virtue. This image is parallel to the Orphic “symposium of the
saints” (ouumooiov T@v ociwy), described by Plato in R. 363c-d. Reporting on the
Orphic gurus Mousaeus and Eumolpus, Plato reports on the Orphic belief that the
righteous dead were feasted in Hades and given wine forever. A fragment of
Empedocles records a similar reward for righteousness: the humans who escape the
circle of re-incarnations become table-companions with gods: aSavators arloor
ouéorior, avroteanelor (fr. 147.1 DK); cf. Graff, Eleusis und die orphische Dichtung
Athens in vorhellenistischer Zeit, 98-100. The belief that drinking bouts took place in
Hades is parodied in Ar. fr. 504.8, and Pherecrates fr. 113.30-31.

There might be an additional resonance in the use of gvgorreiv. Dining at the
nputaveiov featured among Athenian honours. It was a major civic honour that was
granted to ambassadors (called either &via or deimvov), and for life to victors of the

Panhellenic Games, as well as to prominent individuals such as Cleon (called

., 106
agIT™aIg).

5-6 elxeod ... Aéyeis ... ovwawy: With this (slightly) irreverent reply, the speaker (a
Buwpuorigos'"T), prevents the whole situation from getting serious. One possibility is that
he is genuinely naive. If not, then his aim is to ruin the argument of the previous
speaker, and ridicule the Pythagorean doctrines. The latter possibility seems more
likely. As for Aéyess, its present use has many parallels; e.g. Ar. Nu. 204, Av. 1691, PI.
705, 992, Alexis fir. 223.12, 224.4, Men. Dysc. 116, etc.'®

Here Pluto is treated in a rather light-hearted way. The maltreatment of gods is
another locus communis of Comedy, and a linking thread between Old and Middle.
Throughout Aristophanes gods are treated with a certain degree of irreverence.
Particularly in Birds the gods are brought to their knees; not only is Zeus accused of
snatching the authority away from the birds (467ff., 480, 1600ff.), but also the gods
are finally forced to submit to birds’ power (1685), so that the chorus can later

celebrate (1750-1753). See also Pl. 87: o Zeus ue tair’ Epacey avSpwmovs @doviy

1% Cf. Ar. Eq. 709, sch. on Ar. Eq. 167, 766, Timocles fr. 8.15-19, D. 19.31, 234, PI. Ap. 36d, Plu.
970b, etc. See Miller, The Prytaneion, 4-11.
197 See introduction to Aristophon fr. 9.

19 For Aéyers with accusative see Headlam on Herod. 6.95, and Oguse REA 67 (1965) 1311F.
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(Ploutos speaking of his blinding by Zeus), Ra. 740: oori5 ye mive oide xai Beiv wovoy;
(referring to Dionysus). See further Sutton, Self and Society in Aristophanes, 35-45;
Dover, Greek Popular Morality, 19.

7-8 é0Sovai Te / Adyavé. Te xai mivouoiy: The sequence e ... Te xaiis unparalleled.'” A
more natural sequence would be either “203/0vai Te Aagava xai mivovar” (first solution)
or “blank (i.e. éo:diovor deleted ) Aaxava te xai mivovor” (second solution). A closer
look at the manuscripts of Diogenes Laertius,''® shows that codex B, which is
considered “the best”, preserves the second solution. In this case Von der Muehll’s
argument seems reasonable; cf. crit. app. On the other hand, codex P, which is also
excellent, preserves — in its third correcting hand — the first solution. However,
although both solutions are syntactically correct, none of them satisfies the metre. The
syntactical awkwardness remains, and Professor Carey suggested to me the alternative
reading éo.3i0vat To1, which removes the first 7z.

On balance, I am inclined not to change the manuscript text. Though the
sequence of particles is unparalleled, it satisfies metre and yields good sense; the first

¢ is connective, and the following 7z xa/ mean both / and.

10 T@V vewtépwy: This collective — and somewhat indefinite — reference to a group of
young people is a recurring motif within both Middle and New Comedy, and also in
some Latin adaptations by Plautus. See Anaxandrides fr. 34.6, Antiphanes fr. 193.10,
Xenarchus fr. 4.2, Alexis fr. 183.1, Philemon fr. 3.5, Plaut. Capt. 69 and Men. 77. The
vewrtegor are also mentioned once by Aristophanes (V. 1101). The very first reference
to a company of youngsters (véor) is made by Homer, Od. 18.6. Two patterns are
discernible here: in Homer, Antiphanes, Alexis, and Plautus, the vewrepor are said to
assign a nickname to a person, while in the other cases, as well as in the present
fragment, it is their habits and practices that are in focus. The first attempt to interpret
this term was made in 1886 by van Herwerden, who recognised here some “iuvenes

elegantiores (i giovanotti), qui genio indulgentes convivia et lupanaria frequentarent,

' The cases noted by Denniston GP 512-515 are close but essentially different.

"% For a discussion of the manuscripts of Diogenes Laertius see on Amphis fr. 13.2.



Aristophon 142

non tantum aetate iuniores sed imprimis spiritu, qui omnibus iis fruerentur quae
iuvenili aetate congruerent”.'"! Millis p. 135 agrees; see also Amnott p. 543.

In the present fragment the vewrsgor may be a reference to a younger
generation of Pythagoreans, who refuse the weird practices of the older. A
comparison between younger and older is not impossible given the reference to the
mdAas moré Pythagoreans in fr. 9.1.''2 Though not entirely impossible, I consider this
interpretation less likely, given that in all the passages mentioned above (apart from
Homer) the term vewtegor appears to have the same meaning, the one noted by van
Herwerden lc. In Comedy and elsewhere' vedirzgor implies the generational gap
(which stands out as a marked feature of Athenian society from ca. the 420s
onwards), and in turn the common cultural assumption — at least among the old — that
the young are lazy, self-indulgent, or pampered.ll4 This idea probably underlies the
use of the term vzwregor in the present fragment as well. It is only natural that young
people prone to indulgence would despise the pretentious and ascetic Pythagorean

lifestyle.

DiAwvidne (fr. 13)

A certain Philonides is repeatedly parodied throughout Comedy; e.g. Ar. Pl.
303-305 (with sch. ad loc.), Theopompus fr. 5, Plato fr. 65, Nicochares fr. 4, and

Philyllius fr. 22. Both the ancient commentators and the modern scholars agree that
this is the rich man Philonides of Melite (P4 14907). Hanow was the first to identify
this Philonides with the title figure of Aristophon’s play.''> In Comedy Philonides is

portrayed as swinish and gluttonous, patron to a number of parasites, also known to

"' Mnemosyne 14 (1886) 183-184.

'"> The only evidence for marked chronological shifts in the nature of Pythagoreanism comes from
Aristoxenus frr. 18, 19 (see introduction to the play). However, this evidence suggests exactly the
opposite; for Aristoxenus it is the younger generation of Pythagoreans who practise superstitious
abstinences, and not the older ones, as the present fragment suggests.

13 E.g. Th. 6.12.2, Isoc. Areop. 48, etc.

14 Cf. Strauss, Fathers and Sons in Athens, 136-148.

3 Exercitationum criticarum in comicos Graecos liber primus, 29; cf. Bergk, Commentationum de

Reliquiis Comoediae Atticae Antiquae, 400ff.
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have had an affair with the famous courtesan Lais''® (cf. sch. on Ar. PL 179). Hanow
(0.c. 30) dates Philonides’ lifetime between ca. 420-17 and 352-49 B.C. Breitenbach
notes that Philonides’ death is set so late by Hanow because of Aristophon’s present
play, given that the latter is known to have won his first victory sometime between
358 and 350 B.C. (cf. introduction to Aristophon). Breitenbach (7itulorum 30) traces
some vital evidence in Demosthenes 30 Against Onetor, where on several occasions
(8§84, 7, 33) we hear that Onetor, Philonides’ son, is now in possession of his father’s
property and was supposed to supply his sister with a dowry upon her marriage that
took place in the month of Skirophorion of the year 366 B.C. (§15). Based on this
evidence Breitenbach concludes that Philonides must have died and the present play
must have been composed before 366 B.C.""” I consider Breitenbach’s arguments to
be convincing.

Bon viveurs, like Philonides, are often satirised in Comedy; cf. the mockery of
Morychus in Ar. Ach. 887, Pax 1008, V. 506, 1142, Plato fr. 114, and Teleclides fr.
12. What is particularly interesting in the case of Aristophon’s @:Awvidnc is that the
whole play seems to have been dedicated to this individual. Of course, there are plays
that revolve around a single figure, and this is particularly common during the period
of Old Comedy; e.g. Aristophanes’ Knights (satire of Cleon), Plato’s Cleophon (satire
of the homonymous Athenian general; cf. test. iii K.-A.), etc.''® Kallias, satirised by
Eupolis in Kolakes as wealthy and extravagant, is perhaps the closest parallel to
Aristophon’s satire of Philonides. Still, the latter case is different, in that the targeted
individual becomes the title figure. If, as widely supposed, this Philonides is identical
with the historical rich man (see above), then this is the only known play that is
named after and deals with a real-life glutton, or, to put it in Sommerstein’s words,

with an “idol of the dinner-table”.'"®

' See on Philetaerus fr. 9.4.

""" As to the long chronological interval between this date and Aristophon’s first victory, Breitenbach
(o.c. 31) supplies the parallel case of Timocles, first mentioned as victorious in 322/1 but being already
active before 340 B.C. Cf. also the case of Isocrates (probably already writing around 410 B.C., and
still writing in 338 B.C.).

'8 Sommerstein lists thirteen cases where a play deals throughout — or in most part — with a particular
individual (CQ 46 ii n.s. [1996] 334-335).

' 0.¢c. 330-331.
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The fragment below is cited by Athenaeus XI 472c-d, within a discussion
about a specific kind of a wine cup called Imoixherng.*® Kassel-Austin ad loc. suggest
that the speaker is a female ex-slave, recently granted her freedom. This act was
sanctified by wine consumption, and not by the traditional ritual of drinking from the
so-called “water of freedom” (éAeudépiov Udwp). Pausanias 2.17.1 tells us that this
appellation, Water of Freedom, was given to a stream that flowed by the Heraeum, the
temple of Hera, fifteen stades away from Mycenae. Pausanias does not say whether
freed slaves used to drink from this water, as part of an established ritual. We are
lucky to possess additional information about a spring in Argos, from where the freed
slaves used to drink: év Apyer amo ¢ Kuvadeas mivovar xpqyms of) éAsuSepoluevor Téow
oixerdy (Hsch. s.v. éAeudépiov Wdwe; cf. Eust. ad Od. 13.408, and Pausanias Attic s.v.
Kuvadpa). The existence of a comparable ritual at Athens is attested by Antiphanes fr.
26, where a female slave swears by this water. In the present fragment the element of
napa mpogdoxiay is at work. The comic poet replaces the traditional water with wine,
with reference to women’s passion for drinking, a motif that Middle Comedy
inherited from Old. Aristophanes calls women motigrata: (Th. 735), and there are
several other passages where women are satirised for their fondness for wine; e.g. Ec.
132-133, Lys. 114, etc. In Middle Comedy the same motif reappears in Xenarchus fr.
5, where a female slave’s wish is to drink the éAevéprov olvoy before dying.

In the absence of any evidence to the opposite, a reasonable assumption is that
the ex-master of the speaking character is the title-figure of Philonides. The woman
seems to be conversing with another person, to whom, according to Kassel, belongs
the second half of 1. 4. She speaks in trochaic tetrameters, i.e. in a metre not
particularly common in Comedy after Aristophanes. Aristophon employs this metre
twice in the surviving fragments; here and in fr. 5. Whereas in fr. 5, as well as in other
comic passages, it is easy to discern the reason why the trochaic tetrameter is used, !
the reason that calls for trochaic tetrameter here is not detectable at first sight. None
the less, I would like to suggest that here the trochaic tetrameter combines with what

Nesselrath calls “dithyrambische Sprache”,' to communicate the heightened

120 See on Theophilus fr. 2.2.
12! Generally for a special effect; cf. General Introduction p. 27.

122 MK 253; cf. introduction to Amphis’ A370eauBos.
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emotional state of the speaker. The slave celebrates her release, and does so in a most

exuberant way.

— U Toryagoly &uol wey agriws o dsamorng
o’ apeTy TV ImpixAciwy elxixAwTov aomida,
UTtepappilovaay, Toue@oay, 100V IT@) XEXPaUEVRY,

’ ”» 5 ’ |24
TpoTpégwy Edwxrey :: olual, YENITOTYTOS OUVEXG. ::

5 e’ éAevdépay apine Panticas éppwuevws
4 dist. Kassel, verba interlocutoris ironice assentientis seiungens

For that very reason my master lately, because of my

excellence, gave me the beautifully rounded shield of thericleians;
he brought it to me foaming over the brim, dainty,

mixed half-and-half. (B.) As a reward for honesty, I suppose.

5 (A.) He then let me go free, having soused me overwhelmingly in wine

2, 4 O’ apeTy - xemororyTes otvexa: The virtue of slaves is sometimes commemorated
on stelai; e.g. IG 1.3 3111: (CEWSad(e) vij xatéxget titdnyy maidwy Aswyeitov éx
IMeAonovvnoov ™l dixatotarmy. MaAixa Kudmeia; ibid. 4050: Iaidevois TitSn yonory;
ibid. 4109: ITugpigm Teowos xenoTy.

2 1@y SmeAeiwy eixixAwTov aomida: The “well rounded shield” is a metaphor for the
wine cup. The spherical form was not a standard characteristic of the Thericleians, for
the latter came in a variety of shapes.'” The metaphorical use of military terms to
designate symposion equipment is a recurring motif in Comedy. From early on in
Greek literature there has been a tendency to compare / contrast the spheres of
feasting and war; cf. Archilochus fr. 2 West: év dopi uév uor uala peparyuévy, év dopi &’
olvos / Touapinos: mivw 0 év dogi xexAiuévos. Both Xenophanes (fr. Bl West) and
Anacreon (fr. 116 Edmonds) disapprove of recounting battles and violent fighting
stories at a symposion. Theognis uses the verb Swenozer (lit. to arm oneself) with the

sense of getting drunk (11. 413, 470 Theognidea, West). The verb recurs with the same

12 Cf. Dionysius fr. 5, Alexis fr. 124, Dioxippus fr. 5.
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metaphorical meaning in Pindar (fr. 72.1), and also in Aristophanes (4Ach. 1135, Pax
1286). Within Middle Comedy the most outstanding passage is probably
Mnesimachus fr. 7, where foodstuffs and other symposion items are grotesquely
substituted with weapons (see comm. ad loc.); cf. Dionysius fr. 3.5. The trend is later
picked up by Latin Comedy."?* In the present fragment, the particular substitution of a
drinking cup with a shield could be interpreted as belonging to this motif, and is
apparently based on the assumption that the audience knew their tragedies too; cf. A.
Th. 489 aomidoc xixdov Aéyw, ibid. 642 elnuxAov gaxos, etc. It seems that there is a
particular connection and a semantic interrelation between shields and wine cups in
several texts. Aristotle, within his analysis of “metaphors by analogy”, gives this
interchange of equipment as an example: i’ ™y @raAny aomida Awovigou xai Ty
aomida praAny Agews (Po. 1457b 21); cf. Id. Rh. 1407a 16, 1412b 35. In lyric poetry
Timotheus (fr. 797 PMG) and in comedy Antiphanes (fr. 110) and Anaxandrides (ft.
82), all use this metaphor.125 It could be argued that the shield, standing for manliness,
and the drinking cup, symbolising the joys of peace, encapsulate the contrasting
worlds of war and feasting.

It is interesting that eixixAwtog appears only here and in Eubulus fr. 56.4.
Instead, the usually employed adjective is elxuxdog; e.g. X. Cyn. 9.12.3, Ar. Th. 968,
etc. Wilamowitz (on E. HF 290) notices a certain tendency within poetry to form
secondary adjectives ending in —tog, parallel to the genuinely verbal ones that end in
either —os or —7¢. Indeed, there is a remarkably long list of such doublets; e.g.
xaMimugyos (E. Ba. 1202) and xaAAmigywros (ibid. 19); awoBos (E. Ph. 236) and
d@dByroc (S. OT 885), etc.'”® Apart from the apparent metrical requirements,
Wilamowitz discerns a decorative function (“schmuck™) in the formation of these

pseudo-verbal adjectives, as Pearson calls them.'?’

3a Umegagpilovoay: The image of wine foaming over the brim of a Thericleian cup is
paralleled several times in Middle Comedy; see further on Theophilus fr. 2.3. But see

also Hunter on Eubulus fr. 56.

2% See introduction to Mnesimachus fr. 7.
12 Cf. Nesselrath MK 277-278.
126 See Wilamowitz /.c. for more examples of such doublets.

'270n S. fr. 819 TGF. See also his notes on fir. 249, 825, 970, and 1014.
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3b Tovg@aay: dainty, delicate; a sign of luxuriousness and sumptuousness that adds to
the idea that the master has really pampered his slave. Cf. Antiphanes fr. 55.8-10
(SecubBov ... Toupavta), Alcaeus fr. 2.2 (agror Toup@YTES).

3¢ lgov io@ xexgawévyv: A mixture containing water and wine in equal proportions was
considered a rather strong blend; cf. sch. on Ar. Pl 1132: {weoregov To Towirro xoaua.
Indeed, there is a relevant warning by the doctor Mnesitheus: éav 8’ izov iow mpooioy,
waviay moref (com. adesp. fr. 101.12 K.-A.). When the blend is specified, there is often
a point (cf. Ar. Ach. 75, with reference to the Persian habits). Here the reason for such
a strong blend must be the occasion of the slave’s release; the changing of her status is
a cause for real celebration; cf. the use of the trochaic tetrameter (see introduction to
the fragment).

The Scholiast on Ar. Eq. 1187 claims that the best mixture is two parts of wine
with three parts of water (see van Leeuwen’s thorough note ad loc.). Athenaeus
(426b-427c, 430d-431b) cites several fragments, mainly from Comedy, which tell us
of a wide range of possible mixtures, varying in strength; cf. Plu. Mor. 657b-d.
Hesiod (Op. 596) recommends a rather sober mixture consisting of three parts of
water and one part of wine, which Plutarch calls a vygarios xai adgavis xeaais (657c¢).
This, along with the five parts water and two parts wine mixture, were considered the
most temperate blends; cf. Ath. X 426e: 1) yap dvo mpog mévre mivew padi detv 4 Eva mpog
Tpeis. See Wilkins o.c. 216-218.

4 oluai, xemororyros ovvexa: Here Kassel discerned a change of speaker, who
comments ironically upon the freedwoman’s words. It is true that ofuar is sometimes
used with some irony; e.g. Ar. Nu. 1111-1112: xoutei’ Toirrov cogiaryy debiov. / wypov
wev oty oluai ye xai xaxodaiuova. However, elsewhere ojuar seems to be more of a
genuine comment, e.g. Ar. Pax 1286, Av. 75, Eupolis fr. 385, etc. Hence, it is not
inevitable that the present remark is ironic; instead, it could be that the second speaker
genuinely acknowledges the fact that the freedwoman is being rewarded for her
virtue, cf. &’ ageTyy (1. 2); the repetition may be emphatic. Some support for Kassel’s
evaluation may be found in the phrase gpnoroTyTos olvexa, which recurs three more

times: in Timocles fr. 8.17, a dedicatory epigram of the mid-third century A.D. (%
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eivexev, 953.1 Kaibel = IG 1I* 3767), and Lib. Ep. 1123.3 (. eitexa). In Timocles’
fragment the reference is to parasites and one might suggest that the remark is ironic.
But with the context lost the tone remains ambiguous for us.

Whether ironical or not, the choice of this particular noun (genororys) in our
fragment may bear some further relation to the status of this woman as an ex-slave.
Schulze (Kleine Schriften 420-421) shows that in Attic inscriptions the epithet
xomotos,-n occurs exclusively when the person described as such either is a slave or

was born as one.

sa Bantioag: Bamtilw is used here metaphorically. The meaning is that the master gave
the slave so much wine, that he got her completely drunk; cf. LSJ suppl. s.v. The
image of someone being drenched in wine, as a means of expressing the status of
drunkenness, is elsewhere also generated with either Banriw or Beéyw; cf. Eubulus fr.
123.2 (BeBoeyuévos mnw xai xexwdwviguévos), Pl. Smp. 176b (eaorwvyy Tva Tis mooews:
xai yag avtos equr Ty x5 PeBantiouévawy), Anacreont. fr. 6.4 Edmonds (6dmrio’ eic

Tov olvoy), Ath. V 221a (BeBantiodar te 1() axpary), etc.

5b épowpévwg: ioyueiss, elodevids (Suda ¢ 3066). Elsewhere this adverb is used with
verbs such as mgoBaivw (Ar. V. 230), Aadogi> (Men. Ep. 899), éo%iw (Critias fr. 32 DK),
etc. In the present fragment it is innovatively used with reference to Barnrizac, the

point being that the master got the slave utterly drunk (see on previous note).
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DIONYSIUS

Dionysius lived and flourished in the early second half of the fourth century

B.C. He originated from the Greek town of Sinope in the Euxine Sea.' He won his
first victory at the Lenaia between the years 339 and 332 B.C.; cf. IG 17 2325.153;
Capps, AJPh 28 (1907) 188; RE V 1 s.v. Dionysios nr. 105.

Axovrilouevoc (fr. 1)

The title denotes a person hit / wounded by a javelin (axovtiov). Antiphanes
wrote an Axovrilouévy, and Naevius may have used Dionysius’ play as a model for his
Acontizomenos. If the present title is anything to go by, Dionysius’ play probably
dealt with an incident involving someone being hit and wounded by a javelin.?
However, the context of such an accident remains unknown. It could be either
athletics,” hunting, or a war campaign. If I am correct below to recognise a link with
Egypt, the latter possibility starts looking the most promising one. A good parallel is
Anaxandrides fr. 40, which echoes the Satraps’ revolt and the military support
provided by the Athenian general Chabrias to the king of Egypt Tachos against the
Persians in 360 B.C.* (see Webster SLGC 40, and Millis ad loc.). It is a possibility
that Dionysius’ play too related to these events.’ If so, this is another instance where
Middle Comedy retains the political interest of Old Comedy.®

The following fragment is cited by Athenaeus XIV 664d, who tells us that the

speaker is a cook; this of course is obvious from the text itself (cf. mor@y).

! Alexis (cf. Arnott pp. 11-13), Apollodorus of Carystus, Diodorus, Philemon, etc. were also non-
Athenians. See introduction to Amphis.

? See Konstantakos pp. 63-64 for plays with participial titles.

? Cf. Antiphon’s Second Tetralogy, and Plu. Per. 36.3.

* See PA 15086; cf. D.S. 15.92.2ff,, Plu. Ages. 37.

5 The fact that these events came earlier than Dionysius’ prime (see introduction), should not detain us
long. Timocles, a contemporary of Dionysius (cf. /G II* 2325.153), also parodies the Egyptian
superstitions (fr. 1). It is possible that after the exploitation of the theme by both Anaxandrides (fr. 40)
and Antiphanes (fr. 145), the satire of the Egyptians became a stock joke, which the comic playwrights
felt free to re-use.

® See General Introduction pp. 17-18.
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Kassel-Austin mark lines 2 and 3 as obscura.” Indeed, at first sight it is
difficult to understand what the cook is talking about, since the symposion context
makes a strange combination with the reference to a dead person. A possible means of
resolution is offered by ancient evidence about an Egyptian custom. Allusions to
Egyptian superstitions and generally to aspects of Egyptian culture that sounded
paradoxical to the Athenians recur frequently and even acquire the dimensions of a
topos within Middle Comedy; cf. Anaxandrides fr. 40, Antiphanes fr. 145, Timocles
fr. 1. I would argue for a parallel case in the present fragment. It is my conviction that
the cook refers to the Egyptian custom described at Hdt. 2.78, according to which at
the end of a rich symposion, a wooden image of a corpse® was carried around in a
coffin, as a reminder to the banqueters of their mortality: év ds 1fjor guvevaina: Toioi
eldainoot avray (i.e. the Egyptians), émeav amo deimvou yévwvral, megipéper avip vexgov v
cop® EbAov memoimuévoy ... deixvis O0¢ éxaoTe TV auumotéwy Aéyer "Es Totov ogéwy mivé
Te xai Téomev Eoear yap amodavwy Torovrog.” Plutarch (Mor. 148a-b, 357f) and Lucian
(Luct. 21) also testify to the practise of this custom by the Egyptians; cf. Petr. Sar. 34.
See Montet, Everyday Life in Egypt in the Days of Ramesses the Great, 98.

The following scenario is probable: the cook, satirising this Egyptian habit, is
describing his own experiences; having been hired by some Egyptians in the past, he
would sometimes present this image of a dead with a dish of food. He implies that it
was very easy to mistake this statue for a living perosn, since it was placed among
them, as if it were a real banqueter. Indeed, Lucian /.c. testifies that these images were
not only carried around and exhibited to the banqueters, but they were also made
actual guests at table: Tov vexgoy avvdermvov xai ovumoryy énooato”

The cook is being boastful,'” in a manner reminiscent of the Ambassador in
Aristophanes’ Acharnians 68-89; cf. Hdt. 1.133. Both the present cook and the

Aristophanic Ambassador are reporting tall tales that are meant to sound quite

” Cf. Giannini, Acme 13 (1960) 162.

# Or a mummified body; cf. Luc. Luct. 21: &npdvag Tov vexgov.

° This procedure is perhaps parallel to the custom of Seo&éwia (lectisternium), where gods were hosted at
symposia. Reliefs and / or vase paintings of gods made the divine presence felt, and also a couch was
reserved empty especially for the god hosted; cf. sch. 67c on Pi. O. 3. See Farnell on Pi. O. 3.1, and
Burkert, Greek Religion, 107.

19 This is a typical trait of the cook-figure in Comedy; cf. General Introduction p. 19, and introduction
to Dionysius fr. 2.
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implausible to Greek ears. A parallel passage is Mnesimachus fr. 7 (see introduction
ad loc.).

The cook is addressing either the audience or another comic character.
Whatever the case, the pronoun touTarsr does not necessarily mean that any Egyptians
were present on stage (see further below).

Nevertheless, this is not the only possible interpretation of this fragment.
Some further possibilities present themselves:

i. The word vexgov could simply be a joke about someone who is lethargic or pale or
skinny or stylistically frigid (if a writer), and who is therefore presented as dead. Cf.
the case of Chairephon in Ar. Nu. 503-504: (Zw.) otdev dwiveic Xatpepivtos gy @law.
/ (21.) ojuor xaxodaiuwy, quidyns yevnoouar, cf. ibid. 103-104. See also the mockery
against the frigidity of Theognis’ style in Ar. Th. 170, and Ach. 138-140.

ii. A feast at a funeral where the dead person is present might be another possibility,
which however I consider less likely. We know that the negideimvoy, i.e. the meal that
marked the end of mourning, took place at home, not at the grave, after the dead had
been buried."" Still, the fragment might refer to a region, presumably a non-Greek

one, where the dead person is present while the mourners feast.

e 3 4 g N ’ ~ ’

WoT’ &viot’ GV TOUTOITI TIOI®Y UaTTUNY
’ & 9 2 7 ' ’

oTEVOWY Gy’ ElTNVEYXA OIQUaQTWY (Lidy

4 1 ~ ~ ’
AXWY TIEQIPOPAY TWV VEXQWY WS TOV VEXQPOY

So that sometimes, while preparing a mattyé for these people,
in my haste and by mistake, I brought in

unintentionally a dish of dead to the dead

1a ToUroror: The pronoun could refer to people who appeared on stage or simply to
people already mentioned.'? If these people were Egyptians (see introduction), I do
not consider it necessary that they actually appeared on stage. What the pronoun does

presumably is refer back to people previously identified by the speaker. Although

'!'See Kurtz & Boardman, Greek Burial Customs, 146; Wilamowitz, Der Glaube der Hellenen, 1.306.
Cf. Hegesippus fr. 1.11{f., Men. 4sp. 233, Id. fr. 270.4.
12.Cf. LSJ s.v. obros C.
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Meineke (I11.181-182) suggests that the scene in Anaxandrides fr. 40 was probably
preceded by the appearance of Egyptian ambassadors on stage, in the present
fragment the situation seems different; the speaker refers to this event as happening in
the past from time to time (éviore). Cf. also Ar. Nu. 560, where toutoiot refers to
Aristophanes’ rivals, who are not present on stage."

As to the long (non-Attic) form —orgv, see on Aristophon fr. 12.3b.

1b parrimy: This was a dessert dish. Most of what we know about it comes from the
passages cited by Athenaeus XIV 662f-664f. According to Artemidorus, this was a
common term that denoted any kind of rich delicacy (xowov mavrwy ovepa T@v
moAuteA@y édesuatwy; ap. Ath. XIV 663d). It had no standard ingredients; instead, it
could consist of any kind of food (fish, meat, poultry, vegetables, etc.). It was
particularly distinguished for its spiciness, and was served as a dessert at the end of
the main festive meal (émdopmoua; cf. Sophilus fr. 5.5). It was presumably of a
Thessalian origin,'* and became popular in Athens possibly during the Macedonian
domination.'® Cf. the thorough note of Arnott on Alexis fr. 208, and Gow on Macho
fr. 19.463 (= fr. 1 K.-A.). The fact that this is a dessert dish served at the end of the
dinner favours my interpretation, since it coincides with the time that the carrying of

the corpse took place, that is towards the end of the banquet.

2a eionveyxa: Unless Athenaeus is mistaken in identifying the speaker as a cook, not a
servant, this line indicates that cooks not only cooked dishes, but at times could also
lay the table and serve the courses. Athenaeus must be right, for there is also internal
evidence that the speaker actually cooked the dish (cf. mor@y; 1. 1). Similarly, in

Sosipater fr. 1.45ff. a cook is expected to serve the food as well.

2b diapagrwy: The cook mistakes the image of the dead for a living person.

13 Cf. Smyth §1241.

" Pollux 6.70 records the variant reading uatuAAy, which he calls Maxedovixov elpeua; cf. Hsch. u 412,
and Macho fr. 1 K.-A.

B If we accept Bentley’s conjecture patrvodoryos in Ar. Nu. 451 (cf. Dover ad loc.), it follows that
wattigy was already known in Athens during the fifth century.
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2c¢ wiav: Above 1 translate wiav as an indefinite article, “a dish”. Though not the

commonest meaning, this is still a valid one; cf. LSJ s.v. 4.

3a axwy: This is a pleonasm, since the speaker has already stated that his gesture was

unintentional (drauagTwy).

3b megrpopav: The present meaning of mzgipopa is a relatively rare one; that is, a course
/ dish, carried round at a dinner table (cf. LSJ s.v.). Cf. Poll. 6.55: 10 d¢ mepipépeadau
Tac pepidas mepipopay Eevopdv wyouaaey (Cyr. 2.2.4); cf. Id. 6.107, Ath. VII 275b, and
Heraclid. Tarent. ap. Ath. III 120c (in plural). This is an ingenious pun between
mepipopa the dish, and megrpopa the carrying of the dead.

3¢ tiwv vexpwv: These corpses are certainly not to be understood literally. I would
argue that what this dish consists of is actually fish. Fishmongers were widely known
for selling dead and decayed fish, and Comedy had already exploited the subject. In
the following passage, we probably experience the same pun, with the words r@v
vexpav denoting fish: (Ath. VI 225d-e) om 0¢ xai vexgols mwhotor Tovs ixSUc xai

ceoymoTas émomuaivetal o Avrigavys év Moyois (fr. 159) dia Todrwy-

oUx Eotiv oldev Impiov T@y IgIvwy

ATUYETTEQOY" ...

~ 2 ’ ~ ~ 2 ’
Toic lyvomwAais Toig xaxis amodovuévors
aqmovy’, Ewlor xeiuevor 0V’ qucpas
2 ~ ’ y 37 y 2 ' '
M Teeic. woAis 0’ Eav mot’ wyyTNY TUPAOY
, y ~ ~ ) ’
AaBwa’, Edwxay T@v vexpwy avaigeaty

’
TOUTQW" ...

3d wg Tov vexgov: The preposition ws is regularly used with verbs of motion, meaning
to; cf. LSJ s.v. C.III. The meaning is that the cook, having mistaken the image of a
dead for a living banqueter, passes him a dish. Here comes the pun, for this dish is a
dish of dead (i.e. dead fish, see previous note), which the cook serves to the most

appropriate recipient, the dead (the image of a dead person).
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Ocauopopoc (fr. 2)

The title suggests that Aristophanes’ Thesmophoriazusae could possibly be an
antecedent; if so, there is no way to know what the plot / context resemblance was.
The only surviving fragment is a long speech delivered by a proud cook, and does not
seem to correspond in any way to the title.

Ocouopogos was a cult epithet mainly of Demeter, but it could also apply to
Dionysus and perhaps to Hestia; cf. D.S. 1.14.4, RE VI Al s.v. Thesmophoros. The
Scholiast of Lucian makes an interesting equation between the festivals of
Thesmophoria and Arrephoria: Oczouogogia ... ta 0: alra xai Agentopdpia xaleital
(275.23-276.13 Rabe). Deubner (Attische Feste, 411t.) agrees with Robert (Hermes 20
[1885] 370ft.) that the Scholiast does regard these festivals as two different ones, but
what he meant by this equation was probably that these festivals (along with
Zxipopopia) shared similar rituals and parallel ways of performance. This structural
similarity makes Thesmophoria and Arrephoria look much alike in their basic format.
Despite the claims of Lucian’s Scholiast (276.25-28 Rabe) that the thesmoi denoted
the laws (véuous) laid down by Demeter, modern scholars'® have repeatedly argued in
favour of the hypothesis that the term thesmoi must have also meant — at least within
the context of the festival of Thesmophoria — the miscellaneous objects that women
threw into pits (uéyapa), and then retrieved and carried to the altars of Demeter and
Persephone (these included piglets, models of snakes and of male genitalia, etc.).'”

The similarity suggested by the ancient Scholiast and accepted by the modern
scholars between the Thesmophoria and the Arrephoria opens the possibility that here
the term Secuopipos denoted the woman who carried the thesmoi, just as doenpsgos
referred to the young maiden who, during the festival of Arrephoria, carried the sacra
from the Acropolis down to the sanctuary of Aphrodite in the Gardens (Paus. 1.27.3).
Such a use for :zouopopos may have simply not survived in our sources. In favour of
my hypothesis tells the fact that an isolated cult epithet is unparalleled for a comic

play’s title. Judging from the available evidence, the title of plays that seem to have

'8 See Deubner o.c. 44, 40ff.; Parke, Festivals of the Athenians, 84.

'7 For further on the festival of Thesmophoria see Deubner o.c. 50-60; Parke, o.c. 82-88; Brumfield,
The Attic Festivals of Demeter and their Relation to the Agricultural Year, 70-103; Burkert o.c. 242-
246.

'® Parker notes that the early term was égongdgos (Athenian Religion, 271, n. 66).
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dealt with a particular god consists of either the god’s name alone or the god’s name
along with a supplement; cf. Ephippus’ Agreuss, Philemo’s AmoAdwy, Aristomenes’
Abwoos aoxmric, Antiphanes’ Agpodityg yovai, Plato’s Zevs xaxotuevos, etc. There are
also some play-titles that look like interesting parallels to the present one; these are
titles that denote a female related to religion: Tépeia by Apollodorus (either Gelous or
Carystius), @copogouuévy and Tégera by Menander.' Further support to my argument
comes from the Calendar Frieze (cf. Deubner o.c. 248-256, pl. 34-40). On this frieze
the festival of Thesmophoria is represented by a woman carrying a basket on her head
(pl. 35, no. 4). Deubner calls this figure a “Seouopogos oder avrAnroa” (0.c. 250).

Despite the preference for participial titles for plays based on festivals
(Aristophanes’ Ocouogpoptalovoat, Philippides’ Adwwabovaar, Timocles’
Awoweialovaar), it should be stressed that such titles are tendencies, not rules, and it
does not follow that Dionysius was bound to follow the same pattern. In fact, the title
Ocouogopos, as referring to a female participant of the festival, could indeed reflect
Dionysius’ desire to remind the audience of Aristophanes’ title, while varying it.

On balance, I suggest that the title of the present play was not meant to signify
Demeter (or even less Dionysus or Hestia), but rather a woman carrying the thesmoi
at the Thesmophoria.

In the fragment below, cited by Athenaeus IX 404e-405d, the speaker is an
arrogant cook. The cook figure is a recurring stereotype of Middle Comedy. The
professional cooks were freemen,”® who were normally hired on special occasions.?'
However, there were others — of servile status — who were permanently attached to a
particular household.?? One of their tasks was to preside over sacrifices, and their role

grew to be regarded as quasi-sacral;23 this may well explain their pompous nature in

1 Cf. Gomme & Sandbach ad loc. See also Arnott on Alexis’ Ozo@ooyos.

%% Rankin argues convincingly against Athenaeus’ claim (XIV 658f) that Posidippus’ plays featured
cooks of servile status (The Role of the MAT'EIPOI in the Life of the Ancient Greeks, 21).

2! This could be a private occasion (cf. Posidippus fr. 1), or a public festivity (cf. Ath. IV 172f of the
sacred rites in Delos; see Rankin o.c. chap. vii).

2 See Berthiaume, Mnemosyne, Suppl. 70 (1982) 74-76.

B Cf. Ath. XIV 659b, 660a, and also IV 172f sqq. (quoting Apollodorus 244 F 151 FGrH). In Men.
Kol. fr. 1 a cook undertakes the duties of a priest. And the cook in Men. Dysc. 646 boasts: fegompemc
nws oy quadv g tégpm (cf. Gomme & Sandbach ad loc.). For the procedure followed in case of a

sacrificial feast, see Blake on Men. Dysc. 548-549. Cf. Berthiaume o.c. 17-43.
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Comedy. However, they did not escape sharp mockery on the grounds of stealing the
sacrificial meat (cf. Euphro fr. 1). Generally, the presentation of cooks in Comedy
features certain recurrent patterns; e.g. enlisting their shopping (Alexis fr. 115),
instructing their assistants (Antiphanes fr. 221), boasting (Alexis fr. 177, Posidippus
fr. 28).%*

The cook of the present fragment engages in a forensic analysis of the essence
of the cookery art. His interlocutor is a certain Simias (on his identity see on 1. 1). The
opening of his speech looks like a response to a private tip-off about the identity of an
expected guest, who is described as someone with a cultivated palate, with much
experience of good dinners, and who will therefore be a discerning and demanding
guest. This awaited guest could be an ambassador, a returning soldier, a friend who
travelled the world and tried all kinds of delicacies, etc.;* the possibilities are many,
but we have no way of knowing the answer. Although the surviving fragment is long
enough, the plot of the play remains highly elusive; for the hire of a cook to prepare a
dinner is a self-contained pattern, an independent unit, which would fit in literally any
kind of plot featuring a case for celebration.

The speaker, being a professional cook himself, targets the lower-status relish-
makers (aomorof), whom he describes as nearly amateurs. The case is parallel, he says,
to the difference between a general and a mere leader. A proper chef like him should
always be well aware in advance of some vital information; that is, the identity of
both the host and the guests, the place and the time of the dinner.?

Below we have a preparation for a feast. Aristophanes uses regularly the motif
of (sacrificial) feast toward the end of his plays; cf. Ach. 1085ff., Pax 1016ff., V.
1299ff. This motif occurs occasionally in Menander too; cf. the end of Dyscolus
where Getas and Sikon try to persuade Knemon to join the wedding celebrations. This
is yet another piece of evidence of both the internal continuity and the coherence of

the comic genre.

o@odpa ol xexagioal, Zysia, v Tovs Jeols,

TQUTI TIPOEITIAS" TOV WAYEIQOY EIDEVAL

* See General Introduction p. 19.

A feast to entertain a person coming from abroad constitutes a recurring motif in Roman Comedy; cf.
Plaut. Capt. 768-900.

% The cook in Diphilus frr. 17, 18 and 42 has similar concerns.
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173 wordoar A: mermioa:r “vel aliquid eiusmodi” Kock

You have done me a great favour, Simias, by the gods,
by warning me on this very issue; for the cook must always
know for whom is about to prepare the dinner well in advance
before he undertakes preparing the dinner.

5 If one concentrates only at this one aspect,
how he should prepare the dish duly,
but he neither takes thought of nor is concerned about
how he sould serve it up, or when, or how to dress it,
then he is no longer a cook, but rather a relish-maker.

10 This is not the same thing, it is far different.
For just like everyone can be called a general, if he receives
authority, but only he who is able to rally even in
difficulties, and see clearly some [strategem/way/means] somehow
is a general, whereas the other is a leader,

15 likewise, concerning our profession, any chance person could
prepare some food, carve, boil sauces,
and blow the fire; only that such a person is a relish-maker,

while the cook is something different;
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this is knowing well the place, the season, the host, and again
the guest, when and which fish to buy,

.................. for you can get everything nearly

always; but not always will you get the same delight

from these (dishes) nor the equal pleasure.

Archestratus has written on this subject and is held in honour
by some people so much, as if he was saying anything useful.
Instead, he is ignorant of most things, and speaks nonsense.
Neither do listen to everything, nor do learn everything that is written
in the books; sometimes what has been written down

is even more void than what has not yet been written.

No, you can’t talk about cookery, for

recently said ...

For cookery has experienced no limits and no authority,

but is the master of itself. If now

you carry on the art well, but you miss

the critical time of it, the art perishes along.

(Sim.) Man, you are great! (A.) And as for that one, who,

as you said, has just arrived having experience of many

and costly banquets, I will make him forget them all,

Simias, if only I display a stuffed fig leaf,

and serve up a dinner smelling Attic scent.

Coming to me from the bilge, and still full

of cargo ship provisions and fretfulness,

I will leave him gaping in surprise with my side-dish

1a Zwia: The name Simias seems to have been reserved for slaves. A slave with this

name is mentioned in Plautus’ Pseudolus (act 1V).” A certain Simias is also

mentioned in Men. Epit. 630, and Webster (SM 36) convincingly argues that this

character too must have been a slave.?® Likewise, in the present fragment Simias is

probably not the master himself, not only because of his name, but also because he is

77 Of course, it is possible that Plautus simply copied a slave’s name that he found in Menander.

%% The cook Simias in Men. fr. 409.5 could be a freedman (cf. crit. app. ad loc.).
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presented as a rather naive figure, who is easily impressed by the braggadocio of the
cook (cf. 1. 36). But there is a number of other possibilities regarding his identity. He
could be the cook’s either assistant or pupil, or else a household slave. It has been
observed that a scene presenting a conversation between the cook and the hirer — or
the hirer’s slave(s) —, as they first enter the hirer’s house is a topos in Middle and New
Comedy.29 Accordingly, Simias could be the slave of the master who hired the cook.
If the cook is responding to a tip-off (cf. introduction to the play), this would suggest

indeed a household slave.*®

1b vy ToUs Seovs: This oath constitutes the third metron of the iambic trimeter, and
provides a convenient ending to the line. Indeed, its occurrence at line-end is not
uncommon,; cf. Ar. Nu. 1272, Heniochus fr. 4.1, Men. Dysc. 592, etc. For the word-
order of oaths in general, see Dover CQ 35 n.s. (1985) 328ft.

2 moeimag: Second aorist stem em- combines with first aorist termination -a¢ to form
the participle eimas. Despite being long used in non-comic texts, it occurs only two
more times in Comedy: Demonicus fr. 1.3 and Philemo fr. 43.3. See Lautensach, Die

Aoriste bei den attischen Tragikern und Komikern, 112-113.

3 7ae: The normal position of 7ag in a clause is the second. However, here it occupies
the sixth position, while in 1. 22 7ap is the last word of the clause. In Comedy, and
particularly in Middle and New, the postponement of yap becomes a common
phenomenon; cf. Antiphanes fr. 210.7, Diphilus fr. 60.3, Men. Dysc. 332, etc. See
Dover o.c. 338-339 for a fuller list, and also Denniston GP 95-98.

3 ff.: The style of these lines is particularly elaborate. The cook is setting himself up
as a guru of the cookery art. He employs a pompous style and seeks to establish
himself as an erudite and a big expert in this field. His language is so exact, and the
terms that he uses are so specific, that one could perhaps argue that they recall the

passion of the sophist Prodicus for opdomyra dvouarwy and dpdoémeiav, i.e. the use of

2 Cf. Alexis fr. 177 (with Arnott ad loc.), Men. Dysc. 393ff., and Dohm, Mageiros, 1371f.

% For friendly relations between cook and slave see Men. Epit. init.
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accurate words.®' It is not surprising that a comic poet makes one of his characters
speak like a sophist (all the more that it is a character claiming to be an expert), for

the sophists’ style had a great impact on a number of authors.>

7a mapadeivar: magatidmu: is the standard verb normally used with reference to food
serving. It appears already in Homer with this meaning; e.g. /I. 23.810, Od. 1.192 (cf.
LSJ s.v. 1b). In Comedy it occurs as early as Epicharmus (fr. 158.4); cf. Ar. Ec. 675,
Pherecrates fr. 125, Aristophon fr. 9.8, etc. See also the thorough notes by Olson on
Ar. Ach. 85, and by Arnott on Alexis fr. 98.2.

7b mot’: For the sense of the right time see on 1. 35.

7¢ oxevaga: In food contexts the verb oxevalw has the technical meaning of preparing
or dressing the food (cf. LSJ s.v.); cf. Ar. Eq. 53, Alexis fr. 153.6, Philemo fr. 82.2,

etc.

8 (0) ... geovrioy: As to the first syllable, I prefer Edmonds’ suggestion (av) to
Meineke’s (de). The former not only corresponds to 1. 5, but also introduces the
hypothesis of 1. 8, whereas the latter refers back to gxevasar and supplies the text with
a second, semantically unnecessary, =7 (there is already one in 1. 6). Instead of @y, one
could perhaps suggest xav, which I consider better, since it gives a connective.

The verb gpovtilw takes here the accusative. Priscianus (Inst. Gramm. 18.305)
testifies to the multiple syntax possibilities of this verb in the Attic dialect; with
genitive, accusative, or with prepositions. However, with the current meaning (i.e. to
be concerned about) accusative is less frequent (see LSJ s.v. I1.2); cf. Eupolis fr.

386.3, Cratinus fr. 355, Men. fr. 241.

9 uayetgos - oomoog: The speaker rates the status of a professional chef far above that
of a simple cook. He shows a certain contempt towards the latter, as if he was an

amateur, without any knowledge at all about the cookery art. This terminological

' Cf. Pl. Cra. 384b. See Guthrie, 4 History of Greek Philosophy, 111.205 n. 2, 274-280.
32 Even Cleon’s speech in Th. 3.37-40 features the influence of the sophists; cf. Guthrie o.c. 111.273-
274.
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distinction reflects a competitive spirit that is reminiscent yet again of the sophistic
tradition (see on 1l. 3ff.).

The distinction probably reflects actual hierarchies that existed in fourth
century Athens. There were various categories of cooking related personnel, each one
charged with different duties regarding the preparation of a dinner; e.g. agroxomos
(Hdt. 9.82), agromoios (X. Cyr. 5.5.39), aitomoros (Pl. Grg. 517d), reanclomoros
(Antiphanes fr. 150), etc. Plato (R. 373c) distinguishes between a uayeigos and an
ofomroros. In Comedy the mutual denigration among the different categories constitutes
a recurring motif; e.g. Men. Dysc. 647.3

It appears that the ofomods was the person charged with cooking / preparing
the #fa, i.e. the fish.>* This is exactly the task that Alexis assigns to him: Tov dyemordy
oxevagal ypmotas wovov / Oef tobjov, dAho &’ ovdév (fr. 153.6-7; cf. Amott ad loc.).
However, a note of caution is in order, for “in ordinary life the demarcations were not
strictly drawn” (Arnott p. 313), and the two terms, uayeigos and oomoisg, could be
employed interchangeably; cf. Poll. 7.26. See further Berthiaume o.c. 76-77, Arnott’s

introduction to Alexis’ Kpareia, and his commentary on Alexis fr. 140.15-16.

10 dmMAagev: The verb diaAldagow is used here absolutely. The active pluperfect is
scarcely used; it occurs rarely and only in later texts; e.g. Posidonius fr. 127.4 Theiler,
D.S. 33.28b.4, etc. Its usage by Dionysius in the present passage seems to be the

earliest surviving testimony of the form.

11 (& yde) ... orearyyds: This is a avyeiois | comparatio® between a general and a
cook. The focus is placed on the extra abilities that constitute the defining attributes of
both a real general and a real cook (as opposed to a leader and a relish-maker
respectively). The use of military terms with reference to cooks recurs in Dionysius fr.
3, where the cook and his assistant are presented as if they were about to invade an
enemy terrain (cf. on Dionysius fr. 3.16). In the present passage a cook is remarkably

1036

paralleled to a general.” The major comic precedents are the duo of Dicaeopolis and

3 See fuller list in Amott p. 314.
34 Though not exclusively fish; cf. on Mnesimachus fr. 7.3.
35 Cf. McKeown’s introduction to Ovid Am. 1.9.

*® This tells in favour of my interpretation of Dionysius fr. 3.
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Lamachus in Aristophanes’ Acharnians (11. 1095-end). Fragment 7 of Mnesimachus
constitutes another example of this pattern (weapons stand for foodstuffs at a soldiers’
banquet; see comm. ad loc.). A similar idea re-emerges in Horace Sat. 2.8.73-74,
while in Ovid’s Amores 1.9 a soldier is paralleled not to a cook, but to a lover (l. 1:
“militat omnis amans”).

As to the beginning of line 11, many conjectures have been made; cf. crit. app.
Above I followed Kassel-Austin in adopting the reading ws 7yag. The obvious
alternative ov 7ayg is less likely, for it takes away from the text the necessary wg, which

is needed to correspond to the following ovrews.

12 mparyuaawy: Gulick (on Ath. ad loc.) translates it as trouble. However, the political
context of Il. 11-14 can equally allow for the meaning state-affairs (cf. LSJ s.v.
noayua 111.2). Besides, this is the normal sense of the word in parallel cases; cf. Ar.

Eq. 130, Archippus fr. 14, Isocr. 4.121, etc.

13 daBAégas ti mov: To see / perceive something (some potential, some opportunities)
somewhere. This reading is Musurus’ suggestion, as an alternative to 7 mot preserved
by codex A; cf. crit. app. However, despite giving a satisfying meaning and being
palaeographically close to the manuscript, 7/ mov is very rare and not used in this
way.?” Therefore, one is led to suspect that the corruption in the manuscript may be
deeper. An alternative solution could be Bothe’s suggestion 1o ma@v,”® which sounds as
a more fitting supplement of daBAsdas, as it helps to round up the eulogy of the
genuine general, i.e. “he is able to perceive everything”. This reading is also
supported by the comprehensiveness of 1l. 18ff. that refer to the cook. The analogy
between the real general and the proper cook having been established, here we get
another similarity between the two; i.e. they both try to take account of and have
control over everything that relates to their jobs. Cf. Arist. Insomn. 462a 13: naunav
diaBAemovay.

37 Although it is not uncommon for mou to be the last word of the line, its attachment to 7/ is extremely
rare. In fact, the phrase 7/ mov occurs only twice more, in Ar. Nu. 1260 and 4v. 442, where however the
usage is different. For the usual usage of mov see Denniston GP 493-495.

38 poetarum Comicorum Graecorum Fragmenta, ad loc.



Dionysius 164

Professor Carey suggested to me an alternative conjecture; i.c. draBAéfar Tomov.
This reading stays palaeographically close to the manuscript, while at the same time
creates a nice correspondence with the upcoming reference to the cook’s ability to get
to know the place (romov — 1. 19, see ad loc.), where a symposium is about to take
place. The real general is the one who knows the battlefield, the real cook is the one
who knows the dinner space.

On balance, I am inclined to follow Musurus’ reading, as presenting a

satisfactory sense while remaining as close as possible to the manuscript tradition.

14 oTeatnyos ... nysmwwy: Here the speaker distinguishes between a general and a
leader. Within the reality of the Athenian polis these two titles are distinct from each
other, but they also overlap. A orgaryyos is automatically a %yzucy, but a gyeuwy is not
automatically a orpatyyos. For the latter is an Athenian institution, a formal title
conferred to particular individuals following elections. All that a %yeuwv is authorised
to do is to lead the army, whereas this is merely one of the duties of a orpatyyss,
among his many others; cf. on Amphis fr. 30.1. The speaker of this fragment
acknowledges a greater esteem to the status of the general. However, elsewhere the
distinction between a general and a leader is not always clearly defined (just like the
distinction between a cook and a relish-maker; cf. on 1. 9). There are passages where
the differentiation is clearly drawn (e.g. X. Cyr. 5.3.47 ¢ d¢ oreatyyic ... olx eicoito
Taw Vo’ avt®d Tyemovwy Ta ovouata;, D.S. 13.88.8 of areaTyyel ueta taw 2¢’ vyepoviag
TeTayuévwy drépvwaay éetacar), but there are also other passages where a srparyyic is
also called nyeuwv, i.e. the two titles are attributed to the same person, presumably for
emphasis (e.g. X. Cyr. 6.2.9 nysuwv xai argatnyos navrwv, Hdt. 7.158 srpatyyiss e xai
nyeuwyv v EMyvwy éoouar mpos tov PBagBagov; Plu. Alc. 26.4 duwviupewe Tolixairne
amnodsibaoty Nysuova xal oTOATYYOV).

In general, pressing near synonyms at the cost of forcing the distinction is not
foreign to this kind of semantic play, and has its roots in the sophistic movement in
the fifth century, especially Prodicus; see Guthrie, The Sophists, 275-277, 333-340.
Cf. Cleon’s distinction between émavieryu: and agictyu: in Th. 3.39.2.

16 9dvopad’: This was a common appellation for a wide range of seasonings and

condiments. Most of them are mentioned by Alexis fir. 132 and 179 (cf. Arnott ad
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loc.). Erotian tells us that %ddouara was a particularly Attic word referring to yAwgois
xai Enpoic aptiuam (74.H.4 Nachmanson). Indeed, in plural the word normally means
spices (cf. sch. on Ar. Eq. 678), or aromatic herbs (cf. Ar. V. 496). However, here
novouata is the object to effjoar;, therefore the sense seems better, if we understand
wlouata as either sauces or relishes, i.e. items that can be subject to the action of

cooking.”

17-18 6 Tux@Y ... payepog: The speaker gives an example of an easy piece of work that
any given person with a little experience in cookery could carry out. Only that this
person does not deserve to be called a cook, but simply a relish-maker. A parallel
thought is expressed by the speaker in Nicomachus fr. 1.8-11. In both cases, there

follows an example of what it takes to be a real cook.

19 ouwideiv Tomov, weav: The speaker names what constitutes for him the sine qua non
of a proper cook. This is some basic / preliminary knowledge regarding an upcoming
dinner. Here we could perhaps notice the development of a parallel between the
required skills of both a general and a cook. Just like the general must be able to
throw himself into the political arena (xav mgayuasw avacroapivar), and have a sharp
instinct of the future (draBAédar 71 mov), the cook must be aware of some essential
technicalities, indispensable for his own profession, such as the place and the time of
the dinner, the temper and the taste of both the host and the guests, etc.

It is interesting that the cook resembles not only a general, as this fragment
suggests, but a doctor too. The introduction to [Hp.] 4ér. stresses the importance of
both the season and the place for a doctor (e.g. seasons’ peculiarities, various winds,
properties of the waters, and how these combine and interract with reference to a
particular place). A second point of convergence between the comic and the medical
text is that both the cook and the doctor should acquire in advance this vital
information, so that they can cope effectively with the given situation; cf. [Hp.] 4ér. 2
TaiTa meoTEQOY EIdwS TMPo@eovTiay... ~ present fragment 11. 2-4.

The term tomov apparently denotes the location where the symposion is taking
place. It is essential for a considerate cook to know in advance the place, so that he

can familiarise himself with the house and the room layout, make the most of the

3° Though not usual, this meaning is not unknown; cf. X. Mem. 3.14.5.



Dionysius 166

facilities and the space available to him, etc. A talented cook is one who is able to
adapt the area to his needs, in order to serve the guests in the best possible way. The
location matters for a general too. Location in military terms translates into both
topography and suitability of a terrain for battle. A competent general / cook is
someone who handles these issues efficiently.

Additionally, just like the model doctor above in [Hp.] Aér., the real cook too
must be well aware of the @pav. That is, it is important for a cook to know how the
seasons affect foods, what foods are particularly suitable for each season, etc. For a
general wga does not simply have the notion of season, i.e. knowing the appropriate
time of year for military endeavours; most importantly an efficient general should be

able to discern the right time for engaging into military action.

19-20 Tov xaAoivta ... ayepdsai: It is crucial for a cook to know who the host and the
guests will be; it is also vital that he makes the right purchases of foodstuffs, so that
he tailors the dinner to the needs and the taste of the participants, as well as to the
requirements of his hirer.

The concept of caring about and the need to know the identity of the
prospective recipients of a cook’s services is highly reminiscent of Aristotle’s
Rhetoric, where the orator thinks carefully about the nature of his audience, chooses
the right style, etc. The concern about the potential audience is present throughout
Rhetoric; cf. esp. 1356a, 1357a, 1409b, 1415b, 1419a, etc.

21 ¥ — U — 0: For possible supplements see crit. app. There is no objective way to

choose between them.

21-22: Kock suggested that the meaning of Anes should be “emere poteris”. Although
this is a possible interpetation, I think that Amfer here can also mean to get, and in
particular fo be served. The speaker seems to say “a guest can be presented with
practically the same dishes everywhere, only that the taste and quality vary depending
on the cook who prepared them”. The meaning of TovTwy is subsequently dependent
upon how we understand Anyer. In Kock’s interpretation toutwy refers to the

purchases, whereas according to my hypothesis tovTwy should stand for the different

kind of dishes.
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22 gxapwv: Here the word has the meaning of delight that derives from food and
feasting; it is the pleasure that one is supposed to get from the various dishes (rovrwy —
objective genitive). Cf. Ar. Lys. 868-9 ... toig 02 aitiorg / yagw ovdeuiav ol eoJiwv; Pi.
0. 1.5 ovumociov e yagw; cf. LSJ s.v.

23 %dovyy: Just like the case with gagis above, %dov too denotes here specifically the
pleasure / gratification derived from food; cf. Pl. R. 389e: mepi £0wdas ndoviv.

24 Agyéoreatog: The cook is very dismissive of Archestratus, and the whole passage
testifies to fierce rivalry. Archestratus was a mid fourth century poet, originating from
Gela. He was considered a culinary authority, and enjoyed a great reputation. He was
known as o t@v ofogaywy Haiodos 1 Oéoyvig (Ath. VII 310a). He wrote a cookery
poem in hexameters, which was known by more than one titles; I'aorpovouia,
Hovradzia, Aermvoroyia, Oyomoua (cf. Ath. T 4e, IV 162b, III 104f, etc.). This poem
was supposed to be a gastronomic trip around the world, but in essence it parodied a
number of culinary treatises and authors. Athenaeus’ Deiprnosophistae is our single
source for the some sixty surviving fragments from this work. We now have two
modern editions of Archestratus’ fragments, both with a comprehensive introduction
and a commentary; one by J. Wilkins & S. Hill, Archestratus: The Life of Luxury,
Totnes 1994, and the most recent one by S. D. Olson & A. Sens, Archestratos of
Gela: Greek Culture and Cuisine in the Fourth Century BCE, Oxford & New York
2000. See also Dalby, Siren Feasts, 116-121; RE 111 s.v. Archestratos nr. 16.

25 maga Tiow: Here the pronoun is dismissive; the cook disagrees with the views of
other people, who have a high regard for Archestratus. He may be referring to other
cooks, culinary authors, or even to non-experts. For using s in a bad sense and in

allusions see LSJ s.v. A.3, and Smyth §1267.

26a Ta moAAa: Gomme & Sandbach (on Men. Dysc. 333) wonder whether this phrase
could be adverbial in Dionysius too, as it definitely is in Men. Dysc. 334, as well as in
Anaxandrides fr. 35.8, and Eupolis fr. 172.4. Although Kassel-Austin support the

adverbial usage in the present fragment, we get a better sense if we take 12 meAla as
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object to #yvénxe. This interpretation gives a nice contrast with the second half of the

line xoUde &v Aéyer; i.e. “he ignores most things, and says nothing”.

26b xolde v Aéyer: This is an idiomatic phrase that means fo speak nonsense; cf. Ar. V.

75, Th. 625, Antiphanes fr. 122.3, etc.; see LSJ s.v. Azyw (B) 111.6.

28: Here 1 adopted Madvig’s reconstruction for the whole line (Adversaria 111.64); cf.
crit. app. The basic advantage of this reading is that it eases the syntax; Bi6Aiwy stands
as a partitive genitive to mavra, which is the object of uavave (1. 27). This makes good
sense as a piece of advice (“don’t learn everything that is in the books”). Besides, as a
concept it refers back to 1. 24, where we have the dismissal of both Archestratus and
his writings. Accordingly, in 1l. 28-29 there comes a stronger recommendation against

all written material.*

29: For this line I have adopted Jacoby’s suggestion; cf. crit. app. The manuscript’s
reading is unsatisfying, for it is unmetrical and has a hiatus (4 &rz).*' Meineke’s
conjecture also produces a hiatus.

The cook, starting from Archestratus’ treatise, generalises and subsequently
rejects all written material for being void and less trustworthy than the orally
transmitted wisdom. Similar feelings are expressed by another cook in Sotades fr.
1.34-35, who arrogantly declares that he does not need to consult anything written in
order to excel in his profession ... Totr’ €03 7 Tegym, / oUx €€ amoypapiic ovde O
UTOUYYUATWY.

This enmity towards writing is not just another caprice of the typically
arrogant cook figure. These comic lines allude to a contemporary debate about the
usefulness of writing, its effects on people and society, etc. One major representative
of this debate is Plato, who in the Seventh Letter makes the case against writing.*?

Plato fears that one’s credos may get badly stated (yeyoauuéva xaxis, o.c. 341d), and
finally end up muddled up because of the envy and the stupidity of the ignorant public

“* The alternative readings define the supposed authors of the yezypauuéva; i.e. the violent (Biaiwy), the
stupid (9A13iwy), those with no professional knowledge (#iwrav), the impure (BeBpAwy).

*! Hiatus after 4 is common elsewhere but not in Comedy; cf. West, Introduction to Greek Metre, 16.

2 Cf. on Amphis fr. 6.3a.
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(344c). The other major attack on writing comes from Alcidamas’ speech ITegi T@v
ToU¢ ypamToUs Adcyous yeawovtwv 1 Ilept copior@y, where he presents a number of
arguments against writing, with particular reference to the rhetoric art.” Within this

debate the written material is always contrasted to the oral speech.

30: Cookery cannot be taught; it is not a theoretical discipline. It is an art that can be
mastered only by practising. Any attempt to write it down would destroy it. There is a
certain solemnity in the way the cook speaks about the big and complicated art that
cookery is. Cookery for him is as indefinable, as it is fine and noble; it is like a
mystery that one cannot describe, but only experience (see introduction to the
fragment).

It is interesting to observe how in a different context Socrates in Plato’s
Gorgias uses the notion of cookery44 for his own purposes, i.e. in his attack against
rhetoric and the sophists (462d-465¢). Unlike the speaker of Dionysius’ fragment,
Socrates denies cookery the title of 7éxy, and instead he prefers to use the terms
éumeigia and TeiBn (463b). He considers both cookery and rhetoric to be forms of
xodaxeia,” the former with reference to the body and the latter to the soul (avrioroogov
oororiag v Yuxd, ws éxeivo [i.e. gnropn] év gwpatr, 465d), in the sense that they are
each a spurious counterpart of a real téym, that is of medicine and justice

respectively. Cookery and rhetoric are not a v, but an gAoyoy meayua (465a).

31: There have been no other suggestions as to what might have stood in the lacuna,
apart from Kaibel who thought that it must have been the name of an author (“alius
aliquis artis auctor nominatus fuerit”). This sounds reasonable enough, and it is
possible that Archestratus was mentioned again. But apart from the name of
Archestratus more syllables are needed to fill in the lacuna, and we cannot be sure as

to what these other words were.

32 oUd¢ xvprov: The manuscript has of ¢ xargsg, which is unmetrical and gives no sense.

The following line (1. 33 avry &’ éavrijs éori deomorms) appears to demand either

B Cf. e.g. §83, 10, 15, 34-35.
* Though Socrates, instead of uayzigx, uses the terms dfororia and oo,

* For a translation wider than a simple flattery see Dodds on 463b1.
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Meineke’s conjecture (00d¢ xdgiov) or that of Dindorf (00d” o xvpiog), the meaning being
that the cookery art “knows no master” / “cannot be mastered comprehensively by
anyone”. This continues the attack against Archestratus’ treatise (1. 24), keeps in line
with the cook’s view that the cookery art cannot be put into words nor explained (1.

30), and also cohers with the first half of 1. 32 agov yap oix éoymxev.

33 &’ The elision at line-end (émavvadoipn) is a rare phenomenon. Van Leeuwen (on
Ar. Ra. 298) has a list of parallel cases (elisions of d%, e, ue) in both Aristophanes and
Sophocles; e.g. Ar. Av. 1716, S. Ant. 1031, etc. See also Maas, Greek Metre, §139.

35 xatpov: Knowing how to handle time, i.e. when to serve the courses and when to
remove them, is crucial for a cook (cf. mor’, 1. 7). The right timing appears to be
quintessential, not only for the present cook, but also for the cook in both Alexis fr.
153.71f. (cf. Arnott’s introduction ad loc.), and Sosipater fr. 1.48ff. However, there is
a major difference here. That is, the cook in both Dionysius and Sosipater refers to a
cook’s own ability of time-management, i.e. how to serve the courses at the right time
adapting himself to the guests’ pace.** On the other hand, the cook in Alexis’
fragment refers to the guests’ punctuality, i.e. how they can contribute to a successful

dinner by arriving on time, so that the cook does not need either to reheat the food or

hasten up the cooking.

36 uéyag el The phrase recurs in Euphro fr. 1.30, and is extended to uéyac e egvitne
in Hegesippus fr. 1.28. In the latter case, it is apparently said rather ironically, for it
triggers off the anger of the addressee (a boastful cook), cf. 1. 28-30. In the present
passage one cannot be sure about the tone of this expression. It is possible that Simias
is really astounded by the erudite cook, rather than being ironical. This is the first time
that he interrupts him, and after this the cook continues his braggadocio and does not

seem to have been offended by Simias’ remark, unlike the cook in Hegesippus /.c.

38 Zwuia: This is the second time that Simias is mentioned by name within less than
forty lines. This is not uncommon; in Aristophanes’ Acharnians the slave Xanthias is

called by Dicaeopolis twice by name, in 1l. 243 and 259. In the Knights Demos is

% Cf. Sosipater /.c. |. 50 nore e munvéTegoy émayayeiv xai mote Badyy.
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addressed by Paphlagon three times by name within some forty lines, in 1. 732, 747,
and 773. The same goes for Menander; in Dyscolus Sostratos is called by Chaireas

twice by name, in 1l. 51 and 57, and then again in 1. 127.

39 Spiov: An Athenian delicacy. It was a mixture of lard, semolina, milk, cheese, and
egg-yolk, wrapped in fig-leaves, and boiled in honey (cf. sch. on Ar. Ach. 1101, on
Ra. 134, and on Eq. 954). The cooking method is described by the Scholiast on Ar.
Eq. 954; cf. Neil ad loc., and Olson on Ach. l.c. It must have been considered an
indulgence, as far as one can judge from the testimonies of two fourth century
historians; cf. Clitarchus 137 F 1 FGrH: wixeodvuyor foav xai mepi v to00qy Aiyvor,
napaoxevalovtes év Toig deimvois Spia xai eymrols ... and Dioscurides 594 F 8 FGrH: o)
Seia xai xavdiAqy ... peAimyxra te Tois BagiAelow faigeta mapatidnary Oumeos, GAA’
ap’ v el e Euerrov 1o oaua xai Ty Yuxmy. See also Suda and Hsch. s.v. Spia, and

Poll. 6.57.*®

40 oy alpas ArTixiis: For the present meaning of alpa as scent, see Antiphanes fr.
216.22, and Pearson on S. fr. 314.89 TGF. The speaker uses a metaphor to emphasise
how typically Attic will be the dinner that he is going to prepare. However, Attic
breeze is not a definite, but a highly elusive smell. This phenomenon recurs in Ar. Nu.
50-52: olwy megrovaiag, / m 0 ab ... / damavys, Aaguyuot, Dover ad loc. speaks of
“smells” by association. The fact that the dinner will be particularly Attic suggests
that the new-comer is a foreigner, either a non-Attic or even a non-Greek.
Nevertheless, Attic meals generally enjoyed a bad reputation for consisting of poor
quality foods, being served in tiny portions. In Comedy Attic dinners are repeatedly
ridiculed and treated with contempt; cf. Lynceus fr. 1, Eubulus frr. 9, 11 (see Hunter
ad loc.), Alexis fr. 216 (see Arnott ad loc.), etc. But since the cook in the present
fragment is so openly bragging about the dinner he is about to prepare, one would

assume that this is going to be quite an exceptional dinner, far above the Attic

" The scholia on Ach. and Ra. mention a variation of this titbit consisting of brain.

8 Elsewhere Sgiov might have an obscene double entendre; cf. Henderson, The Maculate Muse 61, 113,
118.
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standards. A similarly outstanding — yet Attic — dinner is the one described in Matro’s
Attic Dinner-Party (ap. Ath. IV 134d-137¢).*

41-42 avtAiag ... gogryyixidy Bewuatwy: According to the scholia on Ar. Eq. 434,
avtAla is Tomog TIc ToU TAoiou eis ov To Udwe oweeleTar eis T vaty (cf. sch. on Pax 17).
See Carey CQ 32 n.s. (1982) 465-466. The meaning is that the expected guest is
coming straight from a ship, with the foul smell of bilge, and has been eating ship’s
rations, but he will now be treated to the cuisine of a master.

The phrase gopryyixiyv Bewuatwy is a hapax that denotes the provisions used in
freight ships. Elsewhere the adjective ¢@ogryyids applies only to ships (wAdia
wopTyyna); its occurrences are only the following: Th. 6.88.9, X. HG 5.1.21, and Poll.
1.83. See LSJ s.v. popTyyixos.

42 xaywviag: Unease and apprehension are understandable and expected feelings after
a ship trip. The reading was suggested by Fritzsche; cf. crit. app. The reason I
preferred this one is because it gives the most meaningful sense, while staying
palaeographically close to the manuscripts (2ywviarg). Besides, the genitive suits the
text from a syntactical point of view as well; aywvias is object to yéuovr’, and is

paratactically connected to Bewuatwy that is also object to yeuovt’.

43a worasar: The sense is metaphorical. The meaning is not that the guest will get
bored and fall asleep at the sight of the entrée, but rather that he will be so much
satisfied, that he will be left gaping in surprise, his mouth wide open, as if yawning.
Kock suggested momniaas (cf. crit. app.); i.e. smacking his lips. In either case (vworaosas

or morrnuaas) the infinitive is designed to convey the guest’s wonder at the perfection
of the dish.

43b magoyidi: The ancient lexicographers disagree about the meaning of magolis, i.e.
whether it denotes solely a spicy side-dish (Phryn. PS 103.10) or also the plate on
which such a dish was served (Ath. IX 367b). In the present fragment it is quite

obvious that the meaning is side-dish, rather than anything else. Athenaeus overtly

* See the introduction in Olson & Sens’ edition of the text (Matro of Pytine and the Tradition of Epic
Parody in the Fourth Century BCE).
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champions the additional sense of a plate, but Arnott (on Alexis fr. 89) shows that he
is mistaken; the word has the meaning of side-dish in all the comic fragments that
Athenaeus cites in IX 367b-368c. Along with Athenaeus, Pollux (10.87-88),
Hesychius (A 571) and Photius (7 399.22) acknowledge the meaning of plate as well.
But Phrynichus condemns twice this usage (Ec/. 147 F. and PS 103.10).

Ouawvupor (fr. 3)

Though the evidence from this fragment is not very helpful, one can
conjecture that the play might have turned on confusion of identity arising from
similarity of name.”® Antiphanes too wrote a play called Oudwuuor, but the content of
the single surviving fragment is not informative enough about the play’s plot. The
possibility of any similarities (of plot, subject, heroes, etc.) between the two plays
cannot be further explored.”’

What emerges in this fragment of Dionysius is the figure of the pilferer cook.>
This aspect of cooks is a recurring comic topos, with which other comic poets have
also dealt. In Euphro fr. 1 a cook boasts for having invented the art of pilferage (1. 14:
elgov To xAémrev mpdrog). In Euphro fr. 9 a cook scolds his disciple for failing to
distinguish when stealing is strongly recommended and when it is not. In Menander’s
Aspis 228-231 a cook is so vexed at his assistant’s incompetence to steal that he
compares him to the just Aristides (cf. Austin ad loc.). The opportunity to carry meat
out of the house without being caught is what a cook in Posidippus fr. 2 considers as
great luck. As to the Latin comedy, Plautus points to the pilfering habit of the cooks in
various instances, e.g. Aul. 321-322, Pseud. 790-791, Merc. 741-746, etc.

The fragment is a conversation between a cook and his pupil / assistant, as

they are heading for a banquet, for which they have been apparently hired. Such a

%® Similar confusion of identity also features in Plautus’ Menaechmi.

5! It appears that the issue of homonymity received some interest in antiquity. There have existed a
certain work, now lost, called ITzo! Ouwvipwy Hompriv te xai Svyyeagéwy, by Demetrius of Magnesia
(FHG iv 382). Diogenes Laertius refers many times to this work, and also ends several of his Lives
with a section of homonymoi; cf. 1.38, 1.79, 8.84, etc. See Mejer, Hermes Einzelschr. H. 40 (1978), 38-
39. Other authors also refer sporadically to this work; e.g. Ath. XIII 611b. See RE s.v. Demetrios nr.
79.

%2 On cooks see introduction to Dionysius fr. 2, and General Introduction p. 19.
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preliminary dialogue, usually between the cook and the hirer, constitutes a recurring
motif in Comedy.” As they walk, the cook gives his disciple some last minute
instructions about subtle stealing. The mention of the booty seller / doorkeeper allows
the hypothesis that the latter is already visible, and that the couple is about to enter the
house.

Within Athenaeus’ text the fragment is quoted by the cook and is introduced
with the following words: Ty & élaigeaw, & xaré mouv OlAmavé, Aiovigios o
xwuwdionolos &y Toic Ouwyipors T4 dpauati oUTWS ElgYHe TOINTAS TIVA WAYEIQOY TPOS TOUS
wadmras dareyouevoy (IX 381d). Although we hear of uadmras (plural), the person who
speaks in the fragment addresses a single person, Dromon. This oddity allows for two
possible explanations:
i) This could be a mistake of Athenaeus.™
ii) It is possible that the cook had indeed many disciples with him, whom he
addressed one by one giving different instructions and assigning different tasks to
each one of them. From this series of speeches Athenaeus, despite having in mind the
wider context (hence the plural), preserves only one, and this is the address to
Dromon, which seems to have been the last one, given that at the end master and pupil
make their way into the house. In favour of this interpretation tells a scene from
Plautus’ Pseudolus. This is 1. 157-229, where a pimp first addresses his slaves one by
one allotting them various tasks, and then calls his prostitutes each one by her name,

and assigns to them different responsibilities.>

b4 1 7 ~ b4 \ ”n Al
aye on Agouwy viv, el T1 xouoy 3 copov

”n Al 5 ~ ~ ’
7 YAagupov oloda Ty ceavtol mpayuaTwWY,
@avepoy Toinaoy TovTo T ddaTHaAw.

~ ! s ~ ’ o~ y 2 7
viv Ty amodeiby Tis Téxyms aitid o’ éyw.

’ 7 » ~ ’

5 el MoAguiay Gyw oe* Sape@dy xaTATEEYE.

2 ~ ’ Al Ié \ ~ ’
aprdudd didoadt Ta xpéa xal TmEolTi e

53 See on Dionysius fr. 2.1a.

> Mistakes are not an unusual phenomenon within the text of Athenaeus. There are several cases where
Athenaeus cites passages that are tangential to his purpose; cf. II1 99f (Cratinus fr. 149), III 105f-106a
(Anaxandrides frr. 28, 38, and Eubulus fr. 110), and IX 381d (Dionysius fr. 3). See Oellacher, WS 38
(1916) 152-153.

5% See Fraenkel, Plautinisches im Plautus, 144ff.
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7’ ~ 4 7
Taxepa Torjoas Taita xai (oas apodea
1 ? A 2 ~ L4 7 ’
Tov aptSuov alt@v, ws Aéyw doi, auyxeov.
ixd¢ adpos TAPETTI® TAVTOS EOTI TG.
n 7 b4 ’ Al ~ s b \J 7
10 HAY TEUAR0S ExxAivys T1, nai ToUT’ é0Ti GOV,
e " 5 e ”, y 2 s
Ews av Evdoy duev: otay é5w 0, éuov.
ébatpéaeis nai TédAAa TaxoAoud’ doa
v 4 3 \ v g 3 3 4 ¢ ~ ¥
oUT’ agiduoy oUT’ Eleyyov é@’ fauTv Eyet,
7 1 ’ »n ’ ’
nepixopuatos ¢ Takly 9 Yo pépet,
15 el alipioy s xaue Talt’ evgppavaTw.
’ ’ l4
AagupontwAy mavtanast puetadidov,
A\l ’ e 9 ¥ -~ ~ b4 ’
v Tagodov v’ Exne Ty Supdov elvovatépav.
i Ol Aéyetv pe moAAa mpos avverdota;
duoc ef padmre, gos 0’ éyw didaoraros.
20 wéuynao tivoe xai Pacile dzlp’ aua

16 AaguponwAy A: Ta Adpupa- muAwed Emperius Opusc. p. 160: “velut 1o &’ al Svewed” Kaibel: Adpupa-
xwAis Kock

Come on now, Dromon, if you have any smart or clever
or subtle knowledge of your own profession,
reveal it to your teacher.
Now I am asking from you a proof of your skill.
5 I am driving you into enemy territory; charge in with courage!
They give you the meat pieces, all counted, and they are watching you.
After tenderising and giving them a good hard boil,
mix up their numbers, as I tell you.
There it is a huge fish. The insides are yours.
10 And if you embezzle any slice, this is also yours,
as long as we are inside; but once outside, it’s mine.
As to entrails and associated bits, which
by nature can be neither counted nor checked,
but have the state and status of trimmings,
15 let us both of us cheer on them tomorrow.
As to the booty seller, you should absolutely favour him with a share,

in order to get a more benevolent exit out of the doors.
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But why do I need to expatiate before an expert?
You are my true disciple, and I am your teacher.

20 Keep these in mind and walk hither with me.

1 Agouwy: According to Athenaeus IX 381c, the person addressed here with this name
is one of the cook’s pupils. Kock (I1.425) believes that Agouwy is the cook himself,
addressed by the doorkeeper of the house. However, the evidence favours Athenaeus’
claim. This name occurs quite often throughout Comedy and comic texts in general,
and is mostly assigned either to a slave’ 6 or to a cook’s pupil / assistant. In
Menander’s Sicyonius Agouwy is clearly a slave; actually, a slave born and grown up
in the house, cf. 1. 78: [oilxoton) Agouwy. In Euangelus fr. 1 Apduwy must be the cook’s
boy, since he is addressed by the cook himself as nai” Agguwy (1. 8). In Lucian’s
DMeretr. 10 the figure of Agauwy seems to be a slave, since he is sent to deliver a
letter to the courtesan on behalf of his master (§2). Another slave must also be meant
under this name in DMeretr. 12.3. As far as Latin Comedy is concerned, the name of
Dromo appears in Terence’s Andria, Heauton Timorumenos and Adelphoe as a slave’s
name. This is also the case in Plautus’ Aulularia (cf. 1. 398). Outside Comedy too
Aopouwy appears as a slave’s name in D.L. 5.63. There is only one single instance
where Agouwy is a noble figure; in Euphro fr. 9 the name exceptionally belongs to a
nouveau-riche (so Gulick ad loc. in Ath. IX 377d).

The fact that Dromon is named by the master cook might be revealing of
further plot elements. There are two possible explanations; either this scene came
early in the play, and the characters need to be introduced to the audience by their
names (cf. V. 1, Pax 190), or this is the first entry of these two persons, so again the

spectators need to be informed of their identity (cf. Ach. 575).

2 YAagupov: Cf. Suda v 283: %00, xoidov, BaSv, cogov, éumeigov, axpiBés, Aaumpoy. The
meaning of xoidov is particularly eminent in epic texts; cf. 1l. 2.454, 8.180, Hes. Th.
297, etc. In the present fragment, the adjective acquires one of its metaphorical
meanings; it denotes something subtle and exact (see LSJ s.v. III). van Leeuwen (on

Ar. Av. 1272) argues that this is how the adjective starts being used in Attic informal

% Not surprisingly, both because slaves run on errands and because the running slave is himself a

comic stereotype (cf. Men. Dysc. 81, Ter. Heauton. 37, etc.).



Dionysius 177

speech from approximately that period onwards (i.e. 414 B.C.). Though this is the
usual meaning assigned to yAagupds in a number of later texts (cf. Anaxippus fr. 1.35,
Machon fr. 15.237, Luc. Symp. 15.5), it seems that this change in meaning is not
catholic among the later authors; e.g. Epigenes in fr. 4 speaks of hollowed cups.

sa moAewiav: This is a military term, normally used within a military context. The
epithet here stands substantively, and the noun to be understood is yioav,” of. X. An.
4.7.19, Cyr. 3.3.10, D.S. Bibl. 18.47.2, etc. Concerning the use of this epithet in
Comedy, the antecedents would be Ar. Ach. 820-918, and, to a lesser extent, V. 1161-
1163. The present use of this term conveys a strong impression of an alert military

spirit.

5b xatateeye: ratateéyw is another military term; cf. Suda x» 831 xatateeyovrwy:
Ailouévwy, mopSolvrwy.>® It is rather rare in Comedy; it reappears only twice: Ar. Ec.
961-962 (xai av uot xatadoauoi/ca Ty Heav aveibov), and Men. Sam. 38 (&€ aypoi o
xatadpapwy). Nevertheless, in the present fragment the verb has its literal warfare
connotations of charge and attack — with an added, of course, comic flavour. On the
contrary, in both Aristophanes and Menander the meaning is simply that of running
down. As a military term the verb is used a fair number of times mainly, but not
exclusively, in historic texts; e.g. Hdt. 7.219 (oi quegogxonot xatadoauovres dmo Ty
axpwy), Th. 2.94.3 (xaradeauovres 4 Zatauivos Ta moAAa), X. Cyr. 6.3.9, Luc. Alex. 2,
D.C. Hist. Rom. 22.74.1, etc.

6, 9, 12, 16: apidu® didoaai ... ixdvs adeos ... ékatpéaeis xai TéAAa ... AagugomrwAy: The
beginnings of these lines create an asyndeton. Here we get four unities, each one
dealing with a different subject (i.e. meat, fish, guts, booty merchant), without having
any connective among them. Apart from the evident grammatical asyndeton, one
could also speak of a rhetorical asyndeton (cf. Smyth §2165), since both liveliness
and rapidity particularly characterise the cook’s speech (cf. on 1. 16 about the
possibility of gesturing).

37 Or perhaps méAw; cf. X. Cyr. 1.6.43.
58 Cf. Suda » 832, Hsch. 32042.
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8 w¢ Aéyw gor: “As I am telling you to do”. Here the verb Aéyw bears apparently the
meaning of xeldevw. This is an instruction to the pupil to confuse the numbers of the
meat portions. The tense could be either a frequentative or a simple present. In the
former case it would indicate that this instruction is regularly delivered by the master
to the disciple, possibly every time they are hired for a dinner. In the latter case the
instruction would apply particularly to the present occasion. There is a close parallel
to this phrase, S. Ph. 107: dodp AaBovra 7', ws éyw Aéyw. It is interesting that in
Sophocles too the instruction relates to a trick, as it is the case in the fragment of

Dionysius.

12 éfargéoers: This is the very word for which Athenaeus cites the whole passage.
According to LSJ, its primary meaning is “taking out the entrails of victims”, cf. Hdt.
2.40 (ékaigeais Tav ipdv). It also means extraction of several other things, e.g. weapons
(cf. Gal. 2.283 Kiihn: BeAav élagéaes), a baby (cf. Hp. Mul. 1-111.249: ééaipeaic Tob
éubBpvov), teeth (cf. Paul. Aeg. Epit. Med. 6.28t: Ilzpi élaigpéoews odovTwy), etc.
Nevertheless, in the present fragment éZfaigesis denotes the offal, the entrails
themselves, and not the act of extracting them. In other words, Dionysius here
employs the word with an extremely rare meaning, which recurs only once more, in
Men. fr. 539: émi Tov &vSpaxa éEatpéoers pimrotvres.”® This must be the reason why the
cook is at great pains to convince the banqueters about the correctness of the word
that he uses (Ath. IX 381b). In order to justify himself for assigning such a meaning to
the éfaigeais, he cites Dionysius as an authority. It is worth noticing that in both
Athenaeus and Dionysius the speaker is a cook. Perhaps we are meant to see this as
obscurantist, or as an encoded term meant to be understood only by those who share
the same profession. There is generally a tendency for cooks to be rather self-
important and self-satisfied. Menander’s cook in Dyscolus constitutes a brilliant
example on this aspect; his pompousness reaches its climax in 1. 644-645: o0d¢ &fc /

uayetpov adixngoas adwos diépuyey; cf. 11. 398-399.

* For two possible interpretations of this fragment see Tsantsanoglou, New Fragments of Greek

Literature from the Lexicon of Photius, 135.
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14a mepixoupatog: This is the trimmings of meat; cf. sch. on Ar. Eq. 372: nepiouuata

TQ X TV uayelpwy TEQIGIQOUUEYA TWY HPEWY ... w¢ uayelpos 0¢ Aéyer. See also sch. on

Ar. Eg. 770. For the Latin equivalent “minutal”, see Juvenal Sat. XIV 129.

14b Tabw 7 Yéow: These two words appear rather frequently together (in conjunction
rather than in disjunction as here) in philosophical texts, mathematical treatises and
the like, in what seems to have been a scientific (in its widest sense) terminus
technicus; e.g. D.L. 10.48: c@lovoa ™ émi ToU orepeuviov Séoww xai Takw T@v arouwy,
Plu. 927d, Ptol. Alm. vol. 1.2, p. 211.16-17 Heiberg, Alex. Aphr. In Metaph. p. 427.20
Hayduck, etc. The unexpected transfer of such a term into a comic context clearly

aims to further raise laughter.

16 Aagugon@Ay: The occurrence of the term booty seller within a comic fragment that
deals with food and the trickeries of house-servants seems, at first sight, to be
completely out of context. The booty-dealers were public officials, who followed the
army in expeditions and were responsible for the selling of the spoils, while the
income was directed into the public treasury;*® cf. Poll. 1.174: Adgvga swvaSpoizar. of
d¢ talra mmpaoxovtes, Aagugom@Aar. This is the only occurrence of the term in
Comedy. Outside Comedy the word is used in any sort of texts that relate somehow
with war; from X. An. 7.7.56 to Polyaen. Strateg. 6.1.7.°"

In the present fragment, Kaibel proposed reading 1@ ¢’ al Svpwed (cf. crit.
app.). This is reasonable in itself, since the meaning is in harmony with the context. If
Athenaeus is right in recognising a cook teaching his pupil, the meaning makes
perfect sense: the cook, being aware of the weaknesses of the doorkeeper, instructs his
pupil to give him a share straightaway. Further support for Kaibel’s reading is
supplied by the words t@v Svgav of the next line. But ¢’ ad seems to be problematic,
since it interrupts the asyndeton (see on l. 6). Emperius’ suggestion 1a Adgupa-
muAwe is rather implausible. The doorkeeper is described as mAwgds, which is mainly
an epic term for the gatekeeper of a wall; cf. Il. 21.530 (of the Trojan wall) and
24.681 (of the Achaean wall). Instead, Kaibel’s Svpwgoc is a more suitable term for a

“Fora thorough discussion see Pritchett, The Greek State at War, 1, 90-92.

¢! For further references see Pritchett /.c.
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household doorkeeper; cf. A. Ch. 565 (referring to Agamemnon’s house), Pl. Phlb.
62c (referring metaphorically to a house), Luc. DMeretr. 12.3, etc.

Since none of the suggested solutions so far is entirely satisfying, I would like
to explore the possibility of retaining Aagugomwly, as preserved in codex A. In this
fragment there are four terms that create the impression of a military atmosphere:
noAewiay, xatdToexe, Aagugonwly, and magodoy (see on 1. 17).%% A legitimate assumption
would be that the cook and his disciple conceive the house that they are about to enter
as a hostile territory. They imagine that they are about to invade (xatateeye) the
enemy’s terrain (moAsuiav), and then bribe the booty seller (AagugonwAy), so that they
get a potential ally, who will provide them with a secure pass (magodov) outside.”® In
fact, if they are at the door, the reference could be accompanied by a gesture. If my
interpretation is correct, then out of the military connotations of this passage we get a

comic presentation of the cooks as raiders.

17 magodov: This is a term that can also bear a military meaning. It can denote a
“narrow entrance or approach, mountain-pass” (LSJ s.v. II), and therefore it usually
(but not exclusively) occurs with such a meaning in military accounts; e.g. Th. 3.21.3,
X. HG 6.5.51, D.S. 17.67.5, etc. If we ascribe this meaning to the present use of
nagodog, then the interpretation that I suggested above (see on 1. 16) becomes even
more plausible, and even more exciting. As if there were soldiers guarding a strategic
passage, the raiders / cooks bribe the booty seller, in order to pass through this passing

without being caught.

18 Aéyewy ue moAda meog ouverdora: Saving words before someone aware of the facts or
someone capable of acting as recommended is a pattern of speech, which reappears in
Th. 2.36.4 (uaxenyoeeiv év eidoary) and 4.59.2 (év eidoot waxenyopoin); cf. also 2.43.1.
The same structure occurs in later authors, e.g. Herodian 4b exc. divi Marci 5.1.2 (év
eidoat ... megiTTov vouilw maxgnyogeiv), and Cyril of Alexandria Comm. in XII Proph.
Min. 1.426 (év edoor paxgyyogeiv). One could trace the beginnings of this speech

2 Two of these terms are found together in a real military context, D.S. Bibl. 37.16.1: oy moteuiav
KPRV HATETPEYE.

% The metaphorical use of the word AzgugonwAy is made clear by the following Sugdv.
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pattern back to Od. 13.296-297 (aAl’ dye uyxémi taima Aeywueda, eidores duow /
xEp0e”).

19 éuoc ef uadmric: The tone is again self-satisfied. This phrase reappears in Euphro
fr. 9.11. An interesting parallel is the comic adesp. fr. 1073, featuring a cook
speaking. The cooks of either fragment raise a couple of similar points: firstly, the
trickery about the number of meat pieces (fr. 1073.5-6: ammeidunoav wor xoéa" / eémoimo’
éAatTw Tatra, Tov agduov &’ iga; cf. Dion. fr. 3.6-8); secondly, how they keep for
themselves the inner parts of the fish (fr. 1073.10-11: Xy anédwx’ alroior, v O¢
xohiay / duépio’ éuavtd; cf. Dion. fr. 3.9-10). See also adesp. fr. 1093.225-229.

20 péuvmoo tavde: The urge of the cook to his pupil to keep in mind and stick to his
trickery instructions recurs in Posidippus fr. 28.24: uéuvmeo xai o0 Totre. Cf. also

Mnesimachus fr. 4.21: uéuvyo’ a Aéyw, moooey’ ols wealw (cf. ad loc.).
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MNESIMACHUS
Mnesimachus is mentioned by Suda (1 1164) as a Middle Comedy poet; cf. IG

17 2325.147. As with most Athenian playwrights of the classical period, nothing is
known of his background or biography. His first Lenaian victory must have occurred
between the years 365 and 359 B.C.' The middle of the fourth century looks like the
most likely date for his play Tmmotgopos (cf. on fr. 4.7), but evidence from his play
®ihimmog allows us to infer with some certainty that he continued writing after 346

B.C. (cf. introduction ad loc.). See RE XV.2 s.v. Mnesimachos nr. 2.

Avaxolos (fr. 3)

This fragment is cited by Athenaeus VIII 359¢c-d, who informs us that the

speaker is the bad-tempered man of the title.

In the scene below we have an uncle and a nephew (cf. 1. 3). The fact that the
uncle is paying for his nephew’s expenses leads us to assume that the uncle must be
the adoptive father of the youth. It is possible that the uncle was a childless old man,
who adopted one of his brother’s sons, in order to prevent the extinction of his ofxos.
In Terence’s Adelphoi we are presented with a parallel situation; Micio is the adoptive
father of his nephew Aischinus. While Aischinus greatly resembles the youth of this
fragment in being indulgent and immoderate, Micio is the exact opposite of the
present uncle; Micio is happy to provide plentifully for Aischinus’ extravagant
lifestyle, whereas the present uncle is a miser.

In the fragment below the uncle complains about the costly lifestyle of his
spendthrift nephew, for which he, the uncle, has to pay. So he asks his nephew to use
at least the diminutive form of words when asking for things, so that he can fool
himself with the idea that the expenses are lesser. However, we do not know how
extravagant the young man really is. The obvious assumption is that he is a real
spendthrift (it is important that fish, 1. 5, is an item particularly associated with
luxury). The possibility remains that he is frugal and moderate, and the old man

simply overreacting. In fact, his response in 1l. 3-4 suggests that he is being moderate

' So Capps AJPh 28 (1907) 188.
% On adoption see MacDowell, The Law in Classical Athens, 99-101; Rubinstein, Adoption in 1V.
Century Athens, passim — esp. 68-86.
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and that the excess (i.e. excessive frugality) is on the part of the uncle. Since they are
talking about foodstuffs and about cost, it is possible that they are preparing to
entertain. If so, the young man could be trying to socialise the old man; cf., though
with a different kind of character, Philocleon and Bdelycleon in Aristophanes’ Wasps
(1. 1122-1264), or the vigorous attempts to make Knemon join the party in
Menander’s Dyscolus (1. 932-end).

It is possible that Mnesimachus’ present play influenced Menander in the
composition of his own Dyscolus; this grumpy uncle seems to be an ancestor of
Knemon. The figure of the misanthrope is a recurring one within Greek literature; cf.
Phrynichus’ Movorgonos (especially fir. 19, 20). See further Ireland on Men. Dysc. pp.
14-15. However, Mnesimachus’ cantankerous man is stingy above all, whereas
Knemon’s bad temper relates to his solitary lifestyle and his obsession with self-
sufficiency (1l. 713-714). Of course, Mnesimachus’ character may have had other
aspects too, which simply are not present in this single surviving fragment. If my
suggestions in the preceding paragraph are right, our play could be a link between
Wasps and Dyscolus.

Plautus also wrote a play entitled Dyscolus; one may imagine a similar

grumpy character being the main figure there too.

alX’ avriBoAd o', émitatTé wor uy mOAA’ dyay

und’ aypia Aiay und’ émmpyvewuéva,

wétoa 0¢, 1@ Jeiw oeavrot. (B.) mag i

uetprwteg’ @ daipovie; (A.) mag; ouvrepve nai
5 émebanata ue. ToUs wev iydc wot xaAer

(001’ sfov 8’ av Aéyys Etepov, xaAer

oJagiov. nd1oy yag amodotuar moAl

But I entreat you, don’t make too many

nor too cruel nor silver-plated demands to me, your own uncle,

but moderate ones. (B.) Good Heavens, man, how

could they be even more moderate? (A.) How? Understate and
5 deceive me yet more. When talking to me about fish, call them

fishies, and if you speak of some other dainty, call it

a daintikin. For thus I will perish far more happily



Mnesimachus 184

1 évr1BoAd: Common mode of entreaty in Comedy; cf. Ar. Ach. 582 aMA’, GvriBoAd o,

améveyré wov T wopuova;, Eq. 960, Plato fr. 207.1 Men. Dysc. 362, etc.

2a dyeia: cruel, harsh (cf. LSJ s.v. IL.3). In other passages it refers metaphorically to
severe pain, etc.; cf. Ar. Th. 455 (4ypia xaxd),’ 1d. fr. 365.1-2 (dyerov / Bégos), S. OT
1073-4 (dqpias Admng), Id. Tr. 975 (ayeiav 6dvvy), Id. Ph. 173 (véoov aypiav). In our

passage it is a hyperbolic way of expressing the old man’s horror at the expense.

2b émmeyvewuéva: The perfect participle of the verb émagyvpoouar occurs only once
more; on the inscription IG II* 1485.48-49 ([AJABH STAINH
EITHPI'TP[QOME]NH), where it has the literal sense of “coated / covered with
silver”. By extension in the present fragment it means “silver-plated”, “costly”.

Though not a hapax, this is surely an uncommon term; see on 1. 5 below.

3 19 Jeip geavrov: The reflexive pronoun guautot is normally placed between the
article and the noun; cf. Kiihner-Gerth I §464.4. However, at times the pronoun can
also be found either before or after the article-noun complex; cf. Ar. Nu. 905 Tov
natép’ avrob, Id. fr. 605.2 T xeparf gavtot, Philemo fr. 178.2 geavroi Tov Biov, etc.
This transfer sheds more emphasis, since the pronoun is released from the article-

noun enlacement, and is let heard on its own.

4a & dawowe: This mode of address is as old as Homer (but without the @); cf. /1.
13.810, Od. 14.443, etc. This is the only time it occurs in Middle Comedy, though it is
quite common during the period of Old; e.g. Ar. Eq. 860, Ra. 44, Pherecrates fr. 85.1,

etc. Kirk notes (on /. 1.561): “derivation from Jdaiuwy is obvious, but the precise
9 4

.

development of different nuances of meaning, as with many colloquialisms, is not
The meaning of this address ranges, in Homer already, from affection (ZI. 6.407) to
reproach (/. 4.31). In the present fragment it expresses a mixed feeling of irritation

and bewilderment.

? Though here dypra is part of a word-play on Euripides’ origin; cf. Austin & Olson ad loc.
* Cf. Brunius-Nilsson, Daimonie, an inquiry into a mode of apostrophe in old Greek literature, 135-
142, 82-97.
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4b ovvrepve: This verb brings together three notions. Literally here it refers to the use
of diminutives. But the verb is often used in a financial sense with reference to cutting
expenses; cf. LSJ s.v. 1.3.° So here the uncle asks his nephew to cut the (perceived)
expenses, though paradoxically by lengthening the words. But the verb can also be

used literally of cutting up food (as ¢3%¢ and ooy, following in 1l. 5-6).

4¢ xai: A prepositive at verse end is a common phenomenon not only in Comedy, but
also in Sophocles; see Maas, Greek Metre §136. For a list of similar cases in Comedy

see Van Leeuwen on Ar. Pl. 752.

5 émebamara: This is a hapax; Mnesimachus seems to have been fond of them; cf. fir.
4.16-17, 10.2. Here the addition of the preposition ém/ as a prefix intensifies the

meaning of the simplex verb.

6-7 ix3d1’ ... oYagiov: This is what Peppler defines as meiotic diminutives: “employed
in making a request in order that the thing asked for may seem as small as possible,
and that the favour may therefore be more readily granted” (Comic Terminations in
Aristophanes and the Comic Fragments, 9). See further Sandbach on Men. Dysc. 472.
The use of diminutives is also a characteristic feature of shopping lists that recur
regularly in Comedy; cf. Eubulus frr. 109 and 120 (with Hunter’s notes), Ephippus fr.
15, Nicostratus fr. 4. See also Ar. Pl. 984-985.

7 70wy ... amoAotpar: Imitation of tragic diction; cf. E. Jon 1121 %oy av Sdvosuev. The
paratragedy underlines the exaggeration; the uncle is so mean and miserly, that he

equates expense with destruction.

Trmotoopos (fr. 4)

It is clear from the title that the focus of the play must have been a horse

breeder. Affordable only by the wealthy, horse breeding was an important area for

> Kassel-Austin consider wrong the citation of Mnesimachus’ fragment by LSJ s.v. 11, where it is stated

that in this case the noun Adyoy is being omitted.
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elite competition. Chariot races featured in both the major Panhellenic festivals and
the local contests. The esteem and honour generated thereby, often serving as a base
for claims to political power, is best exhibited in Th. 6.16.1-4: mgooxer por parAoy
ETépwv Goxety ... Gguata wev Emra xadixa ... Vou@ UEV Yap TN Ta TolaiTta, éx 0¢ TOU
dowuévou xai dvaprs dua Umovositas. See Davies, Wealth and the Power of Wealth in
Classical Athens, 971Y.

The play can be dated to the mid fourth century, on the basis of the mention of
Pheidon (cf. on 1. 7). The single surviving fragment consists of a detailed description
of a feast. It is possible that the play dealt with the conspicuous consumption of
wealth by an aspirational knight, possibly a nouveau riche, who lived his life very
expensively. There might have also been a focus on a particular event (e.g. a gaffe) in
the life of this person.

The speaker could be either the master or a cook. Despite the third person in 1.
26 (cf. ad loc.), 1 would argue for the latter, for he seems to have a certain familiarity
not only with the foodstuffs, but also with a number of rare spices and incenses (cf. on
1. 61-63). Such an account fits better in the mouth of a cook who prepared — or
supervised the preparation of — everything. In fact, the way he speaks makes him fit
the stereotype of the cook-figure in Comedy (grandiloquence, showing-off, etc.).®

The cook addresses a person called Manes, probably a slave (see s.v.), to
whom he lists all the constituents of the banquet, starting from food and moving down
to drink, sex, and incense.” The party is already afoot; a number of guests have arrived
and they are already enjoying all these pleasures. But the cook wants Manes to
summon a further group of guests; these are a team of young knights, a group of
horsemen, whom the horse breeder wishes apparently to impress with a luxurious
display of wealth. A rich person who squanders his money makes for a nice parallel

with Callias, parodied in Eupolis’ Kolakes.

® See introduction to Dionysius fr. 2, and General Introduction p. 19.
7 Symposion scenes appear regularly in pottery from ca. 600 B.C. onwards. See Boardman, The
History of Greek Vases, 217-226, Beazley, Archive Pottery Database nos. 567, 573, 10869 (fourth

century representations), and also most representations in Kilmer, Greek Erotica on Attic Red-Figure

Vases.
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There is disagreement among modern scholars as to whether the expected
groups of knights formed a chorus.® If they eventually arrived (cf. Hunter /c.), they
would probably appear as loud revellers and banqueters. Maidment /.c. discerns here
“a xéuoc in embryo” that paves the way for the Menandrian x@wos. However, even if
this was the origin of the Menandrian x@uos, it would differ in that here the horsemen
are integrated into the plot; they are invited to join the on-going party, whereas in
Menander the revellers are always explicitly segregated from the plot. Their role, if
any, would seem more Aristophanic than Menandrian, bringing to mind the chorus of
knights in Aristophanes’ Knights.®

The fragment below is in anapaestic dimeters, i.e. the metre mostly preferred
by Middle Comedy playwrights, when it comes to food lists.'” Here the anapaestic
dimeters are interspersed with eight monometers (1l. 3, 8, 22, 34, 42, 51, 58, 62). Four
of these monometers are simply there for variety (1l. 34, 42, 58, 62), while it could be
argued that the other four are there for a reason: in 1. 3 the speaker emphasises the
location of the Herms; in 1. 8 he pauses to phrase his question with emphasis; in 1. 22
he pauses again to reproach the slave; finally, in 1. 51 the monometer marks a break
within the run of the list. Another feature of this fragment is the tendency to break up
the dimeter into four disyllables, often with rhyme (11. 28, 53-55, 57, 63). This feature,
though not particularly common, is not unique to our fragment; cf. Anaxandrides fr.
42 (11. 40, 64), Antiphanes fir. 130 (11 2, 8), 131 (IL. 7-9). Synapheia'' and asyndeton
are present throughout our fragment (cf. 11. 10ff., 30ff.). The style is for the most part
elaborate, and the language is grand, often suggestive / reminiscent of tragedy (cf. the
Doric dialect in 1l. 57-59). The speaker has an air of self-aggrandisement.

The feast appears to be a particularly outstanding one, analogous to the
nouveau riche status of both the host and the banqueters. The food catalogue includes
a number of dishes that must have appeared rather rarely at real-life dinner tables,
since either they are not mentioned anywhere else in similar comic lists, e.g. go&ivog (1.

33), aoxtor (1. 45), aAwménoy (1. 49), or they are mentioned only seldom, e.g. xuvoc

# Maidment (CQ 29 [1935] 22) and Webster (SLGC 60) are willing to accept a chorus, whereas Hunter
questions even the very possibility of the appearance of the knights on stage (ZPE 36 [1979] 38 n. 77).

® Just like other motifs and tendencies, the chorus appears to have survived through the era of Middle
Comedy; see General Introduction pp. 21-22.

1% See General Introduction p. 27.

! Synapheia is a usual feature in long runs of dimeters; cf. West, Greek Metre, 94-95.
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otpaiov (see on 11. 35-36), Beiyxos and degaxaris (see on Il. 31-43). Next to these rare
foods, there is also a number of rare spices; see on 1. 61-63.12

The fragment is cited in Athenaeus, within a discussion about the presentation
of dinners in Comedy: ta ¢ maga Toic xwuwdiomoic Aeyoueva deimva WdioTyy axony
ntagéxel Tof waoi uarov 4 1 eagvyy (IX 402d). By that Athenaeus’ speaker means
that for one reason or another one would not eat these meals (for different reasons in
each case, e.g. the sheer scale in our case). After Antiphanes frr. 21 and 131, there
follows Mnesimachus’ present fragment: Mywyoiuayos ¢’ év Tnmoteopw Tolatra
nagaoxevaler (IX 402e-403d). Certain lines that feature particular kinds of food,
mainly fish, are also preserved either elsewhere in Athenaeus or in Eustathius (cf. crit.

app. in K.-A. ad loc.).

Baiv’ éx SaAauwy xumagioaopopwy
&Ew, Mayy- oreiy’ eic ayopav
moog Tous Eouds,
ol TpoT oIt of YUArpyol,

5 ToUs Te uadmTas Tovs weaiovs,
oUs avaBaivety émi Tols immous
uererid Peidwy xai xatabaiver.
0igd’ ol poalw;
ToUTots Toivuy ayyeAA’ oTim

10 Yugeov Tolov, To motTov Sepuov,
Enoov wleau’, agror Engoi”
omAayy’ omratal, yvaiu’ Nemasral,
xoéas €€ dhuns épenrad,
Topos aAAdvros, Tapos RYiaTEOU,

15 20007 ETegos, wloxms ETepos
Oadaipotouetrd’ Umo T@y Evdoy.
xpatne ekeppoiBonT’ olvou-
momoais yweel- Aémetal xopdak
axolaoTaiver vous petpaxiwy

’ y y » \ ’ »
20 navt’ Eor’ Evdoy Ta xdTwIey avw.

uéua’ & Aéyw, modoey’ ols ppdlw.

2 For an alternative interpretation see on 11. 5, 22a, 24.
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KATHEIS 0UTOS;

BAeov devpi+ méc alra poaders;
alrix’ épio oo1 waAy €€ agy .
nrery 10m xail wr wEAAEL,

TQ Te payeipw un) Avpaivesy’,

ws TV ahwy E@Swy dvtwy,

onT@Y ovTwy, Yuyedy tvTwy,

xad Exaora Aéywyv- BoABos, éaia,
ox0p0d0v, xavAos, xoAoxivy, éTvoc,
Spiov, guAddas, Sovvov Tewagym,
yAavidos, yareol, givyg, yoyyeou,
wofivos ohog, xogaxivos Ao,
ueubods, anoubpos,

Suwvig, xwblios, YAaxaTives,

XUVOS 0UQaiov TV Xapxapiy,
vapxn, Bateayos, méoxy, oaigos,
Togias, euxis, Beiyxos, TeivAy,
xoxxvt, Touywy, culgaiva, @ayeos,
wiMhog, AeBiag, oragos, aioliag,
Soarra, yeAidwy, xapis, Teudic,
Yiprra, deaxatvic,

movAumodetoy, anmia, 6pQwX,
xagaBos, Eoyagos, apial, BeAdva,
XETTQEUS, THOQTIOS, EYyEAUS, doxTol,
xoéa T’ @AAa (1o TAGS0g auuSmTov)
amvos, xoipou, Poos, apves, ol,
XATIQOU, aiyos, GAEXTQUOVOS, VITTIK,
XITTYG, MEPOINOS, AAWTEXIOU.

xal ueta deimvoy Savuaatov oo’ Eor’
ayadov TAnSm.

nas 0¢ xaT’ olxoUs UWATTEl, TETTEL,
TiMet, xomtet, Téuver, dstel,

xaipet, mailer, ™0, Ostmvel,

mivel, oxipT@, Aopdol, xevrel {Biveil.

v ny 1Y ~ 3 [y ’
geuval O alAdv ayaval pwval,

wolma xAayya Spatrel, {veitat} mverras

189
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xoupa Xaias
amo yas ayias atias Supiag,

60 OO TEUVY WUXTTOG OoVEl
ABavou, uagou, oulpvig, rxalduov,
aTvpaxos, Pagov,

Avdou, xivdou, x1ad00, wivdou.
To1ads douovs ouighn xatéyel

65 TAVTWY aYaIDY AYaUETToS

55 Buwei (AE, Eust., xi~ C) secl. Meineke (“videtur interpretationis causa ad xevrer adscriptum fuisse)
57 veitat secl. Meineke (“ex dittographia ortum sequentis mveirar”) 58 xolpa xacias Meineke (“ut odor

casiae filia dicatur”): fort. pledny, xolpa, Kagias Wilam.: -av xao- A: alpa xacias &’ Kock

Come forth from chambers ceiled with cypress-wood,
Manes; go to the market-place,
to the Herms,
where the commanders of the cavalry resort,
5 and to the youthful pupils
whom Pheidon trains to
mount and dismount the horses.
Do you know whom I mean?
Well then, tell them that
10 the fish is cold, the wine is warm,
there is dry dough and crusted loaves;
the entrails are roasting, a titbit has been snatched away,
the meat has been removed from the brine;
a slice of sausage, a slice of tripe,
15 another of black-pudding, another of sausage,
all are being butchered by those who are inside.
Bowls of wine are being gulped down and emptied;
the drinking is well under way; the cordax is being danced obscenely;
the lads’ mind is being licentious;
20 everything indoors is upside-down.
Remember what I am saying, pay attention to what I am telling you.

Ho you, are you gaping?
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Look this way! How are you going to tell all these?
I will tell you now again from the beginning.
Tell them to come immediately, without delay,
and not outrage the cook;

since there is fish boiled

fish baked, fish cold;

tell them everything, one by one — bulbs, olives,
garlic, cauliflower, gourd, split-pea soup,
stuffed fig-leaf, salad, slices of tunny,
sheat-fish, dog-fish, file, conger-eel;

a whole minnow, a whole crow-fish,

sprat, mackerel,

she-tunny, goby, spindle-fishes,

shark tail,

electric ray, fishing-frog, perch, horse-mackerel,
small anchovy, wrasse, brincus, red mullet,
piper, sting-ray, murry, braize,

grey mullet, lebias, sea-bream, speckled fish,
Thracian wife, flying-fish, shrimp, squid,
turbot, great weever,

octopus, cuttle-fish, great sea-perch,

crayfish, sole, small fry, pipe-fish,

mullet, bullhead, eel, bear-crabs,

and meat as well (the quantity is unspeakably great)
of goose, pig, steer, lamb, sheep,

boar, goat, cock, duck,

magpie, partridge, fox cub.

And after dinner, it is to wonder at

the quantity of the good things available.
Everyone in the house is kneading, cooking,
plucking, chopping, cutting up, drenching,
rejoicing, playing, leaping, dining,

drinking, frisking, bending backwards, pricking, {having sex}
Holy, mild tones of flutes,
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songs and musical instruments are sounding sharply; {comes}, there breathes
< forth
the daughter of cassia
from the sacred, seagirt land of Syria.
60 There excites the nostril a solemn odour
of frankincense, sage, myrrh, sweet flag,
storax, barus,
lindus, cindus, rock rose, mint;
such is the cookery steam that is spread over
65 the house, filled full with all good things

1-2: Both the language and the metre (anapaestic dimeter) are reminiscent of the
opening anapaests of Euripides’ Iphigenia at Aulis: & mgéoBu, douwy T@vde nagordev /
oreiye (11. 1-2). In both texts we have a master (a general there — a cook here), who
addresses his servant in anapaestic dimeters, and calls him out of the house, using the
same — more or less — vocabulary (douwy in Iphigenia — SaAduwy in this fragment,
oreiye in both passages). However, the question of the relationship is complicated by
the controversial nature of the Euripidean prologue. For a range of reasons (linguistic,
metrical, and structural) modern scholars have questioned the authenticity of the
opening anapaests and generally of the entire opening of the play. Given the weight of
the evidence, it is difficult to accept that the anapaests were composed by Euripides."
The date for this interpolation cannot be defined with certainty, but Bain believes it
took place in the fourth century B.C. (o.c. 20). Mnesimachus’ Tmmetedpos must have
been produced around the middle of the fourth century (cf. introduction to the play). It
is entirely possible that we have an actor’s interpolation made some time before
Mnesimachus’ play and consequently that the similarity is not coincidental;
Mnesimachus may have been directly influenced by this interpolated opening.
Another possibility, which cannot be dismissed, is that both Mnesimachus and
Euripides’ interpolator independently imitated a now lost model. Either way the style

strongly argues for tragic burlesque in Mnesimachus.

1 See Bain, “The Prologues of Euripides’ Iphigeneia in Aulis”, CQ 27 n.s. (1977) 10-26; Willink, “The
Prologue of Iphigenia at Aulis”, CQ 21 n.s. (1971) 343-364; Page, Actors’ Interpolations in Greek
Tragedy, 131-140.
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I xumagiogopopwy: Cypress-wood was appreciated for its durability (Thphr. HP 5.4.2).
It was also greatly valued as building-timber, for both houses and ships (Thphr. HP
574, Pl. Lg. 705¢)."* Moschion tells us of an Aphrodite’s shrine, whose walls and
ceiling were made of cypress-wood (575 F 1.3.4 FGrH), while Callixeinus refers to a
roof of a banquet-room made from cypress-wood (627 F 1 FGrH). However, the term
xunagiaaagogos itself occurs only here and in E. Hyps. fr. 58.10 Bond. The use of this
rare and elaborate compound within a line already reminiscent of tragedy (cf. on
previous note) elevates the style, but only for a while; it soon becomes clear that this

high style is actually used in reference with food and partying (cf. 11. 10ff.).

2 Mawy: This was a common slave-name in Attica (cf. sch. on Ar. Av. 523; see
Dunbar ad loc.). This is also how the name is normally used in Comedy; cf. Ar. Lys.
1211 (see van Leeuwen ad loc.), Pax 1146, Pherecrates fr. 10.1. Strabo 7.3.12,
explaining the logic behind slave-naming, notes that the slaves were usually addressed
by a name that was popular in their own country of origin. Indeed, Manes was a
common name in Phrygia, and Mawygiov was a Phrygian town (cf. Alex. Polyh. 273 F
126 FGrH). See Gow on Machon fr. 14.191, and Zgusta, Kleinasiatische

Personennamen, § 858-1.

3 Eouds: The Herms were square pillars surmounted by Hermes’ bust. They were
situated at the doorways of both private houses and temples, and they were widely
spread throughout Athens (cf. Th. 6.27). Herms was also the name of a location at the
northwest corner of the Agora, exactly because a great number of these pillars had
been accumulated there over the years, under the form of various dedications. Both
archaeological findings and inscriptional evidence confirm what Mnesimachus says;
the headquarters of the cavalry officers, the Hipparcheion, was situated indeed near
the Herms, in the northwest corner of the Agora. See Callicrates-Menecles 370 F 2
FGrH; Thompson & Wycherley, The Agora of Athens, XIV, 94-96; Camp, Athenian
Agora, 118-119.

' See Blitmner, Technologie und Terminologie der Gewerbe und Kiinste bei Griechen und Romern, 11
257-258.
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4 @iAagyor: At Athens since the time of Cleisthenes ten phylarchs were elected
through the means of geiotovia, one from each tribe, charged with the duty of leading
the cavalry, and were subordinate to hipparchs; cf. Harp. p. 303.14 Dind., Arist. Ath.
61.5, Hdt. 5.69.

5 weaioug: In the prime of life, youthful (LSJ s.v. 111.2). The word denotes a person at
puberty, i.e. an age when one reaches both the point of prime sexual attractiveness
and sexual maturity, and can become sexually active; cf. Ar. Ach. 1148, Ec. 696, Av.
138, Metagenes fr. 4.2, Amphis fr. 15.2, Anaxandrides fr. 34.12, Men. Kol. fr. 4,
Aeschin. 1.42, etc. See further Olson on Ar. Ach. 1147-1149, and Olson & Sens on
Archestratos fr. 39.9-10.

It is difficult to say from the fragment whether these youths were the principle
guests or (as suggested by Gilula") attractive young men for the pleasure of the more
mature / principle guests; either interpretation would cohere with what happens later

(11. 18-19, 52-55 — see further ad locc.).

6 avaBaiverv émi Tous frmoug: A basic skill that a cavalry commander had to possess; cf.
X. Eq. Mag. 6.5. When the reference is to a horse, avaBaivew is normally followed by
the preposition éni, cf. Zonar. a 195.21. But when the reference is to sex, émi is
omitted in the Attic dialect; cf. Moer. 187.5-6, Ar. fr. 344. Indeed, although at first
sight the present fragment seems to refer solely to the training of youths by Pheidon, it
is possible to discern an obscene double entendre, given the presence of the term
woaiovs (cf. on 1. 5). It is therefore tempting to interpet avaBaivewv as a sexual innuendo,
suggesting that Pheidon had a homosexual relationship with his pupils, in which —
being older himself — he was the active partner (cf. how suggestive the lines 5-6 are:

ToUs T madnTas Tous weaious, ols avaBaivery — as if ol was object to avaBaiver).

7 @eidwy: Both Kirchner (PA 14178) and Kock (11.440) suggested that Pheidon was
one of the phylarchs mentioned in 1. 4. There is also some illuminating archaeological
evidence that relates to him. Excavations in the Athenian Agora have brought to light
twenty five clay sealings bearing Pheidon’s name. It is a welcome surprise that these

sealings were found at the northwest corner of the Agora, i.e. at the believed location

15 Athenaeum 83 (1995) 149-150.
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of the hipparcheion (see on L. 3), and also where Pheidon frequented, according to the
present fragment. The date of these sealings is believed to be “shortly after the middle
of the fourth century B.C.”'® The sealings read immaggov eis Adfuvoy Qeidwva
Ouoi(da10v)."” However, instead of the accusative irmagyov, the nominative frmagyos is
inscribed on fourteen of the sealings; Kroll & Mitchel consider this to have been a
mistake.'® It is possible that such sealings'® served as some kind of tokens /
credentials that were used for identification purposes by persons who were sent from
Athens to meet various officers abroad, and particularly in this case Pheidon in
Lemnos.” It is highly probable that Pheidon the phylarch of the present fragment, and
Pheidon the hipparch at Lemnos of the sealings was the same person, who —
according to the usual procedure — first served as a phylarch and then was elected
hipparch at Lemnos.?' If we consider the date of the sealings along with the
possibility that these were manufactured before the appointment of Pheidon as a
hipparch in Lemnos,* it results that our fragment (where Pheidon is still a phylarch in

Athens) should be dated to — or just before — the middle of the fourth century B.C.

10 Yugeov Totov: For ofov see on Mnesimachus fr. 7.3. Asking about and / or
specifying the temperature of dishes recurs elsewhere in cooks’ speeches;> cf. Alexis
fr. 177 (with Arnott on 1. 2).

Here starts an asyndeton; the party is already afoot with food being prepared
and food being consumed at the same time, and with lots of drinking and dancing

going on; all this creates an atmosphere of lust and sexual desire.

10-11: Chiasmus in both lines, and antithesis in 1. 10.

16 Kroll, Hesperia 46 (1977) 84; cf. Shear, Hesperia 42 (1973) 178-179, and pl. 39b, f, g.

17 The letters Ops indicate Pheidon’s origin, i.e. from the Attic deme of @piaz. Therefore, one should
develop the abbreviation in accusative, Ggi(doiwov), to match with ®zidwva, rather than in nominative,
Ooi(aaiog), as Shear does.

'* Hesperia 49 (1980) 89.

19 Though perhaps not the particular ones; Kroll & Mitchel (o.c. 90) suggest that these twenty five
tokens may have been rejects.

%0 Cf. Kroll & Mitchel o.c. 95-96, Kroll L.c., Shear o.c. 178.

2! Cf. Kroll & Mitchel o.c. 90-91.

2 Kroll & Mitchel o.c. 96.

Z This strengthens my hypothesis that the speaker is the cook and not the master.
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12 gvaiua: Another term for a tithit, used especially in Comedy; cf. Poll. 6.62, Hsch.
s.vv. ypaiua and gvaipara, Ar. fr. 236, Teleclides fr. 1.14. Here we have maga
mpocdoxiav (a regular feature of comic lists); while giving details of food still being
prepared, and of food being ready, the cook, as if he was speaking aside for a second,

admits that someone (perhaps himself) has already tasted the food.

14-15: The symmetry in these lines makes for an elaborate style. Different kinds of
sausage- and entrails-dishes feature often in Comedy; cf. Ar. Eq. 1179, fr. 702,
Pherecrates frr. 50.4, 113.8, Dioxippus fr. 1, Eubulus fr. 63, etc. aAA@vrog: eldos évrégov
éoxevaouévou (Suda a 1076). gviareov: The fourth stomach of ruminating animals; cf.
Arist. PA 674b 14-15, HA 507b 9. The dish made out of it bore the same name; cf. Ar.
Eq. 356 (see van Leeuwen and Neil ad loc.), Alexis fr. 275 (see Amott ad loc.).
xo0d7s: Stuffed small intestine or other stuffed entrails; cf. sch. on Ar. Eq. 214. gloxyg:
Stuffed large intestine; cf. sch. on Ar. Eq. 364.

16 Maraoropeirar: This is a hapax; see on Mnesimachus fr. 3.5. The verb Aaiuotouéw,
-ouat occurs simplex several times, but this is the only instance of a compound form
with the preposition Jia. Its literal meaning is fo kill by cutting off the throat. Here it is
used metaphorically with reference to the sausage, tripe, and black-pudding. There are
two possible interpretations; these dishes are either being consumed or being
prepared. What precedes (onraral, fponrar) suggests preparation, but what follows (11.
17ff.) suggests consumption. In favour of the former interpretation, Meineke ad loc.
cites the parallel of Hor. Epist. 1.12.21, where fish, leeks, and onions are said to be
butchered. The latter interpretation is paralleled by Plaut. Stich. 554: “contruncent
cibum”.?* This latter sense conveys a graphic image of how passionately, greedily,
and quickly the banqueters devour and gulp down the food; I would rather opt for this
interpretation. Still, in either case this is an odd — even grotesque — usage that
contributes to the paratragic tone of the fragment (cf. introduction). After all, the
ambiguity may be deliberate, as the passage as a whole conveys an atmosphere of

simultaneous preparation and eating of food within a house bustling with activity.

* See Leo, Ausgewdbhlte kleine Schrifien, 1.12.
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17 éLepooiBdyrar: Another hapax. This is the perfect tense of the verb éxpo60éw, which
means fo empty by gulping down (cf. LSJ s.v.). Onomatopoeia is possibly at work
here; the verb sounds quite like gaggling. Two instances of a hapax within two lines
cannot be a mere coincidence. As with dizAaiuorousitar above (cf. sense of
consumption), éxpoiBdéw gives the impression of complete consumption of the wine.
Together they give an idea of the hardly imaginable quantities of food and wine that

are being consumed within the house.

18a mgomogis yweei: One of the many alternative expressions, employed in both poetry
and prose, in order to communicate the idea that the drinking and the toasts at a
symposion are afoot and well under way; cf. X. An. 7.3.26 (mpougweer 6 morog), Hdt.
6.129 (mpoiovoms Tig mowiog); see Gow on Theoc. 14.18. The verb can also be
understood as semi-literal, in the sense that one drinks and then hands on the cup,

normally rightwards (émédébia; cf. Ath. XI 463e-f); so the cup actually moves forth
(xweet).

18b xogdaf: We learn from Aristoxenus (fr. 104 Wehrli) that there were three major
types of dancing, each corresponding to one of the three dramatic forms. The tragic
dance was called éuuélera, the satyric gixnvig, and the comic xopdaf, The latter was a
vulgar and undignified dance, characterised by indecent movements (cf. sch on Ar.
Nu. 540). The party described in this fragment is a very lively one; within this context
it is natural to expect an analogously vivid dance lacking both any restraint and any
sense of decorum. Athenaeus XIV 631d characterises xogdaf as goprixds, cf. Thphr.
Char. 6.3. Henderson (The Maculate Muse, 168) considers xapdat ““an obscene dance
in which masturbation is featured”. However, the existing evidence does not allow us
to say with certainty how exactly xopdaé was danced; the gestures appear to be a lot
less specific than Henderson suggests. Scholars in the last two centuries have tried to
identify cordax-dancers on a number of vases, but such scenes remain ambiguous, for
they can equally represent dancing drunkards or demons; cf. RE X1.2 s.v. kordax. See
Schnabel, Kordax, archdologische Studien zur Geschichte eines antiken Tanzes und
zum Ursprung der griechischen Komédie, passim; Séchan, La danse grecque antique,

195ff.; Prudhommean, La danse grecque antique, 1 §§1097-1098.
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18¢ Aémetar: According to Athenaeus XIV 663d, this verb is used én’ ageAyols xai
woeTiniic 01" dpoodiaivwy ndovii, cf. Eust. Comm. Od. v. 2, p. 62.27. See LSJ s.v. IlL. In
Alexis fr. 50.3 this verb has obvious sexual connotations. Arnott ad loc. suggests that
in Mnesimachus’ fragment the reference is to “the provocative and indecent limb

movements of a dance whose lewdness was notorious”.

19 dxoAacraive: voUs uetpaxiwy: The young men are having sexual phantasies with their
minds. They could be phantasising about younger boys; alternatively, the object of
their desire could possibly be a hetaira (cf. Theophilus fr. 12).

Within Comedy the verb axolasraivw (to be licentious; LSJ s.v.) occurs only
once more, in Ar. Av. 1227 (see van Leeuwen ad loc.). We have sufficient evidence
that the veavioxor were generally viewed with a certain suspicion, where the possibility
of sex with boys was concerned; see Cantarella, Bisexuality in the Ancient World, 17-
53. We learn from Aeschines 1.10 that in Athens special care was taken as to the age
of the youths that were allowed into the gymnasia. Likewise, a mid second century
law of the city of Beroea forbade the veavioxor from speaking to maides frequenting the
gymnasium, for the former were considered as potentially dangerous lovers; cf. Strato
AP 12.4, Cantarella o.c. 28fY.

Though other texts speak of veavioxor, it is important to note that the
terminology referring to youths was not rigidly fixed. The ancient sources do not
distinguish neatly as to the exact age when one would be described as a ueipaxiov. In
certain passages a uelpaxioy is said to be about twenty years old, one phase ahead of
veavioxog, cf. Ar. Byz. fr. 1 Slater, Plu. Brut. 27.3, Luc. DMort. 9.4. Concerning the
evidence from Aristophanes of Byzantium there seems to be a certain contradiction
between fr. 1 Slater (where weigaxiov appears equivalent to ueipaf) and Nomina
Aetatum p. 275.8-9 Miller (where ueigal is described as the phase after ueipaxiov, and
equivalent to veavioxos and veaviag). Furthermore, it appears that ueidsxiov could be
used to describe the phase from fourteen to twenty one, as well as be used
interchangeably with veavionog,” see Gomme & Sandbach on Men. Dysc. 27.
Therefore, we may reasonably link the uerpaxia of the present fragment with the

veavionot of other sources.

2 The passage from Aeschines 1.10 cited above testifies further to the blurry terminology: tolc

Ié 14 -~ e € ’ ”
veavioxous ... oboTivous Ol elvat xal dorivas HAixias Exovras.
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20 Ta xatwley avw: This phrase expresses a completely chaotic situation; cf. Men. fr.
405 (to Aeyouevoy tovr’ éomi viv, / Tdvw xdtw, gaciv, Ta xatw O avw), Pl. Tht. 153d.%

Here it has a clausula effect, since it sums up what precedes.

21 péuvne’ @ Aéyw: The instruction from the cook to a slave / assistant / pupil to keep
in mind what he has been told or taught constitutes another feature of the stereotype
of the cook-figure in both Middle and New Comedy. Similar instructions are
delivered by the cooks in Dionysius fr. 3.20, Posidippus fr. 28.24, and Men. Asp. 229.
This tells in favour of the hypothesis that the speaker is the cook, not the master (see
introduction).

The interruption of this line and of the following one is useful, since it breaks

up the list, helps avoid tedium and monotony, and adds liveliness.

22a yaoxerg: A similar scolding remark is addressed to another slave in Ar. Lys. 426
(cf. Headlam on Herod. 4.42). This fits into the stereotype of slaves as being idle and
lazy; cf. the drunk and sleepy Sosias and Xanthias in Ar. V. 9-10, Strepsiades’
complaints about his slaves in Nu. 5, etc.

Gilula (o.c. 145) would attribute the gaping to the slave’s incredulity at the
lavishness of the feast. However, nothing said in ll. 10-20 betokens anything other
than a good feast; unlike what follows, there is nothing exceptionally extravagant in

the preceding description.

22b ofros: Here the demonstrative pronoun is used much like a vocative; cf. LSJ s.v.
C.L5; cf. Ar. Eq. 240 (obtos, 1/ @evyers;), Nu. 723 (obros Ti moseis;), V. 1, Cratinus fr.
55, etc.

22-24: The colloquial tone of the reproach to the slave divides two passages which are
very elaborate in style (cf. preceding asyndeton and following paréchesis in 11. 27-28).

Such mobility in style, i.e. moving from high to low style and then back to high again,

26 For further parallels see Otto, Die Sprichwirter und sprichwortlichen Redensarten der Romer, s.v.

sursum.
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is a favourite tactic of Aristophanes; cf. Pax 774-795, Lys. 954-979, Nu. 711-722, etc.
See Silk, Aristophanes and the Definition of Comedy, 110ff.

24 abrix’ Zo@: Gilula® rightly stresses the extravagance of the list that follows.
Though lists are a quintessential part of Comedy’s stock-in-trade,”® she would see the
details as fictive and intended to facilitate the process of enticement or seduction of
the young cavalrymen (cf. on 1. 5). Though she is right to note that food can appear as
a means of seduction, her case for the details as fictive rests essentially on uniqueness
of some details and the ruinously expensive nature of the feast as described. However,
given the persistence of comic interest in conspicuous consumption, it is at least as
likely that this is meant to be a genuine and prohibitively extravagant feast. Indeed, if
the title-figure of Hippotrophos is a nouveau riche, as I suggest in the introduction to
the play, the extravagance would be intended to win the admiration of the social
stratum to which he aspires.”’ The rarity of some of the components may be part of
the luxuriousness of the feast, irrespectively of the role the young invitees are

expected to play.

25 fxew ... uy wéMew: This command is expressed as both a positive and a negative
order. As a result it sounds even more obligatory and unavoidable. Cf. Ar. Ra. 1508-

1509 %xerv g éué devol / xai un uéAAew.

26 paysioe ... Avpaivesd’: This may tell against the hypothesis adopted in the
introduction that the speaker is the cook himself. Nevertheless, I do not consider this a
real problem, for it could be a self-reference, expressed in a self-aggrandizing way.
Sikon, the cook in Menander’s Dyscolus, is similarly self-important; cf. 1. 644-646:
oUdE elc / paysipov adixmoas adpos diépuyey: / icgompemns mws oty nudy N Tégvy. Self-
importance is a feature of cooks in general.30 The cook in Dionysius fr. 2.2-3 also

speaks of himself in the third person: Tov uayeipov eidévar / moAd dei yap alei mporepov...

77 0.c. 145-146.

28 Cf. Anaxandrides fr. 42, Alexis fr. 84 (cf. Amott’s introduction ad loc.), Eubulus fr. 14 (cf. Hunter’s
introduction ad loc.), etc. See also on Amphis fr. 9.3-4.

¥ Cf. Petronius’ Cena Trimalchionis.

% Cf. introduction to Dionysius fr. 2, and General Introduction p. 19.
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The verb Auuaivouar takes both the dative and the accusative in the Attic
dialect. But dative is usually preferred; cf. sch. on Ar. Nu. 928 (with van Leeuwen ad

loc.).

28 Ywxedv ovrwy: This could mean that either the dishes have been ready for a long
time, and have already gone cold by now or alternatively that there is also a cold
buffet. Cf. on 1. 10.

29 BoABog: This is a generic term that denotes the edible bulb of a number of bulbous
plants; cf. LSJ s.v. and Amott on Alexis fr. 167.13. Bulbs were believed to be an
efficient male aphrodisiac; cf. sch. on Ar. Ec. 1092, Heracleides of Tarentum ap. Ath.
II 64a, Plato fr. 188.12, Alexis fr. 175. The use of singular to refer to things that are
available in quantity is a usual technique in food lists; cf. Alexis fr. 167. Generally, in
food catalogues singular and plural are always used in conjunction.’’

Here starts an asyndetic list that runs over several lines; the point is to
emphasise the abundancy and the variety of food. The list also features synapheia,
very much in the manner of Aristophanes; e.g. Nu. 278-286, 301-309 (cf. Dover ad
loc.). Lists of foods (and also of other items) are a recurring feature of Greek Comedy
in general; for some parallels from Old Comedy see Dohm, Mageiros 59-61, and for

Middle and New see Arnott’s introduction to Alexis fr. 84.

30 &tvog: A thick porridge (sch. on Ar. Ra. 506), made from various pulse: amo
waaphivyv (sch. on Ar. Ec. 845), xvauiov (Heniochus fr. 4.7), micwov (Ar. Eq. 1171),
etc.

31a Spiov: Stuffed fig-leave; see on Dionysius fr. 2.39.

31b puAAds: Greens; cf. Poll. 6.71.

31-43 Swwou ... oppaws: These lines bear a striking resemblance with Ephippus fr. 12.1-
7. Though not all the items recur in Ephippus (e.g. the shark’s tail is missing), the

3! Here the singular predominates, but see I. 44. No stereotype can be established, for elsewhere it is the

plural that predominates; e.g. Anaxandrides fr. 42.
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order is at certain points similar to Mnesimachus’ fragment. As we have noted
elsewhere, free recycling of earlier material was frequently practised.’> Bearing in
mind that Ephippus practised recycling of his own material (cf. Ath. VIII 347b-c), the
case that Ephippus copied Mnesimachus’ text, and not vice-versa, gains a slight

advantage; certainty, however, is impossible.

35-36 xwbios, 7Aaxatijves, / xuvos olgaiov: These words form fr. 5 of Menander’s
Kolax. The relation cannot be fortuitous. The shark tail appears only in these two
passages, and this may suggest a conscious copying on Menander’s part;® cf.
introduction to Theophilus fr. 12.

The xwBiog refers to “any member of a large group of cheap small fish with
large heads, prominent eyes and pouting cheeks, abundant in the Mediterranean”
(Armott on Alexis fr. 115.13); cf. Gow on Machon fr. 5.31.

The 7Aaxatijveg, described as xyrwdzis by Hesychius s.v., possibly refer to
some kind of conserve or pickle made from that fish (so Thompson Fishes, ad loc.),

cf. Ath. VII 301d.

37a Bareayos: Frogs were indeed eaten in antiquity as now (at least in some parts of

the world); cf. Anaxandrides fr. 42.50, Antiphanes fr. 130.5, Archestratus SH 178.
37b aaigog: Its preparation procedure is described in Alexis fr. 138; cf. Amott ad loc.

38 Boiyxog: This remains an unidentifiable kind of sea-fish. Its name occurs only here
and in Ephippus fr. 12.3 (see on 1l. 31-43). Hesychius s.v. glosses it as ixJvs xnrwdng,
which Thompson (Fishes s.v.) finds it hard to accept because in both fragments this
fish comes between guxic and tpiyAn, whose size is rather small. However, this
juxtaposition could simply aim to variety or humour. Whatever the case, in absence of
any further evidence, we have but to rely upon Hesychius’ testimony. Besides, such a

long catalogue can understandably lack a systematic order (see on 11. 47-49).

32 Cf. introduction to Amphis fr. 3.

33 See Arnott on Men. /.c., Webster SLGC 60. Sandbach, however, suggests an unconscious copying.
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40a piAdog: According to Dorion (ap. Ath. III 118c), this is one of three alternative
appellations attributed to the same fish depending on its age; uvAAor are called those of
medium age, whereas the little ones are called aypwtidia, and the big ones mAatioraxor.

Thompson (Fishes s.v.) thinks that the fish in question is the grey mullet.

40b AeBiag: A kind of lake-fish, but also an appellation for fish preserved along with
scales; cf. Hsch. s.v. Ae6ias, and Phot. p. 215.4. See also Thompson Fishes s.v.

44: A sequence of four shorts is normally avoided in anapaests (cf. West o.c. 95). This

is one of the few exceptions: —U U | U U— (éoxagos, | apvar).

44 agvas: The term can denote any species of small fish (Hsch. s.v. agi), served fried
at banquets; cf. Anaxandrides fr. 42.41, Metagenes fr. 6.8, etc. See Olson on Ar. Ach.
640.

46 auidrov: This is the only occurrence of the term auidmrov in Comedy. This is yet

another instance of the grand and elaborate style of the cook’s speech.

47-49: The dishes are recited without any order; poultry and game are mentioned at
random. Similar lists of fowls, both domestic and wild, feature in Antiphanes fr. 295

(in disarray again), and Anaxandrides fr. 42.63-66 (orderly arranged); cf. Poll. 6.52.

47 oios: Here the diphthong —or is shortened. West notes that “correption within the
word reflects a general tendency of the Greek language” (o.c. 111f.); cf. LSJ s.v. ois.

See also Hunter on Eubulus fr. 67.5.

49 arwmexiov: LSJ s.v. aAwmenias 11 supply the meaning thresher shark, and cite the
present fragment of Mnesimachus as an example. Gulick in his edition of Athenaeus
accepts LSJ’s interpretation, but with doubts: “the mention of a fish at this point in the
recital seems curious after the long list ending above”; his reservation is reasonable.
The problem can be solved, if we understand alwnmexiov as the genitive not of
alwmexiag, but of aAwnéxioy, which is the diminutive of aAwmé, denoting the little fox,

the fox cub. Although we have no other testimony of fox-meat being eaten, Diphilus
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of Siphnos (ap. Ath. VIII 356c¢) takes for granted that the taste of fox-meat is indeed
known: ¢ ¢ dAwmexiag (thresher shark) ouoios éomi T4 yevaer 1@ xeooaiow (oo, 010 xai
100 ovouatos Etuge. Besides, this is not the only unusual dish served in this particular

symposion; cf. introduction.

52-55: The majority of the verbs mentioned in asyndeton in these lines can be
interpreted in two different ways reflecting different aspects of the context; feasting
and sex, with the verbs alluding to intercourse and other sexual acts. Perhaps less
straightforward at times, the sexual implications are still detectable and, most
importantly, can be traced back to Old Comedy.** Parallel asyndeta of more or less

the same verbs recur in Ar. {r. 282 and Pherecrates fr. 197.

52a patrer: to knead (e.g. a barley-cake), but also to masturbate or to stimulate
someone manually to orgasm or erection (so Sommerstein on Ar. Pl. 305). See
Henderson o.c. 194, 200-201 for a different interpretation (scatological reference and

allusion to anal intercourse).

52b mérTer: to cook, to bake. In a sexual context it can allude to erotic passion, and the

burning feeling of intercourse; e.g. from rubbing the phallus (so Henderson o.c. 144,
177-178).

53a TiAAai: to pluck (e.g. poultry), but also fo depilate the pubic hair; cf. sch. on Ar.
Ra. 516. See also Cratinus fr. 276, Plato fr. 188.14, Ar. Lys. 89, etc.

53b xomter: to chop. We lack evidence as to whether xomrrw is also a sexual term. It

could have, but not all the terms need have a sexual nuance.

53¢ Téuver: to cut up; again, there are no explicit obscene connotations.

3* Cf. Amphis fr. 20, especially comm. on 1. 6b.
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53d deder: to drench. This verb does not seem to have obscene implications anywhere
else;3 5 therefore, the case for sexual allusions here seems rather weak. However, it is
possible that such allusions can actually hide behind the notion of wet, which is
inherent in the verb Jsvw. Getting something / oneself wet (it is important that no
object is defined in the text’®), can allude to the secretion of juices during sex (or

perhaps to ejaculation stimulated by masturbation).
54a yaigei: to rejoice; perhaps because of having sex (cf. sch. on Ar. Pax 289).

54b maiCei: 1t can mean to dance or to play an instrument (cf. LSJ s.v.); both senses fit
the symposion context. Nevertheless, na{w often describes euphimestically the acts of
flirting and sexual intercourse, even in non-comic texts; e.g. Ar. Av. 1098, Ra. 414, X.

Smp. 9.2, etc.; see LSJ s.v. 1.5, and Henderson o.c. 157.

54c mpd@: to leap. Someone described as jumping in a party like this one could simply
be dancing, possibly the cordax (1. 18).

54-55 Ozimvei, miver: Food and drink indulgence form, along with sex, the core of a

. 37
symposion.’

55a oxier@: to spring. Though the word lacks any explicit sexual denotation, in
Comedy oxgraw occurs next to mégdouas in Ar. V. 1305, and in a high-spirited context
in both Nu. 1078, and PI. 761; cf. Ephippus fr. 26. As these passages suggest, axipriw
can entail the notion of playful skipping, which is close enough to the meaning of

nailw (in 1. 54) as flirting.

55b Aogdoi: to bend oneself supinely (so as to throw the head back; LSJ s.v.; cf. Eust.
Comm. Od. 1.200.23-24). This can be a description of a sexually suggestive dance

3% We have only four other comic instances: Ar. fr. 282, Eupolis fr. 362, Plato fr. 189.9, and Eubulus ft.
89.4.

*® The same goes for Ar. fr. 282, which is a similar asyndeton of verbs, whereas in the other three
fragments mentioned in the previous note the verb Js/w always takes an object.

%’ See on Theophilus fr. 12.3-4.
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movement; cf. Ar. fr. 147 Aopdot xiyxroBarav guducy. But it can also be a reference to
the sexual position, where “the woman bends backwards and thrusts her hips
forwards” (Henderson o.c. 178; cf. Davidson, Courtesans and Fishcakes, 118); cf. Ar.
Ec. 10. People dancing obscenely and / or people having sex: both are possible within

the context of this vibrant party.

55¢ xevrei: Lit. to prick; but also metaphorically fo insert a penis (as if it were a
wévrpor’®) into the vagina; cf. the following gloss Ber (see crit. app.).”® See LSJ s.v. 4.

Kassel-Austin see the possibility of a similar obscene usage in Eubulus fr. 106.15.

55d {Pwei}: The line is unmetrical. Meineke suggested the deletion of Bwef, which
should rather be interpreted as a gloss of xevref; cf. crit. app. It is probable that a later
scribe added Brvei'to explain the metaphorical meaning of xsyrei’(see previous note).
The possibility of Bivei being a fragment of another line is rather remote. This
is an extremely obscene word, which occurs very rarely in Middle Comedy and

beyond (cf. General Introduction p. 18).
56 sqq.: Highly wrought style featuring Doric dialect.

56 alAdv: A sine qua non of a symposion; see Wilson, in Goldhill & Osborne,

Performance Culture and Athenian Democracy, 82ff. Cf. on Philetaerus fr. 17.4b.

57a xAayya Sparrer: The verb means ragatrery 9 évoyleiv (Did. De dub. ap. Pl lect.
245.17), and xAayya denotes any sharp sound (LSJ s.v.). These terms must refer to
instruments other than the flutes, whose sound is described as solemn and gentle in
the previous line. These other instruments (perhaps citharis, lyre, etc.) contrast the

sound of the flutes by being, if not disturbing, at least of high volume and high pitch.

57b mveitar: In my translation I follow Lilja’s understanding that the verb may “refer

to the fragrant odours of incense™;*’ cf. [Arist.] Pr. 24.10. On the contrary, LSJ s.v.

38 Cf. Henderson on xévrgov: “any point or goad was common for phallus” (o.c. 122).
% For a different interpretation see Bornmann, S/FC 50 (1978) 30fT.
* The Treatment of Odours in the Poetry of Antiquity, p. 50 n. 2.
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méw translate “flutes are sounding”. I am sceptical about LSJ’s interpretation, for
mveitas is separated by a whole sentence from the flutes.

4 note

58 xovga xaciag: “Daughter of cassia”; a kenning in the manner of tragedy;
especially the epic / lyric form xolga (cf. introduction to the fragment). The
manuscript has xevgav, which both Kaibel and Gulick adopt in the Teubner and Loeb
editions of Athenaeus’ text respectively. However, the accusative makes the meaning
obscure. Therefore, I preferred to follow Kassel-Austin and adopt the nominative,
suggested by both Meineke and Wilamowitz (though each assumes a different
interpretation); cf. crit. app.

Cassia is a kind of incense (cinnamomum iners; LSJ s.v.). In Antiphanes fr.
55.14 cassia appears to be a synonym for myrrh. Herodotus 3.107.1 names Arabia as
the place of origin, not only of cassia and myrrh, but also of frankincense, cinnamon,

and gum-mastich; cf. Thphr. HP 9.4.2. Syria in particular features as the place of
origin of cassia also in Melanippides 757.5-7 PMG.

59 aliag: Cf. Ephippus fr. 5.3 1ijs mepixAvorov 0’ arias Koyrme, E. Hel. 148 é¢ iy

évaAiay Kimgov.

60 dovei: Cf. Ar. Av. 1183 with van Leeuwen ad loc. Elevated language again. This is
the only time that dovéw is used with reference to smell. The aim is apparently to

emphasise how strong the smell was.

61-63: A list of incenses and spices.42 The perfumes that are mentioned here are
particularly rare, and give the impression that they were picked up from some kind of
lexicon. This dazzling banquet features not only rare dishes, but also distinctive
incenses and spices; cf. introduction. The cook sounds again like an erudite

professional and a well-versed expert.

I Cf. the famous kenning for a thief in Hes. Op. 605: suegixorroc dwip (see West ad loc.). See also A.
Ag. 494-495 (with Fraenkel’s note). For further on kennings see I. Wam, I'is srrea. The Kenning in
Pre-Christian Greek Poetry, Uppsala 1951, passim (for Comedy pp. 101-104).

“2 For perfumes at symposion see on Amphis fr. 9.3-4.
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61a pagou: uapov is a kind of sage (LSJ s.v.), originating in Egypt (Plin. AN 12.111).
As with xaAauos below, uagov is to be found only here and in scientific treatises; cf.
Dsc. 3.42, Thphr. Od. 33, Hsch. s.v.

61b xaAauouv: Sweet flag (LSJ s.v.); characterised as apwuatixsc and edwdns by the
ancient sources, this species of reed was known to be growing in Syria and India
(Dsc. 1.18, Thphr. HP 4.8.4). Mnesimachus’ fragment is the only instance where this

word is used outside a catalogue raisonné.

62 PBagov: Bagos (or Bagov) is a kind of spice (cf. LSJ s.v.). Herodian tells us that the
reason for the long a is to distinguish from the neutral (IT. wov. A¢E 2.941.11 Lentz).
However, Bagos does not appear as a lexicographical entry; instead Hesychius has two
variants: Bagv that he describes as Suuiaua ev@des (cf. Bekker Anecdota B225.16); and

aBapy that he explains as a Macedonian appellation for the origanum.

63a Aivdou: This is the only surviving reference to this aromatic plant, along with
Eustathius’ gloss of it: avdmeoy 11 evdes ouwvumoy Aivdw 14 Podig moder (Comm. Od.
1.200.24). This may suggest that its origin was perhaps the Rhodian town of Lindus.

63b xivdou: Another hapax; “fragrant herb” (LSJ s.v.).

63¢ x1a300: Sauvos éotiy ... moAvxAados, EvAwdns ... wiAAa Eywv mepipepd, oTevpvd (Dsc.
1.97.1); cf. Eupolis fr. 13.5.

63d pivdou: Equivalent here to uiwdn (or uivda), meaning mint (cf. LSJ Suppl. s.v.).

64 dowous ouixAn xatéxer: Here xatéyw means “to be spread over, cover” (LSJ s.v. I1.4).
This meaning goes back to Homer; e.g. Od. 13.269. Cf. Hermippus fr. 77.9 éouy
Seoneaia, nata nay 0 Exer Ufepepéc O, Ar. Nu. 572-573, Cratinus fr. 143.1.

65: The catalectic anapaestic dimeter serves as a clausula rounding off the whole
fragment. One has the (ultimately unprovable) impression that this is the whole

passage, a speech in its entity, not just a section taken from it. Besides, a full
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recitation of a dinner would be just perfect for Athenaeus’ purposes, i.e. to show how

exactly dinners are narrated by comic poets (IX 402d).

DiMimrroc (frr. 7-10)

As will become clear from the commentary on individual fragments, it is
likely that the Philip in the play’s title is Philip II of Macedon. It is also likely that
Philip appeared in the play, that Demosthenes was also a character, and that there was
a confrontation between the two. It is probable, but not provable, that the play was set
in Macedon.* We find other comic plays named after foreign kings. Eubulus wrote a
Auovigiog, apparently referring to the tyrant of Syracuse (cf. Ath. VI 260c¢), and
Philemo wrote a ITiggog, probably featuring the king of Epirus.44

A testimony by Theopompus (see on fr. 10) can serve as an index for a rough
dating of Mnesimachus’ floruit in the third quarter of the fourth century. Some forty
years after Aristophanes’ latest dated play, Mnesimachus still writes more
Aristophaneo; as 1 will attempt to show below, there are similarities with particularly

the Acharnians, and politics are central to the plot.

Fr.7

This fragment, cited by Athenaeus X 421c, dwells on the speaker’s military
pugnacity. It is an extended braggadocio, which is even more emphasised by the
iterative presents (Jsimvoliuey, xatamivouey, etc.). The speaker presents himself and his
companions / associates / race as so warlike that they even eat weapons. He is
addressing someone, whom he regards as a potential military opponent (éo1/ gor uaym,
1. 1). He is seeking either to intimidate his opponent or reassure himself. Both the
speaker and his style are paralleled by several soldier figures from within Middle and
New Comedy. Antiphanes, Alexis, Xenarchus, Philemon, Diphilus, all wrote plays

entitled Zrgatiwrys (Zteati@rar by Menander), whereas soldier figures do appear in

“ Macedon must have also been the setting of the play Macedonians or Pausanias by Strattis; cf.
Kassel-Austin ad loc.
* So Dietze, De Philemone comico, 10-12. Breitenbach disagrees (Titulorum 105-106), but his

arguments are not entirely convincing.
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other plays as well, cf. Arnott’s introduction to Alexis’ Ergaﬂa')-rrng.45 One strand of
the tradition behind this appears to be the miles gloriosus, a character that first
appears with Lamachus in Aristophanes’ Acharnians (1l. 620-622).*¢ This motif is
later picked up by Menander,'” and subsequently by Plautus.*® The soldier also
appears as a stereotyped figure in the plastic arts.*

In the present fragment, the speaker is describing a preposterous way of life.
What is particularly noteworthy is the thoroughness with which the fantasy is worked
out. We are presented with an elaborate metaphor that consists of substituting foods
with weapons. It is impressive how closely the speaker follows the typical order of a
dinner. He replicates the feast to a remarkable degree, even down to the furnishings.
The nearest parallel for this kind of fantasy banquet is possibly Ar. Ach. 979ff., where
we experience again a combination of feasting and war, and the scene is similarly
elaborated down to details.

A reverse procedure is to be found in Plaut. Bacch. 69-73, where Pistoclerus
imagines that every single item of his fighting equipment will be replaced by a
banquet / revelry object, once he enters the house of the courtesan Bacchis.

As antecedent to both passages stands that extensive scene in the Acharnians
(11. 1097-1141), where Dicaeopolis ridicules Lamachus’ preparation for war; to every
single order that Lamachus gives asking for war equipment, Dicaeopolis adds his own
order asking for food. Dicaeopolis and Lamachus could be considered as two opposite
poles, the former representing the carefree mentality of feast, and the latter the

mentality of war. Mnesimachus seems to have brought these two together. It is

* Cf. Webster SLGC 64; 1d. SM 164.

“ Hunter argues that the roots of this motif are to be traced as back as tragedy, Archilochus, and Homer
(The New Comedy of Greece and Rome, 66, n. 18).

47 Bias is a bombastic soldier in Kolax (cf. fr. 2). Elsewhere, however, Menander has rather
transformed the bombastic figure of the soldier into a milder one, e.g. in Misoumenos and
Perikeiromene; cf. Hunter o.c. 66-68.

8 Being present in seven plays of Plautus, the figure of the braggart soldier is most developed in Miles
Gloriosus (introductory scene), Truculentus (11. 505-511), and Curculio (1. 439-441). The functions of
the soldier figure, including the gasconading deliriums, are often undertaken by figures other than an
actual soldier. For the soldier figure in general see Hofmann & Wartenberg, Der Bramarbas in der
antiken Komédie; Wehrli, Motivstudien zur griechischen Komédie, 101-113; Ribbeck, Alazon, 2711,
Hanson, “The glorious military”, in Dorey & Dudley, Roman Drama, 51-85.

> We possess a number of soldier statuettes and a wall painting; cf. Bieber HT figs. 368-371.
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possible that this particular passage of the Acharnians constituted the inspiration
source for Mnesimachus (cf. on Aristophon fr. 13.2).%

The fragment describes an exotic lifestyle, which recalls the exaggerated
claims relating to Persia and Thrace in Acharnians,”' and also the accounts of faraway
peoples in Herodotus.”> Conceivably, the speaker is someone regarded by the
Athenians as a foreigner describing the warlike habits of his barbarian homeland. This
could be someone who has come in Athens as an ambassador. There are good comic
parallels for excessive bombast from ambassadors; e.g. the introductory scene with
the ambassador in Aristophanes’ Acharnians. The mention of catapults (1. 9) strongly
suggests a link with the Macedonians;” it is possible that this is an ambassador from
Macedon.

Both Meineke (I11.577) and Webster (SLGC 64) believe that the speaker is
Philip himself. Indeed, the boast about catapults would fit perfectly into his mouth.
However, though certainty is impossible, there is a very good case to be made for the
view, first proposed by Breitenbach, that Demosthenes is the speaker, addressing
Philip: “Haec verba etiamsi ad unum quendam Atheniensem vel Graecum hominem,
legatum vel imperatorem, dicta putantur, tamen uuiy exspecto: o/ pronomine
principem significari arbitror ... Philippum ipsum” (Titulorum 36-37). In favour of
Breitenbach’s hypothesis is Timocles fr. 12; in an attempt to satirise the grandiloquent
style of Demosthenes, Timocles compares him to Briareos and depicts him as eating
catapults and spears (1l. 4-5: ¢ Boiagews, / o0 Tovs xatamalrtas Tds Te Adyyas éadiwy).
We may have here a stereotypical comic portrayal of Demosthenes analogous to the
stereotyping of e.g. Pericles or Cleon in fifth century Comedy.”® Bombast seems to

have been already established, at least by Aischines, as the defining attribute of

% Another parallel is perhaps Alcaeus fr. 140 V., which also features accumulation of warfare
equipment.

ST Cf. the Persian lifestyle (73ff.), and the Thracian soldiers (155fF.).

52 E.g. the marvellous customs of the Egyptians (2.35-36), the Thracian logos (5.2-10, 5.12-16), etc.

> It was Philip who undertook — after Dionysius I of Syracuse — the further development of this
revolutionary siege equipment, which he introduced to mainland Greece. See Hammond & Griffith, 4
History of Macedonia, 11 444ft.

> Representation of Pericles as an Olympian, and satire of his head’s shape; cf. Ar. Ach. 530-531,
Cratinus frr. 73, 258, Eupolis fr. 115, etc. On Pericles’ parody in Comedy see Schwarze, Die
Beurteilung des Perikles durch die attische Komédie. For Cleon’s satire as a tanner and a foreigner see

Aristophanes’ Knights (e.g. 1. 2, 44 with scholia); cf. V. 1220-1221.
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Demosthenes’ style.”® Aeschines also tells us that Demosthenes went to extremes and
behaved rudely (Jewace doymuoveiv, 2.39) at a dinner hosted by Philip during the stay of
the Athenian embassy in Macedon in 346 B.C. (see below). I would suggest that this
is exactly what Mnesimachus depicts in this play, and especially in fr. 7.

Philip or Demosthenes, in the absence of any clear indication, it could be
argued both ways. In favour of my choice of Demosthenes are: i. the fact that the
speaker does not actually say that he uses catapults; ii. the absence of any indication
that the speaker is not Athenian. There is a pattern — beginning with Old Comedy and
running into Middle Comedy — of giving non-Athenians the dialect of their native
state (unlike tragedy, in which everyone speaks the same poetic dialect).’® In an
exhaustive presentation of the issue of the language of Macedon Hammond®’ argues
convincingly that the native Macedonian dialect was probably a version of Aeolic
Greek. Since this is Comedy, one would expect a Macedonian to speak his dialect,
especially given Demosthenes’ dismissive treatment of Philip and the Macedonians as
barbarians.’® If the speaker were a Macedonian, dialect would have been a useful way
of signalling his otherness. As it is, it is hard to imagine that the comic poet let go of
the opportunity to represent the speaker as “other”, as non-Athenian.

As to the date of the play, Breitenbach (7itulorum 38) opts for the years
between 345 and 340 B.C. However, the only occasion we know for certain that
Demosthenes and Philip met was in 346 B.C., when Demosthenes was one of the
Athenian ambassadors to Macedon (cf. D. 5.9-10).>° This twofold Athenian embassy
to Philip resulted in the Peace of Philocrates during the same year. Among others, this
peace provided that the small Thessalian town of Halus, currently under Macedonian
siege, ceased to be an ally of Athens. Not only does this term help us to comprehend

better fr. 8 below, but also constitutes an additional piece of evidence as to the date of

% See Aeschin. 3.72, 3.166-167, 2.110.

% Cf. in Aristophanes the Megarian (4ch. 729ff.), the Boeotian (4ch. 860fF.), the King's Eye (Ach. 100
with scholia), the Laconian (throughout Lysistrata; cf. sch. on 1. 81), the Scythian (7h. 1001ff. with
scholia); cf. Eubulus fr. 11. See Colvin, Dialect in Aristophanes and the Politics of Language in
Ancient Greek Literature (however, on p. 276 he seems to consider Eubulus an Old Comedy poet). Cf.
Willi, The Languages of Aristophanes, 198-225; 1d., The Language of Greek Comedy, 18-20, 132-149.
57 In Hammond & Griffith o.c. 39-54 (esp. 46-49).

% Cf. D. 3.17,9.31, etc.

% However, this is not historical writing; the author is at liberty to create fictitious encounters.
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the play; i.e. considering the year 346 B.C. as a terminus post quem, the production of

this play could not have been much delayed, if the joke was to be still topical.

ao’ ol oTim meoc avdeas éoti dot waym,
ol Ta Eipy dermvotusy mxovyuéva,
ooy O¢ 0Gdas MuUEVaS XaTaTIvoUEY;
EvTeidey eUUs Emipépel ToaymuaTA

5 nuiv o mais ueta deimvov axidas Konrixag,
womep g0eBivIous, dopatiwy Te Aeijava
xateayor’, aomidas 0¢ mpooHepdAata xal
Swparas Exousy, mpos mMedWY O TPeVOoVaS

xai Toka, ratamaAtaiot &’ éorepavioueda

Don’t you know that in us you are going to fight
against men who dine on sharpened swords,
and swallow blazing torches as a relish?
Thereafter, just after dinner, the slave

5 brings forth a dessert of Cretan arrows
and relics of broken spears, as if it were
chickpeas; for cushions we have shields and
breastplates, slings and bows at our feet,

and we are wreathed with catapults

1a d&p’ oird’: This is a stereotypical phrase that recurs several times in all kinds of
texts.® In Comedy the addressee is usually scolded for his ignorance; e.g. Ar. Pax
371, Alexis fr. 223, Nicostratus fr. 30. In most cases the question is rhetoric; e.g. Ar.

Av. 668, 1221, V. 1336 (but cf. Ar. V. 4).

1b omim: This rare form of the conjunction ¢ meaning that occurs only in Comedy; cf.

Ar. Nu. 331, Eq. 360, Av. 1010, Ephippus fr. 21, etc.

9 See Denniston GP 44-51.
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2 yxovmuéva: The details are important. This group of wild fighters dine not just on
swords, but on sharpened swords. The impression conveyed thereby is that of

intemperate boasting.

3a oov: The term ooy could denote any kind of relish eaten with bread; it formed a
third category of food, after bread and wine.®! See Davidson o.c. 20-26, Olson & Sens
on Archestratus fr. 9.2, and Amott on Alexis fr. 47.6. In harmony with the pattern
described in the introduction, what is here being consumed as syov is another military

item, d@des.

3b d@dag: In war torches are used as a means of destruction (i.e. for burning cities);
e.g. A. Th. 432-434. But for the tough warriors of this fragment torches are merely a
relish. They claim they swallow not just torches but burning torches (quuévag); the
effective use of detail continues (cf. 1. 2: sharpened swords). There is also a mild

paradox here created by the idea of swallowing (literally drinking) fire.

4 teayquata: The dessert. They included various foodstuffs (chickpeas, different
kinds of beans, dried figs and other dried fruits, nuts, etc.), which were supposed to
soak up alcohol and stimulate thirst (cf. Gal. 6.550 Kiihn, sch. on Ar. Pl. 190).
References to tgaymuara abound throughout Greek Comedy; e.g. Ar. Ra. 510, Ec.
844, Eubulus fr. 44, Alexis frr. 168.2 (cf. Arnott ad loc.), 190, Philemo fr. 158,
Menander frr. 194, 409, etc. Cf. also Pl. R. 372c. The chickpeas, usually served
roasted (Pherecrates fr. 170, Ar. Pax 1136) or boiled (Archestratus SH 192.14), were
sometimes considered a cheap rgaymua; cf. Ath. III 101d, Crobylus fr. 9.

5 axidas Koyrixds: axic can denote both the barb of an arrow (Phot. a 750, Poll. 1.137),
and the arrow itself (Ar. Pax 443 with scholia); cf. LSJ s.v. The meaning in the
present fragment is the latter. The Cretan arrows had an excellent reputation; cf. Poll.
1.149, Plu. Pyrrh. 29.4.

1 Cf. Hom. Od. 3.480, Plu. Them. 29.11. But difov was also a regular appellation of fish; cf. Plu. Mor.
667f, Archestr. fr. 20.2, Poll. 7.26.
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6-7 dopatiwy Aeifava xateayéra: xateayora is the passive perfect participle of
xatayvyu that means break in pieces, shatter (see LSJ s.v.). The end of the main
course is paralleled to the end of a battle, when remnants of broken weapons lie all
over the battlefield. Here, instead of desserts, these fighters prefer weapons again,

which are imagined as broken down to bite-size portions.

7 mpooxepdAara: Again the details matter; the cushions should be soft and comfortable,
but for these warriors a hard shield or breastplate suffices. The details are piled up as
the speech unfolds (sharpened swords, burning torches, etc.) to express the toughness
and manliness of the warriors.

The (head-) pillows / cushions were a sine qua non of a typical banquet, along
with other pieces of essential furniture, such as couches, coverlets, etc. A list of the
major banquet essentials is to be found in Ar. Ach. 1089-1093 (cf. Olson ad loc.). Cf.
Ar. V. 676-677, and comm. on 1. 8 below.

8 mpos modawv: Since the diners / drinkers took up a reclining position, it was normal
that one would find himself lying at another’s feet; cf. Ar. V. 1236, Clearchus FHG

11.310. In the present fragment slings and bows replace the normal reclining couches

and cushions; cf. Poll. 6.9.

9 xatamaAtator &’ éorepavoueda: Placing garlands on the heads of the banqueters was
another typicality of a formal dinner; cf. on Amphis fr. 9.4. The use of catapults
instead of wreaths causes a climax of grotesquery. For the link between Philip and the

catapults see introduction to the fragment.

Fr.8

In this fragment, cited by Athenaeus X 418b-c, we find ourselves either at a

feast or in a place where a feast will shortly take place. Although it is not
inconceivable that we could actually be ar a feast, this is unlikely, given that indoor
scenes are generally avoided in Comedy.® It is probably safer to assume that the

scene below depicts a preparation for a feast. Comedy abounds in scenes that relate to

2 Though not completely, as the opening scene in Clouds shows.
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an off-stage feast, whether it is a preparation for or an account of one;% cf. Ar. Ec.
834-852, Pax 922-1126,% V. 1174ff., 1299ff., etc.”’

It looks like an international gathering, where Thessalians are welcome. The
seeming naturalness of a Thessalian presence to the speaker may suggest that we are
in Macedon. This hypothesis is supported not only by the fact that Philip had by the
early 340s established control over Thessaly,®® but also by our knowledge that the
Athenian ambassadors to Macedon were feasted; cf. Aeschin. 2.39, Theopompus 115
F 236 FGrH. At the same time, the idea of being omnivorous links this fragment with
what precedes (and also with what follows). The speakers are possibly slaves / table

attendants.

1@y Pagoalivy
mxet g, va (xal) Tas teanélas xatTapayy;
(B.) oldeis mageariv. (A.) el ye dpdovres. dod mov

oy xateadiovar oA Axalinny;

Has anyone of the Pharsalians arrived
to devour even the tables themselves?
(B.) No one is here. (A.) Good for them. Could it

be that they are eating up an Achaean town roasted?

1 10y Pagoaliwy: Pharsalus was a small town in the region of Thessaly. In antiquity
Thessalian gluttony was renowned. There are many passages that satirise the gluttony
of e.g. the Boeotians, the Thebans, or the Thessalians collectively.®’ However, it is
noteworthy that no other passage apart from the present fragment singles out the
Pharsalians in particular. Therefore, I would suggest that there is an additional topical
point in the selection of Pharsalus. It is important that what is being eaten here by the

Pharsalians is an Achaean town — and not anything else. We can probably identify this

% Webster’s allegations (SM 112) concerning feasts taking place on stage are not entirely convincing.

% See Dohm o.c. 37-55.

% The same pattern occurs even in tragedy; cf. E. Alc. 747-802.

% See Hammond & Griffith o.c. 220-222, 285ff.

7 Cf. Ath. X 417b-418e, Plu. Mor. 995¢. See Roberts & Head, The Ancient Boeotians and the Coinage
of Boeotia, 1-9.
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town with Halus, a town in the south of Thessaly, on the Pagasean Gulf; cf. Strabo
9.5.8: 5 Aloc ... ®HirTic xaleitar xai Agaixy. | believe that what this fragment really
does is allude to the current political situation of the time.*® The title of the play, as
well as the context suggested by frr. 7 and 10, all tell in favour of this hypothesis.
Halus, an ally of Athens, had revolted against Pharsalus.® Philip supported the latter
against the former. He laid a siege to Halus in the spring of 346 B.C., and finally
managed to reduce it to submission to Pharsalus.”’ Demosthenes discerns in this
episode Philip’s increasing aggressiveness against Athens, given the existing

alliances; cf. his Answer to Philip’s Letter §1.

2 Tas Teanélas xatapayy: A bold metaphor; cf. 1. 4. Cf. Virg. Aen. 7.116. In order to
satirise gluttony, the comic poets employ various metaphorical phrases like this one,
all of which include the notion of eating something inedible; cf. Eupolis fr. 99.6-7
derrvotvti mpos Ty rapdiav / T@V oAxadwy Tiv' avtol, Aristophon fr. 9.9 xareaSiwar xai

Tob¢ daxntiAous, Euphro fr. 9.14 xateaSiovra xai Tovs dvdparas.

4 xateadiova moAw: The verb xateodiw is often used metaphorically, to highlight the
immense consumption and / or usurpation of property, money, etc.; cf. Ar. Eq. 258,
Anaxippus fr. 1.32, Alexis fr. 128.1-2, etc. Here, however, xatecdiw designates
destruction. Alcaeus uses a synonym of xareciw, i.e. the verb darren, to express the
notion of destruction; cf. fr. 70.7 V.: damrétw moAw; and fr. 129.23-24 V.: danret / Tav
moAwv. For a thorough discussion of transferred uses of xatesd/iw and similar verbs see
Arnott on Alexis fr. 110.2.

In the present fragment a whole city is being devoured. Behind the physicality
of this bold metaphor (cf. 1. 2) lurks the Aristophanic tradition. Bold metaphors and
physicality are core elements of the Aristophanic style; e.g. V. 925 éx t@v nodewy To
oxipoy é€edndoxev. See Silk, Aristophanes and the Definition of Comedy, 121-124, 138-
148. There is an interesting possible echo of Peace in the idea of eating a city =

destroying it in war. In Aristophanes’ play Polemos makes a salad with the cities of

% On politics in Middle Comedy and beyond see General Introduction pp. 17-18.
¢ Cf. sch. on D. 19.36 (352,17 Dindorf): ai do nédeis adrar tiic Oerralias (sc. Pharsalus and Halus)
éoracialoy mpos éavtds, 1 nev Pagoaros pidy obga Tol Dirkinmov, 6 8¢ AAos Tdv Admvaiwy.

™ Cf. D. 19.39, Strabo 9.5.8, and Hammond & Griffith o.c. 336, 339ff.
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Greece (1. 242-252). Here the idea is transferred to humans (like the metaphors in fr.
7 above).

Fr.9
This fragment, cited by Athenaeus IX 387b, agrees with fr. 8 in suggesting a

milieu related to a feast. Given the context that I suggest above (cf. introductions to
frr. 7 and 8), it is possible, though ultimately unprovable, that this dinner table is
prepared for Philip and his hosts, the Athenian ambassadors. The rare delicacy of
pheasant is appropriate indeed for a royal meal. By birds’ milk we are prompted to
imagine a plenty of other luxurious dishes (see below). Rare and luxurious, this
bountiful meal is reminiscent of the exotic lifestyle reported by the Ambassador in
Aristophanes’ Acharnians. One particularly recalls Ambassador’s claim of a whole ox
en casserole (11. 85-87). The speaker might be a slave again; fr. 9 may form part of the

same conversation as fr. 8.

1 1 7
xal To Aeyouevoy
’ ’ 2 I ’
OTIAVIWTATOY TIAPETTIV OpVidwy Yala,

A 1 > ’ ~
xal Qaciavos amoTeTIAuEVOs XaAlS

Even the legendary,
rarest birds’ milk is here,

and a pheasant nicely plucked.

1 To Aeyouevoy: This is a proverbial expression that points out the common talk of this
fictionary product, i.e. that it is being much talked about, is widely known and

famous.

2 ogvidwy yaAa: “imi Tdv omaviwy” (Diogenianus Paroem. 3.92; cf. 2.15); cf. Suda 7 19.
This imaginary product still stands in modern Greek for something either very rare or
very valuable. The phrase also occurs in Aristophanes (e.g. V. 508, Av. 734); cf.
Eupolis fr. 411, Luc. Merc. Cond. 13. The comic poets mention two other imaginary
kinds of milk; these are yaAa Aayoiv (Alexis fr. 128; cf. Arnott ad loc.), and yaAaxt:
amvos (Eubulus fr. 89.5; cf. Hunter ad loc.).
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3 waaiavég: This is an adjective; the noun implied is dgvis. The gagiavos oguis was thus
called because of its origin from near the river ®aois (cf. LSJ s.v.). It had the
reputation of being a rich delicacy and a luxurious, costly titbit, cf. Ptol. Euerg. II 234
F 2 FGrH. See Thompson Birds 176-177.

Fr.10
This fragment is cited by Athenaeus VIII 338b. Dorion was a flute-player,
famous also for his gluttony and particularly for his love of fish; cf. Ath. VIII 337b-
338a. It looks as though the speaker is answering a question (“Is it X?” “No, but ...”).
Perhaps again it can be accommodated in the same context of the description of a

feast.

oUx aMa xai Tis vuxTos éott Awpiwy

Evdov map’ Nuiv AomadoguaomnTig

Not only, but even at night Dorion

the shell-blower is inside with us.

1 Awgiwy: Dorion was a close acqaintantance of Philip, whose company joined
regularly for drinking and feasting. The testimonies about him also testify to Philip’s

prodigality and dissipation; cf. Theopompus 115 F 224 and 236 FGrH, D. 2.19."!

2 Aomadoguayrig: A hapax. This word occurs only here and in Eustathius Comm. II.
4.207 with relation to this fragment; see on Mnesimachus fr. 3.5.

The joke consists of a word-play based on the double meaning of Aomag, which
can mean both flat dish / plate, and shellfish (see LSJ s.v.). Given that the shell of
certain kinds of shellfish is big enough to be used as a pipe, it is possible that this

nickname targets both Dorion’s gluttony and his love for piping.’

! The validity of Demosthenes’ words could be questioned, since it suits him to malign Philip.

7 For a different interpretation see LSJ s.v. Aoadoguanry.
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PHILETAERUS
Philetaerus’ first Lenaian victory must have occurred between the years 372
and 366 B.C.; cf. IG II* 2325.143." He was a son of Aristophanes; cf. Suda ¢ 308,
Prolegomena de comoedia XXX® Koster, RE XIX.2 s.v. Philetairos nr. 5.

Most of the fragments that I analyse below have a common dominant theme,
that is the motif of #%déw¢ {7y, i.e. the ideal of hedonism, of a luxurious and
materialistic life, whose main features are food, wine, and sex. There is a call to enjoy

these pleasures during lifetime, for life is short (cf. fr. 13).

Kuvvayic (frr. 6-9)
The Suda’s entry for Philetaerus (¢ 308) lists this play as Kvvyyias. None the

less, Kassel-Austin, following Bjorck’s remarks,’ thought it plausible to amend the
title to Kuvayis (cf. K.-A. ad loc.). Meineke (1.350) wondered whether a real huntress
or a courtesan with this very name is meant. The latter possibility seems more
promising, since there is a number of parallel titles featuring courtesans’ names —
either historical or fictitious.? If Kuvayic stands indeed for a name of a courtesan, this
must be a fictitious one, since we have no other evidence for it. In further support of
the possibility of Kwvayis being a proper name is that, given the fourth century B.C.
Athenian social norms, no one would expect a female hunter to be the leading figure.
Unless, of course, this figure turned out to be not a literal but a metaphorical hunter,
i.e. a hetaira hunting men. This hypothesis becomes more plausible, if one compares
Theophilus fr. 11, where we have another metaphor from the hunting world: the
pimps entangle the youths in the nets of the courtesans. Since the fragments provide
no definite evidence, I would keep both possibilities open.

Atalante could also have been a reasonable candidate for the huntress of the
title, if only the evidence from the fragments, and particularly from fr. 8, did not tell
against a mythic theme. Of course, anachronism is always a possibility. The mythic

figure of Atalante could have been embedded within a mundane contemporary

! Cf. Capps, 4JPh 28 (1907) 188.
? Das Alpha impurum, 137-138.
3 E.g. Eubulus’ XpioiAAa, Antiphanes’ MaASdxy, Alexis® Aywvis (cf. Arnott’s introduction), etc.
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context; alternatively the play’s setting could have been the mythical world but with
incorporated elements of contemporary life (see General Introduction pp. 16-17).

As a possible date for this play, Breitenbach (Titulorum 122-124) suggested
the years between 370 and 365 B.C., while Schiassi (RFIC 79 [1951] 219) thought
more plausible the period 365-360 B.C. Below (fr. 9.2) I suggest a date in the late
340s on the basis of the reference to Diopeithes, a contemporary politician and

general of the city of Athens.

Fr. 6

The following fragment is quoted by the Cynic philosopher Cynulcus in
Athenaeus XIII 570e-f. Cynulcus has been preaching against both moral corruption
and every kind of indulgence since 566e. This fragment (along with Timocles fr. 24 as
a counter-example) constitutes his concluding piece of advice to his collocutor,
Myrtilus: taira gor magaweiv éxw, étaipe Mugtide. xai xata v @iketaipov Kuvyyida,
and there follows the fragment. However, Kaibel observed that Cynulcus alters the
text for his own purposes by inserting an extra oux before %diorov (1. 2), which distorts
both the metre and the meaning (cf. crit. app.).

The exhortation of the comic character is of course exactly the opposite of the
one meant by Cynulcus above. The addressee must be a young man.* It could be that
the speaker tries to convince a sober and modest friend to suppress his hesitations and
enjoy himself by having sex. It is equally possible that it is just an argument between
a champion of sobriety and a champion of hedonism, or even that this is a character
besotted with a hetaira, who is justifying his lifestyle to a more prudish friend. Here it
is possible to detect certain links with Old Comedy. Fragments 6, 7, 8, and 9 are
consistent with a debate context, and there is an obvious analogy with the
Aristophanic agon (cf. Nu. 889-1114), and to a lesser extent with the clash in
Daitaleis frr. 205, 233.° What is different in Philetaerus is that we get a moralising
argument involving extensive generalisation. Though not prominent, this motif that
consists of arguments arising from a character’s situation but pursued in a way that
turns them into a generalised or abstract discussion about trends in human life, does

appear in Old Comedy; cf. Ar. Pl. 467-609 (a debate about the role of poverty in

* Otherwise there would be no point in the phrase “elderly in ways”, since the elderly are naturally so.

> If these are indeed two young men, Daitaleis could be the model.
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society), and to a lesser extent V. 655-724 (a brief account of the vices of the Athenian
political scene); cf. Amphis fr. 3. This pattern is above all heavily reminiscent of
tragedy, particularly Euripidean (e.g. Med. 214-251: about the helplessness of women;
Hipp. 373-390: Phaedra’s generalisations about what makes people abandon their
sense of duty, ibid. 176-197), and is further picked up in the plays of Menander (e.g.
Dysc. 271-298: about the recommended behaviour of both the rich and the poor

ones).6

~ ’ " Al ’ k4 5 s 7
naloal Yéewy Wy Tous Teomous. olx olay’ oTi
noeToy éotiy amodavely Pvotvy’ dua,

|24 ’ b ~ ’
womep Asyouaty amodaveiv Poguioiov;

2 @dwrov éorv Toup ap. Warton Theocr. 1 (1770) p. 403: oix Zor(w) %dwrev ACE  Cynulcum

dipnosophistam poetae verba ad suam mentem mutasse censet Kaibel

Stop being elderly in ways. Don’t you know that
it is most pleasurable to die while screwing,

just as they say Phormisius died?

I oix ofr®’ &ri: A common start of a rhetoric question.” The place of this phrase at the
end of the line is not unusual. Particularly in Comedy questions introduced in this way
do not usually await an answer; they rather slightly scold the addressee for failing to
know the facts that follow; cf. Ar. 4v. 609, Ephippus fr. 21, Alexis fr. 222, Diphilus
fr. 76, Athenio fr. 1, etc.

2 §dwToy éomiv amodaveiv Pvotvd’: On the issue of obscenity in Middle Comedy and for
further occurrences of Bueiv see General Introduction p. 18.
The conception expressed here recurs in Ovid Am. 2.10.29-30, 35-36.%

Philetaerus produces two examples of persons who supposedly died in this way;

® Such a — not necessarily linear — development of the debate motif is paralleled by the intermittent
persistence of the ovopaoti xwuwdeiv (cf. General Introduction pp. 17-18). Both phenomena testify to the
continuity of Greek Comedy.

7 Cf. Smyth §2640.

® Ovid parodies the theme of the sombre contemplation of death in Latin elegy; cf. McKeown ad loc.
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Phormisius in the present fragment, and Lais in fr. 9. In fr. 17 Philetaerus employs a
parallel formula, i.e. xaAov 3’ éor’ amoSaveiy alAovuevoy, where the semantic ambiguity
of the word xaAoy, creates a grotesque atmosphere (see comm. ad loc.). On the
contrary, here Philetaerus is more precise in the choice of his words: #%dierov points

uniquely and undeniably to pleasure, whereas xaAov could also allude to ethics.

3 @oguiorov: Phormisius was an Athenian politician of the late fifth — early fourth
century B.C.; cf. Arist. Ath. 34.3, D.H. Lys. 32; PA 14945, RE XX1.541-544.

He is mentioned once by Plato (fr. 127) who targets his venality, and twice by
Aristophanes (Ra. 965, Ec. 97) who satirises his thick beard. The joke is particularly
obscene in the passage from Ecclesiazusae, where Phormisius’ beard is paralleled to
the female genitalia (i.e. Phormisius’ beard = bushy pubic hair; cf. sch. ad loc.). The
idea of bribery seems remote from the context of the present fragment. Possibly the
passage alludes to an otherwise unknown reputation for hedonism on the part of
Phormisius. But it may be that Philetaerus, despite mentioning nothing about his
beard,” looks back to Aristophanes’ treatment of Phormisius. If so, it seems that
Aristophanes’ joke stuck,'’ so that Phormisius remained associated in people’s mind
with sex, to the point that years later a comic poet could still claim that he died while

. 1
having sex.

Fr.7

This fragment is cited by Athenaeus VII 280c-d, within a discussion about
pleasure (7dovm). Both this fragment and most of the other passages cited by
Athenaeus express the idea that pleasure, and in particular pleasure derived from both
eating and sex, is the highest Good. The idea of pleasure as the main goal in life is
already present in elegiac poetry (cf. Mimnermus frr. 1, 7 West), and later it receives
a philosophic treatment by Plato (e.g. in Protagoras, see on Amphis fr. 6.3). In
Athenaeus VII 279f and 280b the notion is summarised through the words of

Epicurus: o0 yag éywye divauar voijoar tayadoy agelwv uty Ty da yuAdy, desAwy 0¢

? Of course, such a reference can simply have not survived.
1 Cf. Hsch. a 7248: of xwuixoi ... EAeyov ... Poguiciovs Té yvaixsia aidoia.

""" Ancient biographies like the appropriate death; cf. Ar. Pax 700-703 (about Cratinus). See Lefkowitz,
The Lives of the Greek Poets, pp. ix, 90, 115-116.
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4 O doeodicivy Hdoviy (cf. 21.1 (Reliquiae) Arrighetti = 67 Usener).'? Cf. below on
noéws Gip.

I would suggest that the speaker below is identical with the speaker of fr. 6,
since the credo expressed here is very much the same. It could be that he continues
the “sermon” started in fr. 6, or else that this is a defence from criticism. It seems
plausible that the two fragments were quite close within the play. It is possible that
here the addressee is the same hesitant individual as in fr. 6, given the agon-like

environment assumed above (cf. introduction to fr. 6).

’ -~ \ 7 ’ € ’ ~

i Oei yap ovra SvmToy, ixeTevw, ToiEly
1 L4 ’ '~ ’

Ay nocws Giv Tov Biov xaS’ quéeay,
éav éxm Tis omodev; aAda Oei oxomeiy

~ LI ’ ’ ¢~ ’
T0UT’ avTo, Tavdewnel’ oplovra mpayuarta,

5 el atptov 0¢ {umde) povtiety 6 Ti

»” ’ ’ 2 2 ~ ’
gorat mepicpyoy éaTiv amoxeiodar vy

1[4 »” b ’
EwAov Evdov Tagylptov

What should a human, being mortal, do, I ask you,

than live their life pleasantly every single day,

if one has the means for it? Indeed, one should focus

on this very thing: contemplating the human conditions,
5 not to care at all of what might come tomorrow;

since it is futile to have hoarded money laid

up without use in store, inside the house

1 ixetebw: See LSJ s.v. 4. The parenthetic usage of ixetedw is quite frequent in both
tragedy (e.g. S. Ph. 932, E. Hec. 97), and comedy (e.g. Ar. Nu. 696, Ra. 299, Alexis
fr. 3). However, in all such cases ixetevw is part of a sentence expressing a request / an
order, i.e. a verb in imperative is either present or most clearly understood (e.g. Ar.
Ra. 11). This is not the case in the present fragment. Here the syntax is totally

different: the sentence is a rhetorical question, which only seeks to present most

2 Epicurus here is misunderstood; cf. D.L. 10.131-132 (Letter to Menoeceus, 131-132 Arrighetti /
Usener), Plu. Mor. 1086c¢ ff.
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emphatically the speaker’s opinion."? ixereiw bears an exclamatory force, and is
parenthetically inserted in the flow of the speech, as if it were to challenge for an
opposite argument. The only other instance where ixeretw is used in this way is
Eubulus fr. 114: xai yap moow xaAdioy ixeteiw, Tépery / avSpwmov éor’ avSpwmoy, av
Zyp Biov... (cf. Hunter ad loc.). Sachtschal'* attempts a different categorisation of the
ixeTevw instances; on the one hand, the cases where the personal pronoun oz is present,
and on the other hand, the cases where for metrical reasons ¢ is omitted, as it happens

in both Philetaerus fr. 7 and Eubulus fr. 114."

2 néwg {fv: Living pleasantly is a broad notion that recurs frequently throughout
Greek literature. In Comedy the particular pleasures understood thereby are usually
eating, drinking, and sex.'® It is noteworthy that these pleasures tend to figure
prominently in the situation enjoyed by the Aristophanic hero after his success; cf.
Ach. 1037ff., Pax 1316ff. The idea also surfaces in the arguments of Hetton logos in
Nu. 1071ff. It is interesting however that in the fourth century there is a marked
tendency for Comedy to deal in a more philosophic way with the issue, as Philetaerus
here does; cf. Amphis frr. 8, 21, Alexis fr. 273, Apollodorus Carystius fr. 5. Both
Menander (fr. 799) and Philippides (fr. 6) equal the conception of 5déw¢ (v with
abstaining from marriage, which of course leaves more space for revelling in
numerous love affairs. The modus vivendi that Comedy commends is sometimes
challenged and disapproved in tragedy (e.g. E. fr. 193 TGF), though interestingly
adesp. fr. 95 TGF (assigned to Euripides by Porson Adversaria 101) champions the

idea of %déw¢ (v with the same zeal as the comic fragments do:

naa 0¢ Syqroic Bovlouar maparvéoar

Tobpquegoy Sy noéws o yap Savwy

13 A parallel to this use of ixerevw is the oath mgos T@v Se@v (cf. comm. on Aristiphon fr. 9.1), since both
invocations originate as an attempt to implore someone.

Y De comicorum Graecorum sermone metro accommodato, 38.

' In both these cases, it cannot be only metrical reasons that dictate the omission of the pronoun. For
here we do not have a personal or a genuine request addressed to a collocutor, but a rather idiomorphic
usage of the verb, as I explain above.

16 See comm. on Theophilus fr. 12.3-4. As to the popular basis of such notions in Aristophanes see

Dover’s introduction to Ar. Clouds pp. Ixiv-Ixvi.
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Al ’ b4 A M M ’
To umdéy éomt xal oxia xata yIovos:

wingot O¢ Biotov (vt émavpéadar ypewy.

5 &ic aliprov ... umdé peovtiCerv: The ideal of carpe diem, i.e. to enjoy the present without
thinking of what the future might bring, occurs early on in sympotic contexts as a
topos; cf. Alcaeus fr. 38 V. It is later championed by Heracles in E. Alc. 779ff., and
Horace appears to echo Philetaerus in Od. 1.9.13: “quid sit futurum cras, fuge
quaerere”. For parallels see Nisbet & Hubbard on Hor. L¢. Cf. also the famous saying

eis abpiov T4 omovdaia (Plu. Pel. 10.4, Mor. 596f).""

7 éwAov: See LSJ s.v. The word originally denotes bread, and any further kind of food,
left from the previous day; cf. sch. Luc. 29.3, 34.31, sch. Ael. Arist. Pan. 148.5.6.
Suda (¢ 1884) gives a metaphorical meaning: 1o Yugpoy, udratoy, dvweeléc, dvioyupov.
Although the occurrences of the word characterising nouns other than food are
numerous (e.g. of a corpse in Luc. Cat. 18, and Philops. 31), this is the only instance
where the word is used in relation to money. The idea conveyed hereby is that storing
wealth is pointless. There is an interesting parallel at Pi. 1. 1.67 (&/ 0% Tic &vdov véuer

nAotTov xgupaiov — justifying the athlete’s life); cf. Id. N. 1.31-2.

Fr.8

The following fragment is cited by Athenaeus XIII 572d. These two lines
seem to confirm the contemporary context of the play (but see introduction to the
play). Additionally, when this fragment is taken into consideration, a debate context
for all the surviving fragments becomes even more plausible. The champion of the
hedonistic lifestyle is again the speaker; here he gives a rather fanciful justification to
his preference of courtesans to a wife (cf. on Amphis fr. 1.1b).

This fragment is a shorter (by one line) version of Philetaerus fr. 5. It is
Athenaeus again who cites fr. 5 (XIII 559a), and assigns it to a different play of
Philetaerus called Kopivaorns. The meaning is not altered by this extra line: we
Taxegov, @ ZeU, xai paraxov To BAéuu’ Exer. The reference to a courtesan is beyond any

doubt. This looks like a genuine repetition, not merely a misattribution. However,

17 Said by Archias, who continued revelling, when he was warned of the conjuration of the Theban

exiles to overthrow the pro-Spartan regime in Thebes, in 379 B.C.
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without further information we cannot say whether this is a recycling or a self-
quotation. The antecedent for the former is Aeschylus (Pers. 811 ~ Ag. 527),'® while
for both phenomena Aristophanes (cf. Th. 472 ~ Ach. 504, Pax 752-759 ~ V. 1030-
1037). We also have the testimony of Athenaeus VIII 347b-c that Ephippus as well
practised recycling; i.e. he reused the lines of fr. 5 from Geryones into another play of

his, the Peltastes.

oUx éTos ETalgas iegoy é0Ti mavTayol,

al’ ouyl yauetijs otdauot s EAAddos

No wonder that there is a temple of Hetaira everywhere,

but none of wife anywhere in Greece.

1 étaipas fegov: There is a pun here on the double meaning of the word éraipa; it can
mean courtesan, but it was also a cult epithet of Aphrodite in Athens, as the patron
deity of courtesans; cf. Hsch. £ 6481, Ath. XIII 571c, etc. In 1. 1 the character seems to
be referring to Aphrodite herself and her numerous shrines; in 1. 2 an element of maga
mpogdoxiay is introduced, since the character shifts from Aphrodite’s epithet to
courtesan. Though within modern printing conventions the cult title requires a capital
letter, in performance it would be impossible to distinguish between the common

noun and the cult epithet.

Fr.9

The following fragment (like fr. 6) comes from Book XIII (ITepi yvvaixiov)
587e-f of Athenaeus, where the discussion revolves around women, both married and
courtesans. The figure of the courtesan receives a renewed interest during the period
of Middle Comedy, and becomes a stock character.'’

The metre is trochaic tetrameter; used normally for a special effect; here it

probably relates to the sermonising nature of the fragment.”’ Courtesans are presented

'* Denniston and Page ad loc. defend the case against the rejection of the line as an interpolation.
1 See General Introduction pp. 20-21.
2 Trochaic tetrameter and sermonising against the courtesans recur in Anaxilas fr. 22. See General

Introduction p. 27.
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in a way that suggests a degree of distaste; this could be an argument against
dedication to their pursuit. The speaker is possibly an old man, who has seen — and
most possibly enjoyed — the flourishing prime of these courtesans, and now he realises
that all of them have grown old and ugly.>’ What he tries to stress is presumably the
vanity of temporary pleasures, since both the prime and the charms of a woman
disappear with time. His words are marked by vigour, created by the two questions
containing negation, where the negative word is emphatically placed first (otgs, 11. 1,
4).

The fragment below suggests that courtesans usually had a long-running
career, and did not leave their profession until late in life.”? The motif is found
elsewhere, cf. Aristophanes fr. 148.1, Xenarchus fr. 4.9, Philetas AP 6.210; see
Hunter’s introduction to Eubulus’ Nawviov. It is difficult to know how literally to take
this motif. It may be that many courtesans continued to practise their profession
beyond their prime (however we determine that), but since Comedy has a tendency
both to literalness and to exaggeration it may be this (rather than the precise

arithmetic of years) which makes the comic poets present the courtesans as actually
old.

ouyi Keoxwmn uev 7om véyov’ étn toroyita,
7 02 Atomeidovs andng TéAeois Etega pvpia;
Oczodirmy 0 <00d’) oldev oldeis oTe To mpdiTOV EvéveTo.
oUgt Aats wev tedevrdda’ améSavey Brvouuév,

5 ToSuias O¢ xai Néawga xatacéoyme xai Oila;
Kooovgag 0z xai Falqas xai Kogwvas ol Aéyw.

megi 0¢ Naidog qiwnd: youpiovs yap otx Exer
2 Tédeois A: Tedéoilda CE 3 o0d” Meineke: om. ACE: oix Jacobs Att. Mus. 111 2 (1800) p. 241

Has not Kerkope already become three thousand years old,
and the disgusting Telesis of Diopeithes another ten thousand?

As for Theolyte, no one knows when she was first born.

! An old man’s reminiscences of his youth are also the context of Anaxandrides fr. 9.

22 “Late” is a relative term with different meanings according to context; the joke may not be literally
true.
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Did not Lais end up dying while screwing,
5 and have not Isthmias, Neaira, and Phila rotten away?
And I say nothing of all the Kossyphes and Galenes and Korones.

As for Nais, I keep silent, for she has no molars.

1a Keoxdmy: The noun xegxwmy signifies the wuxgov tetriviov 1o xadapaiov Aeyouevov
(Hsch. x2342; cf. Speusippus fr. 10). As a woman’s name it recurs on the inscriptions
IG 11 11833 and SEG 26.289.1, and in Lexica Segueriana, Gl. Rhet. » 271.21. We
could conjecture that the reason for naming a woman after a cicada species is to
emphasise the woman’s either incessant loquacity or talent in singing. Alexis fr. 96
supports such an interpretation; a woman’s relentless chattering is said to overpass
that of a xepxwmy, a magpie, a nightingale, etc. (see Arnott ad loc.). As to the
lexicographical entry, it goes as follows: dvoua éraigas, xarovuévme olrw dia
raxondeiay. xégnwnes yap o of xaxolgyor avdpwnor. This is rather suspicious; we do
not know whether the lexicographer had in mind a real hetaira, or whether
Philetaerus’ fragment was his only source for this name, which he interpreted
according to his knowledge of the Cercopes.23 If the latter, then we are obviously
dealing with a fictitious hetaira. Still, the lexicographical entry may be right as to the
origin of the name; Kegxwny can allude to either the mavougyia or the loquacity of a

woman (cf. Bechtel, Frauennamen, 83-84, 93).

1b £y Tetoyidia: A wild exaggeration, capped by the greater exaggeration in the next

line (érepa wupia).

2a Awmneidovs: A certain Diopeithes was a popular target of Old Comedy. He was an
orator (sch. on Ar. V. 380), and a seer (gonouoAoyos; sch. on Ar. Av. 988). His oracular
frenzy along with his crippled hand provided the comic poets with enough reasons to
satirise him; cf. Ar. V. 380, Av. 988, Amipsias fr. 10, Phrynichus fr. 9,24 Eupolis fr.
264, etc. See PA 4309, and Connor CIPh 58 (1963) 115-117. Nevertheless, the

% The mythic Cercopes were notorious for robbing and plundering; see on Amphis fr. 10.1a.
* The Diopeithes mentioned by Phrynichus is once identified with (sch. on Ar. Av. 988), and once

disassociated from (sch. on Ar. V. 380) the character meant by Aristophanes.
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numerous records show that the name was not uncommon,25 so it need not be the man
mocked by Aristophanes and the other Old Comedy poets. A more likely target for
fourth century Comedy is the Athenian politician and general (P4 4327), who was
particularly active from 343 B.C. onwards, when he led new Athenian cleruchs to the
Chersonese and later held a command in Thrace; during this time his policy towards
Philip was mostly aggressive and provocative.26 It is probable that this is another
example of ovouaoti Hou@deit’ against a politician. It is more likely that Philetaerus
picked up on a recognisable contemporary figure, rather than he resorted to the Old
Comedy’s favourite Diopeithes. This hypothesis is crucial to dating the play. If [ am
correct, the play should consequently be dated in the late 340s, within the period of
Diopeithes’ heightened involvement in the Athenian politics and affairs with
Macedon (or perhaps shortly after, but not too late, so that the reference could still be

topical).

2b TéAeous: This is the only surviving reference to this courtesan. Only codex A has
this reading, whereas codices C and E preserve the unmetrical TeAéoiAAa. At first sight
the genitive Aromerdovs seems to suggest either a parental or a marital relationship.28
But if Diopeithes was an Athenian citizen (cf. previous note), it is most unlikely that
his daughter would be a hetaira, since hetairai were normally foreigners. Besides, the
rules of comic decorum did not generally allow for free and respectable Athenian
women to be mentioned on stage by name.?’ Therefore, the genitive Aromeidous should
rather signify that Diopeithes had a long-term love affair with Telesis; cf. the case of
Neaira and Apollodorus in [D.] 59.30 Alternatively, Diopeithes could be a pimp and

Telesis a hetaira enslaved to him (like Habrotonon in Men. Epitrepontes).

2¢ andys: This adjective can be used to characterise a person (e.g. Thphr. Char. 20,
Arist. EN 1108a30), foods and drinks (e.g. Arist. Pr. 873b24ft.), etc. However, the

5 Both in Athens and elsewhere in the Greek world; cf. LGPN s.v., P4 4308-4330.

% See Hammond & Griffith, 4 History of Macedonia, 11 379, 563-565.

?7 See General Introduction pp. 17-18.

? Cf. Smyth §1301.

%% Cf. Sommerstein, Quaderni di Storia 11 (1980) 393-418.

0 Cf. 6 Aibg ... Tavuunidns (E. Cyc. 585); Seaford ad loc. understands the genitive as meaning “Zeus’

cup-bearer or catamite”.
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present context is different. What makes the hetaira Telesis unpleasant is merely her
old age. The idea of becoming disgusting, as one gets older, appears only rarely in
Greek literature, but is already present in Archilochus fr. 188 West. Apart from the
present fragment, I was able to detect the following instances: Alexis fr. 280, D.H. Rh.

6.5.25-26, and Mich. in EN 464.12-13.

3a @soAiryy: This courtesan is mentioned once again in Anaxandrides fr. 9; cf. Millis

ad loc.

3b (00d’): Meineke’s addition to complete the metre, better than Jacobs, for it creates
an emphatic parechesis; cf. the almost similar beginning of the following ofev and the

similar oudess.

4 Aals: The ancient sources refer to two different, both famous, hetairai bearing the
name Aais (possibly meaning lion in Semitic), both flourishing in Corinth, but
without being always easy to discern which one is meant; cf. RE XII.1 s.v. Lais nr. 1
and 2. The one mentioned here must be the younger one. Her mother was the hetaira
Timandra, who originated from the Sicilian town of Hyccara.’' Alcibiades is said to
have had a relationship with Timandra (Plu. 4lc. 39.1). Lais was erréti, when Nicias
brought her as a captive from Hyccara to Corinth in 415/414 B.C. (sch. on Ar. PL
179, Plu. Nic. 15, Paus. 2.2.5, etc.).3 2 As to the elder Lais, she must have originated
from Corinth (Strattis fr. 27).3

The details about the lives of the two homonymous hetairai are so much
intertwined, that we are often presented with contradictory information, which one
can hardly attribute with certainty to either Lais. Nevertheless, Breitenbach
(Titulorum 141-149) believes that there was only one Lais, and that the confusion of

the tradition is due to a wrong interpretation of Plato fr. 196.

31 Cf. Plu. Alc. 39.7-8, sch. on Ar. PL. 179, Ath. X1I 535c¢ (but in XIII 574e we read Damasandra).

32 See Schiassi o.c. 224-230, 244. But Holzinger (on Ar. PL 179) attempts a different interpretation of
the sources and believes that the younger Lais was born between 400 and 390 B.C., and that her father
was Alcibiades.

3 Schiassi places her birth after 430 B.C., and believes that she is the one meant by Plato fr. 196, both
Cephisodorus’ and Epicrates’ plays called Avridai, and Philetaerus fr. 9. To avoid repetition of already

stated material, I would refer the reader to the lemma in RE.
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5 ToSuids — Néaga — ®@iAa: This triad appears again in both [D.] 59.19 and Ath. XIII
593f. In [D.] these three courtesans are said to have belonged to a madam named
Nikarete, a freedwoman of a certain Charisius of Elis (otherwise unknown), while
Athenaeus makes them (along with Nikarete) slaves of Casius of Elis.>*
[Demosthenes’] speech Against Neaira was probably delivered between 343 and 340
B.C..* and treats in length the life of Neaira. A detail may be significant for dating
Philetaerus’ play more precisely: we are told (§37) that in 371 B.C. Neaira had
relations with Stephanos. Given that she was attractive to men by that date,*® the later
we date the present play, the more appropriate the verb xaracéoyme sounds. This
favours even further my hypothesis for dating the play in the late 340s (cf.
introduction and comm. on 1. 2).

It is possible that the name Toduias derives from the Isthmian Games.*’ But
the exact connection with the Games cannot be established with certainty. A freeborn
woman called ToSuias could have been thus named either in memorable honour of the
Games, or because her father (or a member of her family) was a winner at the Games.
But when the name belongs to a hetaira, the meaning is possibly that she can give her
lovers equal pleasure to the one that the Panhellenic Games give to the participants
(Bechtel Frauennamen 53, 126-127).%® Alternatively, the reference could possibly be
to the word /rdusg, alluding to the perineum; cf. Ar. Pax 879-880 with scholia (see
Henderson The Maculate Muse 137-138, Bechtel Frauennamen 127).

As to @iAa, we hear that the orator Hyperides kept a courtesan named ®iAa
(Ath. XIII 590d). Given Hyperides’ lifetime (389-322 B.C.), it is probable that his
®iAa is the same with the one mentioned in our fragment. This interpretation favours
further my suggestion for dating the play in the late 340s (cf. on 1. 2); i.e. it looks

rather impossible that Hyperides, born in 389, was attracted to a courtesan who was

** Probably an error for Charisius, cf. Carey, Apollodoros, Against Neaira: [Demosthenes] 59, ad loc.
33 Cf. Carey o.c. 3; Kapparis, Apollodoros: “Against Neaira” [D. 59], 28.

36 Carey (o.c. 3) places her birth between 400 and 395 B.C.

37 There were female names derived from the other three Panhellenic Games too. We know of at least
one hetaira called ITvSiag, and one adAyroic called Neuedg, see Bechtel, Frauennamen, 52-53.

*® However, Polemon (Preller p. 38) tells us of a regulation that forbade both courtesans and slaves to
be named after such glorious festivals. Still, this was a later regulation (ca. 317-315 B.C.), introduced

by Demetrius of Phaleron, and remained in force only temporarily (so Bechtel, Frauennamen, 53, n. 1).
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described as xatacéomme by the 360s (either Breitenbach’s or Schiassi’s dating — cf.

introduction).

6a Kooaigas: This name appears only in inscriptions (see Bechtel Frauennamen 92, n.
1). Bechtel also thinks that the name alludes to the skinny legs of its bearer, as the ft.
22 of Anaxilas implies (I. 21: BAéuua xai @wvy ywaixcs, To orédy 06 xodiyov).
Nevertheless, given the allusion to either female loquacity or dexterity on singing (cf.
Keoxwmy), we could legitimately discern the same joke here, since we read in
Cyranides 3.24.2 that the blackbird is 7dvgwvoy 1@ Séper moAAa Aadoiv. A further
possibility presents itself, if we accept that Kogoiga bears some kind of relation not to
the blackbird, but rather to the homonymous fish, one of the species of rockfishes; see
Thompson Fishes s.v. xooovpos. We are told that o gagyos xai o xooovges moAhag
yapetas Exovav (Anon. in Opp. Hal. 365.a.8-9). This “habit”, transferred to its human
version, would perfectly suit the activities of a courtesan.

As to the plural (Kogovgas, I'aAqvas, Kogwvag), this usage in fairly common in
Aristophanes; cf. Av. 558-559: tag Adxunvas ... / xai tas Adomas xai Tac Seuélac.

6b I'aAqyag: Despite Hesychius’ assertion that I'aAyvy is an oveua xipiov étaipac (v 99),
this is the only reference to a hetaira with this name. Instead, we have sufficient
evidence that this name was borne by a number of free Athenian women.*® F'aAsuy is
one of the Nereids in Hesiod 7h. 244 (cf. West ad loc.). One can see the sense in the

3

Nereid name, since the word means “calm”. This could also be the basis for the
female name, i.e. referring to a placid and compliant temperament. Alternatively, it
could be a euphemistic joke for a girl with a fiery temper. For a fanciful etymology of

this name see Et. Gud. y295.5-8.

6¢ Kogwvag: Kogwvy was a common nickname for courtesans, though it could also be
borne by free Athenian women (cf. LGPN vol. Il s.v.). Athenaeus XIII 583¢ tells us of
a hetaira called Theocleia, who was given the nickname Corone. Corone is also the

nickname of a courtesan mentioned in Machon 18.435 (cf. Gow ad loc.).** However,

3 Cf. LGPN vol. 11 s.v.; see also vol. 111.A for evidence from Corinth, South Italy, and Sicily.
“* In Archilochus fr. 331 West the word xopavas looks like a generic term for hetairai (on the most

obvious interpretation of this fragment, given the context in which it appears — ap. Ath. XIII 594d).
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there are some other cases, where it is not clear whether Corone is a real name or a
nickname. These are, apart from the present fragment of Philetaerus, Ephippus fr. 15,
Men. Kol. fr. 4 Amnott, and Antiphanes 349 F 2 FGrH.*'

2 or resemble

A hetaira nicknamed Kogwyy can either be as noisy as a crow,”
crow’s proverbial longevity.* The latter fits the context better, given that the current
subject is about courtesans who have always been exercising their profession,
indifferently of their old age. Alternatively, such a nickname could allude to a
woman’s dark complexion and / or hair colour. Finally, it could denote rapacity, given
crow’s predatory nature and the fact that it lives on carrion. Irrespectively of its
primary associations, this name can have further sexual connotations that would be

equally appropriate to the status of a courtesan; cf. Suda » 2105: diapopa onuaiver xai

A} » ~ » ’
TO axpov ToU aidoiov.

6d o0 Aéyw: Praeteritio (“I leave unsaid”); cf. Headlam JPAh 23 (1895) 279-280. This
phrase usually (but not always) occurs at the end of the line, as it does here; cf. A. Ag.
871, S. Tr. 500, El. 1467, E. Ba. 367, Eupolis fr. 99.96, Men. Epit. 128, etc. The
syntax can vary, but the most common cases are either an accusative (as in the present

fragment) or a subordinate relative clause.

7a Naidog: The name of the courtesan Nais does not appear much in the texts, but
when it does, it causes many troubles to the scholars. Since antiquity there has been
much confusion and controversy as to whether Nais or Lais is the right reading in Ar.
Pl. 179; palaeographical error between AAIY and NAIX can most easily occur.
Although the Scholiast ad loc. takes for granted the correctness of the codices for the

“! Hunter (introduction to Eubulus’ Nannion) believes that in this case “Kopwyy was a real, not a
professional name”. See further Gomme & Sandbach on Men. Kol. fr. 4 Amott, and also Hunter /.c.,
for a possible reconstruction of the relationship between the courtesans Corone, Nannion, and
Nannarion.

2 Cf. Et. Gud. 340.17-18: maga 10 xewlw.

3 This is also the opinion of Bechtel, Frauennamen 92-93; cf. Hes. fr. 171 Rzach®. Bechtel records this
name as occurring in Nicostratus (ap. Ath. 587e). However, the name Kogwyn does not exist anywhere
within the corpus of Nicostratus, whereas the fragment quoted in Ath. XIII 587¢ belongs to Menander
(Kol. fr. 4 Arnott, see above).
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reading Lais, both Athenaeus (XIII 592d) and Harpocration (v 1)* think that Nais
should be read instead; cf. Lysias 375 Thalheim.* Nevertheless, all four major
editions of Plutus (OCT, LOEB, Belles Lettres, and Teubner) adopt the reading Lais.*®

Nais is also mentioned by Aristophanes in Gerytades (fr. 179).* There is also

an encomium for her by Gorgias’ pupil Alcidamas (Baiter & Sauppe 11.155).

7b youpiovs yae otx Exei: As with three and ten thousand years of age (Il. 1-2), this is
presumably a grotesque exaggeration. Likewise, Aristophanes in Pl 1056-1059
parodies the single molar of the Old Woman; cf. sch. ad loc.*® Meanwhile, the
possession of fine teeth by a courtesan is considered praiseworthy by Alexis in fr.
103.20-21.

Outside Comedy toothlessness — and particularly the lack of molars — is
recorded as a result of old age; cf. Phot. a 247. Female toothlessness is mentioned
again with distaste in Lysias fr. 1 Thalheim: %¢ ggov Tols odovras aptdufoar [oow

EAdTTous foav] ) i ¥Elpos Tous daxtidovs.”

Oivortiwy (frr. 13-14)

Olvomiwv was the son of Dionysus and Ariadne.”® He was believed to have
reigned over Chios, where he introduced the cultivation of vines.”' It is a possibility

that the play dealt with this person, who must have also had a speaking part. If so,

“ Cf. Suda v 16.

** See RE 1.2, 2863.24-42.

* Schiassi (o.c. 224-226) concludes that Nais is the correct reading for the rewriting of Plutus in 388
B.C., while in the first version of the play in 408 it must have been Lais along with a different male
lover. Schiassi places the birth of Nais in 410 B.C. and her floruit around 388, whereas Holzinger (on
Ar. Pl 179) assumes that she must have reached her forties by 388 B.C. The reading Nais is also
adopted by both van Leeuwen and Sommerstein.

47 Produced in 408 B.C., according to Geissler (Chronologie der altattischen Komodie, 61), or in the
second decade of the fourth century B.C., according to Raubitschek (RE XX.1, 61.49-52). Cf. K.-A.
II1.101.

8 See also sch. on Ar. P/l. 673, and on V. 165.

* The reference in Lysias is to a woman aged seventy years old.

%% A different branch of the tradition makes Theseus the father of Oenopion; cf. Plu. Thes. 20.2.

*! Cf. Theopompus 115 F 276 FGrH, D.S. Bibl. 5.79.1, sch. on Apoll. Rhod. Arg. 244 25ff., etc.
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then Oenopion must have been the speaker in the following fragment. What he says
sounds rather programmatic and generic; therefore, it might be argued that this is part
of the play’s prologue.’ 2 A different interpretation of the title is also possible; either a

"3 or derived from ofvoy,’* the

witty speaking name (i.e. “the one who drinks wine
name Oivomiwy would perfectly describe any comic character set to defend the
legitimacy of wine drinking, and generally of a carefree lifestyle full of pleasures, just
like the one Philetaerus suggests in the fragments above. Indeed, the emphasis on
food in the two surviving fragments might at first sight tell against a mythic theme.
But this should not keep us long; for in Middle Comedy contemporary reality and
myth can intertwine in many ways.” One possibility is that Oenopion kept his
mythical identity, was transferred into a contemporary context, and was portrayed
behaving like a fourth century Athenian, particularly indulgent in wine drinking.
There are good parallels to support such a plot reconstruction; e.g. the role of
Dionysus in Amphis’ Dithyrambos as possibly a modern choral producer (see
introduction to fr. 14 and comm. on ll. 6-7), the case of Aristomenes’ Dionysus
Asketes (cf. Kaibel on fr. 13).%¢

Oivorriwv might well have been the title figure of a play by Nicostratus, if we
accept the emendation of Suda’s mss from Owonoiyp to Oivemiwvr proposed by

Meursius.”’ Additionally, a father in Alexis fr. 113 parallels his drunkard son to

58
Olvomriwy.

Fr. 13
The following fragment is quoted by Athenaeus VII 280d, immediately after
Philetaerus fr. 7, within the long running treatment of the variant meanings and

applications of pleasure.

2 A number of Middle Comedy plays featuring mythic figures in their titles had presumably these
figures delivering a prologue speech; see Webster SLGC 83ff.

> Though the short iota in Oivemiwy makes this etymology less likely.

* So Welcker, Die Aeschylische Trilogie Prometheus und die Kabirenweihe zu Lemnos, 549, n. 848.

3 Cf. General Introduction pp. 24-26.

% In Old Comedy Dionysus appears as Phormion’s disciple in Eupolis’ Taxiarchoi. Cf. sch. on Ar. Pax
347, with Meineke’s correction of Arovigiac to Atdvuaas.

57 In Gronovius, Thesaurus Graecarum antiquitatum 10, 1585A.

3% Armnott ad loc. examines in details the figure of Oenopion.
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What we could possibly have here is another guru giving a lesson on pleasure,
just like the speaker in frr. 6 and 7. In all three fragments, what captures the reader’s /
listener’s attention is the maximum self-confidence, with which these words are

spoken, as if they were not to be denied.

Svyraw o ooor
~ ~ b4 b ’
Coaw naxis Exovres apSovov Biov,
éyw uev alrovs adhiovs efvar Aéyw:
oU yap Savaw dqmovd’ av EyyeAvy gayor,

’3, > ~ ’ ’A
5 OUO  EV VEXPOIT!I TIETTETAL YAUMNIOS

All those mortals who live miserably,
although they have plentiful means of living,
I for one consider to be wretched;

for once you die, you can hardly eat eels,

5 nor is a bride-cake cooked among the dead

2 Cwaw xaxdss: The opposite of ndsws {7y; cf. fr. 7.2. This attitude of contempt against
those living wretchedly, despite having the financial means for a better / luxurious
life, is the same to the one already expressed by Philetaerus in fr. 7.6-7, and is also
present in Apollodorus fr. 16. Antiphanes is also explicit in stating that {7y xaxdys is a
major factor of depression and sadness (fr. 98). Of course, the adverb xaxas in all
these cases is to be understood — within the comic milieu® — as meaning without
luxuries and pleasures. A bad life, i.e. a life without materialistic pleasures, is exactly
what the speaker in Anaxandrides fr. 2 means, when he says that he has not been

living gonorax.

4a dimouy’: The indefinite adverb d7moude*® is mainly used before a vowel, although
there are also some instances where it is used before a consonant (e.g. Pl. Jon 534a,

Luc. Lex. 21.4, Plu. Mor. 556f, etc.). In the latter cases it does not drop the final nu,

%% In other contexts xaxda¢ can be a synonym of Tamswvis, denoting humiliation, and lack of dignity, and
can also mean immoral.

% See LSJ s.v.
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except from Bato fr. 7.3: dymoude xivolor. As to the form dymoud’, this is a hapax one
that occurs only in the present fragment.

The force of this adverb consists in the implications of certainty that conveys.
The speaker expresses their view that happens to be, in most of the cases, a sentence
of a (relatively) catholic truth, whose validity — however comic it may be — is
potentially acknowledgeable by many. Absent from the vocabulary of the three
tragedians,(’1 this adverb appears quite frequently in Comedy; e.g. Ar. Pax 1019, Bato
fr. 5.7-8, Philemon fr. 109.1, etc.

4b EyxeAuv: See RE 1.1 s.v. Aal, Olson & Sens on Archestratus fr. 10.1, Thompson
Fishes 58-61. It cannot be a mere coincidence that Philetaerus chose specifically the
eel as a representative gastronomical pleasure not available to the dead.®* Eels were
considered a luxurious dish that was highly priced; cf. Antiphanes fr. 145.5: dpayuas
TolAdguoroy didexa The association of eels with luxury is already prominent in
Aristophanes; e.g. Ach. 880-894, Pax 1005, Lys. 35-36, etc. Within the text of
Athenaeus eels are praised twice for their exceptional taste. In VII 298b we are told
that according to Hicesius a/ eyyéAeis evguAorepar navrwy eioty iydwy xai elotouayia
dapégovat Tav mAsiotwy, while in 298d eels are described as % Tav deimuwy EAéw.
Herodotus (2.72), Anaxandrides (fr. 40),64 and Antiphanes (fr. 145), provide us with a
piece of otherwise unattested information: that the Egyptians considered the eel to be

sacred.

5 yaunAiog: o sic Tols yauovs meoaouevos mAaxois (Hsch. 7 119; cf. LSJ s.v.) yauyhios is
an adjective that is employed here substantively to denote the wedding cake (i.e. the
noun mAaxols is to be understood). As an adjective, yaunAios is attributed to a wide
range of nouns relating to marriage, such as a song (Ar. 7h. 1034-1035), a dance
(Nonn. Dion. 47.457), a dinner (Phot. Bibl. 73.50b.4), even gods (Hsch. ¢ 2184). In
nearly all the cases both yaunAios and the noun are present in the text. However, in

this fragment of Philetaerus yaunhios is used differently; not only is yaunAios being

%! Sophocles only uses the synonym d7mov once, OT 1042.

®2 For the superiority of eels among fish see Davidson, Courtesans and Fishcakes, 8, 10.

% In Ar. Ach. 962 we hear of an eel priced at three drachmas. This statement is taken literally by both
Oder (in RE l.c.) and Davidson o.c. 186-187. But Starkie (on Ach. l.c.) disagrees.

% Cf. Millis ad loc.
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used substantively, but also this is the only instance where yaunAios is used as a
substantive to denote the wedding cake.

The reference to yaunhios the wedding cake combines nicely two of the three
fundamental notions that we meet continuously in Comedy, i.e. food and sex.®® But
what is particularly important here is that yaunAsos is not a random food item; it is the
food eaten at weddings, a wedding cake. The choice of a word with explicit marital

connotations points beyond mere food and sex to a life of marriage and family.

Fr. 14

This fragment is cited by Athenaeus IV 169e, within a discussion about the
different kinds and names of cooking utensils. After the citation of various fragments
(Anaxippus fr. 6, Antiphanes fr. 95, Alexis fr. 24, etc.), Athenaeus introduces the
present fragment in the simplest way: @iAétaipos Orvomiwyt, after which line 1 is
quoted. Athenaeus resumes with xas nagAw, after which lines 2 and 3 are quoted. There
is no way to know for sure how close in the original text line 1 was to lines 2 and 3.
Though both parts mention the cook Patanion, it does not follow that they were
originally close to each other. On the contrary, the fact that the name Patanion, instead
of a pronoun (deictic or personal), is mentioned again in line 3 suggests strongly that
the two parts were not close. If they were, the second mention of the cook’s name

would be needless and pleonastic.

¢ ’ T ’ ’
0 payeigos obros Iataviwy mposeAdétw

nAgious SToatovixou Tovs uadmras wot doxel

ekerv IMataviwy

Let this cook Patanion come forward

I think that Patanion will have more disciples

than Stratonikos

% The third is wine; cf. on Theophilus fr. 12.3-4.
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1 araviwy: Though not certain (od7os can merely be anaphoric), the line suggests that
the cook appeared in the play. For the cook figure in Comedy see General
Introduction p. 19, and introduction to Dionysius fr. 2.

Pollux (10.107) tells us that matawoy is a kind of dish, an éxméradov Aomadiov
(cf. Hsch. and Phot. s.v. marawa). It is obvious that Philetaerus derives the proper
name Ilataviwy out of maraviov, creating thus, apart from a hapax, an appropriate
name for a cook.®® For the spelling of the term marawov (i.e. either with an initial 7 or

a f), see Amott’s discussion on Alexis fr. 24.3, and Hunter’s on Eubulus fr. 37.1.

2 Jtpatovixov: A musician, a music teacher, and a music innovator of the fourth
century B.C.;%” cf. Machon fr. 11 (cf. Gow ad loc.), and Ath. VIII 347f-352d. The
information about him is for the most part stories and anecdotes, ascribed by Ath. VIII
350d to a lost treatise by the historian Callisthenes, entitled Zrpatovixov
amopvnuoveupuata (124 F5 FGrH). Stratonicus apparently ran his own music school.
The character in this fragment reckons that the cook Patanion will end up with more
students than Stratonicus. The natural assumption is that Stratonicus must have had a
great number of students, but this is inconsistent with what Athenaeus reports in VIII
348d: émeidy év T Odacxaleiw elyey évvéa uev eixovas Ty Movody, Tou d¢ AmiAAwvog
wiav, padmras d¢ o, muvSavouévou Tivos mogous Exor wadmras, Epn “ovv Toic Seoi;
dwdexa”. However, this is obviously an anecdote, meant to display Stratonicus’
readiness in repartee.’® Therefore, 1 would be very cautious about its credibilty. The
truth may be with the comic fragment, which to be effective needs a music teacher
with many pupils as an example, upon which to build and demonstrate the image of
the self-important cook Patanion, and thus comply with the established stereotype of

the cook figure in Comedy.*

% However, Meineke expresses his hesitations as to the originality of Philetaerus: “vereor ne ut alibi
coqui nomen ITaraviwv obscuratum sit” (Analecta 171), all the more that he has gathered himself (FCG
111.298) two further parallels: Agyviwv (Ath. XIII 584f), and IuSaxviwy (Alciphr. Epist. 2.15, 16
Schepers).

" Maas (RE IV.A1 s.v. Stratonikos nr. 2) dates him roughly between 410 and 360 B.C.

% If historical at all, which I doubt, it either may reflect an instance when only two pupils were present
in the class or may have occurred at the very beginning of Stratonicus’ career, when he really had only
two students.

% See introduction to Dionysius fr. 2, and General Introduction p. 19.
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2-3 doxei £€ew: Hiatus at a pause is allowable; cf. Maas Greek Metre §§45, 66.

DidavAoc (fr. 17)

The title denotes someone who loves the music of the aulos, the flute.

Theophilus too wrote a @iAavAog (cf. comm. ad loc.). An interesting parallel is to be
found in ceramic; the word TEPITATAOZX (a synonym of ®iAauvAos), is inscribed on a

red-figure amphora,”®

and refers to a satyr playing the aulos. In view of the
associations of the aulos with the symposion, especially in Athens (see below on 1.
4b), the title may suggest a play that embraced not just love of music but hedonism
more widely.

This fragment is cited by Athenaeus XIV 633e-f. The speaker delivers a praise
of music, and is probably the flute-lover himself.”" Still, this praise of music is not
straightforward, as the hearer may imagine at first; Philetaerus has a joke about sex to
make, but he keeps it to line 3, thus achieving a mapa mgogdoxiav. The content of the
fragment implies an atmosphere related to a banquet. It is possible that a symposion

either is being prepared or has just taken place.

@ ZeU, xahov ¥’ éotr’ amodavely alAovuevoy-
’ bd €/, A 7 b4 ’

TouTols v Adou yap poverc Ebovaia

b4 4 b 7 [ 4 1 A ’

agpodigialery éoTiv. of d¢ Tous ToTOUS

QUTIAQOUS EYOVTES OVTIXTS ATIEIQIQ

5 el TOV TiJov QEPOUTI TOV TETPMUEVOY

By Zeus, it is really a noble thing to die listening to the music of flutes.
For only these persons do have the right to have

sex in Hades, while those whose manners

are uncultured, because of their want of music skills,

5 carry (water) to the perforated jar.

" Beazley Paralipomena 323.
"' Cf. Theophilus fr. 5.
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1 xadov 7’ éor’ amodaveiv avAovuevoy: Interestingly, a parallel to this phrase is to be
found in Philetaerus again, in fr. 6: 7digrov éoriv anodaveiv Bvoinvd’ Gua (see comm. ad
loc.). If we agree with Pearson that Philetaerus alludes to Sophocles in line 2 (see
below), it could also be the case that here he alludes to passages such as Pl. Mx. 234c:
xaAoy elvar o év moAéuw amodvyoxew (a phrase followed, as here, by a justification of
its validity), or Tyrtaeus fr. 10.1-2 West: teSvausvar yag xalov évi mpoudyoiot meaovra /
dvdo’ dyadov mepi §) matidr uapvapevov. Even if Philetaerus did not have any particular
passage in mind, he could still be referring to this notion, i.e. dying bravely in battle.””
This kind of battle vs. party parallel / transposition traces back to martial elegy; cf.
Archilochus fr. 2 West: év dogi uév wor nala ueuayuevy, év dopi & olvog / Touapinos: mivw
0’ év dopi xexAuévog, cf. Id. fr. 1.

It is important that here Philetaerus employs the adjective xaAov instead of
noirrov. The former is ambiguous, since it can also have a moral meaning (whereas the
latter alludes exclusively to pleasure). Thus, self-indulgence and pleasure are raised to
a heroic level. Through the transposition of the spirit of martial elegy into the comic

context Philetaerus achieves the justification of a particular life style, i.e. the 5déws

Ci.

2 uovorg: Pearson considers this as a parody of Sophocles fr. 837 TGF: @s toiwoABior /
xeivor Bpotdy, of Tatta degydévres TEAN / wodAwa’ é Adov Toiade yap movois éxei / iy
Zori, Toic & &Moot mavr’ éxei xaxd.” The preferential treatment in Hades of those
initiated into the Mysteries also features in a number of other passages; e.g. Ar. Ra.
154-158, 455-459, h.Cer. 480-482 (cf. Richardson ad loc.), E. Ba. 72-82, Pi. fr. 137
Maehler, etc. It is interesting that in Aristophanes’ Frogs the flute-music is present
along with torchlight and dance in several scenes that reflect aspects of a real mystic /
initiatory telete (e.g. 1. 154-158, 313-353, etc.).”* The music of the auloi is depicted
as being part of the afterlife happiness of the initiates, who continue the celebration of
rites and the worship of Bacchus in Hades. As a chorus of mystes, they still perform

the sacred procession from Athens to Eleusis.

™ This virtue has been variously expressed from Homer onwards; cf. 1l. 12.243: ef¢ olwvec dpioros
duvveaSar megi matoys. Particularly, it has been exemplified in Pericles’ Funerary Speech (Th. 2.35.1-
46.2, especially §42.1). Cf. also PI. Crit. 51a-b.

" See further Pearson ad loc.

™ See Lada-Richards, Initiating Dionysus, passim — esp. 205-206, 98-100.
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The notion of two distinct categories in Hades also appears on the famous gold
plates / lamellae, found buried in tombs all over the Greek world. Their dating ranges
from the middle — or late — fifth century B.C. down to the mid third century A.D.”
The depiction of the blessed initiates is most explicit in the Hipponium tablet 11. 15-
16, and in the Pelinna tablet 1. 7.7® The initiated in any kind of mystery cults were
thought to enjoy an eternal bliss in Hades. A parallel idea is conveyed in Aristophon
fr. 12, where Pluto dines only with the disciples of Pythagoras (cf. comm. ad loc.).
Ra. 154,212,313, 513, 1302, 1317. Wegner, Das Musikleben der Griechen, 52-8, pls.
4-6

In the present fragment, there is maga mpogdoxiav; the blessed ones are not the
initiates, but those who have musical skill. And of course the blessed life after death
turns out to be sex. In Plu. Mor. 761f one finds another category, the lovers, as the

ones receiving preferential treatment in the Underworld.

4a gumragovs: This adjective, literally meaning filthy, dirty, is used here metaphorically
to denote the uncultured | rustic manners of the uninitiated in music.”” Although
oumrapss, when used metaphorically, can be a characterisation of — among others — a
person (Eupolis fr. 329, Zeno fr. 242, etc.), or a lifestyle (Arist. V'V 1251b12-13), it is
not frequently used to describe one’s manners (tgomor). In fact, there are only two such

instances, the scholia on Ar. Nu. 449 and on Eq. 357.

4b povaixis ameipig: Pseudo-Plutarch in the essay On Music notes: gavegoy ody éx
ToUTwy oTI Tolc maAatoic T@v EAAqvwv einotws mariora mavtwy éuédnoe memaideioda
UOUTIHY. TGV Yap véwy Tas Yuyas @ovto Oeiv dia wouaixijs mAarrel Te xal puduilety émi To
eUaymuoy, oMo ONAoVOTI THS WOUTIXTS UTaQyoUsms TeoS TAVTa Xalgoy Xal TAcav
éomovdaauévyy meabw (1140b-c). Indeed, training in music was an essential part of the
Athenian education.”® The freeborn Athenian children of the better off, éx maidwy
ouixpyv apbauevor (Pl. Prt. 325¢), were regularly sent to music-masters (xSagioral),

where they learnt both to sing and to play the lyre and the aulos (the latter probably

> Cf. Zuntz, Persephone, 293; Segal GRBS 31 (1990) 412.

7 For a reconstruction of these two tablets see Janko CQ 34 n.s. (1984) 91-97, and Segal o.c. 411
respectively.

" See LSJ s.v. and Hsch. ¢ 507, 508.

8 On the Athenian educational system see Pl. Prt. 325¢-326e, Arist. Pol. 8.4.3f%., Plu. Mor. 7c.
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ceased being taught after the fourth century B.C.).” Though education was private
and confined to relatively few, the various Athenian festivals that featured either
music contests (e.g. the Panathenaia) or dithyrambic performances (e.g. the City and
Rural Dionysia) provided the entire corpus of citizens with the opportunity to access
and experience musical culture; all the more that the delivery of the theoric money
made affordable even to the poorer the attendance of the festivals.®’ Hence, the
possibility of finding among the Athenian citizens someone illiterate in music was
rather diminished.*'

Some ground-breaking views on music were already voiced as early as the
beginnings of the fifth century B.C. by the musician Damon, who in his lost treatise
Ageomayiminos discussed in length the importance of music, its moralising and
paedagogical effects — particularly upon the youths, its potential influence on politics,
its structural features (harmoniae and rhythms), as well as the need for the music to be
widely taught and practised. His views are echoed and can be discerned — more or less
easily at times — in the works of Plato, Aristotle, Aristoxenus, Aristides Quintilianus,
etc.”?

However, playing the aulos was an altogether different case.®> Within the
Athenian society the profession of the flute-player was largely confined to foreigners,
females, and slaves.® It was considered an unbecoming occupation for a freeborn

citizen;® Alcibiades was said to have refused to play the aulos, for he considered it

7 See Marrou, A History of Education in Antiquity, 36-45, 134-137.

89 Cf. Hansen, The Athenian Democracy in the Age of Demosthenes, 98.

81 It was not exceptional to be able to sing to the lyre (x13z¢wdia), and this probably extended beyond
the elite; cf. Ath. IV 176e.

%2 See Lasserre, Plutarque: De la musique, 53-95; Barker, Greek Musical Writings, 1 168-170; Wallace
in Wallace & MacLachlan, Harmonia Mundi, 30-53.

% For a detailed account about the aulos see Wilson, in Goldhill & Osborne, Performance Culture and
Athenian Democracy, 58-95, and West, Ancient Greek Music, 81-109.

# Though the situation appears to have been different during the early fifth century (e.g. there is
evidence of khoregoi who also stood as auletai for the poets they funded); cf. Wilson, The Athenian
Institution of the Khoregia, 130-131.

8 Aristotle calls gulos an dpyiaorixév instrument, whose practise has the disadvantage of xwAler 76

Aoyw (Pol. 1341a20-25). Therefore, he disapproves its introduction into education.
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Grewéc and dveevzoov (Plu. Alc. 2.4-6).3° Being present in almost every single
occasion of both the public and the private life of the Athenians,®” the aulos was also
a quintessential part of the symposion.88 This was one of the few occasions when
freeborn Athenians exercised flute playing, along of course with the ad hoc hired
atAyroides. Such a sympotic milieu may also form the background of the present
fragment of Philetaerus. Indeed, dying while listening to the music of the aulos is
mostly imaginable in a symposion context. Besides, the verb aggodigialerv indicates
that there is more at issue here than love of music. Given the connection of sex with
the music of the aulos, it is interesting how Wilson establishes a relation between the
musical and the sexual, with reference to the auletrides, who understandably provided
both musical and sexual services.*® Philetaerus clearly refers to this musical (and
other) entertainment taking place at the symposia and carried out by courtesans, who
acted as flute- / lyre- / and harp-players (alAyrgides, idapioroies, YaATotes). In
Philetaerus’ language then, those “uncultured and lacking music skills” were the ones
who did not revel in banquets, or, as Anaxandrides would say, “did not live a real

life” (fr. 2.4: gonorios ovx §wy).

5 midov ... TeTequévov: The word Udwpg is to be understood here. Carrying water in a
leaky jar was the punishment inflicted upon the Danaids in the Underworld for having
killed their husbands; cf. sch. on Luc. 77.21.4.°° Apart from the Danaids, the ancient
sources name two additional categories, namely the impious and the uninitiated, as the
ones suffering this punishment in Hades. As to the impious, cf. Pl. R. 363d: Tovs d¢
avogiovs al xal adixous ... xooxivw Udwe avayxalovat géger (cf. Suda &1 321). Of course,

the impious may be the uninitiated (but certainly not only them). In Plato again one

% See Wilson in Goldhill & Osborne o.c. 58, 74, 87-95. Such an attitude of contempt may originate
from the rejection of the aulos by Athens’ patron goddess, Athena. Wilson discusses this myth in pp.
60-69.

87 In most festivals, in sacrifice, in weddings, in funerals, etc.; c¢f. Wilson in Goldhill & Osborne o.c.
58, 76-85.

8 Wilson discusses thoroughly the role of the aulos at the symposion (Goldhill & Osborne o.c. 82-85).
¥ In Pratinas fr. 708 PMG the description of the aulos may have sexual connotations (l. 14: Toumdve
déuas memAaouévov), cf. Wilson in Goldhill & Osborne o.c. 69, n. 46.

% See also Zenobius 2.6, [Plu.] De Prov. Alex. 7, Suda a 3230, & 315, and Hor. Od. 3.11.25-28. In D.S.
1.97.1-2 we hear of an Egyptian custom, according to which priests carried water daily to a perforated

jar.
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reads (Grg. 493b): aSAiwrator av elev, of auimro, xai @ogoiey el Tov TeToquévoy midov
Swo étéew TowbTe Tetomuévew xoonive.”' This conception is also present in a painting
of Polygnotus, which is described by Pausanias 10.31.9ff. The depicted figures carry
water in broken pitchers (although the jar is not referred to as being leaky). Pausanias
identifies these figures as uninitiated women (10.31.9, 10.31.11).

The unhappy fate of the uninitiated is a recurring motif, and the contrast
between the two groups, the blessed and the damned, is clear and sharp.”” In the
present fragment Philetacrus modifies this motif, gives it a comic twist, and exploits it
for his own poetic purposes. According to his new version, the privileged ones are
those who have undergone a different kind of initiation, that is an initiation into the
music culture. These, like the proper initiates, can enjoy a blissful afterlife.
Forseeably, Philetacrus, being a comic poet, assigns to this bliss his own
interpretation, which is of course a permit to orgies and revels.

In view of the reference to sex in this passage, the mention of the Danaids may
have further connotations, since their crime was exactly the rejection of sex, as well as
the rejection of marriage, which led them to kill their husbands. Mutatis mutandis and
with a comic adaptation, those who do not practise music, and hence have no
permission to sex, are condemned to suffer the same punishment as the original

sinners.

°!'In [Plu.] De prov. Alex. 7 both the souls of the uninitiated and the Danaids are said to suffer this
punishment.
°2 See Richardson on h.Cer. 480-482 for a thorough discussion.
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THEOPHILUS

As I point out in the General Introduction,' Middle Comedy is a contentious
category; there is fluidity at both ends. Theophilus wrote toward the end of our period
and may have written not only plays which we could categorize as Middle Comedy,
but also plays which might reasonably be designated New Comedy. Korte (RE V.A2
s.v. Theophilos nr. 10) traces his floruit in the period of Philip II and Alexander the
Great of Macedon. He is first recorded as a winner at the Dionysia of 329 B.C. (/G II’
2318.354). In the Dionysia of 311 B.C. he competed with the play ITayxgatiasrys and
won fourth place (JG II* 2323a.49). He came fourth again in either the Dionysia or the
Lenaia of an unknown year (/G 1% 2322). Cf. Suda $195.

Anddypor (fr. 1)

The title presents an interesting case. It denotes emigrants, people who are

abroad, away from their place of origin. But although both the verb amodyuéw and the
noun anednuia are commonly used in fifth and fourth century Attic texts, the noun
amodnuog is rare.” This may be relevant to Moeris’ claim (195.34) that the Attic word
was éxdnuog, instead of amodyuog; his claim is accepted by LSJ (s.v. amednyuoc), though
Gomme & Sandbach suggest amodnuos as a supplement of a lacuna in Men. Georg. 6.
It may be that Theophilus chose this (in attic Greek) uncommon word as a title for a
play which apparently dealt with non-Attic people, i.e. with emigrants?

The only surviving fragment of this play is cited by the Scholiast of Ars
Grammatica of Dionysius Thrax, p. 159.23-26 Hilgard. His aim is apparently to
emphasise the importance of the 7éxvy 7yeauumarixy. He claims that this kind of
knowledge is more useful to life than it is music or astronomy, and, therefore, not
even slaves were left illiterate by their masters.

It is clear from the fragment that the speaker is a slave, and particularly a non-
Greek one. This is one of the rare instances, where the content of an isolated fragment

seems directly relevant to the play’s title. Meineke (II1.626) suggests that he must be a

" pp. 12-13.
2 Within Comedy it occurs only once more, Men. Mis. 231. A cursory search of TLG showed that
outside Comedy too it occurs rarely and only in later authors (e.g. Diodorus Siculus, Herodian,

Artemidorus, etc.).
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freedman, who still lodged in the house of his previous master, and remained part of
his clientele. The suggestion has much to recommend it. A slave going abroad without
his master seems implausible, unless, of course, he was a run-away, which seems
again rather improbable, given the obvious affection for his master. The fact that he is
not Greek becomes evident from what he says about having been introduced into the
Greek culture by his master (1. 3-4). If Meineke is right, perhaps the slave has been
granted his freedom just recently, and now resolves to return to his country of origin,
along with other freedmen; hence the plural in the title. During their stay in Athens,
these slaves were emigrants (anodnuor). This forthcoming departure, however, troubles
the speaker, who must have become intimately close to his master. Therefore, he goes
on to deliver the speech below, a monologue apparently, where he expresses his
hesitation to act the way he has planned. He evidently finds himself in a state of
agitation and internal debate; cf. 7/ gnus (see on 1. 1b). This style of language bears a
tragic quality; what comes to mind particularly as a precedent is Medea’s hesitation
speech in E. Med. 364-409 (cf. particularly 11. 386-388: xai oy Tevaoi tic pe déberas

nohig; / Tis ¥y aovAov xai dowovs exeyyvous / Evos magaoywy gloeTal Toluov déuac;)

’ ’ Al ’ ~ 4
xaitol Ti @yt xai Ti dpay PovAeloual;
1 r ’ ‘ b 1 ’
TeodoUs ATIEVAl TOV AYATNTOV DeamoTnY,
\ ’ ] ~ s © ’
TOV Tpo@éw, TOV awTipa, 01’ 0v eldoy vouous

EAMyvag, euadov yoauuat’, éuugdny Seoic;

3 eldov cod.: ciyov Meineke, pvwy id. ed. min.: $dew vel oy Richards p. 68

But what am I talking about and what do I resolve to do?
Depart having betrayed my beloved master,
my foster father, my saviour, thanks to whom I learnt the Greek

laws, I learnt to read, I was initiated in the gods?

1a xaitoi: Here the compound article xairor has an adversative sense, meaning but, and
yet. Denniston notes that it is “used by a speaker in pulling himself up abruptly” (GP
557). This helps us understand better the context; i.e. the speaker must have been

debating with himself, without being able to reach a final resolution.
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1b xairor ti @mu: This self-addressed question recurs in A. Pr. 101, Luc. Rh. Pr.
11.13, etc.; cf. also some variations: S. OC 1132 (xaitor 7 pwvd;), and Ar. Ec. 299
(xairor T Aéyw;). The speaker seems to be having second thoughts on what he has just
said, as if he were doubtful about the present situation. Likewise, in the present
fragment the speaker seems to face a profound dilemma, and sounds very close to

changing his mind about leaving.

1¢ i dpdy BovAebouar: Here the verb BovAciouar means resolve to do something; cf. LSJ
s.v. B.4. Both this particular question and the overall style bear a tragic overtone, as it
is also the case in a number of parallels; cf. Ar. Th. 71 (& Zel, i dpaoar dwavoei ue
Tiuepov;), Pax 58 (& Zeb, 1i mote Poudever moteiv; — see Olson ad loc.), Ach. 466 (xaitor

i dpdow;), PL. Tht. 164¢ (xaitor T/ mote wérlouey ... dodv;), etc.

2 mpodolc: The verb mpodidwur and its derivatives are often used in both comedy and
tragedy within a serious context, the meaning being that of betrayal, unfaithfulness,
disloyalty, and the like, concerning a vital issue; cf. Ar. Ach. 290: & mpodora T7g
natpidos (the chorus of Acharnians to Dicaeopolis about making peace with Sparta),
A. Ch. 894-895: gideic Tov avdea; Toiyap év Tavt® Tagw / xeigy: Savovra & ol un
meod@s mote (Orestes to Clytaemnestra alluding to her conjugal infidelity towards
Agamemnon), S. Ant. 45-46: Tov yolv duov, xai Tov gov, Ny aU un JéAys, / adergov ov
yag On mgodolo’ alwoouar (Antigone to Ismene about accomplishing her duty of
burying her dead brother). Similarly here mgodous stands out as a particularly strong

term, bearing serious moral implications of a tragic quality.

3 Teopéa: The tragic tone introduced by 7/ gnus (1. 1), and continued by mpodods (1. 2), is
here reasserted by eopéa. This is the only occurrence of this word within Comedy.
The elevated style and diction are unlikely to be paratragic, but probably reflect the
seriousness of the anxiety of the speaker.

The short final & is noteworthy; cf. Gow on Theoc. 8.87. Moeris 187.11 gives
some examples of accusative of words in -evs, and notes that the Attics maintain a
long final @, whereas the other Greeks a short one. Within Comedy this short-alpha
accusative recurs in Euphro fr. 3, where the speaker juxtaposes yuyéd to uxtngiav,

TeutAloy 10 oelimAa, and gaxéav 10 gaxdjy, in his attempt to distinguish between familiar
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and less familiar / non-Attic words and formations. Athenaeus quotes Euphro’s
fragment (XI 503a-b) to support the assertion of Heracleon of Ephesus that ov nueic
Yvyéa xatoluey, Yuxtnpiay Tives ovoudlovoty. Tous 8 ATTixols xai xwwwdelv Tov Yuyia wg
Evixov Svoua (Ath. XI 503a).” The non-Attic word forms unsurprisingly a non-Attic
accusative. The word yuyéa is also supposed to have been used once by Alexis,
according to Athenaeus XI 502d: AAebis év Eiobouéve onai “toxsrvAoy uyea” (fr.
65).*

In the present fragment the non-Attic form tgopéa is put in the mouth of a non-
Attic speaker within a play that has for a title a not particularly Attic word (cf.
introduction). I think this is all too much to be a coincidence. Besides, it is remarkable
that the form Tpogéa does not occur anywhere else in poetry.5 So, not only is the short
final @ a sign of a non-Attic dialect, but also the formation tgopéa is uncommon in
itself. Could this be a foreigner who despite speaking very well Greek (he admits he
learnt the language; cf. 1. 4), still reveals his origin? This would parallel (in an
attenuated form) the use of non-attic and non-Greek dialects in earlier Comedy; cf.

introduction to Mnesimachus fr. 7.

3-4 eldov vouous “EAAmvag: The speaker names three benefactions made to him by his
master. His tone is grateful, his words are loaded with Greek ideology, and he speaks
in the way the Greeks liked to hear someone non-Greek speaking of them, i.e.
acknowledging their cultural superiority. Laws, education, and religion are cultural
fields of which the Greeks felt particularly proud.

The first benefaction has been his introduction to the Greek legal system. This
advanced aspect of the Greek civilisation is already mentioned in Hdt. 7.102 through
the mouth of Demaratus, who, in his address to Xerxes, attributes the Greek quality of

virtue (apet)) to the effective Greek laws. There is also a famous passage in

? Though it is possible that Heracleon is simply drawing on Euphro, and therefore is not telling us very
much, still Euphro’s fragment shows that the form fuyéa was not a familiar fourth-century Attic word.

* Amott ad loc. acknowledges that the word did not sound Attic. However, the words temxérvAov Yuyéa
survive isolated and that is all we get for a fragment; hence Arnott reasonably argues that “there is no
need to assume that this phrase was necessarily written in the accusative case”.

3 Particularly in tragedy, although other cases of the noun rpogels are used (e.g. A. Ag. 729 Tpogeiow, S.
Ph. 344 1oopels), in the accusative it is the form rgogov that is used instead; cf. S. OT 1092, E. El. 409,
etc. It is only in later prose that we find rgogpéa; e.g. D.S. 4.4.3, Philo 3.177, Dion. Byz. 24.2, etc.
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Euripides’ Medea, where Jason boasts about the Greek legal system and claims to
have saved Medea, having taken her away from the barbarians (1l. 534-538).

Also in Aeschin. 1.5 democracy is said to be underpinned by vouos: 1a uev T@v
dnuornpatouuévwy couata xal THv mohiteiay of vowor o@bovar. The importance of law is
also emphasised by Demosthenes in a number of passages; e.g. 21.34, ibid. 225,
25.20, etc. See further Dover, Greek Popular Morality, 74-75, 86.

The reading c@ov is preserved by the codices, but several alternative
conjectures have also been made; cf. crit. app. If we choose to alter the text, both
conjectures by Richards seem promising, since they are palaeographically close to the
preserved text (unlike Meineke’s éyvwy), and also convey the meaning of learning that
we need. But if we accept e@ov as correct, then we should understand it
metaphorically, i.e. meaning fo learn, to be shown, to be introduced into. It is possible
that here e@ov anticipates the metaphor in Zuvndmy. See e.g. Mylonas, Eleusis and the
Eleusinian Mysteries, pp. 274-278 for énonreia (beholding) of the secret objects as the
climax of the Mysteries. One might argue that Greek culture (here its laws and
religion) are treated as a mystery closed to barbarians, who can be initiated into this

knowledge only by becoming part of Greece.

4a yeapuat’: Writing was introduced into the Greek world in the early eighth century
B.C. Though it is the Phoenicians who are to be credited with the invention of a basic
alphabet and the principle elements of writing, Greeks have gradually grown to
appropriate the invention of writing, on the basis of the number of features they added
and / or modified to make it fit for the Greek language.® This is reflected in the myth
of Palamedes, who was believed to have invented certain letters of the alphabet; cf.

Hyg. Fab. 277.1.

4b éuvndmy Seoig: Introduction into the Greek religion. This may be a metaphor — the
Greek gods are exclusive to Greece; cf. on 1. 3-4. The speaker came to know and
worship the Greek gods. But the presence of uvéw may call for a more specific
interpretation, since wuéw is the terminus technicus for the initiation into the mystery

cults. It is possible that the master provided for his slave to become a mystes, an

® Cf. Thomas, Literacy and Orality in Ancient Greece, 52ff.
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initiand, and thus gain an insight into the privileged world of the mysteries (cf. belief
in a blessed afterlife, etc.).’

Here wuéw takes the dative (Seoic). This is a rather uncommon syntax that
recurs, rarely again, in later texts; cf. Alciphro 1.4 wveicdar yauw, Corp. Herm. fr.

23.46.2 1¢ TH¢ advmias ayadP uvnIdot.

BowwTia (fr. 2)

The title denotes a Boeotian girl / woman. Homonymous plays were also

produced by Antiphanes and Menander, whereas Diphilus wrote a Boiwriog. Either
Plautus or Aquilius is the author of a Latin play Boeotia. Webster (IM 127) suggests a
recognition plot for Menander’s play, and implies the same for Theophilus’ case
(SLGC 77). Nevertheless, the existence of possible parallel case(s) does not suffice to
support such an assumption; all the more that the evidence from the fragment itself is
too scanty, and does not point to any particular plot threads. Given the frequently
recurring motif of titles denoting a foreign girl,® this play could possibly narrate an
event from the life of a Boeotian girl in Athens. She is probably the subject of the
discussion in this fragment. The speaker describes — probably to a friend — how nicely
a person mixes the wine. Since there is nothing that obliges us to understand a male
subject, the Boeotian girl could well be meant here. She could have been a hetaira,
entertaining the guests at symposia; if so, one of her duties would be to mix and pour
the wine.® Alternatively, she could simply be a slave in someone’s — not necessarily
the speaker’s — house.

The fragment below is cited by Athenaeus XI 472d. The speaker expresses his
enthusiastic admiration; he has probably fallen in love with this girl. The present case

is paralleled by Theophilus fr. 12 (cf. introduction to the fragment).

TeToaXOTUAOY 08 XUAIxa xepauedy Tiva
~ ’ ~ ~ ’
T@Y OnoixAeiwy, nds doxeic, nepavvier

xals, ape®d Géovaayv: o0’ av AlroxAdic

7 See Burkert, Ancient Mystery Cults, 5,9, 22-24, etc.
® See introduction to Amphis’ Asuxadia.

® This would be another instance of a narrated symposion (cf. introduction to Mnesimachus fr. 8).
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oUTwe pa TV vy e duws T4 debi@

5 apas évaua

1 xegaucdy lacobi ap. Mein. V 1 p. cexxvii: -éav A

She mixes thoroughly a one litre wine-cup, an earthen one,
one of those Thericleans, wonderfully,
fermenting with foam. Not even Autocles,
by Mother Earth, could lift it with his right hand and
5 distribute it so gracefully

1a Tetpaxotuloy xUAxa: This xuAi§ is large enough to hold four xotvAasr. A drinking cup
of a similar capacity is mentioned in Alexis fr. 181 (cf. Amott ad loc.). The xotiAy
was a liquid measure (and also a dry one); cf. sch. on Ar. Pl. 436: xotiAy 3¢ éoriv eldog
wétpou, 0 Aéyouev nueic muikeorov. See LSJ s.v. 3. It was approximately equal to a
quarter of a litre (half a pint); cf. Hultsch, Griechische und rémische Metrologie, 101-
108. A compound epithet consisting of a number plus the noun xotiAy was regularly
used to describe the capacity of drinking vessels; e.g. dxotvAos AmuSos (Sotades fr.
1.33); wadar dwxorvAor, Toxotuder (Dionysius fr. 5.2); Apwdov émraxituAov
(Aristophanes fr. 487.1-2).

By metonymy the word xJA«£ stands for the wine itself (instead of the wine-

cup); cf. Eubulus fr. 148.8 (see Hunter ad loc.), Ar. PI. 1132.

1b xepauedv: The specification that this is a terracotta cup could have been left out and
still the text make sense. However, this detail is important, for not only does it make
the text more pictorial, but it also underlines the fact that the cup was heavy, and still
the girl was able to handle it gracefully.

The reading xegpapedv was suggested by Jacoby; cf. crit. app. The codices’
reading is xepaucav; cf. Pl. Ly. 219¢, Polemon fr. 75 Preller, Ath. XI 494c, etc.

2a Onowdeiwy: See Daremberg & Saglio, Dictionnaire des Antiquités Grecques et

Romaines, s.v. Thericlea Vasa. This type of drinking-cup was allegedly named after
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the craftsman who first made it.'® His name was OnoixAi; he originated from Corinth
but moved to Athens, and, according to Athenaeus, was a contemporary of
Aristophanes; cf. Ath. XI 470e-472¢. Nevertheless, Amott (on Alexis fr. 5) is very
sceptical as to the validity of Athenaeus’ dating; instead he convincingly argues that
Thericles’ floruit must be placed between 380 and 370 B.C. The Thericlean cups were
considered an item of luxury, designated primarily for the wealthiest among the
Athenians; cf. Ath. XI 469b. What particularly differentiated the Thericleans from the
rest of the cups was the black shiny polish,'" with which they were completely
covered, and which made them particularly lustrous; cf. Theopompus fr. 33, Eubulus

fr. 56 (see Hunter ad loc.). See Arnott’s thorough note on Alexis fr. 5.

2b nas doxeic: This is an idiomatic phrase, a colloquialism, which occurs frequently in
both comedy and tragedy in variated forms. It serves to intensify the speech and add
liveliness. Cf. Ar. Ra. 54 (wés oizt apodea — cf. van Leeuwen ad loc.), Ec. 399 (méoov
doxeic), E. Heracl. 832 (mooov Tiv” avyeis), ete. It can either form part of the syntax (e.g.
Ar. Ach. 12) or be parenthetic and possess an adverbial / exclamatory force, as it
happens here, and also in Diphilus fr. 96, etc. See further Fraenkel on A. 4Ag. 1497,
Pearson on S. fr. 373.5 TGF, and Hunter on Eubulus fr. 80.7-8.

3a ape® Géovaav: “The ‘foaming’ Thericlean is a commonplace” (Hunter on Eubulus
fr. 56); cf. Alexis fr. 5, Antiphanes fr. 172.4, Aristophon fr. 13, Eubulus fr. 56.2, etc.
This notion of the foaming cup of wine is at least as old as Pindar O. 7.1-2: gigdav ...
/ aumédov xayhaloigay dpoow; cf. Philostr. VA4 3.25.

In the present fragment the bubbling wine adds texture to the scene, and
provides the listener (both the speaker’s collocutor and the audience) with a visual

description.

3b AvtoxAdis: A certain Autocles is also mentioned by Timocles fr. 19. Although Diels

& Schubart'? consider him unbestimmbar, they still cite as parallel the present

' For an alternative — linguistically implausible — etymology see Ath. XI 471b.
' We also possess evidence of some gilt Thericleans too; cf. Ath. XI 478b.

"> Didymos Kommentar zu Demosthenes 10.70, col. 10.3.
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fragment of Theophilus; cf. P4 2718. Bergk'? suggests a further identification with
the Autocles mentioned by Heraclides Ponticus fr. 58 Wehrli. According to
Heraclides, Autocles was a spendthrift who squandered the family fortune, and then
committed suicide by taking hemlock. Although Kock refrains from attempting any
identification (I1.474), I would be willing to accept that Theophilus, Timocles, and
Heraclides refer to the same Autocles. In fact, Heraclides uses a rhetorical question to
introduce Autocles, i.e. “who was that wasted the riches...? Wasn’t it Autocles...?”.
This suggests that Heraclides presupposes that the persons and the facts that he
mentions are well known to everyone. Likewise, both Theophilus and Timocles
content themselves with mentioning Autocles simply by name (cf. svouaoti xwuwdeiv),
and expect their audience to identify him; this suggests that Autocles was a widely
known person. If we combine the information from the three sources above about
Autocles, then we get a picture of a bon-vivant, a person who knew how to live the

good life, and enjoyed indulging in pleasures.

4a pa T pi: This is an oath that emphasises the preceeding negation. Generally, the
particle ua is most commonly used to reinforce a negation; cf. LSJ s.v. ud I11.1. Arnott
(on Alexis fr. 128) notes that in Comedy this oath is spelt solely by male characters;
cf. Ar. Pax 188, Ephippus fr. 11.2, Men. Dysc. 908, etc.

4b  evpuSuws: “Rhythmically, gracefully”. This adverb denotes a subtlety in
movements and a certain dexterity, as in Anaxandrides fr. 16, Plato fr. 47, and E. Cyc.
563.

5 évaua: Here the verb vwudw means to distribute (the wine)." The verb appears with
this sense already in Homer; e.g. /I. 9.176, Od. 21.272, etc. Cf. Pi. N. 9.51,
Antimachus fr. 20.4 Wyss, etc.

1 Commentationum de Reliquiis Comoediae Atticae Antiquae, 251.
'* However, LSJ cite Theophilus’ fragment under the meaning II.1: “of weapons, implements, etc.,
handle, wield”.
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Tatooc (fr. 4)

On the title see introduction to Aristophon’s homonymous play.

The fragment below is cited by Athenaeus VIII 340d-e, within a series of
fragments that satirise the politician Callimedon, who had the nickname Crayfish
(xapaBos — see below, 1. 3f). Amott (introduction to Alexis’ Aopxigc 7 ITormiovoa)
locates his active period in Athenian politics between the years 345 and 318 B.C; cf.
Webster CQ 2 n.s. (1952) 22."° These rough limits are compatible with Theophilus’
career (see introduction). It is worth bearing in mind that Targds is the first play listed
by Suda 3 195 under Theophilus’ name. This could be a mere coincidence, although it
could perhaps indicate that Tatgos was either the first play produced by Theophilus or
his first victorious play. Whatever the case, it should be assigned to a date before 318
B.C., when Callimedon was condemned to death in absentia, and subsequently left
Athens for ever; cf. Plu. Phoc. 35. See Droysen, Histoire de 1’ hellénisme, 11.1.209,
Webster o.c. 21.

In the fragment below, a son appears taking care of his father’s diet. We know
that doctors / physicians acknowledged the importance of a healthy diet, to the point
that some even wrote cookery books;'® it is therefore a possibility that the doctor is
the son himself (though this cannot be established with certainty).

The fragment is in trochaic tetrameters. In general, the trochaic tetrameter is
reserved for a special effect; e.g. one regular use is to make programmatic statements
about lifestyle.'” Our fragment is an indirect dialogue, reported by a third party, and

refers to a youth held up as a model because of his concern for his father.

TTaS OF QIAOTIWS TIPOS AUTOY TV Veavigxwy \J —
- 2 ’ ’ ~ ’
— U — U éyyéAciov mapatéSeine T¢p maTol.
" 5 ’ , ~ 1 ’ "
Teudis Ty xonoTy, maTeidiov. Mg Exeis mpos xagabov;

” ¢U ’ » ” " some ’ » ’ "
0005 ETTIY, ATaYE", QNTI* "PNTO0WY 0V Yevoual

'> Nevertheless, Davies (Athenian Propertied Families, 279) believes that his public career did not
begin until the late 320s (still, he allows an early date during the 340s for the comic references to him).
' cf. Hp. Acut. 28. See Dohm, Mageiros, 180, Arnott’s introduction to Alexis Kpareia (esp. p. 314),
Hunter on Eubulus fr. 6.

'7 See General Introduction p. 27.
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1 fin. Zxer add. Kock, éywv Herw. Anal. p. 42 2 (téuagos éAabev) Syxédeiov Kock éyy. magart.,
(at’ towtd) “moregov % / Tucker CIQu 2 (1908) 195

Every one of the youths vies emulously with him.
... Suppose he has served a small eel to his father.
“The squid was wholesome, papa. How do you feel about some crayfish?”

“He is frigid; begone”, he says; “I am not tasting public speakers”

1 @ierinwg: Kock suggested the verb éyer as an appropriate filling of the lacuna; cf.
crit. app. Indeed, there is a stereotyped phrase that goes pidoriuws moos Tva éxerv (e.g.
Pl. Chrm. 162c¢), or pidetiuws éxev moos 1 (e.g. [D.] Erot. 38.3); cf. LSJ s.v. The point
of the fragment is apparently to establish the speaker as a good son, and as a model
for other young men. The idea is not new; in Pi. P. 6.28-42 Antilochus sacrificed his

life to save his father.

2a éyxéleoy: This is the diminutive of éyyeAvs (eel); cf. Thompson Fishes 58-61. No
pejorative sense seems to be attached to the diminutive form of this noun, neither here
or in other comic fragments; e.g. Ar. fr. 333.7, Pherecrates fr. 50.3, Antiphanes fr.
221.4, etc. Hicesius (ap. Ath. VII 298b) tells us that eels are highly nutritious and
wholesome (see further on Philetaerus fr. 13.4). This is in accord with the hypothesis
made in the introduction, i.e. that the speaker is a trained doctor, who arranges a
healthy diet for his father. Nevertheless, the other items offered (squid and crayfish)
are not attested elsewhere as having any particular healthgiving properties; this might
tell in favour of an alternative interpretation, i.e. that the son is not an expert, but he

simply tries to tempt his father to eat.

2b magatédeixe: This is an example of the use of the perfect in hypothesis (i.e. “let’s
suppose...”). In such cases the perfect tense is usually preceded by the words xas on;
e.g. E. Med. 386: xai on tedvao- tis ue déketar modis; However, according to Kiihner-
Gerth (I § 391.1) xai o7 can sometimes be omitted and still the meaning be that of
envisaging a hypothetical situation in the future; e.g. E. Andr. 334-335: té9vyxa 1§ of

Juyatol xai y’ anwAsaey: / pwiaipovoy pEv oUxeT’ ay guyor pioog.
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3a tevdig: The squid. See Thompson Fishes 260ff.; Palombi-Santorelli 295ff. In
Alexis fr. 84 we hear of some instructions about the stuffing and cooking of the squid;

cf. Arnott ad loc. for further details and bibliography.

3b xomori: This adjective has usually the meaning of wholesome, when it refers to a
food item; cf. LSJ s.v. But it can also mean fasteful and / or of good quality; cf.
yomorov Tagigov (Ar. Pax 563), yovdgos xenaros (Antiphanes fr. 36), nAaxotvra yonorov
(Antiphanes fr. 143), etc. Wholesome, tasteful, or of good quality, the squid could be
any of those. But I suppose that the adjective yomoros could have been chosen on
purpose to prepare for the reference to the crayfish (given that crayfish alludes to the
politician Callimedon, see below), since this is an epithet often used of citizens who

contribute to the state, e.g. by political activity. See Dover o.c. 296-299.

3¢ fv: The son uses the imperfect to refer to the squid, because apparently the squid

exists no more; his father has already eaten it.

3d matgidioy: This is a diminutive of matyg; cf. Ar. V. 986. Comedy abounds in
diminutives; e.g. Nu. 223 (& Zwxpatidiov), Ra. 582 (& ZavSidov), Men. Dysc. 499, etc.
The tone of such addresses is that of coaxing and cajolery, the aim being to entice or

persuade someone about something, here to eat.

3e mids Exers mpos: This is colloquial / idiomatic language. The meaning is “what do
you think about...” or “how do you feel about...”. This way of beginning a question
occurs once more in Comedy (Antiphanes fr. 138.2), and rarely elsewhere (e.g. Pl.

Prm. 131e, Id. Smp. 174a, Epict. Diss. Arr. 1.20.12, etc.).

3f xagaBoy: “Crayfish, spiny lobster, langouste”; for a detailed description cf. Arist.
HA 525a 30 sqq. See Thompson Fishes 102ff.; Palombi-Santorelli o.c. 369ff.; RE
X1L.2 s.v. Krebs. It seems that crayfish was considered a dainty dish. Athenaeus III
104e says that its consumption was much sought after (nsgiomoldacrog). It is also once
recorded as an aphrodisiac (Alexis fr. 281).

However, the present mention of crayfish has less to do with the

gastronomical indulgences of the Athenians than to prepare for a pun satirising the
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politician Callimedon, who was nicknamed Kaga6os (see introduction). For further
details about his life and his political career, see P4 8032, and RE X.2 s.v. Kallimedon
nr. 1. His fondness for crayfish is the reason given by Athenaeus III 104d for the
nickname KdgaBoc, cf. Alexis fr. 57 (cf. Amott’s introduction to the fragment). He is
also parodied for gluttony in Eubulus fr. 8 (cf. Hunter ad loc.). See also Arnott’s
introduction to Alexis’ Toooraciov. Bechtel suggests that this nickname targeted his
terrible squint,'® since oblique movement of the eyes is a characteristic of crayfish; cf.
Aristotle A 526a 8ff. Callimedon’s squint is also parodied elsewhere; cf. Alexis fr.
117, Timocles fr. 29. This is another instance of ovouasti xwuwdeiv, which we have
repeatedly seen emerging throughout Middle Comedy, e.g. Amphis fr. 6, Aristophon
fr. 10, etc.'” The two preceding seafoods (ZyxéAerov and Tevdic), carefully build up to
the punchline (xagaBov), giving us two features of Old Comedy here: mockery of
politicians and puns. Aristophanes is full of puns;? it is interesting to see the same

kind of humour continued by Theophilus, a poet of the last quarter of the fourth
century.

4a Yuxeds: What the father describes as frigid is the politician Callimedon (see above),
having misunderstood his son’s question about a crayfish dish. This interpretation is
favoured by the second half of the line, where the father refers explicitly to public
speakers. When applied to persons the adjective yugpos has the meaning of boring, or
unemotional, cold-hearted; cf. LSJ s.v. In particular Aristophanes (7h. 170), Alexis
(fr. 184), and Machon (fr. 16.258ff. and 280ff. Gow) use it to satirise the modus
scribendi of Theognis, Araros, and Diphilus respectively.”’ The point of mockery of
Callimedon here is probably a stylistic critique of his speaking abilities (the father
calls him a gyrwp), i.e. that his speeches are boring and unemotional, and they lack

enthusiasm.

'8 Spitznamen 23f¥.

1% Cf. General Introduction pp. 17-18.

2 E.g. Ach. 1131 (Iogydgou; pun on yogyay on Lamachus’ shield), Nu. 156 (Sewrriog, pun on aeié), V.
573 (xotgidiors), etc. In MacDowell’s words “in fifth-century Athens, to judge from Aristophanes, they
(sc. the puns) were as popular as in Victorian England” (introduction to Ar. Wasps, p. 14).

! Cf. sch. on Ar. Ach. 11 and 140. See also Arnott’s thorough note on Alexis /c., and Gutzwiller,
Psychros und onkos, 16ff.
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There is another pun here. An orator can be Yugpos, i.e. boring, but a dish can

also be Yugpoy, i.e. cold; cf. Alexis fr. 177.4, Mnesimachus fr. 4.10, etc.

4b amavye: The father rejects the dish of crayfish that his son places in front of him.
Zagagi®? draws a parallelism with Plaut. Trin. 258, 266: “apage te, Amor”.

4¢ omropwy: The term usually refers to those who make a habit of addressing the
Assembly, the Council or the courts; e.g. statesmen, generals, etc. Yet it seems that
anyone doing so on any given occasion would be referred to as a gyrwe; cf. IG r
46.25. See Olson on Ar. Ach. 38, and Hansen, The Athenian Democracy in the Age of
Demosthenes, 268ff. Here, although the father refers collectively to the public

speakers, he has a specific target, i.e. the politician Callimedon.

4d ol yelouas: The metaphorical meaning of yevouar as to experience, to feel, etc. is
common (see LSJ s.v.); cf. Ar. Ra. 462 yevoer tis SUgag, Theopompus fr. 66 éAsudepias

yevaavtes, €tc.

Ki3ap@doc (fr. 5)

The title denotes the musician who played the cithara and sang in

accompaniment at the same time.”> He is a common title figure in both Middle and
New Comedy; cf. the plays KiSagwdos by Antiphanes, Alexis, Clearchus, Sophilus,
Diphilus, Apollodorus, Anaxippus, and Nico.

Although less than three lines survive from Theophilus’ play, we are lucky in
that they are relevant to the play’s title. With all probability, the speaker must be the
musician himself praising music, to which, given his profession, he must be devoted.
However, the context is beyond recover. It could be a symposion; but it could also be
an introductory monologue of the protagonist addressing the audience.

This fragment is cited by Athenaeus XIV 623f, and forms part of a lengthy

section dealing with music.

22 Tradition and Originality in Plautus, p. 100, n. 144.
2 He is therefore to be distinguished from the xSagiors, who only played the cithara. See Gow on
Machon fr. 2.6 and fr. 11.141, and RE XI 1 s.v. xuSapwiia.



Theophilus 261

uéyas
Smaaveos éati xai BéBatos {m} wovaim

amaat Totc padovor wadsvdeioi e

1 “Theophilus scripserat uéyas &', @ paxdgro” Kaibel 2 4 ACE : del. Grotius Exc. p. 984

A great
treasure, and a durable one, is music

for all those who studied it and are educated in it

1: Athenaeus introduces the fragment with the following words: uéyas ydae, @
waxdpiol, xata Tov Ocopirov Kidapwdov, Smoavess éorwv... Kaibel suggested that the
address & paxdagior belonged to the original text of Theophilus, whereas Kassel-Austin
edit the fragment without it; cf. crit. app. Though certainty is impossible, I would
agree with Kassel-Austin. The position of the phrase is odd, if it is meant to come
from Theophilus, but no more so than uéyag. That the text needs to be amended if we
include the words in the quotation is not in itself a problem. Though elsewhere in
Comedy persons are addressed as paxdgion™ the present address seems more like a
parenthetical insertion by Athenaeus. In favour of attributing (along with Kassel-
Austin) the words @ paxagior 10 the speaker of Athenaeus, the musician Masurius, tells
the preceding address avdoes gidor (Ath. XIV 623¢), which Masurius uses to introduce
another fragment (Eupolis fr. 366). Rather than being part of the fragments quoted,
both & uaxagior and avdpes piAor are said by Masurius who seeks to reengage with his

audience by apostrophising them.

2 Smoavgss: Despite the multitude of passages praising music (most gathered by Ath.
XIV 623e-633f), nowhere else is music paralleled to a Iposavpss. The speaker has a
passion about music. He employs the metaphor of the treasure to emphasise the value

that music has for him. For the metaphor cf. Pi. P. 6.7-8 (Juvwy Imoaveos).

2 Cf. Ar. V. 1275 (& paxdo’ Alriueves), Eq. 147-148 (& paxdore éMAavronida), etc.
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3 wuadoior mardevdeios: It is understandable that the benefits derived from music are
only made available to certain people, i.e. those who have studied the secrets of this
art. The double participle stresses the connection of music with paideia. The role of

music in Greek education is discussed in my note on Philetaerus fr. 17.4b.

NeomrroAepoc (frr. 6-7)

Nicomachus Alexandrinus wrote a homonymous tragedy; cf. Suda v 396, and
TGF 1.286. There is also an adespoton from another tragedy entitled NeomroAeuos; cf.
TGF 11 fr. 6b.

Neoptolemus was the son of Achilles. He was summoned to Troy after his
father’s death.”’> The natural assumption is that Theophilus’ play dealt with his story
in an extent that justified the play’s title. What we cannot recover is the way in which
Theophilus treated myth; i.e. whether he retained the mythical setting, and simply
inserted contemporary allusions and anachronisms, or alternatively, whether he

transferred the mythical figure of Neoptolemus into the contemporary era.”®

Fr.6

The following fragment is cited by Athenaeus XIII 560a, as a piece of advice
to old men not to marry young women. It is almost a replica of Thgn. Eleg. 1.457-
460, which immediately precedes Theophilus’ fragment within Athenaeus’ text. It is
obvious that Theophilus deliberately put Theognis’ words into the mouth of the comic
actor, aiming presumably to make him speak in an elevated style, and sound solemn.
Kassel (ZPE 42 [1981] 12ff.) noted that the elegiac couplets of Theognis are turned
into iambic trimeters. But Theophilus did not need to resort to Theognis in search for
elevation — a few tragic words would do that. This is apparently a piece of
ostentatious artistry on the part of Theophilus, who possibly wished to engage into
emulatio with Theognis by transferring his words into iambics. At the same time

Theophilus appeals to the intelligence of the audience, expecting them to recognise

5 Parts of his life were treated by Sophocles in Philoctetes, and by Euripides in Orestes and
Andromache. Cf. Proclus’ summary of Lesches’ Little lliad (EpGF 36-37), Hom. /l. 19.326, Apollod.
Bibl. 3.13.8, etc.

% For the dual possibility of myth manipulation in Comedy, see General Introduction pp. 24-26.
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the allusion, and appreciate his artistic manceuvre. However, Theophilus was not the
first who attempted this. Sophocles (fr. 356 TGF) had already paraphrased Theognis
255ff. (Delian Epigram) into iambic trimeters; cf. Radt ad loc., and Kassel Z.c. We
know that there existed a collection of Theognidean elegies, which enjoyed a
considerable circulation in fifth and fourth century Athens. It is probable that this
collection also served as a schoolbook.”’

The reference in this fragment to the old man could be irrelevant to
Neoptolemus’ legend. However, if we were to relate this fragment to the play’s title,
Peleus might be meant here. We know that in the Nostoi Neoptolemus went home and
was recognised by Peleus;?® it is not inconceivable that Peleus was about to remarry,
after being abandoned by Thetis. Such a twist of the mythical tradition would be at
home within Comedy, all the more that myths had already been treated with some

freedom by tragedy; cf. the marriage of Electra to a peasant in Euripides homonymous

play.

3 ’ g . ’ ’

oU auppépov véa ‘oTi mpeaBuTy Yuvy:

(74 1 » b 1 1 Y
WoTIEY YOP GHATOS OUOE Wingoy MeideTal
evi mpdarie, To meiow’ amopentaca (0¢)

éxn vuntos Etepov Aiuéy’ éxova’ éEeupédm
3 d¢ add. Mus.

It is not expedient for an old man to have a young wife;
for, like a ship, she does not respond even a little
to one rudder, but having broken the stern-cable,

at night is found inhabiting another harbour

2sqq. @omeg ... : A simile. The young woman is paralleled to a light vessel. Just as the

vessel breaks off the cable that holds it fast to the land, and gets carried by the sea to

*’ See Carriére’s introduction to Theognis’ edition (Belles Lettres 21975) 7-27; 1d. Théognis de

Meégare: étude sur le recueil élégiaque attribué a ce poéte, 124-125; West, Studies in Greek Elegy and
lambus, 55-59.

** See Proclus’ summary of Nostoi in EpGF 52-53.
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another bay, likewise a young wife tears herself away from an aged husband, and

finds refuge into the arms of a lover.

3a évi mpdarip: Apart from steering-paddle, the word mmdaAioy can have an additional,
obscene meaning, that is penis; cf. Henderson, The Maculate Muse, 123. Aristophanes
uses the word with this sense in Pax 142; cf. sch. ad loc. Likewise, here too the
obscene meaning could have been made clear with a gesture. If this is indeed obscene,
it is interesting to find that a playwright flourishing in the last quarter of the fourth
century (cf. introduction) is closer to Aristophanes than much of the fourth century
Comedy is. This shows again the intermittent persistence of the element of indecency,
which never disappears, but re-emerges constantly, even to a degree comparable to

Aristophanes.29

3b meioua: “The stern-cable by which the ship was made fast to the land” (LSJ s.v.);
cf. E. Hipp. 762, A.R. Arg. 4.523, etc.

3¢ (): Musurus added a postponed 0 here to complement the metre. This conjecture
complies with the strong tendency of fourth century comedy to postpone this particle.
See Dover in CQ 35 (1985) 338, 341-343.

4a éx vuxtog: The night time is commonly associated with sex. It is during this time
that a young woman is most likely to prove disloyal to an aged husband; for an old
man cannot offer sexual gratification to a woman in the way a younger man is capable

to.

4b Zregov Aéva: Within the metaphor explained above (see on 1l. 2ff.), the harbour
symbolises the bed of another man; just like the harbour welcomes a boat, the
younger man receives the woman into his bed. The imagery of the erotic harbour is
not uncommon; cf. S. OT 420-423, 1208-1210 (cf. Bollack ad loc.), Empedocles fr.
98 DK, AP 5.235 etc.

? Amphis fr. 20 is another outstanding passage from the same point of view; cf. comm. ad loc. and

General Introduction p. 18.
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4¢ &yovea: Here the verb éyw means inhabit, haunt (cf. LSJ s.v. A.L3). Its current use
is one of the components that create an impression of an overall elevated diction (see
introduction); for such a use is frequent in both epic (e.g. /l. 2.484) and tragedy (e.g.
A. Eum. 24), and often refers to places related to either gods or heroes (cf. Pl. Lg.
917d).

4d éEevgédm: The verb is unaugmented, and the manuscripts are unanimous as to this
reading. Although the omission of the augment tends to occur more frequently from
the period of the Koine onwards, there seems to be no reason to suspect the originality
of this unaugmented form in Theophilus. The same verb in unaugmented form occurs

already in authors earlier than Theophilus; e.g. Hdt. 4.44, Hippias fr. 1 D-K.

Fr.7

This fragment is cited by Athenaeus XIV 635a, within a discussion about the
musical instrument called uayadic. Dobree (Adversaria 111.128) suggests that the
speaker is a slave (cf. on l. 2b); in reply to someone’s threats, he implies that any
torture will be in vain, for nothing will be disclosed (for a different interpretation see
below). The slave must be a member of the family described in 1. 1, possibly the son,
since he uses the personal pronoun zu@v (l. 3). He is presumably addressing his
master, who must have threatened to torture not only him, but also both of his parents.
The purpose of the imminent torture, the secret to be revealed, and generally the wider
context of this conversation remain utterly obscure, and again (as in fr. 6), without

any linking thread to the play’s title.

(3] ) ’ 1
TToVNQoV Viov xai TaTiga xal unTéea
» I b ' ~ ’
gty payadiCety émi Teoyol xa.Smuévous

0UOEIS Yo MU@Y TaUToV GoeTal uilog

2 xadmuévous A:  argeBlouu- Blaydes Adv. Il p. 181: xataxew- Herw. Coll. p. 141

It is wicked that son, father, and mother
play the magadis sitting on the wheel;

for none of us will chant the same song
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1 movmesv: We cannot be sure about the exact sense of the present usage of movrgds,
since the adjective is interrelated to the meaning of the whole fragment, which is
highly elusive. Above I translated it as wicked; i.e. the speaker accuses someone of
being ethically bad, villainous. But movmgos can also mean wretched (in such a case the
speaker would be saying “this is a miserable situation™). Yet, the sense wicked seems
more likely, if we rely on the accentuation. In the antiquity the accentuation of movmeds
was a controversial issue among the lexicographers and the grammarians. One side
argued that both movmeos and mévmpog should have the same meaning, the other that the
former meant wicked and the latter wretched; see Amott’s introduction to Alexis’

Iovipa for a thorough presentation of the debate (cf. LSJ s.v. uogdneos fin.).

2a payadilerv: “Play the magadis”. Athenaeus’ text testifies to the existence of a
controversy as to the very kind of instrument that the magadis was; noregoy alAdy £idog
7 xiSdgas éoriv (XIV 634c). It seems that the magadis was a stringed instrument (cf.
Anacreon fr. 374 PMG), which was sometimes accompanied by a specific kind of
flute (cf. Ion fr. 23 TGF). Hence, this kind of flute was called udyadic aiAsc. Howard™®
thinks of the uayadis alAds as a sub-category of the flutes called xSapiorHgior, which
accompanied the lyre; cf. Poll. 4.81, Hsch. s.v. uayades.

2b mi Teoxoi: This may be a reference to torture (so Dobree o.c. 11.348); cf. sch. on
Ar. Pl. 875: 1poxds Tic v, &v @ deauoluevor of obxétar énodalovro.' However, the verb
xadmuar is never used to describe one’s position on the rack. Instead, the usual
expressions are ém Tou Teoxol v’ éAxorto (Ar. Pax 452), éni Teoxot orpeBAoluevoy (Ar.
Lys. 846), etc. (cf. LSJ s.v. tpoyos 1.4); hence, the proposed corrections by both
Blaydes and Herwerden (cf. crit. app.).

Kassel-Austin doubt that the passage refers to torture. There is some evidence
for performing tricks on wheels as they turn; cf. X. Smp. 7.3: 16 ye émi 10U Tpoyol aua
TEQIOIVOUILEVOY YRa@ely TE xai avayiyvwaxety Satua pey lows Ti éorv;, and Pl. Euthd. 294e:

g payaigas ve wwbBioTay xai émi Teoxot dweizdar TyAixotros @v. Conceivably what is

% HSCP 4 (1893) 40.

31 See Sommerstein on Ar. Pax 452.
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being described here could perhaps be a similar trick, performed by members of the

same family,3 2 which included singing while being whirled on a wheel

Hayxpatiaorye (fr. 8)

Hayrpatiacrys was the athlete who practised the mayxpariov, a violent contest
that combined boxing and wrestling. Philostratus (Imag. 2.6.3) provides us with a
detailed account of it. See also RE XVIIL.3 s.v. Pankration, and Poliakoff, Combat
Sports in the Ancient World, 54f534

This play was produced in 311 B.C., and won its writer the fourth place at the
Dionysia (see introduction to Theophilus). From the three homonymous plays known
to us, the present one by Theophilus comes chronologically second. It is preceded by
Alexis’ play (cf. Arnott’s introduction ad loc.), and followed by Philemo’s one (cf.
Suda ¢ 327). Ennius also wrote a Pancratiastes. Generally, athletes appear frequently
in Comedy as title figures. Apart from the three Ilayxgariactys plays, Alexis wrote an
AmoBarne, while both Eubulus and Xenarchus wrote a I'lévra9Aos.

The natural assumption is that the Ilayxgatiacrns of Theophilus centred on a
pancration athlete. Arnott /.c. suggests that all the athletes-related plays shared some
stock characteristics, e.g. the athlete’s gluttony. Indeed, Athenaeus X 417b cites this
fragment3 3 as part of a long-running discussion (since the beginning of Book X) about
the gluttony of the athletes, starting with Heracles.>® Among the fragments dwelling
on athletes’ gluttony, there is a long one from a satyr play by Euripides, that is fr. 282
TGF. Euripides describes the athlete as a yvaSov Te dotAog vydvog S nooquéves (1. 5);
the closeness between comedy and satyr play is further confirmed (cf. General
Introduction p. 16).

I would consider this fragment as a most representative one of Middle

Comedy; for one of the quintessential elements of this era is the detailed description

32 As it often happens in modern circus, i.e. a family business.

3 Nevertheless, 1 would keep open the possibility that this is a reference to torture, which is
metaphorically presented.

3 For further bibliography see Arnott’s introduction to Alexis’ ITayxpatiacri.

35 Athenaeus cites the first three lines of this fragment once more, in 1II 95a; cf. introduction to
Philetaerus fr. 8.

3¢ Given his legendary labours, Heracles could legitimately be considered as the archetype athlete.
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of dinners, as well as the endless catalogues of food items; cf. Anaxandrides fr. 42,
Mnesimachus fr. 4, Webster SLGC 6, 22, 6511.

The speaker A is most probably the ITayxgatiacrys himself, narrating to a
friend (possibly to his slave, see below on 11.3-6) what he has eaten at a dinner /
symposion. His collocutor is so astonished by the Gargantuan quantity of food and

wine that the ITayxpatiastys has devoured, that he calls thrice upon gods (1l. 3, 4, 6).

EQIDY uev ayedoy
Toeic uvag. (B.) Aéy’ arho. (A.) guyxiov, xwAiy, modas
Tértagas veiovs. (B.) HpaxAeis. (A.) Boog 0 Toei,
oov1d’. (B.) AmoAdov. Ay’ Etepov. (A.) auxwy dbo
5 wvas. (B.) eémemes dc mooov; (A.) axpatov dwdexa
xotvAag. (B.) AnmoAdov, Qoe xai Tabalie

6 AmoMov Qge Valck. Epist. ad Ernesti, ap. Tittmann, Ruhnkenii epist. (1812) p. 50: amodsdwes A
SabBalie Mus.: ge6- A, “fort. recte” Kaibel, sed vid. RE 1 A 2 (1920) 1541, 31-39

Of boiled dishes, a weight of a value of nearly
three hundred drachmas. (B.) Say, what next? (A.) A muzzle, a thigh, four
swine’s trotters. (B.) Heracles! (A.) Three ox-trotters
and a cock. (B.) Apollo! Say on! (A.) Figs of a weight of two hundred

5 drachmas. (B.) And how much did you drink afterwards? (A.) A dozen

half-pints of unmixed wine. (B.) Apollo, Horus and Sabazius!

1 £pS@y: This adjective means boiled, and it can refer to either meat (Ar. Eq. 1178,
Pherecrates fr. 50.5), fish (Metagenes fr. 6.4), or vegetables (Antiphanes fr. 6). In the
present fragment, the adjective stands substantially, and the content of the dishes

could be anyone of the above three.

2a pvag: H Arrixy wva éxer doayuas éxatov (Poll. 9.59). Mina was also a weight unit,
of a value equal to one hundred drachmas; cf. Poll. 9.86, D. 22.76.

2b Aéy’ @AAo: Both here and in line 4 the second speaker urges his collocutor to speak

forth and enumerate one by one what he has eaten. Such expressions calling for
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further details, instructions, etc. must have been common within the spoken / informal
language; cf. Aéyorg dv Mo (Ar. Pax 958), Aéy’ Erepov (Alexis fr. 15.4), Aéy” dMo
(Eubulus fr. 119.2).

2¢ guyyiov, xwAqy, médag: The present food items are cited asyndetically, as it is
generally the comic norm when it comes to food lists; cf. Mnesimachus fr. 4.29-49,
Anaxandrides fr. 42.37ff., Alexis fr. 115.12-13. The guygiov is the diminutive of
ouyxos, which is the swine’s snout; cf. sch. on Ar. Av. 348, Pherecrates fr. 107,
Anaxilas fr. 11. The xwA#y is the thigh of either an animal (as here) or a human; cf.
sch. on Ar. Nu. 1018, Eupolis fr. 54.

It appears that animals’ extremities (snout, trotters, etc.) were a main delicacy
in dinners and symposia; cf. Alexis fr. 115.15-16, Anaxilas fr. 19.4, Axionicus fr. 8,

Ecphantides fr. 1, etc.

3d veious: This adjective denotes anyone of swine’s edible bodyparts; cf. Ar. Eq. 356,
Philetacrus fr. 10, Alexis fr. 194, etc. Pork meat was considered particularly
nutritious, and, therefore, appropriate for the athletes’ diet (Gal. 6.661 Kiihn). Cf.
D.L. 6.49, and Jiithner on Philostr. Gym. 44.18.

3-6 HoaxAeris, Amorrov, Ve, TaBalie : The speaker invokes Heracles, Apollon,
Horus and Sabazius. This is a means of expressing his wild amazement and deep
surprise at the hearing of all the food and wine that his collocutor has consumed.
Although Heracles and Apollon are frequently called upon in Comedy,”” this is the
only invocation to Horus and to Sabazius. Herodotus testifies twice (2.144, 156) that
Horus is the Egyptian equivalent to Apollon, whom the Egyptians consider to be the
son of the river Nile and the goddess Isis (cf. Plu. 366a-b).*® For the possibilty of an
invocation to Apollo Horus (with Horus being a cultural epithet of Apollo) see
Valckenaer in Tittmann, D. Ruhnkenii, L. C. Valckenaerii et aliorum ad J. A. Ernesti

Epistolae, 50 (cf. crit. app.).

37 Cf. Ar. Ach. 94, Pax 238, Cratinus fr. 198, Alexis fr. 173.3, Antiphanes fr. 27.1, Eubulus fr. 89.4,5,
etc. See also Wilamowitz, Der Glaube der Hellenen, 11 33.

38 Cf. the frequent addresses to him within the Corpum Hermeticum, e.g. frr. 23.5, 24.14.9, etc.
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Sabazius was a foreign god, who was brought in Attica from Thrace and
Phrygia during the last quarter of the fifth century B.C. He was associated to — and at
times even identified with — Dionysus; cf. Ar. V. 9-10 (see MacDowell ad loc.), Av.
873, Lys. 388, with scholia; cf. also Ar. fr. 578.% His cult became quickly popular in
Athens, particularly among women and slaves, and by the fourth century it had
already acquired a certain repute.** Demosthenes 18.259 provides a description of
Sabazius’ ritual ceremonies (see Wankel ad loc.); cf. Kaibel on Eupolis fr. 94.
Considering all this information, as well as the comic parallels, I would suggest that
the second speaker is the athlete’s slave, who, because of the Dionysiac attributes of
Sabazius, thinks particularly of this god at the hearing of how much wine his master

has drunk.

4 opwida: As far as poultry is concerned, aguvis can denote either the cock (cf. sch. on
Ar. V. 815: i Tov opviv: w¢ xai alextouova ekayayovtog) or the hen; (cf. Men. fr. 132). 1
would argue that the speaker of this fragment means a cock, for a cock’s size is bigger
than a hen’s; therefore, eating a whole cock, being extraordinary in itself, would make

greater impression to the listener.

s5a émémeg: The commonest meaning of émmivw (prompted by the preposition ém) is
drink afterwards, and, understandably, after eating (cf. LSJ s.v.);*' cf. Ar. Eq. 354,
357, Men. Kol. fr. 2.3, Philemo fr. 88.3, Pl. R. 372b, etc. There is an interestingly
close parallel for the gourmet of the present fragment; this is the figure of the
Aristophanic Paphlagon in Knights, who brags about gobbling down a huge quantity

of neat wine on top of his meal: xgr’ émmwy axpatov / oivov yoa (11. 354-5).

5b axgarou: The epithet is used here substantially, the noun ofves having been left out.
The ellipse of ofvog is a common phenomenon, not only in Comedy; cf. Ar. Eq. 105,
Menander fr. 735, D.L. 4.44, E. Cyc. 149, Theoc. 14.18, etc. These and parallel
passages present the consumption of neat wine as an excess. Characteristically,

Theophrastus tells us that the Epizephyrian Locrians would even deliver the death

% See Picard, R4 2 (1961) 129-176.
* For evidence from contemporary pottery see Metzger 148-150, 377.
*! Though not always; see Eupolis fr. 385.3.
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penalty to anyone drinking unmixed wine, without doctor’s instruction (fr. 117
Wimmer). However, limited consumption of neat wine took place regularly at the end
of a symposion, as a symbolic act, i.e. a toast in honour of aya9s¢ daiuwy; cf. Thphr.
fr. 123 Wimmer, Philochorus FGrH 328 F 5a. Generally, drinking neat wine was
thought to be a barbaric habit; indeed, this was regularly the norm among the non-
Greeks, as well as the non-Attics; cf. Ath. X 427a: xai meoeASwy (scil. Anacreon) Tnv
dxoaromoaiay Sxvduepy xalei moaw (fr. 356b PMG); Alexis fr. 9.8-9: EAwyvixos / motog
(cf. Arnott ad loc.). See also Ath. IV 153e, Pl. Lg. 637¢, Ar. Ach. 73-75, etc.

PidavAoc (frr. 11-12)

At first sight an addiction to music seems a reasonable interpretation of the
title, but given that the flute has sympotic associations,* it is possible that pleasure
more generally was a pronounced theme within the play, and that the title figure was a
hedonist. This could be a young man, whose love revels with a number of flute-girls /
hetairai trouble his father (cf. on fr. 11). The speaker in fr. 12 declares his love for a
lyre-girl; therefore, one may assume that he is the son, i.e. the Flute-lover himself.
Philetaerus also wrote a @iAauldos, and again the evidence from the surviving fragment
strongly suggests a context of pleasure, and in particular pleasure derived from sex
(cf. ad loc.).

The date of the play remains unknown. The reference to the Theoric Fund (fr.
12.8) could possibly indicate towards the period 349 to 339 B.C. (or shortly
afterwards), when the Theorikon was highly controversial;* certainty, however, is

impossible.

Fr. 11
This fragment, cited by Athenaeus XIII 587f, may be part of a lengthy account

reporting on a person’s behaviour. The speaker could be either a father of a young
man expressing his worries about his son’s contacts with hetairai (so Meineke), or a
slave, perhaps a paedagogus, informing the audience about these issues. The young

man, identified as avrov (1. 1), is possibly the title figure of Flute-lover. The syntax of

2 See on Philetaerus fr. 17.4.
3 Cf. Hammond, 4 History of Greece to 322 B.C., 565.
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the fragment (7ot w7 plus infinitive) indicates that someone either is taking or has
taken action to prevent the boy from falling into the clutches of a hetaira.** There is
no way of knowing whether the attempt was successful or not.*

A parallel setting is to be found in Ar. Nu. 8-16, where Strepsiades complains
about the idleness of his son. Likewise, Alexis fr. 103 is a tirade of either a
paedagogus or a father addressed to his son alerting him about the dangerous tricks of
the hetairai.*® This kind of plot prefigures the love theme that we often find in both
New Comedy (in numerous variations) and Latin Comedy; cf. Terence’s Phormio and
Adelphoi, see especially in Adelphoi the speeches of Micio (1l. 35ft.), Demea (11. 355-
364) and the slave (lI. 962-963)."

A particularly interesting aspect of the fragment below is the way in which the
poet mixes real and fictitious hetairai. We know that Lais and Malthake were real
persons, but this is the only time we hear about the hetairai Meconis, Sisymbrion,
Barathron, Thallousa, and (possibly) Nausion; this might suggest that these are
fictitious. It is noteworthy that these names (apart from Nausion; cf. below) are
Redendennamen, i.e. they reveal certain characteristics of the personality of the

hetairai.

~ , s 3 v s ~ s -

ToU um mot’ alTov éumcoeiv eic Aaida
wepouevov ) Muwvid” 4 ZioiubBprov

7 Bagadpov 9 OaArovoay 4 TolTwy TIva
T 2 ’ ~ ’ ¢ ’
v éumAéxovat Toic Aivors ail paotporoi,

5 t 9 vavaiov T 7 MaASaxyy
5 vavgiov A: Navviov Mus.: Navvagiov Meineke: “fort. ‘HAdgrov” Kaibel

To save him from falling with a rush into the hands
of Lais or Meconis or Sisymbrion

or Barathron or Thallousa or anyone of those (women),

* On hetairai see General Introduction pp. 20-21, and introduction to Amphis fr. 1.
* A similar attempt proves unsuccessful in Plaut. Bacch. 109-169.
* See Amott ad loc. and Webster SLGC 63.

*7 For a discussion of the relations between fathers and sons, see Hunter The New Comedy of Greece
and Rome, 95-109.
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in whose nets the brothel-keepers entangle you,

5 ... or Nausion or Malthake

1a o0 py ... éuneoeiv eis: The verb éumimrw, when followed by the preposition ef, is
commonly used to denote entry into a negative situation (cf. LSJ s.v.); e.g. ek atag (S.
El. 216), eic BagBaga wacyava (E. Hel. 864), cis évédgav (X. Cyr. VIIL5.14), cic véaov
(Antiphon 1.20). An interesting passage is Antiphanes fr. 232.3 that reads ¢/ic Zpwra 7’
éumeowy. Love is indeed imagined as a net as early as archaic lyric; cf. Ibycus fr. 287
PMGF: "Epos aité ue ... & ameiga dixtva Kimpidos éoBaller.

Falling headlong into evil as if in a pit is a topos; cf. on Aristophon fr. 6.5.
Here, with comic hyperbole, the hetairai themselves are the pit; they are the ruin

personified. For the syntax see Kithner-Gerth II §478.4c.

1b Aaida: See on Philetaerus fr. 9.4. From the two courtesans named Lais, here the

younger one must be meant; cf. Schiassi, RFIC 29 n.s. (1951) 225.

2a Muxwvid’: This name is attested only once more, in IG 1> 12108. According to
Bechtel it alludes to the skin colour of the hetaira (Frauennamen 104-105). Apart
from this, given that uyxwv is the opium poppy (LSJ s.v.), I would suggest that the
name Muxwyic can refer to the enticing charms of the hetaira, which can seduce a
man’s mind, and make it incapable to function properly, just as the somniferous
effects of poppy disable and dull one’s senses.*® Perhaps those seduced by the hetaira
are imagined as being like the lotus-eaters. The narcotic power of the poppy was

already recognised in antiquity, cf. sch. Luc. 14.33.1-3, Plu. Mor. 652c.

2b ZwiuBprov: As a woman’s name, it is not attested anywhere else, although in
Herodas 2.76 there occur two male versions of it, Ziovubpac and Ziovubpiosos, see
Headlam ad loc. As a noun, giovuBgioy means “bergamot-mint” (LSJ s.v.). Because of
its smell, the gvovubpiov was used to produce a perfume (Thphr. HP 6.6.2, Od. 27). It
was also popular as a coronary plant (Dsc. 3.41, Thphr. HP 6.1.1), particularly for
garlanding the newly married (sch. on Ar. Av. 160). Additionally, Headlam /.c.

stresses the erotic connotations of this plant, and especially its connection with

48 Poppies were also associated with Aphrodite; see Ar. Av. 160, and van Leeuwen ad loc.
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Aphrodite.49 Henderson lists groiuBerov under the agricultural terms that allude to the

female sex organs (o.c. 136).

3a BdpaSpov: BagaSpov is not attested anywhere else as a personal name; unless it is a
nickname, probably this is another fictional hetaira. This name is a most speaking one,
and also revealing of the hetaira’s nature. And this is because we know that the
BapaSeov Was a ydoua TI @eeaTwdes xai OXOTEWVOY Ev T ATTIxY), év @ ToUs xaxougyous
ZBalrov (Suda B 99).°° Hence the imprecatory formula that was used to curse or
dismiss someone; cf. Ar. Eq. 1362 (ets 10 Bagadoov 2ubaAd; cf. sch. ad loc.), Ra. 574,
Pl. 1109, Alexis fr. 159, Men. Dysc. 394, Plaut. Rud. 570, etc. Like the case with
Mauyxwvic above, BagaJgov too possibly alludes to the influence exercised by the hetaira
to her lovers; namely, committing in love with the hetaira Bagadgov could suffice to
cause one’s devastation, as if he was thrown into the real Bapadeov; cf. Bechtel,

Frauennamen, 118.

3b OaAdovoay: This name alludes to youth, abundance, and attraction, and these
connotations make it appropriate for a hetaira (cf. Bechtel Frauennamen 44). This
fragment is our only testimony of a hetaira with this name, and this suggests that this
is probably a fictional person. However, this name is not exclusively erotic /
hedonistic; it can also allude to the notion of fecundity, which makes it entirely proper

for a free-born woman. Indeed, it appears as such on a number of inscriptions.”'

4: This is an interesting metaphor. Pimps are hunters who use the hetairai as baits, in
order to catch in the nets their victims, i.e. the young ones, like the youth about whom
the speaker worries in this fragment. This conception is possibly present in the title of
Philetaerus’ play Kwayig; which may denote a hetaira hunting her lovers (see

introduction ad loc.). For the metaphor of love as a net cf. on 1. 1a.

* Ovid (Fast. 4.863fF.) tells us that courtesans offered mint to Aphrodite during the Roman festival of
Vinalia.

¥ Cf. X. HG 1.720, Hdt. 7.133, Pl. Grg. 516d, etc. See also RE 11.2 s.v. BagaSeov; Judeich,
Topographie von Athen, 140.

! See LGPN s.v.
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4 ai paoreomol: “dloTeomos, TavolgYos, ATATEWY. 0 TAS YWVAIXAS 1) AVOAs TEOTHAADY Kai
pavAilwy, 4 mooaywyss® (Hsch. u 370). This noun can be both masculine (e.g. Luc.
Symp. 32), and feminine (e.g. Epicrates fr. 8); cf. LSJ s.v., and van Leeuwen on Ar.
Th. 558. Orion Etym. u 101.30-31 gives the following etymology: maga o waicoda
TOUS TPOTIOUS TV TTOQVEVOUT@Y YUVGIXWY.

Generally, brothel-keepers, also known as mogvoBooxoi, enjoyed a bad
reputation; cf. Diphilus fr. 87.1-2: olx éoriv 0Udey Teguiov ééwAéoTegov / ToU mogvoBoaxot;
cf. Aeschin. 1.188, Arist. EN 1121b 31-33, Chrysippus fr. 152 SVF, Plu. Mor. 236b,

etc. See Davidson, Courtesans and Fishcakes, 94.

s5a T vavaioy T : According to Bechtel (Frauennamen 28) this name is derived from
vaic, but what — if anything — this name means remains obscure. It recurs only on the
inscription IG II* 11797. The present line is unmetrical; the problem is solved with
either Meineke’s suggestion Nawagiov (cf. Men. Kol. fr. 4) or Kaibel’s HAdarov; the
latter, though palaeographically clever, does not occur anywhere as a woman’s name.
Musurus suggested Nawviov, the name of a real and famous hetaira;’* though this
reading is palaeographically the closest to vaveioy, the metrical inconvenience
remains. Therefore, if we are to change the text, Nawvagiov looks like the best

alternative.

5b MaASaxyy: This was a contemporary courtesan, after whom Antiphanes’ play
MaA3axn was named. She is also mentioned in Luc. RA. Pr. 12. MaASaxy is also the
name of a mistress in Menander’s Sicyonius. This name must allude to a woman’s

white texture; cf. Bechtel, Frauennamen, 45.

Fr.12
This fragment is cited by Athenaeus XIII 563a-b within a discussion about

lovers, and is ascribed to Theophilus. However, Stobaeus 4.20%12 assigns the first

four lines™ to Antiphanes (fr. 318). Hense notes (on Stob. /.c.): “Theophilum poetam

4

ignorat pinacographus Photi”. As we saw elsewhere,* copying and borrowing of

°2 Cf. Hunter on Eubulus’ Néwiov.
%3 Line 4 is slightly different: xatadsiner’ 0ldsy Eregov 4 TeSvmévar.

% Cf. on Mnesimachus fr. 4.31-43, and introduction to Amphis fr. 3.
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lines, ideas, etc., among poets was a common practice. Antiphanes began writing in
the 388/7-385/4, and was still writing until his death, i.e. in the late 310s.” This
means that there was a good period of overlap between Antiphanes and Theophilus;*®
therefore, we cannot say with certainty who wrote these lines first.

It is possible that this fragment was the opening scene of the play (see on 1l.
1ff.). The context is sympotic and seems parallel to that of Philetaerus fr. 17. The
speaker is probably the Flute-lover himself (cf. introduction to the play and to fr. 11).
He admits unreservedly his passionated love for a lyre-girl. The love motif is
particularly characteristic of New Comedy; its treatment here and elsewhere in
Middle Comedy are interesting cases of overlap between Middle and New Comedy.”’
What is also noteworthy here is that the speaker is arguing a paradox: he claims that
he has got his wits despite being in love with a lyre-girl. Arguing either a paradox or
the impossible was a particularly popular motif during the fourth century B.C.®
Although the madness of Eros is a truism,59 the speaker refutes it in the manner of the

naiyvia of the late fifth and the fourth century (e.g. Gorgias’ Helen).

TiS QYT TOUS éQ@VTAS ouyil voly Exety;
7 o TS éaTi Tovs Tpomous aBéATego.
b4 \ b ’ ~ ’ 1 L4 4
el yap apélot Tic ToU Biov Tag novds,
xataleimetr’ ovdev arAo mAny Tedvmxévar.
5 éyw pev obv xaitos x1SapioToias éo@v,
1 ’ 2 ~ » 1 ~ ~
TTa0os xopns, oU voly Exw Teos T Jecoy;
xaMer xali, ueyéSer ueyalns, Téxvy copic:
q éot’ 1Dy Notov 7 To Sewpixov

EqouaIy VTV IQVELLEIY EXQTTOTE

3% Cf. Konstantakos diss. p. 7, and Id. Eikasmos 11 (2000) 177, 183.

%6 Theophilus was a late Middle Comedy playwright; cf. introduction to the poet.

*7 See General Introduction p. 21.

%8 Such singularum rerum laudes (Cic. Brut. 47) include encomia of death (e.g. by Alcidamas; cf. Men.
Rh. 111.346 Spengel), of hetairai (e.g. of Nais by Alcidamas, and of Lagis by Cephalus; cf. Ath. X111
592¢), of mice, etc. Cf. on Amphis fir. 1.1b, 8.1-2.

%% Cf. the madness inflicted upon Hippolytus and Phaedra (E. Hipp.), as well as Deianeira (S. Tr.); see
also the third stasimon of Sophocles Antigone (esp. 11. 790-792).
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9 Zyovovy A: aitotiow Dalec.: éx- Emperius Opusc. p. 161: éA3- Kaibel: éyovsav Richards p.

90: verbi yaoxery formam requirit Peppink Obs. p. 77, coll. Ar. Vesp. 695

Who says lovers are out of their wits?
Certainly, it must be someone of foolish ways.
For if one takes away the pleasures from life,
there is nothing left but to die.
5 So, let us say me, because I love a lyre-girl,
a little maid, does this mean I have no sense, for gods’ sake?
In beauty beautiful, in stature tall, in art skilled;
and it is sweeter to see her than to distribute the theoric

money to you, rich men, regularly

1ff.: This is a case of refutatio sententiae. The young man argues against the maxim
that lovers are out of their minds, the evidence being his personal experience and the
girl’s worth (1. 7). The rejection of an opinion shared by many makes a case more

forceful.®’

The structure is so close to the opening of Sophocles’ Trachiniae, that one
wonders if this fragment could have been the opening speech of the play. It is
interesting that the speaker starts with the generalisation, and then comes round to
himself, which may suggest that he is introducing the theme, not responding to a
criticism. If not the opening scene of the play, it could well be the first entry of this
character, though it is unprovable. The characters in Menander tend to speak likewise
either in the prologue or upon their first appearance, but this is not a rule; cf.
Thrasonides’ opening speech in Misoumenos (1l. 1{f.), Knemon’s words upon his first
appearance in Dyscolus (1. 153ff.), etc. On the other hand, Kleainetos in Georgos
utters such generalising statements at points other than his first appearance; e.g. fr. 2

Arnott.

2 aBéAtepog: This is one who is aveytos xai ebmdms ueta yavvoryros (Ael. Dion. a 4, cf.
Suda a 32). Despite Millis’ claim (on Anaxandrides fr. 22) that “it occurs
predominantly in comedy”, there are also many non-comic instances, which suggest

that aBéAtegos is neither exclusively nor predominantly a comic word; e.g. Pl. HpMa.

% The effects of refutatio sententiae are discussed by Easterling on S. 7r. 4-5.



Theophilus 278

301d, Arist. Phgn. 811d, D. Phil. 3.14, Anaximen. Ars Rhet. 4.2, Zeno fr. 313 SVF,
Plu. Rom. 28.7, Epictet. Ench. 25.5, Hermog. Id. 2.3, Aristides Apol. fr. 12.1, Gal. UP
3.327, Liban. Or. 11.2, etc.

3-4 &l 7ap ... Tedvyxévar: The idea is a commonplace. It occurs as early as Mimnermus
fr. 1.1-2 West: tic d¢ Biog, Ti 0¢ Tspmvov ateg yovoijs Apgoditng; / TeSvainy, oTe wor umHeTt
raira uédor. Cf. Alexis fr. 273.4-5: 10 meiv 10 gayeiv 10 i Appoditys Tuvyyavew: / Ta
&’ aMa mpoocIras dnavr’ éyw xaAd. In this fragment Alexis names the three pleasures
that give life its meaning. Arnott ad loc. notes that “sex, as the third pleasure
commonly linked with eating and drinking (and often following them at syundoia) in
popular thought is sometimes named specifically in such triads as these”.®' Likewise,
in mentioning tas %dovas Theophilus might well mean the same three pleasures
(though the primary pleasure that he emphasises in the following lines is obviously

love / sex).

5 xidagioroias éewy: Lyre-girls, along with flute-girls, were a common presence at
symposia; cf. the abduction of a flute-girl out of a symposion by Philocleon in
Aristophanes’ Wasps 1341ff. (see on Amphis fr. 9.3-4). The speaker of this fragment
has obviously fallen in love with such a girl. A similar story is to be found in

Terence’s Phormio and Adelphoi (cf. introduction to fr. 11).

6 maidos xogns: This pleonasm stresses the girl’s tenderness and charms, while at the
same time suggests a special affection on behalf of the lover. Cf. Ar. Lys. 595, E. IT
1114-1115, Lys. 3.7, D. 21.79,% etc.; in all these parallels the girl is a free young
maiden, whereas in the present fragment she is a slave, a lyre-girl, who entertains men
at symposia. Understandably, the speaker is aware of this, but the fact that he insists
on presenting her as an innocent maiden indicates his tender feelings towards her.

This expression serves as an elaborate stylistic tool that combines nicely with
the emphatic repetition of voiv e (1. 1) — voiv égw (1. 6). The refutation introduced in
1. 1 is brought to the fore again, and the following attributes (1. 7) substantiate the

speaker’s claim that it is good sense to love this girl.

¢! See further Arnott on Alexis fr. 273.

82 The effect of this phrase is noticed by Dionysius of Halicarnassus Dem. 58.
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7a xdMet ... oopiic: Cf. the Homeric formula xaAy 1z ueyadn te xai ayraa épya ivia
(e.g. Od. 13.289). It is obvious that the attributes xaA7s and ueyaAng refer to the girl’s
appearance and beauty. But in which art is the girl skilled? Two possibilities present
themselves. Firstly, given the amatory context of the fragment, the phrase can bear
sexual connotations and refer to the sexual dexterity of the hetaira. Secondly, the
speaker may refer to her ability to play the lyre (xidagioroia; 1. 5). The reference to the
mdovag (cf. on 1. 3-4) tells for the former interpretation, but the play’s title, indicative
of the hero’s love of music, tells for the latter. I would leave both possibilities open.
The style in this line is very elaborate. We have three datives of respect
(naMer, peyéder, tégvy), which create a tricolon of parallel structure with alliteration
that ends in variation.”> What is also noteworthy are the figurae etymologicae (xaMei
xaAne and ueyéder peyaAns), which respectively highlight — through duplication — the
beauty and the height of the girl. This feature, as a means of extra emphasis, recurs

commonly in both poetry and prose; cf. van Leeuwen on Ar. Ach. 177.

7b ueyéder peyaAns: Height — within limits — was often considered desirable in women.
In Alexis fr. 103 we hear of some tricks (e.g. thickening the shoes’ soles, wearing flat
shoes, etc.) used to either raise or lower a hetaira’s height to make her desirable; cf.
Arnott ad loc. Both the hetairai and the free women alike were generally concerned
with their height. The interest in a woman’s height is expressed in various passages
from both the Greek and the Latin literature; e.g. AP 5.76.2, Catullus 86, Hor. Sat.
1.2.123-124, etc.

8 10 Jewgixov: This was the money distributed by the polis of Athens to its citizens, so
that they could afford to attend the dramatic performances during festivals. This
practice was probably introduced in the early fourth century, but it seems that it was
only Euboulos in the 350s who reorganised this institution and strengthened its role;
cf. Harp. and Suda s.v. Szwpixa, Aeschin. 3.25, etc. Carey and Kapparis deal with this
issue in their commentaries on [D.] 59, pp. 6 and 176-177 respectively. However,

Hansen maintains that no such distributions were made before Euboulos (The

% For the double repetition see van Leeuwen on Ar. Ach. 177.
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Athenian Democracy in the Age of Demosthenes, 98, 160, 263-4). See also Buchanan,
Theorika, along with its review by de Ste Croix in CR 14 (1964) 190-192.

9a Eyovaw: The text has been suspected and several conjectures have been suggested;
cf. crit. app. Kassel-Austin adopt the manuscript’s reading Zyovow; if genuine, the
meaning is probably rich men; cf. LSJ s.v. éxw A.l. However, this interpretation gives
no satisfying sense. éxovory would only make sense of the audience as recipients of the
theorikon. But in that case the active infinitive diavéuery is surprising (the middle is
generally used for recipients®). If the text is sound, the answer may be that the
addressees — as Athenian citizens — are simultaneously donors, as members of the
sovereign demos, which is responsible (through its officials) for the theoric
distributions, and at the same time beneficiaries (i.e. “than for you to distribute and
possess the theoric money™).

If we choose to alter the text, one possibility is éxotiow (“to distribute gladly”,
i.e. as beneficiaries). Alternatively, following Peppink, one might read gaoxovew (“to
gape eagerly in anticipation”). Professor Carey suggested to me two further readings:
a) Teexovory, which conveys the same sense of anticipation and eagerness as yaoxovow;

b) Tugetow (“when you get it”).65

9b duiv: Though an address to the chorus is possible, the reference to the Theoric
money, which everyone in the audience had received, makes a direct address to the
audience far more likely. This kind of breach of the dramatic illusion is particularly
associated with Old Comedy, but here as elsewhere Middle Comedy proves itself
heir to the conventions of Old Comedy. For similar audience addresses see Alexis frr.
233.3 and 63.7 (cf. Arnott ad loc.). See Bain, Actors and Audience, 102, 190 n. 4, and
Silk, Aristophanes and the Definition of Comedy, 138, 215.

% Cf. LSJ s.v. davéuw Med.

6 A less plausible suggestion is Richards’ Zyovsav, which is already considered “far-fetched” by
Richards himself (Aristophanes and the Others, 90).

 Cf. Ar. Ach. 416-417, Pax 149-153, Ra. Iff., etc.
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