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OUTLINE

This thesis comprises a linguistic, metrical and literary
commentary on the fragments of Pherecrates, as collected in the
latest edition of R. Kassel and C. Austin Poetae Comici CGraeci
vol. VII pp. 102-220 Berlin/New York 1989, and a general
introduction.

The commentary of the 288 fragments is the main bulk of the
work. Generally each play is treated according to the following
scheme: first of all, I provide an 'introductory note' in which I
discuss different questions regarding authorship, date, plot and
contents; secondly, a commentary on each fragment. The individual
fragments are handled in a similar fashion: I deal first with
metre, contents and interpretations and then with the problems in
specific lines and words. Perhaps the most remarkable passages in
the commentary are from the play “Ayptot, Kopiavvé (above all fr.
73-76), Kpandtaroi, MetaAlrfic (fr.113), [Mépoar, Xelpwv (fr. 155),
and, from the "Incertarum fabularum fragmenta", fr. 193 and 197.

In the introduction I synthesize the information from the
commentary, in order to give a general view of Pherecrates' work
and style of comedy. First, I consider the testimonies about his
life and works, above all those related to the dates and the
question of the number of plays. Through the references to later
scholars given by the sources of these fragments, I suggest the
view of Hellenistic scholars about this playwright. The
historical view of Pherecrates is completed by a description of

the textual tradition for the sources of the fragments.



Secondly, I deal with the following subjects: metre (I
include a 1list of the metrical schemes and the fragments where
they are used); language (the words are grouped in three levels
of language: colloquial, technical and poetical), style and
humour (where special reference is made to the obscene humour). I
also speak about the elements of dramatic structure and the
passages which yileld some parallels to Aristophanes' plays.
Next, I outline the plots of the comedies and I attempt to
establish different types of comedy either from external evidence
or by means of speculation from the titles or the content of the
fragments, Further, the topics and motives of the fragments are
divided into food, music, moral decadence and xopedolpevot,

Finally, I compare Pherecrates with Crates and Aristophanes
in order to provide a possible background for the style which I

aim to describe.
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I. INTRODUCTION

1.- LIFE AND WORKS.

A) LIFE.

Pherecrates must have been one of the most important and
influential playwrights in Athens of the V century. The 1little
information that has reached us comes from the Anon. De com
(Proleg. de com. III> 9 p.7 Kost. (test. 2a). This testimony 1s
usually regarded as a very valuable and reliable source for 01d
Comedy (cf. Norwood Gr.Com. p. 3 and Nesselrath MK pp. 45ff.). In
the case of Pherecrates it provides some succint remarks about
his plays and his life: Oepexpding ’Abnvalog. vix§ énil Oeoddpov:
yevépevog &2 {6} oOmoxpirig élRrece Kpatnta, xal ad tol pév
roLSopelv  é&néory, np&ypata 8¢ clonyodpevog xaitvd nddox(petr
yevépevog edpeTindg pobav.

Pherecrates' victory is then to have been in the year 438-7
in the archonship of Theodorus. This date is not given without
problems since the manuscripts reading is énil 6e&tpov and éni

Beo8dpov 1is the conjecture of Dobree that'seems to have gained



general acceptance. It is supported from the point of view that
én( plus genitive generally refers to the archon and also from
the paleographical evidence: Hermippus according to his test. 3
won in the Dionysia of 435, while Pherecrates won in the Dionysia
also before Hermippus according to test. 5 (cf. Storey Phoenix 44
(1890) p. 3 n. 11; about other conjectures see Bonanno Cratete
comico p. 25 n. 1). In the year 438-7, when Callias also
contended (cf. Call. test. 4 and Pickard-Cambridge DFA p. 120,
Pherecrates took his first victory (this conclusion is based on
the assumption that the source of this date was the Didaskaliai
where the victories in Dionysian and Lenaian contests of poets
and actors were recorded and thus the source cites the first
mention of the poet; cf. GeiBler (1925) p. 5, Storey art.cit. p.
4),

In connexion with Pherecrates' career, this text also points
out the fact that he was an actor before following Crates and
probably imitating him in his style of comedy and then goes on to
sketch some other features of his plays which I will discuss
later.

Two other dates can be given with certainty: 420, when

Agrioil was performed, and 411, when Aristophanes mentions him in

Lys. 157-9 (cf. fr. 193>, although we do not know if we was still
alive.

The date of his death is totally unceftain. I would

tentatively suggest that he lived till about the end of the

century, above all if we accept that in Cheiron, fr. 155,26, he

mentions Philoxenus, a dithyrambic poet known in Athens by this
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time (see ad fr.).

Our source mentions also Crates as forerunner of the comedy
of Pherecrates. According to Storey art.cit. p. 3, it attempts to
establish "a vertical relation between poets (usually carried by
the verb {nioBv)" (cf. Eup. test. 1, Ar. test., 1. 46-51 and test.
4 where it is used in relation to Aristophanes' emulation of
Euripides). Crates seems to have already died by 425 (when he is
mentioned by Ar. Equ. 537) and his first victory is in 451-450
(cf. M. Bonanno Cratete comico p. 27). He presents some
similarities with Pherecrates: he was first of all an actor in
the comedies of Cratinus (cf. Crat.com. test. 2a), and secondly
he seems to have also avoided the iambic comedy <(cf. infra p.
662,

In the span of time between 438-7 and aproximately 400,
Pherecrates produced about eighteen plays (about the number, see
pp. 5ff.) and won one Dionysian and two Lenaean contests (cf.
test. 5 and 6). He was a contemporary of Phrynichus (first
victory 436-2, 405 performance of Mousal) and Hermippus (435
victory, 420-19 performance of Artopolides). The first group of
poets of O0ld Comedy we know of are Chionides, Magnes and
Ecphantides whose activities would spread from 487, the beginning
of the Dionysian contest (cf. Chion. test. 1) until the middle of
the century (cf. the criticism of Ecphantides by Cratinus in fr.
281 and 361. 1, as older poet than him). A second earlier group
would be formed by Cratinus (first victory 455-4 and 422 death),
Crates (see supra p. 2), Callias <(first victory 446; aLout his

dates see further Storey Hermes 116 (1988) pp. 379-83) and
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Teleclides (first victory 441). A younger group of playwrights
could immediately be distinguished: Aristophanes (427 first play
Daitales-388 Wealth), Eupolis (429 Prospaltioi? to 412-1 death?;
cf. Storey Phoenix 44 <(1990) p. 2-7) and Plato comicus (427-4
first victory).

The notice provided by test. ! that Pherecrates was an actor
and then became a playwright i1is somehow wunusual for comedy.
Actually only Crates is attested to have been an actor 1in
Cratinus' play, according to Crat. test. 2 and 3 (E. Rohde Kieine
Schriften I1 p. 412 n. 2 Tilbingen 1901 wants to interpret as
yopodiddoxorog rather than actor, cf. M. Bonanno op.cit. p. 28 n.
2.

With regard to tragedy, this piece of information is not so
unusual. At least this conclusion is drawn from Soph. T 4R.:
npBtov pév xotaldoag THV Onéxpiotv tof mointof Sié TAv (S(av
pixpopoviav (méhar y&p xal 6 mointhg Onexplveto oadtég)  (cf.
Arist. Rhet. 3.1 1403b 23, Pickard-Cambridge DFA p. 93 and 130-1,
and Ghiron-Bistagne (1976> p. 140). In Comedy this fact may have
been also common and Pickard-Cambridge DFA p. 93 speculates that
Cratinus played in some of his plays from Athen. I 22a, though
see K-A PCG IV p. 121; Aristophanes has been also suspected to
have acted in some of his early plays as a way of learning how to
compose them, mainly from the number of personal references found
in them (cf. N.W. Slater GRBSt 30 (1989) pp. 67-82>, but this is
part of a very long and inconclusive discussion (cf. Mastromarco
@5 10 (1879) pp. 153-96, S. Halliwell ClQ n.s. 30 (1980) pp. 153-

96, D. MacDowell CIQ n.s. 32 (1982) pp. 21-6, Perusino Dalla
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Commedia Antica alla Commedia di Mezzo pp. 37ff. Urbino 1986).

The notable element 1s that Crates is#aid to be actor in the
comedies of Cratinus, that is to say, not in his own plays, as it
seems to be the case in the other poets. In the case of
Pherecrates we may also conclude that he was recorded to have
been an actor before writing his own plays.

Perhaps we should bear in mind that sometimes these sources
draw information from the evidence found in the plays <(let us
suppose that they concluded that Crates was an actor from a
reference made by Cratinus mocking him of being a simple actor,
not a real poet). But still there is no reference about Crates
being mentioned in a play of Cratinus and the source seems
trustworthy, mainly regarding Pherecrates.

It seems likely that acting was one way of learning how to
write plays, as well as the contact with other playwrights (cf.
Sophocles learning it from Aeschylus according to Soph. T 14R),
especially at the beginning of the tragic contests and the early
evolution of the tragic genre probably had a great influence in
comedy. In general the status of the actors and the evolution of
their activity during the V century 1is not well attested; it
seems to have developed: towards a greater professionality and
independence (cf. Ghiron-Bistagne op.cit. p. 46-7 and N.W. Slater
in Winkler- Zeitlin Nothing to do with Dionysos pp. 385%f.

Princeton 1989).

B) THE NUMBER OF PLAYS,



The number of comedies of Pherecrates 1is disputed. We have
nineteen titles attributed to him, but already from Antiquity
doubts about the authenticity of some of them arise. The main
difficulties are caused by the following plays:

- Agathol was confused with a homonymous play by Strattis.

- Anthropherakles can be according to K-A PCG VII p. 103 (cf.
Schmid GGrL p. 100) the same play as Pseudherakles.

- Automolol was represented again in a later &Siaoxevy according
to Poll. II 33 (fr. 35),

- Metalles, PFPersal and Cheiron are attributed by Eratosthenes to
Nicomachus. Although, in the case of Persai, it seems that the
author of the play was lost, and someone suggested to attribute it
to Pheé@rates,a doubtful attribution according to Eratosthenes
(cf. Athen. XI 502a ad fr. 134).

- Metoikol, attributed to Pherecrates by Apoll. Dysc. pron., GrGr
II 1. 1 p. 69.18 Sch. (cf. Pl.com. fr. 83) is also the title of a
play by Crates and another, by Plato comicus. No fragments are
extant.

The subject is complicated a little when Suda ¢ 212, test.
1, gives a figure of only seventeen plays, and Proleg. de com.
VIII 3 p. 18 Kost., test. 3, eighteen. The frequent mistakes in
the textual transmission of numbers and later writers' partial
knowledge of the works of classical authors, either because some
were lost (cf. the recent dicovery of Pl. com. Rabdouchoi, test.
7), or because the theories of some Hellenistic scholars about
authorship were taken i1into account (cf. Eratosthenes in our

case), cast doubts on the validity of both numbers.
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Perhaps the easiest solution is either to ascribe Metoikoi
to Crates or Plato comicus, or to consider Anthropherakles and
Pseudherakles the same play (in this case the first title is
perhaps preferable since the second one would be easily confused
with the homonymous comedy by Menander). It would be as easy to
accept both suggestions and ascribe only seventeen plays to
Pherecrates as in test. 1.

The concept of Siaonevd, suggested by Poll. loc.cit. 1in
connexion with Automoloi, 1s doubtful. This term seems to mean
‘revision' of a play. Athen. III 110b says that Epicharmuys' Mousai
is a revision of “HBn¢ yauéc and this activity seems to have been
commonly done by poets in the V and IV century, regarding their
own plays. We have some instances 1in Aristophanes (Clouds,
Thesmophoriazusae, Wealth and Peace; Frogs is said to have been
restaged in the Hypoth.) and in Eupolis (Autolykos); it seems to
have been more frequent in Middle and New comedy <(e.g. Diphilus
Synoris, cf. Athen. VI 247c and see further Pickard-Cambridge DFA
pp. 100-1 and Hunter on Eub. p. 147).

Yet, the reference of Pollux to a 8iaoxevi of Nicomachus
seems to mean what we would call ‘adaptation' of a play by a
later author for an audience of his time. This activity was very
often done to tragedies of the V century by later actors (cf.
Pickard-Cambridge DFA pp.99~100), and it has been used to explain
the difficulties in the ascription of some plays of Pherecrates.
Thus, Kock CAF I p. 145 suggests that Agathol was reelaborated by
Strattis for the audience of the IV century. Also Meineke FCG II

p. 307 attributes to Nicomachus the reelaboration of some of the
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plays, ascribed to Nicomachus by Eratosthenes (see above p.6),
while Kaibel Hermes 24 <(1889) p. 44 and Geissler (1925) p. 41
suggest that they were re-elaborated in a "Buch-drama des 4.
Jahrh." (Geissler (1925) p. 42).

Otherwise, Kbrte RE XIX.2 1989. 13 concluded that this
proposal 1s a piece of hypercriticism based on very weak
linguistic difficulties and above all Strattis, who lived between
the V and the IV century, seems to have been too early to make
adaptations of old comedies (the date of the first re-staging is
339, cf. I col. 15, 13 Mette).

In consequence, the practice of the J.xoxevy of comedies
must have been fairly common, mainly insofar as there was not a
strict sense of originality and authorship and it may have been
perfectly acceptable (it could be something similar to the
'contaminatio' in Roman comedy; see further about &.coxevr Kassel
ZPE 14 (1974) pp. 125-7). But, as we will see in the commentary
on fr., 113 for instance, most of the objections to the authorship
that lead to this conclusion seem to be based on critical
analysis of later scholars made on assumptions about Pherecrates'
style and language and to refer to the Siaoxevy to solve these
problems seems to be unnecessary and thus I agree with Kbrte (see
supra).

As I have already said in p.2, the only play that can be
dated with certainty is Agriof in 420. Other suggestions and
conjectures have been made and they are discussed in the
commentary in each individual case; but in general the scarcity

of fragments and the fact that the fragments of his plays make
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hardly any reference to public figures do not allow us to reach
any firm conclusions about the dates.

The number eighteen or seventeen is reasonable in comparison
with other poets (about the subject of the "productivity" of the
poets of Old Comedy in comparison with Middle Comedy, cf.
Mensching MusHelv 21 (1964) pp. 15-49). Perhaps we know of three
exceptionally prolific poets whose lives seem to have lasted a
long space of time and began to produce at a very young age:
Cratinus (about 28 comedies), Aristophanes (about 40) and Plato
comicus (about 28), while Eupolis produced about 17 in a rather
small period of time (between 429 and 411 approximately according
to Storey art.cit. pp. 4ff.). In general the rest of the poets
fluctuates between two or three and twenty plays whose titles are
known to us. Some of the reasons for such small number 1in
contrast with the extraordinary production of Middle and New
Comedy could be as follows:

- the complicated preparation of a chorus,

~ the competitive contest to reach the right to perform,

- the preservation of plays which were not performed in the
Middle and New Comedy, the so called as (Saxto (cf. Mensching art.
cit. pp. 16-7),

- the fact that the plays that were not accepted for performance,
probably were not entered in the official records and most of
them were not copled again or lost at a very early stage; only
some revisions of plays already performed have reached us (cf

supra p. 7).



2. - PHERECRATES IN THE LATER STUDIES ON COMEDY

In words of Jebb on OC p.5 Pherecrates was "one of the best
poets of Old Comedy". This assumption may be true; but at least
from the papyri discovered in our century from Hellenistic and
Roman times, we could conclude that Pherecrates was not at
least, taught in the schools and, thus, he never achieved the
degree of appreciation of Aristophanes, Cratinus, Eupolis.

Nevertheless, he was probably appreciated to some extent by
the Alexandrian scholars and I think it is possible to trace
somqﬁnstances about their treatment in the Alexandrian

scholarship.

A) LYCOPHRON AND ERATOSTHENES

Lycophron is 1likely to have edited his works in a general
edition of the comic poets (cf. Pfeiffer History of Classical
Scholarship 1 p. 119 and n. 6 Oxford 1968); or at least he dealt
with the problems of vocabulary £€v t§ 8' lepl xwuedla¢ according
to Athen. XI p. 485d quoting fr. 101 (cf. Ar. Byz. fr. 411 Sl.),

Eratosthenes approached some problems of the works of

Pherecrates and is quoted in the following passages:

- Harp. p. 203, 8Dind., cf. MetoAAfig test. 1: &mnep Nuixbpaybv
enoL memoinxévar 'EpatogBévng €v (' mepl Thg &pxalog Xopedtag
(fr. 93Str.); cf. test. 1i (Phot. p. 32, 11) and iii (Athen. XV
p. 685 a) who clearly follow him in his opinion.

The problem of the attribution of Metalles to Nicomachus and

the 3iaoxevyy has been already dealt with (cf. supra p. 7).
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Eratosthenes' attribution to Nicomachus seems to be based on
terminological grounds, as Pfeiffer op.cit. p. 161 suggests; but
as Nesselrath MK p. 179 (see also n. 89) suspects, they "offenbar
nicht der einzige Grund gewesen sind. KYnnte es unter anderens
auch der (zu einer "alten" Kom8die nicht mehr passende)
“*Charakter" der MetaAAelqg gewesen sein, der Eratosthenes dazu
veranlaBte, sie einem anderem Dichter zuzusprechen?" <(cf. infra
on Pherecrates' style). At any rate we could see that his
approach was the origin of the somehow restrictive view that
considers Pherecrates as 6 &ttixédtatog (cf. Phryn., fr. 8Borr. and
Athen. VI p. 268e, test. 10). It is also likely that the doubts
about the authenticity of Persai and Cheiron were originated in
Eratosthenes' studies.

- Fr. 172, quoted by Schol. min. ('Did.') Hom. B 289.p. 46
Barnes and in Eust. in Od. p. 1445. 42 (who mentions Eratosth.
fr. 55S5tr.), from a Homeric glossa of Eratosthenes. Fr. 145 is
also related to a Homeric glossa of an Alexandrian, perhaps
Apollodorus (cf. Taillardat-Roesch Rev. Phil. 92 (1966) p. 73, 74
and n. 1).

- Fr. 165 ([Didym. 1 1. t8v drmopovuévev napa lMrat. A£E. p. 400
Mill. Another discussion about the meaning of an expression (cf.

Eratosth. fr. 75Str.).
B> OTHER SCHOLARS. ARISTOPHANES OF BYZANTIUM

It would be interesting to have some firm evidence about

Pherecrates and Aristophanes of Byzantium, but unfortunately he
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is not said to have quoted any fragment of Pherecrates. On the
basis that Aristophanes of Byzantium 1s mentioned within the
context of the discussion of some points and that he dealt with
comedy in an extensive way, I will attempt to study some features
of Pherecrates which he may have cited.

The supporting evidence is not decisive in linking these
features of Pherecrates to the studies of Aristophanes of
Byzantium; but at least it will sketch further other aspects of
Pherecrates' work which were notable for later scholars.

- Phot. «466 quotes fr. 39 in the framework of & discussion
of the unusual feminine ’A6nvata which is also dealt with by Ar.
Byz. fr. 3Sl1.

- Fr. 58 (Eust.' in Il. p. 707, 36) is also related to Ar.
Byz. fr., 18Sl. (cf. Eust.® in Od. p. 1761, 23.29), about the term
&pda.

= Fr. 117 Athen. VII p. 287a can be connected with the
discussion of Ar. Byz. fr. 409S1. about B6éak.

- Fr. 160 is quoted within the context of other comic texts
about the length of the ilota in népS.LE, subject dealt by Ar. Byz.
fr. 346Sl.

- Fr. 240 (Phot. (z) € 1719) is a disc@%ion of the term
éniot&otng. Ar. Byz. fr. 3551, (Eust. in Od. p. 1827, 45) dealt
also with this subject.

But beyond this lexicographical point of view, three aspects
more were dealt by Aristophanes of Byzantium which could be
easily related to Pherecrates:

- The beginning of the study of metre, especially in the
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distinction of different x&8\a and the classification of feet,
(cf. Pfelffer op.cit. p. 1898 and Ar.Byz. fr. 346Sl. about the
question of vowel lengthening).

This aspect can be related to Pherecrates’' "invention" of
the "Pherecrateum" <(cf. test. 11>, In fact this metre is very
common as 'end of x&\a' and Hephaestion of Alexandria quotes it
from such point of view in De signis p. 68. 22 Consbr. (de
Anacreonte) (cf. Ar. Byz. fr. 383bSl.). It seems also reasonable
that this scholar of the II century A.D. (cf. Sandys A History of
Classical Scholarship p.321 Cambridge 1903 and J. M. van Ophuijsen
Hephaestion on Metre pp. 3ff. Leiden 1987), based his work on the
research started by Aristophanes of Byzantium <(cf. Pfeiffer
op.cit. pp. 187-8 and van Ophuijsen op.cit. p. 27>. Therefore, we
may suppose that Aristophanes of Byzantium may have also dealt
with Pherecrates' "original" treatment of this metre.

— The stress on the importance of Menander, as representative
of a 'new' style of Comedy <(cf. Pfeilffer op.cit. p. 190 and
Nesselrath MK pp. 181ff. who uses this argument to suggest that
this scholar distinguished the traditional three stages of Greek
Comedy: old, middle and new).

- The critical approach to the Classical authors and, thus,
the establishment of 'selective lists of authors' <(cf. Pfeiffer
op.clt. pp. 204ff.).

These last points are relatéd to the critical approach of
our scholar who began to study the authors within their context.
In this case although Pfeiffer op.cit. pp. 204ff. warns us of the

anachronistic sense of the word ‘canon', it seems likely that
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Aristophanes began to point out outstanding figures of every
epoch and probably pre-determined the choice of later times.

In the lists of authors, Pherecrates is nearly always
mentioned among the best seven Old Comedy poets. In brief:

- Anon. de Com. (FProleg. de com. III> 9 p. 7 Kost. (test.
2a) gives a 1list of eight poets: Epicharmus Magnes, Cratinus,
Crates, Pherecrates, Phrynichus, Eupolis, Aristophanes.

- In the Canones comicorum ed. Kroehnert (Canonesne poetarum
scriptorum artificium per antiquitatem fuerunt? diss. Regim.
Pruss, 1897) tab, M cap. 4 (p. 6)= C cap. 10 (p.12), the list is
as follows: Epicharmus, Cratinus, Eupolis, Aristophanes,
Pherecrates, Crates.

- The later scholar Tzetzes (about him, cf. N.G. Wilson
Scholars of Byzantium p. 190 London 1983) mentions him often in
his lists; 1in diff. poet. (Proleg. de com. XXI=) 78 p. 87 Kost.
(test. 2a): Sousarion (as the np@tog ebdpetfig), Cratinus, Eupolis,
Pherecrates, Aristophanes, Hermippus, Plato. In proleg. ad
Lycophr. II p. 3, 8 Sch. (Proleg. de com XXII*, 39 p. 113
Kost.), he mentions only five main poets of Old Comedy:
Aristophanes, Cratinus, Plato, Eupolis, Pherecrates. And 1in
proleg. ad Hes. ed. Colonna, Boll. Comit. 2 (1953) p. 35, 62.67
(codd. MEC) (test. 9) Aristophanes, Eupolis, Pherecrates. It
seems highly unlikely that a copy of Pherecrates' plays survived
until this time (XII century A.D.) and therefore he must be based
on an older source.

In conclusion, we can assume to some extent that Pherecrates

was at least regarded as an important author for his language by
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Eratosthenes and probably other scholars. It is more difficult to
link him to Aristophanes of Byzantium, but i1t seems that
Pherecrates was chosen among the seven best poets of 0ld Comedy
and Aristophanes may have had something to do with it. In general
although he never acquired the importance of Aristophanes or
other poets, he was not regarded as a secondary figure (see also

on p. 18 about Pherecrates in Athenaeus).
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3.- THE SOURCES OF THE TEXT

The transmission of the 288 fragments of Pherecrates is
mainly through quotations and references in the Scholia, Pollux,
Athenaeus, Lexicons. The contents of the fragments are very
varied, but generally they have an antiquarian and
lexicographical character, being an important bulk of them
related to the subject of food and the banquet transmitted by

Athenaeus.
A) SCHOLIA.

The Scholia belong mainly to Aristophanes' commentaries,
although some of them are from other authors like Lucian (fr.
18), Euripides (fr. 51), Sophocles (fr. 141, cf. Peppink Mnem 1
series III (1934) p. 76-7), Plato (fr. 161), Homer <(fr. 172).
Most of +them come probably from the commentaries of the
Alexandrian scholars (cf. White Sch. on Av. pp. LXIX f., in our
case see fr. 140 and supra on pp. 10ff.).

The main manuscripts of Aristophanes that preserve the
Scholia are the Codex Venetus (V) and the Codex Ravennas (R),
while many of our fragments also appear quoted in the
Laurentianus XXXI 5 (I') which was written by three hands (cf.
e.g fr., 22 in which V and I' can be easlily compared). Not very
often Estensis III D 8 (e) and Codex Laurentianus Conv. Soppr.
140 (8) preserve some citations. About the manuscripts of these

Scholia, see the description and bibliography in D. Mervyn Jones
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and N. G, Wilson Scholia in Aristophanem I, 2 in Equites pp. Vff.
Groningen 1969.

The edition in progress of these texts has reached
Acharnians, Knights, Clouds, Wasps and Peace and the
commentaries of Tzetzes, W.J. W Koster (ed.) Scholia 1n
Aristophanem Groningen I-II. 2 1569-83, IV (Tzetzes' comment)
1960- 1964. I follow the reading of Kassel-Austin in the Scholia
that have not been edited yet. For Birds White op.cit. is still
of use and for the rest DiUbner Scholia Graeca in Aristophanem

Paris 1855.

B) POLLUX, HESYCHIUS AND MINOR SOURCES OF THE II CENTURY A.D.

Pollux of Naucratis, an Atticist lexicographer of the times
of Hadrian (cf. Bethe RE X 773 ff.) 1s an important source of
fragments 1in his Onomasticon preserved to us in excerpt of 10
books (cf. Bethe op.cit. 776 83 ff.),

Its main edition is that of E. Bethe Onomasticon Leipzig
1900 who gives a complete stemma of manuscripts in p. XV (for a
simplified version see Hunter on Eub. p. 33).

The Lexicon of Hesychius of Alexandria has been preserved in
only one manuscript written in the early XV century, Marc. gr.
622 (H) (cf. K. Latte in Hesychius Lexicon pp. xxivff.). About
the origin and importance of this Lexicon, cf. Latte in op.cit,
pp. viiff. and N.G. Wilson op.cit. p. 43.

Two minor sources are the Harpocration Lexicon 1n decem

oratores Atticos, edited by Dindorf, Oxford 1853 (cf.especially
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pp. 1iii-x; but see now Harpocration Lexeis of the Ten Orators ed.
J.J. Keaney Amsterdam 1991); and the fragmentary text of Orus
preserved above all through the Byzantine Lexicon of "“Zonaras"
(cf. K. Alpers Das attizistische Lexicon des Oros Berlin/New

York 1981 for fragments 169, 183, 189, 196, 248).
C)> ATHENAEUS.

The Deipnosophistae of Athenaeus provides us with a great
number of fragments. This work which belongs to the III century
A.D. (about dates see B. Baldwin Acta Classica 19 (1976) pp. 21-
42, especially pp. 24ff.) 1s divided into fifteen books that in
fact are an abbreviated version of the original thirty booksi(cf.
Gow on Machon p. 25). Athenaeus' main interest is, as I have
already said, related to banquets and food and he quotes passages
from all the plays attributed to Pherecrates. He seems to be well
informed about our playwright since he mentions doubts in the
attribution of certain plays (cf. Agathol in fr. 1, Metalles and
Persal in Metalles test. 1ii and Cheiron in fr. 162); he also
gives us information about khe content of Doulodidaskalos (cf.
test. 1), about Corilanno <(cf. test. 11> and the date of
performance of Agrioi (cf. test.1).

The main manuscript 1s called codex A Marcianus gr. 447
which, according to N.G. Wilson JHS 82 (1962) p. 147, was
written by the scribe John the Calligrapher in the early X
century A.D. It became part of the Library of the Cardinal

Bessarion 1in the XV century. It contains most of what is
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preserved, begining at III 74a and ending at XV. 702c with some
gaps in XI after 466d and some minor ones after 502b (cf. Gow's
description in op.cit. p. 26).

The other important source is the Epitome which has survived
completely and, thus, fills up the gaps in the text of A, It is
contained in two manuscripts: E, Laurentianus 60.2 and C,
Parisinus suppl. gr. 841 (about them see Hunter on Eub. p. 31).

Two further problems arise from these texts: on the one
hand, the comparison between A and the Epitome (CE); on the
other, the relationship between the Epitome (CE) and Eustathius.

The first problem is generally solved now by accepting that
the Epitome was not done from A with some corrections of the
scribe <(as Maas Gnomon 4 (1928), 570-1, BZ 35 (1935) 299-307 and
36 (1936) 27-31 = KI1.Schr. pp. 505-20 had suggested); but from
another source that in some cases contained better readings than
the fuller version of A (cf. Pherecr. fr. 85 ngra ogpaxei(l{e CE
xxtaopa— A, see Collard RFIC 97 (1969) p. 959, M. van der Valk
Eustathii Commentarii I pp. lxxxiiff. Leiden 1971, for a stemma
see Hunter on Eub., p. 32).

Secondly, Eustathius' commentary quotes often Athenaeus. It
so happens that his text in many cases coincides with that of the
Epitome. P. Maas KI.Schr. pp. 505f. suggested that Eustathius
himself had written it; but his solution is not now accepted
since 1t is based on the superior quality of readings (cf.
Collard art.cit. p. 165), while the differences were explained as
arising from a further work on Eustathius® comments on Homer (cf.

Maas ibid. p. 506); but this sort of philological work can hardly
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have been undertaken by Eustathius and above all some differences
are "hard to explain as the products of one mind" (cf. Hunter p.
32 and n. 2 with references).

It seems likely that he was able to read a fuller Epitome
than the one we have. Cf. fr. 207 preserved by Eust. iIn Od. p.
1428, 60: though in this text he quotes Athen. XI p. 480e, our
Epitome does not refer to Pherecrates but only gives Hermipp. fr.

55, mentioned by Eustathius also.

D> PHOTIUS AND OTHER LEXICA.

The main sources of fragments are the Lexica compiled in the
Byzantine epoch; among them Photius has preserved the greatest
number of texts. Pherecrates is frequently mentioned because he
was seen as one of the best examples of the Attic dialect (cf.
supra about 6 &ttixdtatog p. 11), since the study of the Attic
dialect seems to be the main interest of these compilations.

The Lexicon of the patriarch Photius was written during the
X century A.D.and his activity as lexicographer seems to have
been connected also with the Etymologicum Genuinum (cf. N.G
Wilson Scholars of Byzantium p, 92 London 1983 and Theodoridis in
Photius Lexicon pp. xxxvff., Berlin 1982; about his sources, cf. K
Alpers on Orus p.70 and Theodoridis in op.cit. pp. 1lxxiiff.)

The codex tradition is discussed in detail by Tsantsanoglou
To Aekixd tof @Qwtlov p. 36ff, Thessalonica 1967, see also
Theodoridis in op.cit. pp. xxxff. The following manuscripts are

especlally notable:
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- Galeanus (g) Cambridge, Trinity College 0.3.9 / 5985
(edited by R. Porson London 1822).

— Zavordensis (z) 95 is the only manuscript that preserves
the complete text of Photius. It is in process of being edited,
but so far only the first volume a-8 has appeared. Many of the
new fragments and readings provided by this codex were already
found in the following codex.

- Berolensis graec. oct. 22 (b). Its new readings were
already edited by Demiarizuck in his Supplementum comicum
Hildesheim 1967.

About the transmission of codices in the Suda, cf. A, Adler

in Suidae Lexicon pars V p. 216 Leipzig 1928-1938.
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4.~ FORMAL FEATURES IN PHERECRATES' FRAGMENTS

A) METRE.

The iambic trimeter is the metrical pattern most often found
in the fragments, indeed. Pherecrates uses such metre according
to the usual pattern of Greek Comedy (cf. the description in West
Gr. Metre pp. 88ff. and, in more detall, White pp. 40-3, Descroix
Le Trimétre Iambique Macon 1931, reprint New York-London 1887).

There are some examples of a number of resolutions in a line
(cf. fr. 6.1, 56.3, 76.2). Also some three-word trimeters in fr.
22.2 and 113, 11 and they could suggest some imitation of tragic
poetry according to M. Marcovich Three-Word Trimeter in Greek
Tragedy p. 192 Kdnigstein 1984,

Pherecrates has more examples of the iambic tetrameter
catalectic in more plays than usually found in the other poets
of 0Old Comedy, according to F. Perusino Tetrametro iambico
catalettico p. 99 Roma 1968.

This metre is normally part of the agon (cf. fr. 98 and

- comment ad loc.), the chorus' entries and exits, and the

exhortative portions before and after an agon <(cf. Perusino
op.cit. p. 16 for its general use). The following passages can be
scanned in this metre: fr. 50. 1 (Doulodidaskalos, Kaibel's
doubtful conjecture), 61 (Epilesmon, conjecture), 69 (Ipnos,
Meineke's conjecture), 98 <(Crapataloi), 110 <(lLeroi, doubtful
scansion).

He also uses the rare acatalectic form of this metre (cf.
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fr. 111 and comment ad loc.).

The iambic dimeter in fr. 50, 2-5 is probably part of a
pnigos; for this part of a comic play Pherecrates seems to have
also used the anapaestic dimeter in fr. 126 (see further West
Gr. Metre pp. 93-4, White pp. 98ff.).

The trochaic tetrameter catalectic is found 1n fragments
which may belong to recitative speeches, may also convey the
hasty pace of the parodos (cf. Pherecrates' imperative forms in
fr., 89), or may be part of the dialogue of a chorus and a
personage in a syzygy (cf. fr. 196 and see further White p. 99.
In the fragments there are three examples of 1lines without
diaeresis: fr. 10. 2, 99, 152. 5 and 155. 6.

The anapaestic tetrameter catalectic appears frequently in
the fragments and some of them clearly belong to the parabasis
(cf. fr. 117, 51, 100, 137, 199). See supra for the anapaestic
dimeter.

The dactylic hexameter xat& otriyov is unusual in Comedy, but
fr. 162 (Cheiron) is a long example of this metre with a clear
parodic intention of elegiac poetry (Cratin. fr. 253 of a play
called Cheirones uses also this metre as parody of the same kind
of poetry).

We have some examples of what West ibid. pp. 95ff. calls
‘Comic dicola'. Some of them are probably original creations of
Pherecrates and it seems fairly probable that they belonged to
the parabasis of the play. The following schemes can be found:

- Eupolidean, fr. 34, 52, 70, 127, 139, 204.

- Combinations of glyconic, Aristophanean and Pherecratean
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metre in fr. 114 and 138 which seem to have been invented by
Pherecrates (cf. comment ad loc.).

- Archilocheus, fr. 71.

- Euripidean fourteen-syllable, fr. 2. 3 and 195, ubi vid.

In respect of Lyric combinations, generally part of the
chorus' songs, we have examples of:

- Anaclastic glyconic, fr. 14 , 102 and perhaps {01,

- The Pherecrateion, fr. 84, metre that was probably named
after this passage.

- Fr. 2 shows a complex combination of Dactylo-epitrite that
follows the scheme, D-e-D-e in 1. 1-2 and ends in 1. 3 in the
‘Euripidean  fourteen-syllable' previously mentioned. This
metrical pattern and the context of the fragment suggest a choral
origin. A similar pattern of Euripidean fourteen syllable,
perhaps followed by a Dactylo-epitrite is found in Ar. Vesp. 272-
3 (about it see Zimmermann Untersuchungen I pp. 97-9). The
Dactylo-epitrite was related to the innovations introduced in the
nusical and poetical field by the new school of dithyrambists
(cf. West ibid. p. 138). For parodies of such poetry, cf. Ar.
Eccl, 571-80 (see Zimmermann ibid. II p. 138).

In conclusion, we can observe how Pherecrates made use of a
great variety of metrical patterns. Such a variety 1is related
first of all to the obligations of a genre in which the choral
parts are still important, secondly the originality and the
innovations were also expected from the metrical point of view
(cf. fr. 84); and, finally, also to the importance of the musical

element in the comic performance.
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B) LANGUAGE.

The analysis of the levels of language is complicated by the
lack of context and the unreliability of our sources. In many
cases 1t is 1impossible to ascertain to which level a word
belongs. It seems likely that Pherecrates mainly tried to emulate
colloquial Greek; but through the use of spoken expressions and
terms, he is also able to reproduce other levels of literary and
non-literary languages. I will divide and clasify the different
levels of language 1in colloquial language, technical language,
language of serious poetry, comic words per se and °'hapax
legomena' following, where applicable, Dover's analysis of such
levels in I pp. 230ff.

Colloquial language.

Pherecrates generally used the Attic dialect, as one might
expect. Our sources point out in particular some instances of
terms that are properly Attic: 177 ox6vuloa (instead of x6vvi{o),
180 t0 xp(Bavov (instead of xA{Bavov), 214 dxofv (Attic for the
epic dxovrf), 215 4&Md3¢. In such contexts the use of non-Attic
words is a remarkable fact, especially if we take into account
the fact that he was called 6 'Attixétatog (cf. test. 10 and see
supra p. 11). In fact we know of only one case where he refers to
a non-Attic speaker (fr. 74. 3-4 with reference to the
Mariandynian slave). But even in this case it is for the sake of
a joke and we cannot say to what extent foreign speech was
reproduced, or if he followed the conventions of Tragedy in which

the non-Attic characters could speak Attic perfectly (see an
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analysis of the dialects and characters in Aristophanes and the
comic fragments found in Dover I pp. 239-42).

The following words are not originally Attic: fr. 137. 9
3év8pn Ionic, 6 (Mjvovg) and 115 a&pud Doric and Hippocratic
diction, 251 napaifapldv is suggested by Rehrenbfck (1987) 48 to
be Boeotian <(but see comment ad 1loc.), 149 Mey&iheiov and 9
néporoe Sicilian. Words of poetic dialects are: fr. 211 dyyéoxe
(Schmid GGrL p. 106 n. 6 suggests to be Aeolic, but see Buck The
Greek Dialects p. 81 Chicago 1928), 105 BpévBeirov Sapphic, 41
doptfijpo epic. Other terms classified by Schmid loc.cit. as
dislect, but of doubtful origin are: fr. 80 O&xAdE and 253
Axobpeda which are suggested to be Ionic and 47 d&moliB&Eetq
Doric (see comment ad loc.).

The words, which I think could be part of the spoken Attic,
are mainly found in other comic poets or later in Plato, Xenophon
or the Hellenistic poets Theocritus and Herondas (cf. Dover
loc.cit.). 1 propose to give a list as complete as possible, of
the terms and expressions that could be derived from this
liguistic level. I think it is also necessary to bear in mind, on
one hand, that some cases are hypothetical, based solely upon the
comparison with other writers or metrical and stylistic analysis
and, on the other, that the mixture of different levels of
language seems to be a feature of the comic poetry and in some
occasions part of its comic effect (cf. Dover I pp. 237ff.). Each
word will be discussed in its specific passage.

~ Terms from colloquial and quotidian world: fr. 36 nacovd(;

43.3 0Op&ttel; 45 amov(lw; 46 6Onoée;68 Hiav; 73.1 tpdyp, .2
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x&vipayetv; 75.1 81eg86g; 95 é€E EwBiLvof?; 96 and 206 yvviv; 108
ypfiotar; 142.1 néBev; 213 'Adéviog and ’ASdviov; 217 &pvot(; 218
vootd; 220 &vdpamodov? (for feminine slave, perhaps comic); 242
€tepog; 243 éttnpéva?; 247 Oupéhn; 266 oxl(tev; 267 obgiopa?; 270
otpbpLyYyeG?; 281 yoln&dag.

- Diminutives <(about the function of the diminutive
especially in Menander's comedies see C. Prato KRicerche sul
trimetro di Menandro: metro e verso pp. 26-7 Romae 1983 who
refers to G. Pascucci 'Note stilistiche sull' uso del diminutivo
greco' Stud. it. filol. class. 38 (1965) p. 189):

- wov: 26.2, 32, 106, 113.1, 139.2, 143, 151, 261,

Stov: 30, 62, 137,10,

toxog: 113. 14, 272,

woxy: 75, 4.,

- Vulgar and slang words: 47 dnolBé&EeLlg (doubtful see
comment ad loc.); 62 ovvédv; 63 Oallogbpovg; 76.3 and 155.8 &
natépate; 101 Aayépevog; 136 &noxvBiotdg; 137.6 Bohavedoetr; 138.3
npoox Lv@v; 144 haxmotelv; 159 Aaiwxaotplag; 166 6 mavodpyog; 173
6Bptctbv , perhaps a comic 1insult) and x6B8arov; 176
gyxihn(lovo'; 188 dvepordvln; 228 dpyalog; 232 BAip&lerv; 253
Axficbal; 262 pumalve; 263 canpdv; 264 oivapepedpata (?, comic
formation).

- Exclamatory phrases: 2S8.1 v tdv Afjuntp’, 43 npdg
’AnéANwvog, 56.3 olpoL t&hag, 75.3 and 117.2 vi td 6ed, 102.4 vi
wdv ¢@(iiov, 113.20 ofpor &¢ d&moretq plus participle, 135 and
142.1 ol1og ab.

- Word order and other constructions: 73.1 ¢épe &Y and
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subjunctive, 73.2 (8096 plus a noun, odx plus jussive future (cf.
Smyth Greek Grammar §1919 and 1918 Cambridge Mass. 1984), 80 elt'
(not at the beginning of a sentence), 82 év6g ye tov, 150 mévv at
the end of a line.

- Forms commonly found in later Greek: 34 mnenin@évai,56
anoxp.88, 66 marng, 83 w6k, 63 Eoatte, 198 1evih&ie., 196
nponépvot, 218 &vaotd (? perhaps a colloquial usage of the word,
see ad loc.), 225 A&moléyopor, 246 {f6L.

Technical language.
Different technical terminologies originated from different
social and cultural strata are also found in his fragments.

- Idiomatic expressions: fr. 6 &y' &rtpép', 22 ol xoxdg
norodpevot, 35 €év yxpd xovpidvrtag, 37. 1 odS8E 64&ttov, 37.2
navtayxod &ye, 70 Tl padbévt’, 75.5 xiveltar ... yohf, 76.5 Epp’' é¢
x6paxag, 76. 3 and 87 t{ #hpyhow, 77. 1 and 98 dmapti pév odv,
113.21 &g Exete, 113.26 t& xodd tBv xoAdv (perhaps poetic), 117.2
10 mapandv, 122 yovd ypdvg, 156.5 xatk xeipbg, 156.6 vOv 8 &pte,
156. 7 xot& plrtov, 157 tdv aitlav Eyovo’, 159.2 xarév ye (cf.
Dover I p. 21 n.14), 162. 13 én'olvoig, 175 mol xfiyog, 196 £tog
tplTov.

~ Terminology of festivals and religion: 7 ol mpotevlof,
28.2 1d vopi{épevov and .6 Bvifpact, 63 Balrogpdpovg, 121 &pdital
and éniBedler, 167 Biaxéviov and dpgiedvrta, 213 'Addviog, 265
Zx (pa.

- Cooking terms: 8 &vaxvxfioar, 26 Oont@oa, see several
examples in fr. 50 and 57, 80 gyovo’, 89 rtaxepodg, 109 and

myévov ¢@oayelv (cf. fr. 128 and 133), numerous terms in fr. 113
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(see comment ad loc.) fr., 137, fr. 195 and 197, 157 napoy(deg,
180 10 xp(Bavov, 226 &morom(feLv.

- Military terminology: 12 B8eA¢p(c and &delpivépopog xepaic,
18 damootavpoBvroi, 22 énapgotep(l{ovc’, 37.1 émioitiel, 83
xopoxovg, 235 Sraxdxxe (7).,

- Poetical and musical terms: 6 x.8aped6g, 31 1d¢ dppoviag,
47 tpiydvovg and Abpag, 84.3 ovpntdxtolg A&vomalotolg, many
instances in fr. 155, 162, 10 #&xet' éleyela, 205 Opévaiov dPvel
Yopix6v, 276 VPOApLOV,

- Agricultural terms: 24 cuoyxopxivedfi, Mix, 72 &\o&oavt',
fr. 172, 197 and 20! are lists of different kinds of grains, 243
éttnpéva (?), 114.1 &vadevdpadov.

- Official and formal language: 2. 1 otegavdpoorv, fr. 39
(parody  of official expressions), 52  &vayne (cacl’, 59
éveyvpLpatsg, 64  dméBolov, 61 é¢’ od (archon), 70. 3
natoaoxevacpévov / ovvéSpiov, 240 émiotdtnv, 233 Boeixég (ending
fashionable within sophistic circles, cf. fr. 37.3 hapvyyinév).

~ Medical terminology: fr. 58, 75.1 10 clarov, 85 ogaxéli{e,
139. 2 nepipdttopev, fr. 169, 208 8€ppnv, 270 otpbpLyyeg.

- Other activities: weaving: 51 xat&yepev, 53 poBS(ferv, 277
096G; shoes: 192 xattdopoat, 261 p&dia; 234 Saxtviiovpydv (cf. fr.
137 where different trades are mentioned in a long list).

Poetic language.

The poetic language in Pherecrates is mainly related to
choral passages and fragments of high-style which have generally
a descriptive character (cf. on fr. 114) or as in fr. 113 a

parodic style of a messenger's speech in tragedy.
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I have already pointed out some non-Attic words which may
have a poetic function. In general the use of such words is
sparse, and they give a contrasting tone to other non-poetic
words whenever we have a long text. The rest of the instances
which are few lines or just one or two words, do not allow us to
reach any clear conclusion about the intention within the play

Poetic terms: 20 tep@pevébpevog (tragic), 23 al ntépuvyeg, 25
otpayyor (oG, 29.2 d&viapov (elegy perhaps), 69 nep(Bolog and
neplepxtog, 83 rteliyog, 88 xvégpmg, 105 Bpevbetov (Sapphic), 104
Svonpepetv and cf. 245 edpepla, fr. 113, 120 zeBorwpévov, 126.2
natopfoovror, 131 dverevBepov?, 152.3 épgépn, 162.1 6&AreLav,
162. 2 péler, 162.3 edunhog, 162.5 OnefAémopev, 185 xab({ave, 202
xopldv, 203 BpiBopévng, 211 &yyooxe, 212 &dfpayor, 216 &rroxdTag,
222 4&vodotatol, 244 eDdovhog, 259 nioxddag, 273 tayewatl, 279
¢Ttv. An important number of poetic expressions can be found in
fr. 137 and 138 (see commentary ad loc.).

Comic words per se and "hapax legomena”.

In this section I attempt to collect the words that belong
to the comic terminology either as a joke common to other comic
poets or because the meaning of the term itself seem to suggest
this function. I have included some words that perhaps should
have been placed among the "hapax legomena" listed afterwards,
because they seem to be clearly a comic formation; on the other
hand, most of the "hapax legomena" may have had a parodic sense
(in many cases of high-style) and, thus, a comic one, but I have
preferred to distinguish them, since they form an important group

and some of them probaBly represent the poetic contribution of
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and some of them probably represent the poetic contribution of
Pherecrates to the Greek language.

- Comic words: 70.4 payelpaivai, .5 i{xBvondratvav (see also
186 avSpoxampalvav), 37.3 Aapvyyixév (hapax, see also fr. 233
Boewtx6g), 86 Kpandtalo. and ywél(ax, in KpandtaAot test.1 x(xxaBog,
102 xaxnyop(otepov, 101 éxxapuBSloar, 111 xvviepbrepa, 126.3
AayapL{bpevor, 163.1 SoxnoLdek tav, 172 ogecaypuEvoug, 187
peLEoppg, 238 épmdyova, 252 xAemt(dag, 254 pntpl(da, 256
vaixLofpeLrg, 257 odloxégahog, 269 otpatnylg, 274 Tpamepnd&ALv.

- Hapax legomena: 9 é&nonpooon({eofe, 15 ¢uLrapyixol, 21
&vranod (Sopt, 69 neplepxtog and nep(Bolog, 81 &vidpevoar, 87
&pé&yaipog, 113.1 CUNNEQUPHE VA, .11 xotayvpat (oLg, 113. 4
tovBohvyolvteg, .13 OAéxvnuot, .17 yvavpédtata, 28 TPLYENTOLG,
114.2 Neotogbpe, 132 10 morhaybpacov, 134 xbdpgaretdg, 137.4
xoyvdofvteg and émiBAVE, .8 moOAvtOpwv and AELpLOMOAPAVEREVALG,
152.5 yaotpoi(8ag, .7 avexioyloteg, 168 &ypunta, 211 &opnxtog and
&nanakéxTog, 237  éypnyoploiov and  mavoiviotahov, 260

npetéBabBpov, 261 p&dix, 264 oLvapwpedpata, 268 oTOHOSEXOV.

Despite the limited number of fragments out of seventeen
plays and the narrow range of linguistic and thematic interests
of the sources, I think we can accept fairly confidently the
richness and diversity of the language of Pherecrates. Perhaps,
language is a source of comedy more than any other element, but
Pherecrates uses it not only with the formation of.new words or
the use of unexpected expressions; but, as far as one can guess

(cf. fr., 73-6), also with the intention to recreate some kind of
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daily life and colloquial atmosphere suitable to the characters

and situations that are being represenfed.

C)> STYLE AND HUMOUR.

Corresponding to the analysis of metre and language, the
style of Pherecrates can be approached from different points of
view, bearing in mind that in some cases several kinds of style
can be mixed in one passage.

High style

It refers to the fragments that use the language, metre and
syntax of serious poetry, that is to say, epic, 1lyric and
tragedy. We cannot suggest their function in some particular
cases, since the context is not given, but it seems logical that
it was mainly parodic, and, on some occasions, 1t served to
identify and even characterize some personages with specific
stylistic features.

Some fragments belong probably to the parabasis of choral
passages where the lyric element was used in connexion with the
music. In some cases, the text finishes or is interspersed with
non-poetic expressions (cf. fr. 2) and sometimes a banal subject,
dealt with such style, can provide enough contrast to make a
description comic (cf. fr. 152). The contrary case can also
happen: a subject proper to serious poetry can be treated with
rather colloquial language (cf. fr. 159).

There are some three-word trimeters which could have a

paratragic intention (p. 22), and, as H. W. Miller CIFPh 37 (1942)
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p: 195 points out regarding this metrical feature in
Aristophanes, "a comic effect is produced as a result of the
incongruity of the impressive form and the unimpressive thought
of the passage. The size of the words, many of them Aristophanic
colnages, is rarely'appropiate to the thought expressed”.

The following fragments can be listed: 2 <(cf. otepavépaoLv
in v. 2, an unusual formation in -pa, and the metrical pattern of
the fragment); 10 (cf. the gnomic style in 1.2, &p8p(at in 1.3,
and the possible nap& npooSox(av at the end); 23 (cf. al ntépuyeg
and the predicative pos ition of petéwpov); 113 (possibly a
parody of a long complicated and finally boring messenger’'s
speech in tragedy); 114, 137 and 138 may belong to what is called
‘comic fantasy' (cf. on fr. 114) where the lyric expressions are
very frequent; 152 (see above); 155 (above all 1l1l. 1-2 seem to
have a paratragic tone, see furtheron p. 36 and comment ad fr.);
162 (imitation of the gnomic style of elegy in hexameters); 168
(accumulation of newly compound adjectives in a- negative,
perhaps 1in order to parody the tragic style (cf. also fr. 87 in
v.2 &udyaipog and in v.3 &véSovrog and fr. 210; in Aristophanes
some examples of this comic formation can be found in connexion
with the tragic style, cf. Kan. 204 and 837-39); 202 poetic
invocation. The Scholiast on Soph. EI. 86 points out remarkably
an example of a parody of a Sophoclean passage, but unfortunately
the citation is lost.

Formal style
It includes those passages with expressions that imitate

what I have mentioned in the section of 'technical language'. It
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may be characterized by the use of stiff and standard phrases
that generally can be identified with a special group or subject.

The following fragments can be pointed out: 38 (parody of an
expression used in historical and official texts, cf. also fr.
200); 85 is perhaps the speech of a doctor or someone imitating
it; 92, 146, 166 <(cf. Ar. Nub. 269 and W. Horn Gebet und
Gebetsparodie 1n den KomSdien des Aristophanes p. 48 Niirnberg
1970), 181 and 205 can be related to the style of religious
prayers and hymns,

Another element that is noticeable, is the amount of proverbs
which are preserved in our sources, as being used by Pherecrates.
We will see with regard to fr. 73 how a proverb or a sententious
phrase can be made into a joke, or, at least, as an element to
portray a character; similar cases are fr. 14.4ff., 43. 3-4, 156;
but still there are many passages which are quoted without any
context, and it is not possible to gather which was their function
in Pherecrates' play and to what extent one has to interpret thenm
literally or metaphorically. The following fragments can be
listed; besides the one before quoted: 16, 73.5, 76.5, 85.2, 129,
154, 162, 171.

Colloquial style.

It has been already studied from a linguistic point of view;
but perhaps we could see how Pherecrates used it in fr. 73 and
74. These two fragments could likely be part of the same scene of
a dialogue between a mistress (doubtful, see comment ad loc.) and
her servant. As it has been already pointed out, the text uses

colloquial expressions <(cf. v.1 ¢épe & with subjunctive, 1.2
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x&vtpayetv, 1.3 (800 plus a noun but without a verb, cf. Dover I
p. 20) and finishes in 1.4 with a sententious note that may be
suitable to a woman who is worried about her appearance. Fr. 74
is built with similar quotidian expressions: 1.2 the negative
Jussive future as imperative, the genitive partitive and the
question at the end of the line (cf. Ar. Av. 1003). The fragment
seems to build up the sentences not only in order to convey a
normal dialogue 1in Athens, but also to finish with a joke, in
this case, by stressing the ignorance and foreign character of
the servant. A similar interpretation can be made of fr. 75 and
76, but I will refer to them 1later, when talking about the
characters who, we could guess, spoke these lines. Otherwise, fr.
56 is an example of the use of reported speech in a climactic
way.
Humour.

In these fragments we can find three kinds of humour: a
parodic one that tries to imitate the high style of serious
poetry; the simple joke which i1s prepared through the comic
dialogue and is organized to end in a climax (as we have Jjust
seen in fr. 74), and, last but not least, the mnap& npoodox(av or
‘surprising twist' at the end of a passage (cf. fr. 10.4, 26.2,
85. 4, 117>, Perhaps we should add other comic devices:
exaggeration (fr.175), use of a slang word in an unusual context
(cf, fr. 170>, anacoluthon (cf. fr. 145 and perhaps 176,
etymological joke (fr. 150), enumeration as i1in fr. 50, 106,
138,2, 144, 156, 186, 190, 197. In some of these enumerations the

nop& mnpoodoxlav is its final comic point, but can also be the

- 35 -



absurdity of the long enumeration or some other element of comic
business that we cannot know since the context is lost.

In relation to the map& npocdox{av, Pherecrates’ way of
dealing with obscene jokes <(a very popular element in O0l1d
Comedy), needs to be discussed here. The only mention of
Pherecrates in Aristophanes, Lys. 157-9, can be understood as a
reference to the way our author dealt with such jokes by using
euphemistic terminology with double standards (cf. on fr. 183). I
think that the wording of some fragments such as 10.4, 11.2,
26,2, 27, 50, 138, 190, 193 contains an ambiguity. A person who
knows well the slang terminology or a gesture or even a change of
tone of the voice of the actor could have interpreted such an
ambiguous expression from an erotic point of view. Other passages
have a clear obscene sense, cf. fr. 27, 93, 155 (a remarkable
fragment for the use of technical musical terms with a clear
erotic sense), 159, 227, 253. A reference to scatological humour
can be found in fr. 93.

Although I think we can not fairly judge from these passages
the role and importance of the obscene humour in his plays, at
least it approximately coincides with the image of-a poet who
carefully chose the wording of a joke in order to play with the
double sense of a sentence as Aristophanes loc.cit. could be

understood.

From such a fragmentary work, it is difficult to convey an
overall idea of the style of Pherecrates. The general impression

is that of carefulness and elegance (cf. Meineke Hist. crit. FCG
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I p. 67). On the one hand, Pherecrates tries to give a lively and
perhaps realistic representation of the dialogues and the
characters and, on the other, combines them, in such a way that
they could be funny with a style of humour that ranges from
moderate obscenity to a complex game of parodies. There is
perhaps a tendency to the commonplace and the use of proverbs and
sententious expressions that, although effective because of their
realism, can burden the style with formalized phrases and work
against its liveliness.

In general the variety of metre, language and style suggests
that Pherecrates had a clear knowledge of Attic language and
tried to make the most of it, probably in search of an original

comic effect.
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5.- ANALYSIS OF THE DRAMATIC STRUCTURE.

The remains of the plays of Pherecrates do not really allow
us to assess how he organized the different parts of the comedy.
We can not say to what extent he followed the organization of the
plot in comparison to Aristophanes, although it is possible to
observe the repetition of certain patterns and metrical schemes.

In theory the main parts of a comedy are: the prologue, the
agon, the parabasis <(divided into different elements also:
kommation, proper parabasis or anapaests, pnigos or makron, ode,
epirrhema, antode, antepirrhema), comic scenes, exodos. This
distribution suffers many changes and one may suppose that
Pherecrates did not necessarily follow it. The fullest analysis
of these elements in the comic fragments is found in Whittaker
(1935> pp. 181-191, and I will follow it for most of this
introduction, although many of her assumptions based on very
flimsy evidence will be mainly discussed in the commentary.

Some plays like "Aypioi, Mvpunxdvépono. and Kpandtaio. seem
to have developed the subject of the trip, and as far as one can
conclude from the fragments, the plot was organized in a way
similar to that of Frogs or Birds. The following parts can be
distinguished: Prologue (preparation for the trip or travelling,
cf. fr. 85 in Krapataloi and fr. 118-9 in Myrmekanthropoi);
arrival at the destination and meeting with the inhabitants in
the parodos of the chorus (cf. fr.5 in Agriol and fr. 120-2 in
Myrmekanthropol and perhaps fr. 126 according to Whittaker p.

183); agon and parabasis (Agrioi fr. 10-4, Krapatalol fr. 90, 98-
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100>; perhaps episodic scenes after +the parabasis; exodos
(Krapataloi perhaps fr. 101-2)., The similar theme of Metalles or
Persal could lead to a similar pattern, but in these cases the
uncertainties are even greater.

Abtoudro. seems to have contained an agon (fr. 28 and note
ad loc.) and possibly the comments of a BwpoAéyo¢ in the middle
of the debate (fr. 28). It probably had a parabasis in Eupolidean
metre (cf. fr. 34).

From its content and the references to slaves’ activities in
some fragments, d4dovAodi:ddoxaio; seems to have staged some ‘comic
scenes' 1in which some persons are trained to become slaves (cf.
fr. 44-5). We have the remains of a Pnigos (fr. 50) and a line
from the parabasis (fr. 52).

‘Invdg 1§ lavvvy(c has also another example of a parébatic
passage 1in fr. 70.

Kopiavvd has a group of fragments that could be interpreted
as belonging to the same scene: 73-4, 75-6 and 77-8, either the
prologue or episodic scenes at the end would be suitable for
them. The trochaic tetrameter catalectic in fr. 83 and the
address to the audience in fr. 84 seem to be part of the
parabasis.

MetaArfc is notable for the long speech on fr. 113 and the
parabatic fr. 114 in comic dicola.

Similar to MetaAAfic in its subject, [I€poa: has preserved
part of the agon in fr. 137 and”another group of comic dicola in
fr. 138, which together with the Eupolidean lines in fr. 139, may

belong to the parabasis.

_39_



Xe(pov is remarkable for the long dialogue in fr. 155, G.
Pianko Eos 53 (1963) p. 56-62 tries to reconstruct the play, but
I think unsuccesfully from the number of fragments and evidence
which is left to us (see introductory note on this play).

Fr. 163, the only one preserved from the play W¥evdnpaxAfig,
according to Whittaker (1935) p. 181, may belong to the prologue
of - the play and 1is "a similar address to the audience in =&
colloquial vein very reminiscent of Vespae v.78ff, Pax v.45 ff".

I would like to draw attention to three dramatic devices 1in
particular:

- Pherecrates’ number of plays with plural titles that could
be identified as referring to the chorus: ten out of the nineteen
titles attributed to him <(see pp. 6ff. about the number of
plays). Among the other nine, we know that three had a chorus
according to our sources: d4ovAodiddoxairog, ‘Invog ff Navvvy(c and
Kopiavvé, as for the rest ’Avépopnpaxifi, ‘ErmiAnopdv 1§ 6dirartra,
lIetaAn, Tvpavv(s, Xelpov, YevdnpaxAfic, there is no evidence about
the chorus.

- 1in four plays: Agriol, Automolol, Krapataloi, Persal, we
can ascertain that there was an agon and it may have an important
role as in Aristophanes, as Whittaker p. 184 suggests.

- Pherecrates uses also the device of addressing the
audience directly. This metatheatrical device has a comic end as
well as it is a way of enCOUfaging the audience to participate in

the play. Fr. 102 is a clear reference to the judges to judge

fairly the comedy. Other instances can be fr. 84, fr. 101 and 163
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(it is also possible that fr. 37 is a reference to a living

person supposedly in the audience).

In conclusion, from the presence of the chorus and the use
of determinate metres it can be speculated that his plays may
have followed the traditional elements in the distribution of a
comedy, although the poet had some freedom in the moment of
composing, as Aristophanes' comedies and the later evolution of

Comedy show,
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6. - CHORUS, CHARACTERS AND CHARACTERIZATION
A) CHORUS,

From the conclusions just drawn the chorus seems to have
been important at least at the moment of giving a name to a play.
In this sense he follows the tradition of Old Comedy, but still
it is not clear which was its dramatic role in the development of
the play.

Collecting all the information from the fragments, the
following types of chqruses can be distinguished:

- Chorus of men: Agathol: 1t is not known to whom this title
refers; if they speak fr.2 in lyric metres, they could be 'old
men' criticizing the decadence of morals of the youth. Agrioﬂ
chorus of wild and primitive beings (cf. test, 1i); 1if fr. 14
refers to them, they were seen as primitive 'vegetarians'.
Automolol: again their identification is uncertain, perhaps the
gods themselves (cf. fr. 28). Metalles: chorus of miner-slaves.
Persai: chorus of Persian men (see introductory note on another
possible sense of this word).

- Chorus of women: Graes: old women who may suffer a
rejuvenation (see introductory note p.164). Doulodidaskalos: 'old
women' or perhaps more exactly 'spinner women' who may speak fr.
51 in their dramatic character. In Ipnos or PannychisAthe chorus
may have been women, if fr. 70 is spoken by the chorus.

- Personifications: Leroi: the chorus may have been formed

by women's acc%%ories. Krapataloi: the chorus could be a
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personification of the fictitious coins that existed in Hades, if
it followed the custom that the title in plural meant the chorus
of the play, but it is not sure (cf. fr. 98 probably from the
agon; it contains terms from monetary language).

- Fantastic figures: Myrmekanthropol: the 'ant-men' (see
introductory note), are perhaps mythological beings (cf. fr. 126
where they may be speaking in their dramatic character, according
to Whittaker p. 183).

As for the rest, only Korianno has a passage that could be
part of the parabasis (cf. fr. 84), but we do not know who formed
the chorus

The fragments that can be ascribed with some certainty to
the chorus generally deal with the following subjects: criticism
of the relaxation of morals, above all of young people (fr. 2, 34
and perhaps 20 and 138, see infra p. 62); maybe complain about
the treatment of the chorus in the past (fr. 199); draw the
audience's attention to the anapaestic part of the parabasis (fr.
84 and maybe 204); petition for a fair judgement from the judges
of the theatrical contest (fr.102); criticism of the pointless
activities of the audience, according to my interpretation of fr.
126; address to an actor (xataxeledopatog) to make a good
agonistic speech (fr. 12), descriptions of idyllic places in the
parabasis (fr. 114).

Other uncertain passages that could belong to the chorus are
fr. 52 (advice to the city?), fr. ?0 (criticism of the immorality

of tradesmen), and maybe fr. 38, fr. 138 and 139.
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B> CHARACTERS.

As in the case of the chorus, we can only guess some
characters of some plays and thus I am going to deal mainly with
the information in groups:

Male characters.

We know that the two main characters of Agriol were two
misanthropic men, perhaps one of them is portrayed in fr. 5 as
boastful and presumptuous, while in fr. 7 another or the same
character uses a trick to get some food. In fr. 57 (Epilesmon or
Thalatts; see introductory note to this play about the possible
senses of the title) a man is preparing his dinner-basket in
order to go to eat to another person's house and maybe there is a
reference to a fishmonger in fr., 62. Korianno seems to have
depicted a scene in which an old man and his son are fighting for
a lover (as fr. 77-9 could be interpreted, cf. fr. 166). In
Krapataloi an old man (and probably his slave) went down to
Hades, as far as fr. 87 1is concerned. An old man, perhaps
identified with Deucalion, was also present in Myrmekanthropod,
(cf. fr. 119-25),

The figure of the old man as hero of the play seem to be
quite common. He was probably depicted as yearning for past times
and sceptical about the present. This is possibly the reason to
start the trip down to Hades in KXrapataloi and the old man
speaking fr. 87 1s characterized comically by an artificial and
pompous language. Such a character may have also been represented

by mythological figures like Cheiron (see infra on p. 47).
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Female characters.

Women seem to have played a remarkable role in the comedies
of Pherecrates; at 1least four titles: ‘Eniifopev 1§ 6drartra,
‘Invog f Navvvyig, Kopiavvd, Meralrf, can be interpreted as having
a woman more exactly a hetaira, as main character. There is also
a number of fragments in which the speakers are female: fr. 43
(Doulodidaskalos), fr. 73-4 maybe, and fr. 75-6 (Koriannow,
fr.113 (Metalles), fr. 117 (Myrmekanthropol)>, and fr. 155
(Cheiron, see later on personifications). We have to mention also
the plays with a female chorus, cf. [Ipfeg, AdovAiodidédoxalrog,
‘Inveg 7 fdavvoy(g.

Pherecrates seems to have been one of the first poets to
develop more seriously the character of the hetaira who will
become very important in the later stages of Comedy. Above all
fr. 73-6 provide some certain elements that can be related to an
hetaira as their apparent sophistication and refinement, their
activities in public places, 1like the Public Baths, their
bibulousness (see infra in p. 48).

From what we can gather, women in general were portrayed
with caricatured features similar to those found in Aristophanes:
superstition (fr. 43, see Oeri Der Typ der komischen Alten p.
21), drinking and eating (fr. 73-4, 75-6, perhaps fr. 110; cf.
fr. 152>, talkativeness (fr. 113>, 1lechery <(fr. 1555 «cf. fr.
186). For other instances about this character in Comedy, see
M.M. Henry Menander's Courtesans‘and the Greek Comic Tradition
pp. 16ff. Frankfurt am Main /Bern/New York 1985.

It is not clear whether he portrayed young women with
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hostility in contrast with old ones, as Henderson (1987) p. 108
suggests. It is true that he probably dealt with the subject of
rejuvenation (cf. fr. 185).

Slaves.

The role of the slaves in Comedy i1s quite important and
acquires a more prominent role as it evolves with the development
of some stock-characters. At least in Doulodidaskalos this figure
must have played a fairly important role. In this play the slaves
learn their 'trade' by 'habit’ (é0.00évteg, Athen. VI 262b).
Other activities of daily life which are commonly mentioned in
comedy are found in the fragments belonging to this play: fr. 44
carrying a lamp, fr.45 serving (also found in fr. 135 and 183),
fr. 50 cooking, fr.47 and 53 cleaning, fr. 49 stealing. In
Korianno fr.73-4 a slave's misunderstanding of Greek 1is an
opportunity to make fun of their foreign origin.

I do not think that there is any lengthy passage that can be
attributed with certainty to a slave. I would suggest that fr,
113, a long speech of a woman, could be spoken by a slave who
uses at a parodic level a very complicated poetic language. In
this case she could take the role of the slave-messenger, a very
common type in Tragedy and Comedy (cf. Nicostr. fr. 13, Mnesim
fr. 4, Zteqgavfic ‘0O AobAog pp. 105ff.).

Mythological figures and personifications.

As far as one can guess from fr. 1..Herac1es may have been
depicted as a glutton, and in at least one or two other plays, he
must have been an important figure (cf. 'Avépawgripaxing and

YevdripaxAng).
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It is possible that Deucalion (cf. fr. 125) and Pyrrha (fr.
122) were characters in Myrmekanthropol (see introductory note on
this play). Both seem to have been portrayed as old persons.

The centaur Cheiron must have been the protagonist of the
play with the same title and, 1like Heracles, was a common
character in Greek comedy as a figure that represents the
traditional wisdom. He possibly was portrayed as an old person
with very lengthy speeches and an elaborate language (cf. fr. 156
and 162). In the same play we can tentatively identify Achilles
and Odysseus with possibly a reference to their role in Homer
(cf. also fr. 165).

The long dialogue of Music and Justice (fr. 155) shows the
sophisticated level of Pherecrates' style. It is a play on words
of the technical musical terminology, but used in a context of a
typical conversation of women full of 'double ent_endres'. Mrs.
Music is not really very dignified by all .her lovers, and maybe
she is depicted in the terms of a hetaira, although this is pure
guessing. Such style of conversations will be paralleled clearly
by later writers like Herod. VII, Theocr. 15.

Iocasta is possibly the speaker of fr. 86 in Krapatalol in

which also Aeschylus speaks fr. 100, in the Underworld.

C) CHARACTERIZATION.

Perhaps we can take as an example of characterization fr. 75
and 76 which can be easily linked. In the first one a female

character, probably just arrived on stage, explains that she has
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been to the 'public-baths' and thus has a very 'boiled' throat.
The fact of coming from the baths is an indication that she is a
hetaira, but also sets the subject of the following lines insofar
as it is an excuse for the playwright to introduce the subject of
drinking and finish the passage making reference to a traditional
Joke: the woman who drinks a very large quantity of wine from a
very big container (cf. fr.152 for parallels). The language she
uses 1s also characteristic: 1.1 3.eq80¢ is a cooking term that
is applied here in metaphorical sense and also makes reference to
the heat in the baths; +tiv ¢&pvya in 1.2 is colloquial for the
throat and the words yA(oypov and 10 olahov are unusual terms to
describe thirst and suggest a rather experienced woman; the noun
e&ppanov in 1. 6 and the expression xiveTtai... xoAfj also follow
this kind of colloquial pseudo-scientific language.

The second fragment could follow nearly immediately. The
character complains to Glyce about the drink just served to her
because of the proportions of the mixture of wine and water. The
dialogue is mainly between Glyce and her daughter (cf. 1.4 &
péppn, although it could also be said by a young servant), and it
is remarkable for the vividness and quickness of the dialogue in
contrast with the sententious phrase that the first speaker uses
to end the conversation with an ironical remark (see commentary
ad loc. for the distribution of the lines). If we accept that the
two fragments and thus the characters are closely connected,
perhaps we could guess that the first speaker is Korianno, maybe
depicted as an old woman, with the traditional features of =a

drunkard and a 'lena' <(cf. Oerl Der Typ der komischen Alten p.
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15, and J. Henderson (1987) pp. 118ff.).

The depiction of characters is at least in this passage
through linguistic and topic elements. We do not know to what
extent the figures were subordinated to their status nearly as
stock-characters or whether the vividness of the speech and the
unusual circumstances gave them a particular personality. It
seems that Aristophanes tended to play with role-reversal and the
*dicontinuity' of his personages in order to achieve a comic
effect (cf. M Silk in C. Pelling (ed.) Characterization and
Individuality In Greek Literature p. 159 Oxford 1990). Pherecrates
may have +tried to 1innovate through the invention of new
situations and plots (see pp. 50ff.), while the characters may
have tended to deyelop the jokes and commonplaces to which they
are traditionally related (about the beginning of the stock-
characters of Middle and New Comedy in Old Comedy, see Webster
Studies in Later Gr. Com. p. 66 Manchester 19702, Nesselrath

Lukians Parasitendialog pp. 98-9).
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7.- PLOTS., CLASSIFICATION OF COMEDIES
A) PLOTS.

The plots and the novelties he introduced in this sphere
seem impossible to deal with from such & small amount of
fragments and external sources. The main plece of evidence about
them is the testimony of the Anon. De com. (Proleg. de Com. IIDD
29 p.8 Kost. (test. 2a): npdypata 82 elonyodpevog xoaivd nddox(pet,
yevépevog edpetindg pdbwv (about this testimony see p. 1).

This generalization i1s difficult to prove and, at 1e§st
regarding the organization of the structure of a comedy, he uses
the chorus quite often, fact that must have had some influence in
the development of the plot (cf. pp. 40ff.).

The title of the plays can be also an element to judge the
innovations, Pherecrates tried to introduce at this level because
none of the titles has an exact parallel in 0ld Comedy and only
some of them which were doubtful in their attribution 1in
Antiquity are found in later playwrights only.

The plays of which we know or can guess some details of the
contents are the following ones:

Agrioil: two Athenian men set off, because of their
misanthropy, towards another land where they meet a tribe of
'wild beings' very primitive in their habits. The play seems to
have developed the situations and conflicts that such an
encounter creates.

Doulodidaskalos: activities of a slave-trainer who teaches
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slaves by 'habit' <(cf. test. 1),

Korianno: the life and activities of a hetaira, Korianno; in
some moments of the action a fight between an old and a young
man, perhaps his son, for the love of a woman takes place.

Krapataloi: the trip of an old man (and his slave?) to the
Underworld where they find a new monetary system, in a life of
ease and abundance. Down there they also meet Aeschylus and
perhaps some mythological figures. The comparison with
Aristophanes’ Frogs is unavoidable; but there is no certitude
about the means of the trip.

Metalles. The trip to the Underworld through the mines (of
Laureion?) seems to be the subject of this play. A woman, perhaps
a slave, explains the wonderful Land of Cockaigne she found
there.

Myrmekanthropol. Perhaps a mythological comedy in which
Deucalion and Pyrrha's myth is adapted as a journey to avoid the
flqod and reach a land inhabited by the 'Ant-men'.

Persal. Another fantastic representation of a world of
wealth and easy life, set perhaps in Persia.

Tyrannis. Woman obtaining the power and establishing a free-
drinking society (fr. 152)>7,

Cheiron. Mythological comedy with parody of epic (cf. fr.
169)., The figure of Cheiron and his wisdom seems to have been
related to the image of‘good taste in Music, fr. 155, the concept
of sensitivity of old age, fr. 156, and traditional hospitality

fr. 162.
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Only the plots of these plays can be sketched in general

terms.

B) CLASSIFICATION OF COMEDIES.

On the whole I would distribute the comedies in three
subjects, marking the doubtful ones with a question-mark 1in
perenthesis:

- Comedies of manners: Agathol (?), Doulodidaskalos, Lerol
(?), Metoikoi (?). Hetaira-comedies: Epilesmon or Thalatta, Ipnos
or Pannychis, Korianno, Fetale. Political fantasies: Graes (7,
Tyrannis (7).

- The Idler's Paradise: Agriol, Krapatalol, Metalles and
Persai.

- Fantastic and mythological plays: Automoloi (?), Cheiron,
Pseudherakles and Anthropheracles (?), Myrmekanthropol.

Comedies of manners.

As H.W. Prescott CP 12 (1917) p. 420 suggests, the scanty
fragments do not allow us to solve the question whether these
comedies dealt with subjects and situations closely connected
with daily life in Athens, as it would suit the so called ®'comedy
of manners'. Perhaps we could qualify them more accurately
"social satire", as he denominates them in p. 421, But despite
this uncertainty, I think that there are some instances of
domestic themes, although some plays may have mixed elements from
real Athens and mythology (cf. Agathoi which I have classified as

comedy of manners, but this classification is more than doubtful,
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since it is possible that Heracles took part in it). In any case
I find the term 'soclal satire' wide enough to embrace all kinds
of comedy, while comedy of manners refers to the representation
of activities and situations with which the spectators can easily
identify themselves.

Pherecrates' criticism is mainly directed towards issues
like drinking abuse by women, sex excesses, luxury, stealing by
slaves, by tradesmen, musical and poetical novelties against the
tradition. Public figures are named not as political characters,
but in their social aspect, in a way that may remind more of the
exemplification or proverbialization of a name rather than real
abusive attack.

Two plays at least seem to have depicted what is ca}led a
political fantasy of women, trying to obtain the power or
achieving 1it. In Tyrannis one of its results seems to be a new
'convivial' status for women (fr. 152), Something similar may
have occurred in Graes, where a rejuvenation of the 0Old womem may
have led to a recovery of their 'sexual instinct', a little like
Demos in Ar. Equ. 1390; but only fr. 39 suggests a reference to a
political issue.

Within this group, I have included the comedies in which a
hetaira seems to have played some role and Pherecrates is
possibly one of the first poets to give her an important place.
At least fr. 73-6, Korianno, about which I have already written
(p. 47>, may have been set within the context of daily
activities,and this example, also supported by the reproduction

of spoken language, leads me to speculate that the description of
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quotidian activities and customs played an important role.

The Idler's Paradise.

The topic of the Land of Cockaigne seems to have been dealt
with at least in three plays: Krapataloi, Metalles and Persai.
They portray this theme from different points of view.

Krapatalol and Metalles set the Idler's Paradise in Hades.
The former represents it as a place where everything can be
bought with a 'worthless coin', that is to say, 1life 1is very
cheap and easy. The probability that an old man was the main
character to go on the trip and that Aeschylus appears defending

his own poetry (cf. fr.100) suggests that the dramatic motivation
| may have been the search for the 'good old days', similar to
Aristophanes Frogs and perhaps Cratinus Malthakoi (cf. Langerbeck
(1963) p. 196,

Metalles develops the subject from the point of view of the
adtophrtog Blog, that is to say, the life in which everything is
done automatically. Fr. 137 of Persai develops the same topic,
but with the difference that one must suppose that this play was
set in Persia, the Paradisical country par excellence. Similar
descriptions of this topic are found in Crat.com. fr. 16 and
Telecl. fr. 1 (see further Baldry (1953) pp. ©51ff. and W
Rehrenbbck Wien Human, Blaetter 129 (1987) pp. 17ff.). The
closeness of Pherecrates' description in fr. 113 and 137#0 that
of the two poets just mentioned suggests that Pherecrates used
this subject according to a traditional imagery and terminology.

In Agrioi the plot, the encounter between two Athenian men

and a more primitive society, seems to be a reversal of what I
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have qualified as the comedies of the idler's paradise <(cf. H.
Langerbeck (1963) pp. 200ff.). The comic end of this reversal was
probably to satirize and play on the comic business and the
absurdity of the traditional elements of this commonplace, but
also the comparison of both ways of life. Perhaps it worked
towards a positive view of Athenian society, although this
conclusion is uncertain (see introductory note on this play).

Fantastic and Mythological plays.

Among the plays with a fantastic and mythological subject in
their fragments and titles, Myrmekanthropoi is remarkable.
Pherecrates seems to have combined possibly the myth of Deucalion
and Pyrrha and the invented figures of a chorus of human ants.
The figures of the two heroes may have been represented with
realistic features of two old persons. This realism of the
portrayal of heroic and mythical characters could also be a
feature of Chelron, a play that eseems to deal with artistic
matters at some length (cf. fr. 155 about the decadence of the
musical art in relation also to its moral decadence). The main
character must have been the old centaur whose wisdom in terms of
good manners (cf. fr. 162) was regarded as proverbial; similar
subjects seem to have been dealt with by Cratinus in Cheirones

(cf. K-A PCG IV p. 245).

It i1s difficult with the present evidence to evaluate the
statement of the Anonym. de Com above quoted (p. 50); but it
seems fairly sure that the plot is the part of the comedy in

which Pherecrates introduced more innovations. The characters
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tend to be depicted in situations of daily life. We do not know
how the dramatic action was provoked, but at least in the case of
Agrioi the personage's misanthropy seems to have been enough to
start the dramatic development of the play. We can compare this
method with the typical Aristophanic way in which a character 1is
provoked to act in order to resolve a concrete problem (cf.

introductory note on Agrioi).
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8. - COMIC THEMES

Aware of the lack of material, we can assess with some
certainty that a number of comic themes are especially the
subject of the fragments of Pherecrates. It is also necessary to
bear in mind that this does not imply that they were the main
theme in a play, since it is difficult to know with certainty,
but only that they were probably aﬁ important element. The motifs
I will point out are food, music and poetry, moral decadence and

ROPYSOBHEVOL,

A) FOOD.

Except for Petale, all the plays with more than one
quotation have at least one fragment that mentions food and its
related subjects 1like: cultivating, shopping, sacrificing,
cooking, banquet. There are also references to three personages
strictly related to it: the cook, the glutton and the parasite.

In fr. 70.4 5 the figure of a cook 1s mentioned, but we do
not know whether any cook or a character who undertook a similar
role appeared on stage, Notwithstanding, some fragments resemble
recipes that could have been said by one of them (cf. fr. 8, 89,
177, 197); about this figure in Old Comedy see Dohm Mageiros p.
30.

The subject of cultivating is found in a peasant's prayers
in fr. 24 belonging to Automoloi. Shopping is mentioned in fr. 13

(Agrioi), fr. 132 (Persai). Cooking is mentioned in fr. 26
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(Agrioi>, fr. 66 (Ipnos), fr. 80 (Korianno), fr. 133 (Persai),
fr. 180 (coocking implements), fr., 195 and 226. Sacrifice is a
topos of Old Comedy, represented by the complaint of the gods for
the way men perform their sacrifices reserving the best part of
the meat for themselves (Automoloi fr. 28, cf. fr. 33); fr. 50
(Tyrannis) is a joke on the etymology of Bwpdloyog which in fact
calls the gods, parasites.

The preparation and celebration of a banquet is on many
occasions related and described in Aristophanes (cf. Ach. 1000-
47, Av. 529, etc.) and it seems to have been part of some
comedies of Pherecrates as i1in fr. 32 (Automoloi), fr. 50
(Doulodidaskalos), fr. 57 and 60 (Epilesmon), fr. 113 (Metalles),
fr. 133-% (Persai), fr. 162 (Chelron, bad manners in a banquet).

The types of food and meals Pherecrates mentions generally
belong to what was considered a dainty in Athens as in fr. 50,
87, 109, 113 and 137 (where several dishes are ennumerated), 157,
158, 195 <(sauces). But there are also common items of food as
fish (fr. 26, 32, 61, 62, 117, 125, 188), figs (fr. 85, 103) and
lentil-soup (fr. 73.4), Wild fruits and raw meat are found,
probably as signs of primitivism or of the desperation of a
glutton (cf. fr. 13 and 14, Agrioi, fr. 172, 174).

Heracles could have represented the figure of the glutton
(see pp. 46ff.); but, besides hfm, fr. 99 and 167 refer to
activities such as stealing the cake offerings to the Gods, that
could be attributed to one of them; fr. 170 refers to the
consequences of eating too much, too quickly (cf. also the verb

dnotnyav({e® and the expression d&nd Tny4vov ¢ayetv, fr. 109,
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elements traditionally associated with this figure).

It is widely accepted that the figure of the parasite
existed already in Doric comedy, <(cf. W. Geoffrey Arnott GKBSt 9
(1989> pp. 161-2); but in Doric and in 0Old Comedy he was
denominated x6Aaf, vyopoxdiak (cf. Ar. fr. 172) and only in Middle
comedy 1t acquire the denomination of nop&oitog and became a
definitive stock-character in the comic theatre (cf. Arnott art.
cit. pp. 162ff., Nesselrath Lukians Parasitendialog pp. 92ff.).

In Pherecrates we have some instances that can refer to the
activities and features of suchapersonage. In fr. 7 in which he
uses a formula of introduction similar to that of Middle Comedy's
parasites as Arnott art.cit. pp. 165-6 points out; but in this
case the speaker tries to cheat by saying that he is part of the
foretasters of a festival., In fr. 37 (Graes) which mentions
Smikythion, perhaps a living person in Athens, the use of the
verb éniovtéw, as in Crat.com. fr. 37 émnio(tiog, implies at least
the functions of a parasite, besides its‘technical meaning (cf.
Nesselrath op.cit. p. 98).

The presentation of food and its related subjects seems to
have had a particular importance in some plays as Agrioi,
Doulodidaskalos. In plays in which a trip to Hades (Krapataloi
and Metalles) or to a land of Plenty (Persai), banquets and all
kinds of food automatically cooking itself are symbols of the
life of ease and abundance in contrast with the painstaking job
living in Athens (cf. fr. 137 especially). In Cheiron the banquet
is also mentioned in relation to the preservation of the

traditional patterns of behaviour (fr. 162), a subject that will
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become popular in later Comedy (cf. Hunter on Eub. p.22 and 186).

The role of this subject in our playwright seems to be
concordant with the comic tradition of Crates (cf. 1later on
Pherecrates and Old Comedy) that probably goes back to the Doric
Comedy. It was surely a popular subject, since all the comic
poets use it quite often; even in Aristophanes who seems to
distance himself from this style of comedy (cf. Equ. 537ff.) it
often appears either in a festive context d(cf. Pax 922ff.) but
also in the representation of poverty (cf. the Megarian-scene in
Ach. 728ff.)., Such popularity is also understandable within the
context of a soclety whose agriculture connects all its social,
political and religious activities (cf. Mikalson Athenian Popular

Religion p. 21 Chapel Hill & London 1983).

B> MUSIC AND POETRY.

At a linguistic and metrical level Pherecrates develops and
deals with a wide range of poetic tones and styles (see pp.
32ff.); but this variety is not present when we approach arts in
Pherecrates as a motif in his comedies.

In fact we have only six fragments in which references to
this subject are made:

Fr. 6 (Agriol) is a discussion about the worst 'cithara-
players', Meles and Chaeris, in Athens at that moment.

Fr. 15 <(Agriol) derides the poet Carcinus and his sons,
although it is not clear from which point of view.

Fr. 31 (Automolol) uses the common i.mage of the 'ant-path’
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to denominate the new music which was fashionable in Athens (cf.
fr. 155).

In fr. 47 (Doulodidaskalos) someone orders to throw away
trigones (instrument adopted from oriental music) and lyres (a
traditional instrument).

Fr. 155 (Cheiron) 1s a long dialogue about the relationship
between Mrs. Music and her lovers of the New Style of Dithyramb:
Melanippides, Cineslas, Phrynis, Timotheus, Philoxenus.

The other two fragments are fr. 100 (Krapataloi) in which
Aeschylus makes a defence of his innovations in the field of
tragedy, and fr. 162 (Cheiron), which is a speech in hexameters
in which Simonides is cited as elegiac poet, knowledgeable in
symposiastic manners. Fr. 189 is suggested to be a quotation from
a fable of Aesop (cf. comment ad loc.).

To these sketchy fragments we can add fr. 102, in which
Pherecrates threatens the Jjurors of the comic contest making
reference to his own style of poetry and also fr. 84 and fr. 199,
probably a reference to the poverty of the costume of the chorus
in the past.

On the whole, these fragments show a disagreement with the
new tendencies in the music of his time that mainly influenced
the Dithyrambic genre and then was adopted by Euripides and
Agathon to tragedy. This position seems to be similar to that of
Aristophanes for instance in the antagonism between Euripides and
Aeschylus in Frogs. In Pherecrates it is not only for aesthetic

reasons, but, at least in fr. 155, it could be related to the
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moral decadence of education, bearing 1in mind the close

relationship between both elements in Greek culture,
C) MORAL DECADENCE.

In several fragments some characters are particularly
identified with a series of activities which seem +to be
qualified as morally wrong and decadent. Some of these topics are
also found in other comic writers and they seem to form part of
the common thematical background that these authors share.
Pherecrates probably used them to characterize some of his
personages (cf. supra pp. 43ff.); but the content of the
fragments sometimes refersto other instances of these activities
and the persons who usually performed them.

Women appear in connexion with heavy drinking (fr.73-6, 110,
1797, 1477, 1527); with luxury and excess (fr.41-2, 186, probably
192 and 261, 263, 264). In contrast they can be portrayed
performing activities that to some extent convey a positive
portrayal (cf. infra p.63).

Young men are also depictéd with features associated with
the image of decadence of traditional virtues, for instance in
fr. 2 (going to the perfume-shop); effeminacy in fr. 15 and 138;
antithesis old/young man in fr. 77-8 and cf. on Alcibides in fr.
164.

Traders are also mentioned with negative implications: fr.
62 may be refers to a fishmonger, in fr. 70 the subject of women

against men is also dealt from the point of view of tradesmen;

- 62 -



fr. 71 could refer to a corn-seller and in fr. 110 a trader could
be stealing. In fr. 2 they are related to inactivity and luxury.
These elements are also common in Aristophanes' plays (cf.
Ehrenberg The People of Ar. pp. 114ff. and Dover Pop. Mor. p.
400,

The way Pherecrates conveys these figures on each passage,
is very similar to that of Aristophanes, and one may suppose that
they are depicted according to some standard features. It is
interesting how in fr. 70 (’Invog ff Havvvy(g) men are depicted as
corrupted in their morals by talking all the time in the perfume-
seller's (cf. fr.2), while women are proud to have no names for a
female-cook nor fishmonger and thus it is concluded that women
never performed such jobs. The joke is against men corrupted in
their morality, and also in their activities as traders; while it
can be reverted and ironically one can easily find a reference to
other activities in which women were vituperated, 1like bread-
sellers (cf. Ar. Vesp. 1388ff., Ran. 549ff., etc.). In general
women can be depicted from a negative point of view but also as
the keepers and saviours of the good habits as in cooking fr. 10,
26; spinning fr.51; in a festival fr. 181, fr.205, 213 <(the
Adonian festival); criticizing men fr. 39, 200 (see possibly the
argument 1in Graes and Tyrannis and about this subject in
Aristophanes, Henderson (1987) pp. 113ff.).

It also seems that the young men were represented according
to the topos of the "jeunesse dorée" in O0ld Comedy, clearly
inverted in Ar. Vésp. 1335ff. by the figures of Philocleon and

Bdelycleon; but also in the stock-subject, commonly found in
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later Comedy of the fight of the father and son for the love of

the same woman.

D) KQMRIAOYMENOI.

Pherecrates mentions the following real persons by their
names:

- Meles, son of Pelsias, cithara-player fr. 6.2 (Agrioi);
- Chaeris, cithara-player fr.6.3;

- Lycurgus, a tradesman and politician, fr. 11;

- Carcinus and his sons, poets and dancers, fr. 15;

- Smicythion, possibly a parasite, fr. 37 (Graes);

- Pulytion, a rich tradesman, fr. 64 (Ipnos);

- Cleisthenes, an effeminate youngster, fr. 143 (Petale,
cf. Ar. fr. 422;

- a group of Dithyrambic musicians in fr. 155 (Cheirom:
Melanippides, Cinesias, Phrynis, Timotheus, Philoxenus;

- Alcibiades, the young politician, fr. 164.

Only two politicians are mentioned and even then they are
criticized not because of thelr political activities but from
other points of view: Lycurgus b?cause of his commercial
activities with the Egyptians, Alcibiades because of his
effeminacy and success among women. The rest include an important
number of musicians, connected with bad taste and decadence in
Music, Cleisthenes who becomes the stock-character for the
effeminate young man, Pulytion, the corrupted tradesman, and

Smicythion, the parasite.
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This scarcity is probably due to a different approach to 0Old
Comedy from the one represented by Aristophanes. The few
citations can be regarded as representatives of stereotypical

figures who may have been mentioned just for the sake of a joke.
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S. - PHERECRATES AND OLD COMEDY.

The preceeding study of the fragments has yielded some
interesting conclusions, alihough in some ways unsatisfactory,
about his work and style. It 1s even more uncertain to try to
trace the net of relationships and influences that related
Pherecrates' work to that of other playwrights of Old Comedy, but
I will try to expound the evidence we have about it.

Again I have to refer to test 2a (cf. p.1) in order to
proceed with further speculation about Pherecrates and his
relation to other playwrights of Old Comedy. Two elements can be
highlighted in connexion with Crates:

- the fact that he was first of all an actor, that 1s to
say, that both seem to come from a similar background in terms of
theatrical experience (about it cf. supra p. 2).

- Pherecrates is clearly a follower of Crates (cf. é{fleoe
Kp&atnta and see supra p. 3). The second sentence xal ad 1o
Aordopetlv &néch, has been related to what Arist. Poet. 5 p.
1449b 5 says about Crates (cf. test.5): 1o 'Sé pd8ovg moietv
{’En(yappog xai ®éppig) o pev €€ Spxfic éx Zixeh(ag AABe, t&v 8¢
*ABfvnoLv Kp&tng mp&itog fpkev &pépevog tfic tapBixfic (8&ag xa86rov
noteTv ASyovg xal pobovg. The exact meaning of these words has
been debated (about them, see p. 68).

A third text which is quoted in this context is Ar. Equ.
537-40 in connexion with Ar. fr. 347 and Ar. Vesp. 1177. Bonanno
Cratete comico pp.36ff. interprets the first text quoted, as

parodying two elements of the comedies of Crates: 1. 538 refers
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to food as it was a very frequent element in Crates' comedies;
and 539 refers to the 'sobriety' of Crates' plays with a play on
words with xpoppotdtov (dry) and xpdapfnv (a vegetable used to
relieve drunkness) and the reference to &otetotdtag émivoiag, an
example of which is Crat.com. fr.32 parodied in Ar. fr. 347. She
sees in it a reference to the escapist comedy of Crates, perhaps
overinterpreting the passage of Ar. Vesp. 1177ff. (as she says in
p. 40: "Aristofane allude aspramente alla poesia di Cratete, volta
al po6ovg moieiv (cf. IX), fuori dagli eventi concreti e quindi
proprismente umani (t8v d&vBpemnixdv), degni dell' attenzione
quotidiana (xat’ oixfav). La censura nei confronti dei poeti
'd' evasione' & evidente").

The study of the fragments has shown that at least the
statement about 1its lack of 'MoilSopeiv' <(understood as 'to
insult' particularly living Athenians; cf. about this subject now
Halliwell JHS cxi (1891) pp. 48-70) may be true since there are
very few references to personalities and these are of a special
kind (cf. pp. 64-5). I think that the feature of the 'very
refined ideas' with which Aristophanes qualifies Crates' poetry
can be paralleled by the way Aristophanes in Lys. 157-9 qualifies
"Pherecrates' way" (cf. on fr. 193 and supra p. 36).

It seems interesting to follow Aristotle's division of Old
Comedy into two kinds: one that followed the lauBixy (8éa or
iambic style of Cratinus and the other one that was interested in
the development of the plot and, in some way, in the continuity
of the action and lost interest in the representation and

vilification of contemporary personages (this subject 1is
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ultimately connected with Doric comedy of Epicharmus by Arist.
Poet, 1449a 7). According to M. Heath's interpretation of Arist.
Poet. 1449b 5 (in CQ 39 (1989)> p.351), the stress in the plot-
construction led Crates to the other feature of his poetry (M
Heath G&R XXXVII <(1990) p. 144 suggests also that this tendency
of Crates' style to give importance to plot-construction may have
influenced the comedies of Cratinus and had thus an important
role in the evolution of the genre). This interpretation of the
evolution may be true, but we should also have in mind the
prejudiced approach of Aristotle and his followers to the
comedies of Cratinus and the iambic poetry in general. Itmay be
possible as well, when we compare Crates and Cratinus. It shapes
our understanding of O0ld Comedy into two compartments, which
evolved into one tradition more successfully represented by
Aristophanes and Eupolis and another one, by Pherecrates and
perhaps Plato com. (cf. Norwood Gr. Com. pp. 165ff.).

But I think that, when we reach this point in the last
quarter of the V century, the differentiation is not so clear.
Comedy has become a complex and mére sophisticated genre that
borrows ideas and techniques from tragedy, genre at its peak at
this moment. Aristophanes' attacks go beyond the pure abuse and
his role as poet/ adviser to the city can be understood in the
tradition of the iambic poetry, but also within the evolution of
the genre itself towards a wider institutional recognition.

Accordingly Pherecrates' comedies can be understood not only
as a conscious separation from the iambic tradition, for the sake

of originality or of teaching, taking into account that the so
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called political comedy was certainly more successful. His main
concern seems to portray situations of social interest, more than
political issues. It 1s not a totally different approach from
that of Aristophanes who in many cases conveys similar ideas and
concerns (cf, an extreme interpretation of Aristophanes from this
point of view in E. Segal HStCIPh 77 (1973) pp. 132-3). Besides
this point, we have to bear in mind that the main intention of
any comedy was to provoke laughter, a fact that dominates any
serious point and obliges the comic poet to adapt his plays to
the interest and taste of his audience.

In this context it may be worth taking into account what
Pherecrates himself says about his own poetry. In fr. 106: <tofg
8¢ xpitaic / 1oTg vovi xplvovoL Aéye / pf 'miopxeiv pund' 4&d(xeg /
wplvelv, i vi v @lhiov / pBBov elg dplg Etepov / OPepexplrng
AéEeL moAd TOO—-/ 1ov xoxnyoplotepov, (accepting that Pherecrates
is the correct text in 1.6, 1instead of Philokrates in the
manuscripts, see comment ad loc.). He clearly says to the judges
of the contest that his poetry could be even more
xaxnyop {otepov; xoxnyopla 1is a term wused mainly in legal
terminology to refer to the abusive vocabulary and style which he
carefully tries to avoid.

Aristophanes only once refers to Pherecrates, who does not
seem to enter in the attacks between probably closer rivals as
Cratinus (against Aristophanes in fr. 213), Eupolils (against
Aristophanes in fr. 89) and Aristophanes (against Cratinus in
Ach. 8489, 1173 and Eupolis in Nub, 553).

The relationship between these two comic poets can be
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established on other grounds: some subjects that Aristophanes
develops in his plays are explained more fully, if we bear in
mind that other playwrights had dealt with them. For instance,
the dressing-up of Dionysos as Heracles in Frogs recalls the
title of the play Pseudheracles of Pherecrates. It 1is possible
that it was a traditional subject which Aristophanes adapts in
Dionysos' trip to recover one of the tragic poets. The theme of
the trip to Hades may have been similarly developed 1in
Pherecrates' Krapataloi (cf. fr. 100). Also if we take that the
subject of the old man/young man fighting for a woman, found
probably in Korianno, was a common comic theme, the inversion of
this subject in Ar. Eccl. 887ff., a young woman and an old one
fighting for a young man, explains more deeply its comic
intention <(see pp. &57ff. about other topics that Pherecrates
deals with in his fragments).

Other subjects that may have belonged to this “comic pool or
repertoire of comic materials" (cf. M. Heath G&R XXXVII (1980) p.
152, see supra on pp. 57ff.) are as follows:

~ The idler's Paradise is a subject that links him to Crates
who developed it in Enpia fr. 16, 17 from the point of view of
the adtopatdg Blog. It is also dealt with by Telecl. fr.1 (a poet
probably contemporary with Pherecrates), Nicoph. fr. 21 and Met.
fr. 6 <(poets probably younger than him). See further on
introductory note on fr. 113 and 137.

~ The subject of Cheiron and its musical and poetical
criticism is also found in Cratin. Cheirones as I have already

ment ioned.
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- The political fantasies of women taking power, probably
used in Graes and Tyrannis, were taken also by Aristophanes in
Lysistrata and Ecclesiazousal.

In relation to the evolution of Old Comedy into Middle
Comedy, we can say that Pherecrates belongs totally to the 0Old
Comedy; but already in Antiquity his style and the subjects of
his plays had the proximity to Middle Comedy which made the
ancient scholars doubt the author‘ship of some of his plays,
notably Agathol, Automoloi, Metalles, Persai and Cheiron (see

supra on pp. 5ff. and 11).
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COMMENTARY

*AyaBof(

INTRODUCTORY NOTE

Athenaeus (cf. fr. 1 and 2) has doubts about the authorship
of the play and attributes it to Strattis as another possibility.
Thie fact has led some scholars to suggest a reworking of an
early play (8ixoxevr)), but such a proposal does not seem to be
appropriate for an author of such an early period of the end of
the V century (cf. above pp. 7f.). As Kaibel says apud K-A ad
loc. the play may have reached the Alexandrian scholars without
the author's name and the official lists had two plays with the
same title by both playwrights. Strattis' 1list of plays in Sud.
¢1178 (cf. Strat. test. 1) includes the title ’‘Ayafo:! froL
‘Apyvpiov dgpavioués which 1is treated by K-A as two different
plays (cf. Meineke Hist.crit. p. 226 who proposes that only the
second part of the title belongs actually to Strattis as a
reworking of Agathoi of Pherecrates). It i1s, anyway, interesting
that Pollux (cf. fr. 3 and 4; he, otherwise, in fr. 35 suggests
that Automolol was reworked again at a later time) ascribes this
play to Pherecrates without any doubt.

The title suggests that the chorus was formed by men, and
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perhaps they were old (cf. on fr.2); it reminds one of the style
of titles like Cratinus MaAdaxoi. It is difficult to see to whom
it could refer, Maybe?has something to do with the expression
xohol x&yabo( which summsrizes the ideal of aristocratic class
and in general of the perfect nobleman. Fr., 2 is a reference to
the topic of the luxury and moral decadence usually associated
with young rich men. Its lyric metres suggest that it was part of
a choral portion.

In fr. 1 one of the speakers is characterized as a 'glutton’

and he may be Heracles himself.
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Fr. 1

The fragment is a dialogue between two men probably. One of
them is clearly a boastful person (cf. on éyd 1.1) and a glutton.
The amount of food that he eats (cf. on 1.3 dAiyboitog), and the
fact that in Old Comedy the figure of the parasite per se did not
exist, but was mainly identified with Heracles (cf. e.g. Ar. Kan.
62ff. and van Leeuwen ad loc.), has led Kock ad loc. to suggest
‘that one of them is Heracles, although it is not clear from our

source.

1. éyd xateof(e: the use of the personal pfonoun at the
beginning could be understood as a sign of boastfulness (the
expression é&v Bi&lopat 1.2 can convey some false modesty, even
if it is interpreted as passive "if I am forced" or middle "if I
force myself"”, since 1t could imply that only wunder some
circumstances I am able to do it). The speaker tries to play down
what is evidently an incredible amount. Such an exaggeration and
attitude is a normal feature in the representation of the
parasite and the glutton in New and Roman Comedy (cf. Nesselrath
Lukians Parasitendialog p.30 n. 43).

2. nEVO' MpLpédpv': a hemimedimnon is a dry measure that was
equivalent to 24 choinikes (a medimnos being 48 choinikes cf.
Xen. Anab. 1.5.6, Poll., 4. 168). This measure would be equal to
about twenty three 1litres <(cf. O.A . W. Dilke Mathematics and
measurements p.26 London 1987, according to whom the capacity of
a medimnos is between 46,08 and 51.84 litres).

The speaker suggests in this fragment that he is able to eat
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120 choinikes a day, that is to say about 115 litres, of barley
grain, the standard food in ancient Greece.

One choinix of barley has been suggested to be the normal

amount of food for a slave from Athen. VI 272b and the normal
diet of an Athenian person was one and a half or two. One choinix
seems to be the amount in Homer (cf. Od. 19. 27) and the strict
diet of Pythagoras recomends 1 y&p xolvif npepnola tpogh (cf.
D.L. VIII.18). Two choinikes and one kotyle of wine was the
amount given to the Spartan kings according to Hdt. VI 57.3,
while the Spartans demand from the Athenians two choinikes of
barley, two kotylai of wine and 'meat' in order to achieve an
armistice in Thue. IV 16,1, Half a choinix and no wine was seen
as a very poor amount given to the Athenian prisoners at Syracuse
according to Thuc. VII. 87.2,
3. @g ... ap’: an exclamation form with the verb in imperfect.
It is common in Comedy (cf. Ar. fr. 415 and K-A ad loc.) and
probably colloquial. It indicates "sudden realization of a fact"
according to MacDowell ad Vesp. 314.

6ALy60Ltog: a comic word found only here and in Phryn. com.
fr. 24: & &' O6ny6oitog ‘HpaxAfic éxet t( 8p§ . This text also
suggests that the adjective and Pherecrates' fragment could be
related to Heracles although Phrynichwsmay use the prototype name
of the glutton for another person (cf. Ar. Lys. 928 for another
use of Heracles to indicate ‘'boulimia'). About Heracles see
Athen., IX-X 41lia-b, and about studies on his figure, cf. Hofmann
Mythos und KomYdie. Untersuchungen zu den Vbgel des Aristophanes

p- 30 n.3 Hildesheim/New York 1976 and R,Hosek in [I'épag. Studies
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Thomson pp. 119ff. Prague 1963. A similar comic word applied to
Heracles is yxotplpapyov in Ar. Av. 1583.
4. poxplic: connected with npépag by d'Arnaud Specimen
animadversionum criticarum ad aliquos scriptores graecos
Harlingae 1728 p.52 <(cf. K-A's app.crit.), in contrast with
Bpaxe (ag npépag (cf.Sosith. 99 F2, 6-8Sn). Alternatively it may
be connected with tpifipovg, but the problem of this
interpretation is that triremes seem to have had a standard size.
Thus different proposals have been made to change it (cf. K-A ad
loc. ), Herwerden's emendation, vedg¢ poxpl&g & oitla, and the
ironical change into puxp&c of Meineke are good suggestions.

Nonetheless the text can be kept if it is understood as a
comic exaggeration (triremes even larger than usual), or taking
into account that three kinds of triremes were distinct by the
middle of the V century: a kind called the 'fast trireme’',
another type which would be 'troop-carrier' that would included
the ten émiBata( and whose shape would have include some
structural changes, and a horse-carrier (cf. Thuc. II 56.2).
About this subject see further Morrison-Coates The Athenian
Trireme p. 94 and especially pp. 151ff. Cambridge 1986.

The amount here given would not be enough, nonetheless, for
a whole trireme with‘soldiere which would hold about 200 oarsmen,
10 epibatai, 4 archers, cf. Morrison-Coates op.cit. pp. 108ff.
The tone seems 1o be hyperbolical; cf. B8ckh Die
Staatshaushaltung der Athener I p. 357 Berlin 18863 who points out
the incongruence and wonders: "wer wird vom SpaBmacher die

Genauigkeit eines Proviantamtes fordern?".
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Fr. 2

This fragment seems to be a lyrical part of the chorus. The
metre is complicated: 11. 1-2 dactylo-epitrite (D-e-D-e) and 1.3
what 1is called 'Euripidean fourteen-syllable' <(cf. fr., 185),
About the use of the dactylo-epitrite combinations in the parody
of dithyrambic writers see p. 24. The verb in 1.3 in the second
person plural can be an address to the audience or to a
particular group of people.

The subject of the text seems to be a criticism of the
morality of some people who are described as going to parties
(cf. on 1.1 Aovo&uevoir) and being idle in the market-place all
day long. This criticism is a topic of 0ld Comedy, especially
referring to young men who are worried by their appearance
instead of going to the palestra and exercise (cf., Ar. Equ. 1373,
1375ff., Adesp. 42D, Pherecr. fr. 70. 3). About this group of
young people see Carter (1986)> pp. 122ff.
| Aovoduevor: the act of having a bath before dawn hasa
sarcastic air similar to that of fr. 73: drinking and being drunk
'before the market-place is full'. This activity could lead the
audience to the following conclusions: the bath is taken at home,
so it is a hot bath (cf. R. Ginouvés Balaneutiké p. 177) and
therefore it can be interpreted as a first sign of moral
decadence, since men are recommended to have cold baths in the
gymnasium, after doing some excercise (cf. Ar. Nub., 837), and hot
baths are customary only for men and women when going to a
religious ceremony <(cf. Pax 834) or to a party at night <(not

early in the morning and to go to the perfume-shop as here; cf.
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Ar. Av. 131-2 and Sommerstein ad loc.). A similar expression is
found in Ar. fr. 618,
2. év tolg otepavépacLv: 'the place where the garlands were
sold' (cf. LSJ s.v., Ar. Eccl. 302). As Cratin. fr. 105 shows,
there was a long list of different plants, tree branches and
flowers that were used to make crowns. To wear a crown was very
frequent, mainly for religious activities and festivals. As
Ussher ad Ar. loc.cit. points out, this part of the Athenian
agora and that of the perfume-seller, also mentioned in our
fragment, were ‘the centre of social life and gossip'. Their bad
reputation and 'low moral character', as Hunter on Eub. p. 191
says, subsisted in Middle Comedy when Eubulus composed
ZrepavonwA (deg (cf. also Arist. AP 14,4, Aelian NA 1. 38.1,
Dionysius Soph. AP 5.81).

év 1§ pbpe: the perfume-shop is designated usually in the
singular <(cf. Ar. Equ. 1375, fr. 258.1, Eup. fr. 222.2, Polyz.
fr. 12, except for Poll. X 19), as t0v ABavetév that designates
also the °'frankincense-dealer' <(cf. Eup. fr.327.4) and toEWov,
the fishmonger (cf. Ar. fr. 258). In contrast, most of the other
places are mentioned in the plural (cf. ¢év 71olg (x8%oL, Ar.
Vesp. 789; odx 1&8v Adyvev, Nub. 1065, Cratin. fr.209; odx 1&v
bpvéov Av. 13; see further Lys. 557, Eup. fr. 327). This fact
either means that there was only one dealer in this product
(while in the plural it meant that there was more than one, cf.
MacDowell ad Vesp. 789) or that the singular is collective for
all the shops of this kind, or perhaps indicates a whole market

devoted to the same product. About the use of perfumes after a
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bath among the Greeks, cf. Long Barbarians in Gr.Com. p.77.
3. AokeTte: about this verb cf. on fr.70, 3.

owovpfplev: 'Bergamot-mint, Mentha aquatica' (LSJ s.v.I) can
be found among the 1list of flowers in Cratin. fr. 105.3. In Ar.
Av. 160 Pax 869 and Schol. ad loc. it 1s connected to marriages;
in Ov., Fasti IV. 869 it 1is devoted to Aphrodite. About this
plant, cf. Steler RE XV 2020ff. and especially 2025. 66ff.

It 1is possible then to suggest that the choice is not
casual, but that there is a secondary meaning, implying that they
are speaking about 'the female sexual organ', as Henderson MM p.
136 says, referring to Theop. com. fr. 11.2, where it is the name
of a prostitute.

xoopooavddiev: the Doric form of the d&x.v@og appears also
in fr. 138.4 in a clear erotic context (see ad loc.). Its
secondary meaning 1s not clear, but I would suggest that it
refers to homoerotic intercourse, because on one hand, the
Dorians were related to this kind of 1love (cf. Dover GH pp.
185ff.> and, on the other, it makes good sense in this fragment
that the young people are 'chatting' about it, since they were
usually depicted as effeminate (cf. Ar. Vesp. 687ff.). About the
effeminacy and homosexuality in Aristophanes, cf. Dover op. cit.

pp. 135ff., Carter (1886) p. 120 n. 47.
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Fr. 3.

Sigpor Braxelq: Conti Bizzarro (1988-9) pp. 259-60 suggests
that, according to different lexicographers, the word 3d.oxeiq is
used to mean 5(¢po., which should be eliminated from the fragment
since Pollux repeats it mechanically and seems to be assigning to
Pherecrates only Bi.eoyelq (that has a predicative function in this
text). This 1s possible, but not certain. Maybe &diwxeig is a
normal term not very well attested in our literary sources, or
perhaps Pherecrates has modified the normal form (8{gpoi) with
another one which has a different tone.

Otherwise, &(qpo., 1f is kept in the fragment, was a word
with different meanings at several levels of language. It could
at least originally designate "chariot-board on which two could
stand" (cf. Il1. 5. 160>, but already in Homer it meant a simple
chair without arms or back (cf. Il 3.424 and Od. 19. 97; see
Athen. V 192e). In Ar. Av. 1552 it seems to mean also "night-
stool" or Adcava (cf. Pherecr. fr. 93). See further G.M A
Richter The Furniture of the Greeks, Etruscans and Romans pp.
47f. London 1966.

It is not improbable that Pherecrates invented the adjective
diwxele (cf. Kaibel in K-A ad loc.?, if he meant the first sense
or perhaps any of the other ones in a pseudo-poetical way with a
comic intention. This adjective seems to qualify, according to
the lexicographers cited by K-A, a 'two person-chariot' from &i-
6xetv. Both terms together may be just a play on the repetition
of the 81— at the beginning, perhaps in order to obtain a solemn

expression, but also to specify a special piece of furniture.
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Fr. 4

loxadev@v: as Omwpévng refers to the 'fruiterer', especially
the one who sells fruit he has stolen (Dem. 18. 262; cf. Pickard-
Cambridge DTC#® p.134 and 174 about this figure in comedy),
loyadwov@v may particularly refer to the person who sells dry figs
(and maybe from a negative point of view, the figs that he has
stolen). Other nouns ending 1in -evng are A&vdpanoddvng (Ar.
fr.326), oyévng (Ar. fr. 517), oivtévng (Dem. 18. 248, synonymous
with outogdhoxeg) and Bexatdvng (Dem. 23. 177, Anaxil. fr. 7).
The two latter terms are official titles. In contrast with ofxe,

lox4deg designates 'dry figs' which were a cheap fruit in Athens

(cf. fr. 74. 1).
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“Ayprot
INTRODUCTORY NOTE
Athen. V 218d (test.1) dates the performance of this play to
420 and, according to Pl. Prot. 327c (test.ii), it was performed
in the Lenaean contest. Other plays performed the same year were
Eupolis AdroAvxd¢ a” (cf. Eup. test. 1.7 and K-A PCG V p. 321, see
further Storey Phoenix 44 (1990) pp. 28-9), possibly Plato com.
Ntxat (cf. fr.86 and Geissler (1925) pp. 43f.) and Ar. Eipfvn B~
(cf. K-A PCG III 2 p. 1700,
The most important source for knowledge of this play is
Plato loc.cit. The text is as follows: A&AN' elev &ypiol Tiveg
olo(nep ol mnépvoiv Oepexpding 6 nointhg €8(8akev éni Anvale. f
opbdpa €v T0T¢ TOLOBTOLG AvepdroLg yevépevog, domep ol év éxelvy
©§ xop§ pLoavlpemor, &yoamfjoarg &v el évroyoig EdpoBatey xal
Opuvovlg xal davolopvpal’ &v noddv THV Tdv évBade &vBpdnwv
novnplav. Plato wrote Protagoras, according to A. Lesky
Geschichte der Griechischen Literatur® pp. 560ff. Bern 1962,
after 399 and i1ts dramatic date seems to have been 433 (see
Guthrie History of Greek Philosophy p. 214 Cambridge 1975 and
Turner The Protagoras of Flato pp. 32-4 London 1891). Morrison CQ
35, (1941) pp. 2-3 (cf. also Taylor Plato the Man and the Work
p. 236 London 1926) discusses several pieces of evidence for and
against this last date and concludes that perhaps Protagorasvhad
really seen it in a later visit in 421-420 or "he might have been
conscious of the anachronism, but have thought it trivial enough
not to disturb the reader”.

The difficulty of this text is related more to the general
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interpretation of this play. The speech of Protagoras makes
reference to the radical difference between people brought up in
a certain social organization and &ve@pdnovg olg prite maidela
gotiv prhite Siuxaotipia pfte vopor pfite &vdyxn pndepla 8i1d& mavtdg
Gvoayn&ovoa &petfic émiperetodar, and, as example of this, he puts
forward the &ypiot in the play of Pherecrates performed last year
in the Lenaea. This example is used again, but in another sense;
the speaker turns towards his audience and compares the situation
taking place in the play with that of an Athenian among the worst
Athenian crooks.

The ol év éxelve t§ x6pe pLodvBpomor would then be the
characters who were to meet the &ypioi.. In this case the
interpretation of Madvig Kleine Philologische Schriften pp. 409-
11 Leipzig 1875 is probaby right; he understands @omep év éxelve
g x6p@ <yevépevoi> pLo4vlpumor, as a parallel expression to év
toLobtolg &vBpédmorg yevépevoG. The misanthropists were the
persons who got in touch with the savages who possibly formed the
chorus of the play, as in many comedies of Aristophanes the
chorus gives the title to the comedy (Acharnians, Knights, Birds,
etc.) and whose way of life is given as an example in the speech
of Protagoras. Another possibility would be that the chorus is
formed by misanthropic men (cf. Meineke ad loc.); but Madvig's
interpretation seems more likely <(see also Conti Bizzarro
'Tarapioxog' (1987) p. 26).

There are also several proposals as to who formed the chorus
of savages. In myth there are many examples of people depicted

with primitive and also non-human features. Heinrichs (cf. Conti
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Bizzarro ibid. p.26 n.5) identifies them with the Centaurs since
fr.5 makes reference to the two Athenian cithara-players and the
relation of the Centaurs to music (the same opinion 1s held
b%Kraus Ki.p. IV p. 729 and Turato La crisi della citta e
1'ideclogia del selvaggio nell’ Atene del V secolo a.C. p. 97
Roma 1979, although he also points out that these identifications
are rather doubtful)>., In general the chorus seems to have been
formed by 'wild' human beings. Conti Bizzarro suggests that in
fr. 5 there is an allusion to androphagy, following Kraus XI.P.
IV 729). But in this fragment there is no reference to such
activity.

In any case, the play seems probably to be set, at least in
part, away from Greek territory, because it is difficult to
imagine that the contrary movement took place: a group of savages
coming into Greece.

Two features can be guessed about the main characters, in
the plural if we understand that pio&vBpemor in the text of Plato
means them.

- they were probably two, as in plays of Aristophanes like
Birds or Frogs(f. also fr. 5 which contains a dialogue that
could be attributed to the main characters).

- they were Athenians (at least one of them?>, as is clear
from the references to known public figures of Athens in fr. 6,
{1 and 14.

The reason for leaving Athens might be  simply their
misanthropy. Dover Ar. Com. p. 146 makes an interesting remark

about this fact: "it seems that Aristophanes needs some dramatic
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motivation, however perfunctory, for bringing his characters into
contact with the world of the birds. Similarly in Pherekrates'
Savages produced in 420, the plot seems (Plato Protagoras 327c)
to have required two or more misanthropes to go off in search of
primitive simplicity: misanthropy also appears as an attribute of
well-known characters in Athenian folklore (e.g. Timon)". Cf,
also W.S. - Gorler Hermes 91 (1963) p. 272, about misanthropy in
general (cf. Ar. Av. 1549, Lys. 805, Phryn.com. fr. 19,

Their attitude towards the chorus will be discussed later,
but it seems to be somewhat self-sufficient and contemptuous (see
fr. 5.

According to these premises, the plot seems to have begun
with a trip or the preparations for it, towards the place where
'agrioi' 1live. The meeting with them will have been in the
parodos because it implies the chorus' entrance. Norwood Gr.
Comedy p. 155 suggests that fr., 13 could be part of the prologue
of the play, but there is no clear evidence for this; it could be
part of a later scene where the habits of the savages were
carefully explained.

The reception of the Athenians by the savages was not very
friendly following the interpretation of fr. 5 <(although, again,
it i1s doubtful whether this fragment should be placed here; there
could be also the possibility of a war of the same kind as Ar.
Av. 1170ff.; see comment ad fr. for other interpretations) the
chorus does not seem to be portrayed as an example of hospitality
and friendship. According to the interpretation of Norwood

Gr.com. p. 156, fr. 18 and 12 would be examples of this aggressive
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reception by the chorus of the characters. It is uncertain
whether fr. 12 is to be interpreted literally or metaphorically,
but fr. 18 is clearly quoted as an example of the metaphorical
usage of this expression in the same way as Ar. fr. 803.

The contrast of the two ways of living was made perhaps
after the meeting and from several points of view according to
the fragments:

- music, history and habits, In the first point I include
fr. 6 where 1t 1s discussed which was the worst Athenian
citharist, perhaps &a comparison with the best musician of the
savages. Secondly, fr. 10 seems to be a description of the
legendary past of Athens; the contrast could be found in the fact
that the most primitive life in the history of Athens was more
advanced than that of the agrioi, as it is shown by fr. 13 or 14.
Thirdly in fr. 15 the political ambition and corruption of some
Athenian social class could be satirized, perhaps as a part of a
longing for the past or perhaps as a proof of the complication of
the political and social life of the city. On the other hand the
habits of the savages seem to be mentioned in fr.9.

- food. There are several fragments related to food or
similar things: 7, 8, 13, 14, 17. Although it is possible for
them to have a metaphorical meaning, I think that the importance
of food in this comedy 1s quite clear and may be a good reason
to favour the literal sense in some cases. It would not be
surprising if there was a cooking scene in the play (similar to
that of Ach. 1000-47, Pax 922-1126 or Av. 848-1057)., I think that

A}

fr. 13 and 14, in which the scarcity of food of the savages is
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mentioned, are evidence for the idea that food was one of the
elements of comparison of both socleties (see comment ad loc.).

Finally, I have already mentioned fragments of doubtful
meaning: 12 and 18 could be part of an agon in which each party
tried to show the advantages of fheir own way of life. The agon
could be organized in two long speeches (part of one could be fr.
10). In 1t there could have been a dialogue as in fr. 9. The
number of fragments does not allow, however, a clear
reconstruction of the play.

Agriol was a play that had a certain impact on its time, the
beginning of the uncertain peace of Niclas, as 1s shown by the
quotation of Plato. The importance of this play has been recently
emphasized by T. Long in CIW 71 (1978) pp. 381-2, Turato op.cit.
pp. 96ff. and Conti Bizzarro TaAapioxog (1987) pp. 25-32.

Long and Turato seem to tackle the play from different
points of view. On the whole Long p. 381 starts from the analysis
of several fragments as examples of comic transformation of the
idea of the Noble Savage and according to him: "the spare remains
of the plece show very clearly, however, that it refuted at least
three of the four major points which Ferguson sees as common to a
positive conception ot the primitive life ot man" (cf. Ferguson
pp. 16ff.)> and in his book The Barbarians in Gr.Com. p. 158, he
concludes by saying: "this play gave a theoretical twist to the
subject matter by playing upon the sophistic inquiry into the
question of the primitive state of man".

Turato places this play within the context of the legendary

tradition about the primitive ways of 1living represented
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frequently 1in Greek mythology by Cyclopes and Centaurs and the
situation of crisis in which the concept of polis was. About this
comedy he says on p.96, "le suggestioni utopische e r;gressive -
non sappiamo come tematizzate- dovevano consistere nell'
eliminazione del discrimine tra mondo animale e mondo umano su
cul fondava uno del plessi ideologici della «civilizazione» e del
suo sbocco «cittadinon",

I think it is also interesting to quote Carrieére Carnaval p.
93 in this connexion, as he similarly places the problem of the
Utopia in Comedy w;thin what 1s usually called 'le conflit de la
Nature et la Loi': "la Comédie Ancienne avait deja résolu & sa
fagon le conflit de la Nature et la Lol. Mais cette résolution ne
se situe pas sur le plan rationel et philosophique. La Comédie se
moque du grand débat sophistique. C'est dans la fiction et
1'utopie qu'elle médiatise la nature et la culture, le mythe et
1'histoire, 1'instinct et 1la 1loi, 1la -liberté anarchique et la
cite",

These interpretations differ in the point of view, but agree
on the general idea that some comic plays presented a problem
that was considered fundamental in the Greek thought of the V and
IV century: Nature and Civilization, and that it received several
answers according to the points of view from which this theme was
approached. In the context of our scanty fragments we have to
take into account some further points.

The fragments seem to refer more to popular and comic
tradition than to a sophistic enquiry (that probably used that

tradition too). For instance, fr. 10 can be connected with a
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popular theme in which slaves did not exist and women did all the
work. This fragment and fr. 13 can have reference to the
traditional description of the idler's paradise, a commonplace in
comedy (cf. Baldry (1953)> pp. 49-60) and all reference to food
can be understood in the same way (see W. Fauth W5t 86 (1973) 39-
62>, It 1s 1interesting to remark that there are several
fragmentary plays in which the concept of animality and the world
of Cockaigne were in relation, for instance Crates' Onpia and
Cratinus' Alye¢ (about the relation between Crates and
Pherecrates see supra p. 66; about Crates' play see Baldry loc.
cit. and about Cratinus' one see Schmid GGrli IV p. 117).

From this point of view this comedy seems to have followed
the tradition of the comedies of the idler's paradise, but
reversing the terms of the topical idealizations of other plays,
surely by adding realistic and even absurd touches to the
features of the savages, for instance fr. 9 (see supra pp. 54-5
and Langerbeck (1963) pp. 200ff.).

Perhaps a similar process can be perceived in Aristophanes'
Birds. The world of the Birde which was intended to represent an
ideal world in fact bécomes another image of Athens from which
the hero had flown. As Carriére Carnaval p. 105 says: "le triomphe
utopique du héros sur 1'odieuse réalité devient triomphe de la
réalité sur l'utopie”. In Pherecrates it seems as if the Athenian
persons meet a world with no rule and no social organization at
all and the comparison of the two worlds is mainly unfavourable
to the chorus (according to Pl. loc.cit.). It 1is possible that

the play was written within the optimism of the V century. As
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Dodds T7he Ancient Concept of Progress= p. 10 Oxford 1973
describes it, "since Protagoras also believed that 'virtue' can
be taught, this may well have led him to take a rosy view of
man's prospects; Plato makes him claim that the very worst
citizen of modern Athens is already a better man than any savage.
In the same spirit Democritus seems to have held that man's
natural endowment was malleable and could be 'reshaped' by
education. In the great days of the fifth century such optimism
was natural".

Maybe, as it has been suggested already, the main intention
was simply to satirize the idealized tradition of the Idler's
paradise (cf. the parody of mythological subject in Cratinus'
‘O6voofig) and such satire gives another instance to a sophist of
his optimistic representation of the civilization. Nonetheless,
the humour also worked against such individuals as Carcinus' sons
(fr. 15), Chaeris and Meles fr, 6, who were  probably

representatives of the Athenian popular culture.

-90 -



Fr. 5

It i1s disputed which is the final point of this fragment and
fhree different explanations have been given. Bentley ep. ad
Hemst. (38, I p. 288 Wordsw.) suggests that "cum laudasset ille
nescio quis fortunas suas, tum ob alia, tum ob firmam, credo,
valetudinem, etsl strenue nepotaretur; Hunc alter excipiens, Ita
vero, ait elpwvixdg, tum fortunas suas laudabis, cum cognati tui
te mox sepelient. Non, non, subjungit ille, Equidem eos omnes
componam, et paxapiofic( pe superstitem et sanum". That is to
say, he proposes a scene in reference to the topic of a father-
son relationship. Bothe relates the subject of the fragment to
someone boasting about his intention of travelling "ad feros",
and Kaibel apud K-A ad loc. suggests that someone has been
laughing at the 'sanam Ferorum vitam victumque' and someoné else
retorts that they 'will bury him instead'.

Any of these interpretations is possible, but my first
impresion when reading the text was that the dialogue would also
make sense in the context of the encounter with the chorus. One
of them points at the 'ferocity’' of the chorus and the other in a
boastful manner answers back that he will 'bury them' but his
mind turns unexpectedly in the manner of a joke map& npooSox(ov,
not to how he is going to defeat them, but where to find the
Anvodg (or coffins, see infra about this word), in which he will
bury them. I suspect.that there 1s some kind of play on words in
1. 2  XxTopiTTWoLYV, maybe the first speaker wuses 1t 1in
metophorical sense while the second one takes it in a literal

meaning (see comment ad loc.). The subject of the chorus entering
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the stage in a rage is found in Ar. Ach. 240 and Vesp. 230.

The proposal of Bentley to supplement & 't&v in the fifth
foot seems to be likely (although Conti Bizzarro Talaploxo¢ p. 29
n. 23 warns us against accepting it too readily). This expression
implies a somewhat 'condescending tone' (cf. Dodds ad Bacc. 80%5),
but its origin and meaning are disputed <(cf. further G J. de

Vries Mn. XIX (1966) pp. 225-230).

1. f piv: this expression at the beginning of the sentence
according to Denniston GP p.350 "introduces a strong and
confident asseveration, being used both in direct and indirect
speech. It is more frequently employed in oaths and pledges".
Here as in most of the instances in Aristophanes <(cf. Denniston
loc.cit.) 1t 1is used with future indicative, but the tone does
not seem to be threatening.

poxapreTc: K-A ad loc. propose that the verb poaxap(l{eiv can
have an ambiguous sense and the repetition in 1. 3 implies that
it i1s stressed in some way. The first speaker says something like
*you will congratulate yourself' <(cf. Ar. Vesp. 588>, or °'you
will be thinking yourself lucky', (cf. Ar. Vesp. 429), and then
the other retorts 'they will make me happy' understanding the
verb from another point of view. This verb and the adjective
péxap seem to be specially related to the state of the dead in
the Islands of the Blessed (cf. Ar. fr. 504.9 and K-A ad loc.).
2. xatopdttwotv: I think that the term has a certain degree of
ambiguity. It seems that 1t can be understood 1literally to

designate 'to bury', the commonest sense; but maybe the speaker
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uses it on a more colloquial level as meaning 'to destroy
utterly', as 1in fr. 155.19 (where it implies an obscene sense,
about it see Henderson MM p. 168).

4, xa{tot: 1t is, as Denniston GP p.557 says, "used by a
speaker in pulling himself up abruptly”.

Anvodg: this word is a hapax in literary texts with the
meaning of ‘'coffin', although it is found in funerary
inscriptions in Doric, as C.I.G 1979. 1981 (Thessalonica), I.G.
XIV 150,5 (Syracuse), XIV 871 (Cumae). The source of our fragment
(Poll. 10. 150> and other lexicographical texts (see K-A ad loc.)
seem to imply that this sense was commoner than it seems to us
from the extant evidence.

The word generally means "anything shaped like a tub or
trough" (LSJ s.v.) and as we can see from the evidence of the
inscriptions and the use in Theocr. 7. 25 and 25. 28 <(meaning
‘'wine wvat'), the word seems to be frequently used in Doric
dialect. This fact can be related to the use of ndpora in fr. 9;
but I do not think that this is enough to suggest that one of the
speakers 1is of Doric origin or speaks in this dialect, as is
common with the doctors in Comedy (cf. Crat. fr. 46, Alex. fr.
146, Men. Asp, 374ff. and Sandbach ad loc., 439ff., Epilcr. fr.
10>, since we do not know to what extent it was a popular or
technical term in Attic of the V century.

I agree with Conti Bizzarro Talap({oxo¢ p.32 that maybe there
is a play on the ambivalence of this term meaning 'coffin' and

‘'wine vat'; but I think that his proposal of a reference to the
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AMvdg 'Aco(a explained by Pollux loc.cit. with an implication of

androphagy is too far fetched.
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Fr. 6
The mention by name of the two cithara-players, who were
probably alive in Athens, 1is an important feature of this
fragment (see supra p. 64).

Long Barbarians in Gr. Comedy p. 18 suggests that Pherecrates
follows Democritus (68b 144D-K> "who claimed that the music would
be one of the last developments of primitive man because it is
one of the least necessary arts" and for this reason "in the land
of the savages (Pherecrates 6) there seems to have been a
discussion not about who was the best but who was the worst
musician”. About the subject of music and i1its connexion with

educatioﬂin Pherecrates see p. 60.

2. At the end of the line the additions suggested by Dobree
(Ktov>...<8">) seem to be more likely than that of Porson
(8¢...1(¢>. On one hand they are closer to the text of the
manuscripts and on the other, they seem to be more logical for
the expression €y' &tpép’ 1.3 (see ad loc.).

<6> Neiolov MEAng: Meles was surely a famous cithara player
in Athens at that time, also mentioned in Ar. Av. 766. This
fragment has identified him with the figure of Cratin. fr. 185 el
&' 6 Neiolov npodofvar tolg &tlpolg Tag moAag / Bodietat, mEPSLE
yevéoBe, to¥ matpdg vebttiov / &g map' npiv ovdev aloxpév éativ
éxnep8ix(oail. But already the Sch. ad Av. 766 expressed his
ignorance about this fact (cf. Cratin fr. 251 and 282).

Perhaps his main fame is as the father of Cinesias, a famous

cithara-player and musician who was later in the main stream of
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renovation of the traditional Greek music (cf. Pherecr. fr. 155,
8). Meles and his music are criticized by Pl. Grg. 502a, as
having a style which intends to please rather than to educate the
audience.

3. £x' atpép’: the speaker of this line interrupts the other
with this expression of silence, Instances of this expression at
the beginning of line, cf. K-A ad loc. and Kassel ZPE 32 (1978)
23.

Xatpig: the information about Chaeris, the cithara-player,
is a little confusing mainly because there is another pipe-player
named Chaeris in Ar. Ach. 16, 866, Pax 951, Av. 857 and Cratin.
fr. 118.

The Schol. ad Ar. Av. 858 suggests that there are two men
named Chaeris: one a cithara-player in our fragment and another
one the flute-player, who would be Theban according to the Sch.
ad Ar. Ach. 866a. This suggestion has been dismissed by Starkie
ad loc. as having been wrongly inferred from the text of Ar. Ach.
16 and Sommerstein ad Ach. 16 probably rightly suggests that
there was only one musician with this name who played both

instruments equally badly.
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Fr. 7
This fragment 1s constructed in a series of quick
expressions: a negative imperative; in 1.2 genitive with the verb
elpl; the final sentence could be understood as lacking the
object as it 1s common in a dialogue (cf. Eur. fr. 255.4N%, Ar.
Vesp. 193, Th. 35); but this is not certain. About the form of
introduction related to the figure of the parasite, cf. supra p.

59.

2. w8v xpotevOBv: ol npotevlal was originally the name of a
special group of officials whose task was to taste the meals
before the celebration of a feast, especially the Aopnia, the
first day of the Apaturia; although their function was performed
probably the day before the beginning of the celebration (cf.
Dover ad Nub. 1198). This passage of Aristophanes and Philyll,
fr. 7 contain reference to them

As in the case of the sycophants who were immediately

identified as villains, the figure of the ‘'foretaster' seems to
represent in Comedy the condition of a parasite or a glutton.
Ar. loc. cit. (cf. Taillardat Images §710) compares the orators
to them and Philyll. fr.cit. makes the personification of Dorpia
appear and she is identified by mentioning them, in a play with

the expressive title of Heracles.
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Fr. 8
The fragment refers to the custom of serving pears in water
in a banquet, as it seems to have been so common (cf. Athen. XIV
650c) that Alex. fr. 34 uses it as an example with a proverbial
sense. This fragment has the air of a recipe or the instructions
of a cook. It would be also suitable to the context of a banquet

in which the wild men are instructed to do things properly.

avaxoxfioar: 'to stir’' in the same cooking sense as Ar. Ach.
671, Vesp. 1515, PIl. 302 and 309.

t&g &mlovg: designates cultivated pears instead of 1 &xpog
that means ‘'wild pear' cf. fr.13. The latter type are also dipped
in wine so as to make a kind of 'sweet wine', see further Olck RE
III 497.

apnalete: cf. on fr. 99 apnatéte.
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Fr. 9

This fragment i1is notable because of the unusual word
&ronpoocwn(oeobe and the kind of medical activity described in 1it.
Norwood Gr. Comedy pp. 156-7 interprets 1t as follows: "the
aborigines rub themselves with the inside of bean-pods, as the
Zulus use banana-skins for cleaning their teeth". But, since we
have attested some instances of the use of beans for medical
purpose, it is possible to understand that the first speaker asks
if they know the cure of the bean-cataplasm and they answer back
with a definitive 'not at all‘. The problem of this

interpretation lies in the meaning of the verb.

&nonpooon({oec@e: this verb is a hapax of Pherecrates. Sud.
«2610 and Poll. II 48 give it the meaning 'to clean', ‘to wipe
off' the face. In this case two interpretations are possible.
Either it is formed in parallel with the verb &novinteobai, which
designates mainly to clean hands and feet with water; maybe in
this case it 1s a comic invention and Norwood's interpretation
must be understood. Or, I would suggest, maybe the sense of the
lexica 1is wrong and the implications of this verb here are
related more to the meaning of 'making a mask' out of beans,
since the word npéownov could have this sense (cf. LSJ s.v. IID),
and thus it refers to making a ‘bean-cataplasm' .
xv&potg: ‘'beans' were used in Greek medicine in combination
with other different substances for several purposes. Diosc. Mat.
Med. II 127 (I p. 247 Wellm.) explains some of them that are used

to cure illnesses in face and eyes: oOv périti 82 xal tnAlve xal
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nopet(Sag xal Onénia Siagopel odv Pp68¢ te xai APave xal 1§ tob
©oT Aeuxd, O@B8alpdv mpontdoerg xal OTaLAGpata xal oldfpata
gtéAeL  QupaBév &2 odv olve ovyxdoeig xal nAnyds O9OaApdv
xa@ (otnolv elg Te &voxbdAAnpa Ppedpatog Xwpig tol Aémovg paoonbeic,
émit(Betat xat& Tof petédmov: xal SL8Vpev @Aeypovdg €ynbBelq év
olvep Bepaneder xai tolg égnBaloig 8¢ 18V mAlSeV XATANAACTEMEVOG
&vfiBoug éni moAd Tnpel.

népara: perhaps a colloquial expression for obddopudg. It is
also found in Ar. PI. 66 and fr. 361. Sch. ad Dem. 19. 51
suggests that the expression 1is Syracusian, although Harpocr.
p. 268. 7 Dind. says that it was very common. About its origin see

K-G II p. 164.
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Fr. 10

The interpretation of this fragment is clearly a reference
to the times when household and milling activities were performed
by someone other than slaves, as was common in the Ancient world.
Two interpretations have been proposed: in words of Th. Williams
Hermes 91 (1963) p.328 n.2, Zlielinski (Die M&rchekomfidie in Athen
St. Petersburg p. 25) suggests that adtd¢ in 1.2 can refer to the
"Mirchen which do the work for those whom they favour"; in
ancient Greece the nymphs, in comparison with other figures of
western mythology. But this interpretation lacks clear evidence
that the Nymphs played such role in Antiquity. In comedy this
representation of an ideal world would be envisaged by the things
acting by themselves without any external help, as we see in fr.
113.

I think that the other possibility is better: to connect it
with an Athenian tradition collected by Hdt. VI 137 who, quoting
Hecataeus FrGrH 1 F127 refers to a time when there were no slaves
and everything thét the slaves did was supposed to be done by
women and children.

P. Vidal-Naquet The Black Hunter (Engl. transl.) Baltimore/
London 1986 p. 172 points out that xdpn in 1. 4 seems to refer to
an earlier, 'pre-urban' time in which women had to do all the
work at home, even the most humble sort: milling, which already
in Od. 20. 105 was performed by slaves as a kind of punishment
(cf. also Eur., Cycl. 240, Lys. 1.18, Men. Asp. 245, Theocr. 24.

51 and Gow ad loc.; see also Th. Williams loc.cit.)
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The metre is trochaic tetrameter catalectic, also found in

fr. 83, 89, 899, 152, About it see supra p. 23,

1. This first line is notable for the number of negative forms
which nearly amount to a polyptoton: ol ...ofite....obte...o0b8evi.

olte Mavng obte ZInxig: Manes is a proper name in several
barbarian countries, like Lydia (Hdt. I 94, IV 45); Cappadocia
(Strab. XII 553) and Phrygia. In Athens it was thus commonly used
as a name for slaves coming frqm any of these regions and became
a typical slave-name <{(cf. Ar. Av. 1311, Lys. 1211, AP VII 179,
538>, as 1is its feminine form Mania <(cf. Mach. 191 and Gow ad
loc. ). Here it is used in an archetypical sense as a denomination
for the male household-slave par excellence (cf. 1.2 8oBAog, Sch.
ad Ar. Av. 523 and see also Ran. 965).

Sekis is a little more complicated, since in this passage it
seems to be the name for a household slave woman in contrast with
Manes; but in Ar. Vesp. 768, and Poll. III 76 (cf. Hesych. q480)
it does not necessarily have the meaning of a proper noun. But
the Schol. ad Ar. Vesp. 768b suggests that it was a name and
there are other examples of names given to slaves according to
the function they are supposed to perform (cf. O. Masson in
Actes du Colloque 1971 sur 1'esclavage p. 17 Paris 1973).

2. pox8eiv: similarly Ar. Pl. 517 uses this verb to express the
toils of the slaves.

év tff olxtq: the expressions év olx(g (Ar. Ach. 973) and
xat’ olx (v are commoner, but an example of this synizesis is

found in Vesp. 827 (see MacDowell ad loc.).
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3. K-A ad loc. suggests that the noise of the dietp(¢ to which
this line refers, can be paralleled by Ar. Eccl. 739-41: o0 &¢
Sefp’, N x18apedbg, EELOL, / MOMAGNLG &vaotfioaca p' eig éxxinolav
/ dopl vOxtep 8ia tdv BpBpiov vépov, 1if we understand the
interpretation of the Sch. ad loc. that N x.6apedég is a
reference to the miller. This interpretation has been rejected by
Ussher in his comment ad loc.; but I think it really suits the
text of Aristophanes and in some way explains our text better.
The noise of the milling was accompanied by the singing of the
slave-women. We have reference to the émipdiiog $84 and {patog
in Athen. XIV 618d and Poll. IV 53 as nouns for mill-song and in
Plut. Mor. 157d-e (cf. PMG 869) one of them is preserved: &iet
poAa Bhert / xal y&p Mittaxdg &hiet / peydrag MutiAfvag BooLAedwv.
The sense of &\e., as Campbell in Gr. Lyric Poetry= p. 449 Bristol
1982 points out, may be political or sexual.

The ending of our fragment 1s suspect on textual grounds,
but I would suggest that it may have a secondary sexual sense if
we take the verb 8iyyavovo®v with a sexual meaning (cf. LSJ s.v.
2), and maybe also poAn, as in the mill-song just quoted. The
reference would come as a moapd npocdoxlav.

Ovyyavovodv: the verb has been suspect for two reasons: on
one hand as Kock ad loc. says, 'mulieres molas non tangebant, sed
circumagebant' and, on the other, 1t 1s wused mainly with
genitive.

Kock's proposal, nep.Layovodv, 1s probably wrong since the
method of milling in classical Athens does not seem to be by

rotary mill as the verb nepi&ye implies in Hellenistic Greek.
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This conclusion is suggested by Moritz Grain-Mills and flour p. 3
who points out that orpéyperv, nepidyeiv, mepiLedadveLv are attested
in later sources. The evidence of Poll. VII 180 can,
notwithstanding, be connected with 1its use in classical tinmes;
but the main problem remains in the lack of any reference to this
kind of mills in other sources. In our texts this activity lis
represented with pviebpéw Men. FPk. 87, and other verbs meaning
‘to grind', as for instance &\ée (cf. 1.3), d&retpedw, &\ifw (cf.
fr. 79, <p(Bewv <(Ar. Pax 16, 81>, Arealvevv (Hdt. I 2000,
épelxewv (Ar. fr. 22), xatepelxeiv (Ar. Vesp. 649). It is then
possible for a slave 'to touch’' the mill-stone, above all if we
accept that there is no reference to a rotary one and thus it
could refer to what is called yei.popdin (cf. Xen. Cyr. 6.2.32), a
hand-mill.

Other suggestions that try to solve the problem of the

object and are closer to the reading of the manuscripts are:

6pvyavecdv Headlam CIR 10 (1896) p. 438 and 6nyavovodv
Radermacher JbClPh 151 (1895) p.254., On the other side, van
Herwerden Mn 6 (1878) p.57 suggested to change the accusative
into <tfic pOAnc. Perhaps the sense of the two first verbs
(6nyyoveolv means ’'sharpen’ and is only found in a conjecture in
Aesch, Ag. 1535 and the first one means 'to tap' a door and is
found in Ar. Eccl. 34) do not give a better sense than 6iyyavae.
We have one‘example of the verb 6i.yyave in Attic with what seems
to be an accusative: Soph. Ant. 546: pf por 84&vng od xoivd, pAd’
& p '6(yeg. This construction has been explained as an adverbial

use or a sort of attraction (cf. Jebb ad loc.?> but it can be an
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example of the indiscriminate use of accusative as object to this
verb (cf. K-G I p. 348A 7). Other examples of npooBiyy&ve plus
accusative can be found in Alcman fr. 58. PMGF and in Theocr. 1.
59 (in tmesis) that has led also to uncertain or unnatural
explanations (cf. Dover in Theocritus Select poems London 1971
and also Gow ad loc.).

TaG poAag: seems to refer here to the "nether millstone" in
contrast with the &vog, the upper part (cf. Moritz Grain-mills

and flour pp. 37-8).
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Fr. 11
Unfortunately the fragment is corrupted, although its
subject is clearly Lycurgus, who was accused frequently of having
links with the Egyptians who were seen as thrifty and wicked in
general,

Besides the metrical lacuna at the end of 1.1, there are
problems in connexion with the verbs, since in 1,1 a0TdV is
clearly in the third person singular and Euvvéyn in 1. 2 is in the
second person. Bergk Comment. crit., 1 (1884) p.27 apud K-A's
app.crit., suggests a change of speaker in the second 1line.
Several proposals of change have been made, although as Kock ad
loc. says "incredibilia de his versibus protulerunt":

- Bergk loc.cit. according to White on Sch. on Av. ad v,
1294, ‘"suggested that an Egyptian word <(cf. Cephisodemus'
statement given below about the word xal&oipig) signifying ég
olxovg originally ended the first verse, and that the second
speaker objected and insisted that the second speaker should drop
Egyptian and talk Greek!"

- Portus guessed eig tiv Alyvmtov gépovia / oilxeloag AéEeLg.
The main problem of this suggestion is that the word A§ig¢ has no
instances earlier than Plato (cf. LSJ s.v. and Fournler Les verbs
"dire” en Grec Anclenne p.227 Paris 1946). Similarly Edmonds FAC
I p. 212 suggested &yovta / olx&<8e> AéEe.q.

-~ Different participles have been suggested at the end of
the 1. 1: &yovtx Dindorf, {évta Cobet, and an infinitive damoixelv
Bothe, accepted by Kock. All of them explain the mistake as

haplography, trying to restore the missing word from either
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Alyvmtov or ofixouvg.
- For the second line, there are also the most varied

»”

solutions: Bothe eixdg AéEeig. Kock: eixdg v'*&€Eeig Tv' “Apny
govayn. Herwerden in Obs. p.8 ofpotr ti Aéyeig Uva &8 Evvéxn (or
ov{fi) and in Coll. p.13 <B> oilxtp6év ye Aéyeig, el 38et ovlfv.

Kaibel apud K-A: ofixovv €teig Tva pi ouviy.

The metre is anapaestic tetrameter catalectic (see p. 23).

1. xiv3ovedev elg tAv Alyumtov: the expression could be
understood in absolute sense as LSJ s.v. x.vdvvedelv suggest:
"venture thither"”.

Egypt and the Egyptians were well known in Greece from

antiquity and Herodotus deals with them carefully in his bk.‘II.
According to Lloyd on Hdt. 2 pp. 14ff. Greeks had been travelling
to Egypt for several reasons, as mercenarles, merchants, naval
experts, allies, students (see further Austin Greece and Egypt in
the Archaic Age (1870), and Boardman The Creeks overseas< p. 111
London 1980).
2. oovéxn: it may mean 'to be on friendly terms' or it may
ambiguously refer to the feature of effeminacy which was
characteristic of Lycurgus according to other poets. The sense is
found in some passages referring to the sexual intercourse
between animals (cf. Arist. HA 540a 24, GA 73la 18),. and in
Thphr. Cﬁar. 28.3 in the language of a xaxoAdéyo¢ (in this text
the verb is used of women but it is probably drawn from the
previous comparison to dogs). Cf. LSJ s.v. 2c and d.

AoxoBpyouv: Lycurgus seems to have been a real person, son of
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Lycomedes, from the noble family of the Eteobutadae in the deme
of Butadae; his death is said to have been in 404 or 403 at the
hands of the Thirty (cf. Davies APF p. 350). His grandson was
the famous orator of the same name., He is also mentioned in Ar.
Av. 1296 and Cratin. fr. 32. He 1is always derided for some
Egyptian element or other: Cratin. fr.cit. makes him wear a
xodaoipiv, a typical Egyptian cloth, and thus depicts him as an
effeminate. Ar. loc.cit. compares him to an Ibis, the Egyptian
sacred bird.

From Koehler Hermes 5 (1871) p.352 onwards it has been
accepted that the main criticism made of Lycurgus was his
relation to the introduction of the cult of Isis in Athens (see
further K-A ad Cratin. loc.cit.).

natpidtairg: this word refers to "fellowcountryman: pfop. of
barbarians who had only a common natpi({c¢" according to LSJ s.v. It
implies here that Lycurgus is an Egyptian and can be related to
the kind of abuse to call someone foreigner (cf. Ar. Ran. 1533

natploig, Alex. fr. 327 and Archipp. fr. 61).
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Fr. 12
The text seems to be a metaphorical expression taken from an
image of sea warfare (about Aristophanes' use of these images cf.
Taillardat Images $§583). The metre is anapaestic, and 1t is
possible that it belonged to the beginning of the agon when the
chorus exhorts one of the characters to speak (cf. Ar. Equ. 762
where a metaphor is used).

Norwood Gr. Com. p. 156 suggests another explanation.
According to him it is not metaphorical, but it describes a
‘comic siege', and "the language suggests a passage of Thucydides
(VII 41) the scholium on which borrows ths words of Pherecrates.
In Thucydides the reference is to sinking ships by dropping
leaden weights from a height. And 1in Pherecrates xatadvoev
suggests as much. But it is hard to imagine a naval scene in the
play (like the massed attack by canoces in Kobinson Crusoe),
therefore we should regard xaraddwv as intransitive, and the
whole idea transferred from sea- to land-fighting". The
explanation seems to be too far-fetched.

If we do not understand it in a metaphorical sense, the text
may be simply a description of this weapon to the Savages who
might not know its function, or in the preparation for a war

against someone's invasion (cf. Ar. Av. 1122ff.).

1. 6 8¢ 8%: Kock suggested modifying the text slightly to 83e
8%, comparing 1t with Pl.com. fr. 175.1 and Alc. fr. 22.1. The
speaker perhaps points to a 3elgi{g, 1f we take it literally or

metaphorically to someone or something which has just been
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mentioned. This proposal would fit Denniston's analysis; he points
out that when &% follows a pronoun like &8t "the emphasis is
often ironical, contemptuous or indignant in tone" (p.207 and 208
for instances). In any case the sentence seems to be ironical and
grandiloquent from the detail of the description of this weapon's
effectiveness in 1.2,

8elglg: it was a military engine used for sea battles whose
main purpose was to sink the enemy's ship. It is mentioned in Ar.
Equ. 762 and in the form of al wxepator ... Seipivopbépor in Thuc.
VII 41, another source is Diod. XIII 78. 4.

As Thuc. loc.cit. points out, they were placed in the
xepxla, that is to say, either special 'antennae' (set up over
the ram of the ship cf. Poll. I 85) or tfic xepalag tof igtof
(according to Sud. 5208). The main function was to hole the other
ship either before or after it had been rammed or in case this
action had failed. This activity is parallel to that of the
A Bo¢@bpor whose main intention was to kill the members of the
other ship; cf. Diodorus 13. 78.7 and Athen. 5.208d: 1pi8v 6&¢
lotdv dmapydviwev €E éxdotov xepatar ALBopbpoL €Efjptnvio B’, éE &v
&pmayég te xal mA(vBouL pol(Bov mpdg todg émitiBepévouvg Helevro
(Carson Ships and Seamanship in the Ancient World p. 239 n.67
Princeton 1971),

xepala: an emendation of Blaydes Adv. 1 p.16 which improves
the suggestion of Salmasius (cf. K-A's app.crit.> xepofiyoc (non-
Attic, cf. Carson op.cit. p.263).
2. This line seems to be echoed in the Sch. ad Thuc. VII 41:

(8érpiveg) ol éumintovteg adtalg Siéxontov tobdagog abdtdv xal
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xatédvov. It was probably the standard way of referring to these
activities, as in Dem. 32.5. The correction of Blaydes seems to
be wunnecessary: the xal joins the two participles and they
describe the way the 1lead dolphin works: 1t falls on the

shipboard and sinks the ship.
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Fr. 13

This fragment is a list of 'wild fruits'. Their element in
common 1s that, although they were consumed in antiquity by human
beings, their main use was for animals and probably they were
seen as a primitive kind of food. The fragment is not easy to
relate to any particular situation, except for the verb
nepL6évtag. The sense of this verb in Ar. Lys. 558, Phryn.com. fr.
3.4, Pl.com. fr. 211, Eup. fr.327 and possibly Antiph. f{r.275
(see also Dem. 21.104) 1s 'to walk around' the different parts of
the Agora, as we could say 'to go window shopping’.

The difference in this fragment is that the text does not
refer to the tépixog in Pl.com. loc.cit. or the other commodities
that are mentioned in Ar. and Eup. loc.cit. Here the stalls in
the market-place (cf. K-A ad Eup. loc.cit.) are wild fruits which
are not consumed except on special occasions or by animals
(especially pigs as we will see on the comment on each word). Two
interpretations are possible: either 1t is a reference to the
variety and the degree of specialization of the Athenian Agors,
as Ehrenberg The people of Ar. p. 133 n.6 suggests; or it is a
joke, envisaging that the savages have an Agora with stalls
selling acorns and wild pears, comparable to the Athenian Agora.

The metre is anapaestic as in fr. 12. The polysyndeton seems
to emphasize the amount of the different types of food; it maybe

suggests that it was part of a longer list.

1&g BoA&vouvg xal tdg &xdAovg:two kinds of acorn: the first

one is the acorn provided by the oak (r} 8pfg) and the second one
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by the holm-oak or 1ilex (f mp(vog)> <(cf. Theophr. HP III 16. 3,
Phot. «879, Eust., ad Od. 1657. 14, EM p.544.51, [Did.] Sch. in
Hom. x 242, Hesych. «a26839). The word B&ilavog seems to have had
the general sense of 'nut' and it is attested as referring to
other kinds (see LSJ s.v., Olck RE V 2070 and West ad Hes. Op.
233). They are mentioned together in 0d. 10. 242 as the food
Circe gives the companions of Odysseus transformed into pigs, and
B&hoxvog on 1ts own as pig-fodder in 13. 409.

As West loc.cit. points out, some kinds of B&Aavol could be
used as food for human nutrition, and they were consumed in early
times. Three expressions in ancient Greek suggest that they were
identified with primitive ways of life: the Arcadians in Paus.
VIII 42.6 are called Balavne&yor; the proverb &iig 3&pvdg,
explained in Zenob. Epit. II 40; and the PBalavitng Blog in
contrast with the &knkepévoq Blog, described by Amph. fr. 9, cf.
further Sud. «1183, Eust. ad Od. p. 1859, 48, Zenob., I 21,

tag &yp&dag: simply "wild pears", differenciated from the
cultivated one, which is 1 &miog (Theophr. HP I 4.1). As we can
see in fr. 8, they are served in a drink at banquets <(perhaps
where Chremylus ate it in Eccl. 355; for its constipating effect
see Ussher ad 1loc.?, and are a poor man's food in Alex. fr.
167, 13, Arist. HA VIII 6.3 mentions them as a food for pigs also.

nepL6vtag: see supra p. 112.
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Fr. 14

The metre of this passage is according to West Gr. Metre p.
116, anaclastic glyconic: gl” / gl” /7 gl"” ///, twice with a third
line catalectic. The denomination of this metre has been disputed
since Wilamowitz denominated it "choriambic dimeter",
distinguishing it for the first time in Gr. Versk. pp. 210-44
(about this denomination see supra p. 301). The scheme is very
similar to that of the "Eupolidean" and it has been suggested
that this is an example of the pnigos of a parabasis in this
nmetre (cf. Sifakis Parabasis p. 34). Other passages in this metre
are fr. 102 and maybe 101,

This fragment seems to refer to a way of life that survives
on wild fruits. This satire could be related to the savages and
their life-style. In later comedy the same kind of criticism is
made against the 'vegetarian' philosophers, as in Alex. fr. 27,
223, Aff.

The style is typical of the naph npocdox(av-jokes: it begins
with a general sentence on the eating habits and in the second
stanza the description is compared with the proverb which leads
to the final reference to the 'toes' in 1. 6. A similar way of

Joking can be found in fr. 73 (see supra p. 35).

1. évlpbdoxotor: "chervil, Anthryscus'. It is only attested as
éve- in Theophr. HP VII 7.1 and doubtfully in fr. 114, 3 (x&ve-).
The other instances of this plant begin with &vép—, as in Sapph.
96. 13V, Cratin. fr. 98. 6 (in a passage that is corrupt),

Hesych. 5158 and Poll. VI 106.
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There is no explanation about the origins and relationship
between these forms. Carnoy Dictlonnaire étymologyque des Noms
Grecs des plantes s.v. anthryscos Louvain 1959. suggests: "“ce
sont les divers noms du 'cerfeull' grec (Scandix australis) tous
dérivés de 1'ind.-eur. 'andher-' «pointe», en raison de la forme
pointue des fruits de cette ombellifére, lesquels peuvent
atteindre quatre centimétres". Rehrenb8ck (1985) p.237 explains
how this word was confused till Dindorf's second edition of
Athenaeus with the form év@pbtoxoig, based on a gloss of Hesych.
8803 0Oploxar Aypiax A&yava (cf. o5158) and he tries to give
another etymology of &v@pioxtiov, not very convincing.

I would like to draw attention to two points: on the one
hand, the plant E&vBpvoxov ndvéopov 1is 1included among the
polsonous plants, but it is added at the end for its similarity
with the xauvxar(g, so it is not totally sure that it was inside
this group of poisonous plants. On the other hand, in the form
&vepvoxov (see supra for other references), it usually appears in
the context of heavenly places and always in relationship with
other flowers.

In this fragment it could be interpreted from different
points of view: firstly, the plant was in fact edible (at least
in some special preparation), and it is added to the inedible
plants by Theophrastus only for the sake of the similarity of
shape. Secondly the plant is not edible, but the people who are
living on it in the play, do not have anything else to live on
but its smell. Finally, the description of the way of life here

proposed is a parody on the topical description of an idyllic
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place or of the underworld, making reference to the texts above
cited and other similar ones. The parody would take 1literally
that this plant 1s the only one that grows in such a place and
the people there have only to eat the wonderfully scented plant.

Bpaxd&voig: 'wild herbs' or 'weeds', according to LSJ and
Carnoy op.cit. s.v. It is only attested in Luc. Lex. 2: éyd
NEPLENBAY T& dpdpata oxdpod& te edpov év adtolg meuxdta xai
YNRATTAAOVG  TLVEG G&vopdEag xal 18v  oxavdixev xal Bpoaxdvev
Mxyavevoapevog, and in Hesych. B1041 Bpdxavar t& &ypio A&yava.

otpaBfjroig: only found in this passage with the meaning of
"wild olives"; cf. Poll. VI 45: tdq 8¢ xotTiLva&dag éAGag otTpaBirovg
[ tpapBrirovg codd.l avépace depexp&Tng.

The commonest sense of this word 1s "snail or shell fish"
(cf. Soph. fr. 324 and Arist. fr. 304). It seems fairly clear
that the similarity of both things: the fish and the fruit must
have been the reason for it to be named with the same noun as it

frequently happens (e.g. 1 B&lavog: acorn and also 'barnacle’,

cf. LST and Olk RE V 2070, and & otpdBihog, see Carnoy op.cit.

- 8. v, "strabilos").

It may be a coincidence, but the octupus mentioned later was
related to olives in the following ways: in legend he was said to
be amphibious and appear climbing on the trees (cf. Arist. HA
622a31 and Thompson Fishes p. 207) and he was fished 'by means of
a leaden weight, garnished with hooks and hidden among olive
twigs' according to Thompson Fishes loc.cit.

4. Tod¢ mouvAbtnodag: octupus was an animal included in many

legendary stories (see Thompson Fishes p. 206 and O. Keller Die
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antike Tierwelt II p. 508 Leipzig 109-13).

In this passage it is related to the proverbial story that
this animal gnaws its own tentacles during his winter hibernation
because of hunger., This story is, nonetheless, proved to be true
nowadays; but not for the reason it was explained in Antiquity
(cf, West ad Hes. Op. 524). It is fairly common in Comedy (cf.
Diph. fr, 33, Alc.com. fr.30) and in proverbs, as moltmodog S{xnv
adtdg €avtdv xatogaydv (cf. Leutsch-Scheidewin CPG II p. 204 and
n. 27). In Hes. loc.cit. it |is used in comparison with a
"starved old man squeezing his swollen feet", in words of West ad
loc., and this subject 1s also found in Hes. Scut. 265f. and
Hermipp. fr. 23.

The octopus seems to represent in this passage a symbol of

stupidity (cf.. Leutsch loc.cit.?; but it 1s possible that it
changed according to the context. It may represent 'ability and
craftiness', as in Soph. fr. 307R. (see Thompson ibid. p. 206).
5. There is a lscuna in the text following Dobree's metrical
restoration (see comment ad Ar. WNub. 518). The main question is
to decide to whom these lines refer: it could follow with the
image of the octopus or ironically refer to the hungry persons,
mentioned at the beginning. The latter suggestion seems better;
the following restorations are possible:
- voxtep <&vot&vtag>, Bergk's suggestion possibly refers to the
persons who cannot sleep at night and get up. It is critized by
Kock ad fr. who says: "at surgere non opus est eum qui sibi
digitos circumrodit”.

- Kock proposes <puo{Svrtag (pvfovtag)> in parallel with Hermipp.
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fr. 23 poev Gnavtag d&nédopar  todg Sdxtuviovg, which means
' growling'.

- Herwerden Mn 6 (1878) p. 57 suggests 100¢ mnédag, perhaps a
possible word to be left out by the scribe; but it seems a little
repetitive taking into account the repetition of this noun in the
ending of the former word and todg SoxtbAovg that means something
similar in 1. 6.

- Tucker CIR 34 (1920) p. 154 proposes a»change in the order of
the words: 8axtbAovg voxtep mepLTpb- /yeELv adtodg Todg adtdv. It
implies a change of metrical analysis since it would finish in

the form: — - <->, instead of - v - found in 1. 3.
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Fr. 15

This fragment seems to be mixed with the quotation of the
Scholiast and corrupted. There have been two reconstructions and,
in my opinion, the most faithful is that of Meineke FCG I p. 515
who begins from tpel¢ onwards, The reconstruction of Kaibel is
interesting since it is in iambic trimeter. Perhaps the words xal
Kopxtvog pév t1¢ Av Owpoxlov viég should be considered an
addition of the scholiast and the text of Pherecrates should
start with floav 8¢ (the expression 6wpixlov viég is a mistake or
misunderstanding of the demotic Swp(xioq)

Carcinus and his sons are frequently the subject of comic
parody in Athens. Their stand as public figures, playwrights and
dancers was probably the reason for them to become a topic of the
satire of Pherecrates and his contemporaries, as an examﬁle of
bad poetry, corrupt youth and complicateddancing that will remain
in the later tradition <(cf. R. Vattuone Richerche su Timeo: la
"pueritia” di Agatocle Florence 1983 pp. 15ff.).

The details about their life and works are scarce and
sometimes too confusing.

We know that Carcinus, son of Xenotimus, was the first
famous member of this rich family originally of the deme Thoricus
(cf. Davies APF p.283), He was a member of the liturgical class
and took part as a general in the attacks on the Peloponnesian
coast in 431 (cf. Thuc. II 23.2, IG I= 296. 30-40)>, the epithet
6xhattlog in Ar. Vesp. 1519 and Pl.com. fr. 143 is probably an
ironical reference to his naval activities and his name (cf. also

Com. Adesp. fr. 52K). He is said to have written plays, probably
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tragedies (cf. Pax 791-5, Nub. 1259-61, although it is disputed
whether he or his son, Xenocles, is meant in this passage of
Aristophanes; cf. MacDowell on Vesp. 1501). He is also mentioned
as a dancer and as having made his sons take part as dancers in
his own plays. From the artistic point of view they were famous
for their dancing abilities and complicated pirouettes (see Ar.
loc.cit., Pax 781-90 and 864).

Xenotimus was probably his oldest son (cf. Davies loc.cit.)
and belonged to the cavalry group as probably other members of
this family might have (cf. on xopfitar).

Xenocles 1is called & péoatog in Ar. Vesp. 1502 and was
notable for his bad tragedies (cf. Nub, 1264, Vésp. 1511, Th. 168
and 440, Ran, 86, Pl.com. fr. 143). He also had a son named
Carcinus II who was a playwright as well, cf. TGrF 70Sn.).

The number 1is, nonetheless, confusing: three sons are
mentioned in Vesp. 1498ff.; but the Sch. ad loc.cit. says that
there were four of them with the evidence provided by our
fragment. At least the third son was probably called Xenarchus
(cf. Sch. Pax 781) or Xenocleitus (cf. Sch. Ran. 80). The fourth
son 1s identified by Sch. on Ran.86 and also MacDowell ad Vesp.
1501 with Datis mentioned in Pax 289; but van Leeuwen Mn XVI
(1888) pp. 435-8 thought it was nickname of Xenocles (the second
son; Platnauer ad Pax., 289 agrees with him).

The question seems insoluble and maybe we have to be
sceptical with the whole problem with Davies ibid. p. 285,
MacDowell suggests that perhaps the fourth son only became famous

after 422 (date of performance of Aristophanes' Clouds and maybe
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this is the point of our passage written in 420: there was
another son less wellknown and his mention at the end would be
surprising; but it is necessary to bear in mind that the text of
Pherecrates 1s suspect as a piece of evidence. Maybe there is a
kind of joke that we cannot understand for lack of context and
perhaps the Scholiast cannot explain it either.

The fragment seems to satirize them from the point of view
of their socilal origin: they are xopfitar that implies a reference
to the young members of the cavalry, generally pro-Doric in their
opinions and atittudes; of their appearance: pixpo(; and maybe of
their political ambition, if we keep the reading of the

manuscripts as ¢ihapyixol(, but see comment ad loc.

pixpol xail xopfltai: one of the main features of the sons of
Carcinus was that they were pixpol (cf, Taillardat Images §247
where he makes reference to the passages of Aristophanes in which
they are mocked because of their small size and the different
metaphors he uses for this purpose).

Kopfitxr or having long hair is said mainly of special groups
of people. As Dover on Nub. 14 says: "a) unworldly men, careless
of their appearance (cf. 836 and perhaps 332) and b) fastidious
well-to-do young men. It was therefore characteristic of those
who served as cavalry, for only tﬂe rich could afford to mantain
horses”. It is also an element to criticize the habits of these
noblemen, who were said to be paederasts (cf. Nub. 1101 and Dover
ad loc. and Henderson MM p. 126).

At least one of them can be put in relationship with the
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cavalry-group. Their noble origin, the contacts with the theatre,
dance and their physical appearance made them an easy target for
theatrical mockery.

pilopyot / @Lhapyixédtepoir: while the former adjective is
common to designate an ambitious person in Plato (cf. Phd 82c,
R. 548a); the latter 1s the comparative form of ¢LAapyixég,
probably a comic invention of Pherecrates. It is a normal way of
forming in the fashion of the sophistic rhetorics which tended to
use and invent adjectives ending with -i1xog. In this case it
sounds redundant since there exists ¢i{lapyot with that meaning,
as Padtotix6g instead of Badiotvg in Ar. Ran. 128 (see further
Peppler <1910) pp. 439-40). Pherecrates here means to make an
allusion to their political ambition represented by Xenocles as
orator (see Ar. Thesm 440-2 and Pl.com. 1loc.cit.

Meineke's suggestion (accepted by Kaibel apud K-A) to change
it into ¢{Aopyo.L and ¢LAopyxixdtepoL, may be right for the
following reasons: firstly the main point of the satire of
Aristophanes against them 1is that they were dancers and
dramatists (cf. Vesp. 1534 where they are called tolg <tpLopyotg
in a pun with a reference to their dancing and their lechery; cf.
Henderson MM p.125); secondly in fr.6 belonging to this play
there 1s also a satire against some musicians; finally
Pherecrates had abandoned 'abusive attacks' and, as we have seen
in p. 64, his references to real Athenian persons are general
statements that are connected to the conventional joke and they

are usually satirized because of their quality as dancers.
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Fr. 16
The proverbial expression 'AvipéveiLog dvog seems to be used
as a kind of metaphor for those people who are big in size, but
lack any intelligence. Apost. II 90 compares it with ol T{nmou. év
"Ayopvalc in an expression that seems to imply that this proverb
was also used by Pherecrates, although other sources (cf. Diogen.
I 265, Prov. Bodl.57) only attribute the first one to him.

Donkeys were related in popular wisdom to the idea of
stupidity <(cf. Henderson MM p.80-1) and clumsiness (cf.
Taillardat Images §791ff.). This identification of animals with
some features is used frequently in the literature of the fables.
It can be related to other proverbial expressions that identify
animals and cities, for instance, Umnmo. év ’'Ayapvalg above
mentioned, Boiwtla O¢ (cf. Pind. O. 6. 90). In these two cases
the implication or the insultive intention of the phrase is not
only implied by the animal, but also by the place of origin which
glves even more strength to the expression.

The city of Antron was placed on the east coast of the
Thessalian region of Phthiotis, as H. Kramolichin in
'Griechenland’ s.v. describes 1it: "auf der Othrysgebirge in
Thessalien nach 50 vorspringenden Halbinsel kap Stavros, antik
Posidion, liegen beim Dorf Phano ca 3Km 8stlich von Glypha auf
einem Felsen 25m Uber dem Meer die Ruinen der antiken Stadt A.
Sie wird bereits im Schiffskatalog der Ilias als zum Gebiet des
Protesilaos gehdrig genannt” (cf. also Hirschfeld RE I 2642). It
was well known in Antiquity for its temple of Demeter (cf. Il. 2.

697> and hCer. 491 that calls it "Avipevd te metpfevra.
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In Antiquity the origin of this sentence was disputed. The
Paroemiographers above quoted relate it to the existence of 'big
donkeys' in this place. Eustath., Sch. ad Hom, Il. 1II 697 (see
Erbse ad loc.), and Strab. IX 5.14 p. 435 give the explanation
that it was a natural submarine reef in the strait towards
Euboia, <(according to Hirschfeld loc.cit.this is the most likely
explanation) and Steph.Byz. s.v. ’Avipdv p. 101. 16ff. refers it
to a big milling stone (about 8vog as name for the nether milling

stone, cf. Moritz Grain-Mills and Flour pp. 37-8).
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Fr. 17
As Kalbel suggests apud K-A ad loc. “utrem dicit tragice
locutus vel dithyrambice". The reason for this suggestion seems
to be in the application of the newly formed adjective

yYhevxayoydg to something as common as a wine-skin.

YAevxayeoy6g: it means 'new-wine carrier'. The first part of
thie word, 10 yAeduog, is in fact only found here in Classical
Greek, while it becomes commoner in later Literature (cf. LSI).
This does not necessarily mean that it was an unusual noun, but
it may have had some special tone, perhaps only used in technical
terminology, as 1n yME(g in Phryn. com fr. 68 and Polyzel. fr.
13 means 'tasteless wine'. Other designations can be veég oivog
(cf. Ar. Pax 916) and 6 yAux0g (Alex. fr. 60.1 and 178. 14).

The second part, -ayoyég, is a common sufix in word-
composition. In fact 1t 1s used in formal nouns as OMxdG8ag
olvaywyotg in fr. 153.4 (cf. Cratin. fr. 396). But here it seems
to be a rather pompous invention to qualify fopox and similar
compounds applied to vulgar things are found in Ar. Lys, 1174 and
Crat.com. fr. 15 where see K-A.

Bopoa: it is not frequently found with the meaning of 'wine
skin' till later texts (Luc. Lex. 6 and Aristid. Or. 26 (14,
18>. In this sense &oxé6¢ 1s the most frequent noun. More commonly
it means 'skin of animal', ‘'leather' and was applied 1in
pejorative sense to human skin and even related to designate a
person in Ar. Equ. 369 (cf. Teillardat Images §66).

The word yAeuvxowyég meaning ‘'new-wine' could also imply that
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the skin is also new, since it seems to have been customary to

use new wine skins with the new wine (cf. Ev.Mat. 9,17 et al.).

Fr. 18
The Scholiast on Luc. Anach. 32 p. 170, 24R implies that
this expression is used by Pherecrates in metaphorical sense as
in Ar. fr. 803 <(according to the same source) and Eup. fr. 440,
It may mean that they defend themselves by all means, as is
suggested by the fact that <yéppa, which from the sense of
&rootovpofvtat may mean 'wicker-work' constructions, seem to be a

rather weak way of defence.

véppoig: yéppa is a general term whose exact application and
origin is obscure for us (cf. D.A. Amyx Hesperia 27 (1958) p.
265)., It seems to have designated 'a sort of covering, either
from leather or wicker-work' according to K. Kapparis Demosthenes
59, Against Neaira diss. Glasgow 1991 p.336; although the gloss
of Sud. 205 seems to favour the wicker-work as a primordial
element., In the context of é&rogtovpoGviar, the immediate
reference could be an "oblong shield covered with ox—hide" of
Persian or Scythian origin (cf. Hdt. 7. 61, Sch. Luc. 170, 11);
but 1ts sense expanded to designate any kind of cover, as the
coverings of the booths at the Athenian agora (cf. Harp. s.v.),
or even the booths themselves (cf. Hesych. y441' & &nd xahGuov f
nondpov épy_ocotipia). Thus as Kapparis ibid. pp. 336ff. suggests,
it seems to have designated all kind of public fence or

protection to form a provisional building or construction.
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anootavpoBvtal: "to fence off with a palisade" (LSJ s.v.).
It is only found herein passive and the other instances quoted in
LSY are from historians (cf. Thuc. IV 69, VI 101; Xen. HG VII
4.32; Plb. IV 56.8 and Plut., Arat. 40>. It may have been a

military term.

Fr. 19

applparrov: the several instances quoted by Demiarizuck p. 66
show that this adjective was mainly used to designate clothes or
carpets with double woollen woof, as LSJ translates it "woolly on
both sides". Ael. Varia Historia 1s a late, but interesting
instance about the use of this word since he uses it when talking
about satyrs and Silenoi: £€06dg &' fv Tolg Zihknvolg &ueipdilon
xLtdveg., aivittetar 88 1 otoA) TV €x tof AiLovioov gurelav xal T&
wBv olvop(dwv 8&on. Such kind of rough clothing would fit the

primitive appearance of the savages in this play.
It is synonymus with other terms like &ugidacsg (cf. Il. 15.

309>, &pglpitog and &pgltomog (cf. Bluemner Tech. I p. 171).
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Fr. 20

tepBpevépevog: the disposition of the text seems to favour
to attribute the participle only to Pherecrates. Gaisford on EM
753.7 attributes tepBpevépevog xevdv edpatatr to Pherecrates and
teplpla pévtoL nvorf to Soph. fr. 333R (that designates some ropes
employed for reefing the sails and that were fastened to the
fAhoxé&tn; cf. Ar. Equ. 440).

The participle coming from tep6pevédpar is used frequently in
later times to mean 'the wuse of extreme subtlety in the
argumentation' and probably is a denominative form of the noun
tepbpela. It is generally connected with tepbplog ‘the rope from
the end of a sail-yard (tépBpov) used for reefing' according to
Richardson ClQ 39 (1945) pp. 59ff.; but its etymology and the
origin of the expression are doubtful <(cf. Frisk s.v.
TepBpedopal ),

The instances of this verb are mainly from Hellenistic
times, although we have an example of the form 6 1tepBpetg in
Hermipp. fr. 43 as an epithet of Diagoras, maybe a philosopher

(cf. K-A ad loc.).
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" Ave pognpoxAfig

Work added by Demiariczuk to the corpus of Pherecrates. The
problem of the number of plays and the relationship between this
play and WVevdnpaxAfic has been dealt with in pp. 5f.

This title can be related to the ambiguous status of the
figure of Heracles and the two sides of his mythical image,
sometimes mainly human or mortal hero, sometimes mainly divine
(see Farnell Gr. Hero Cults and Ideas of iInmortality pp. 95ff.
Oxford 1921 and Wilamowitz Der Glaube der Hellenen II p. 20
Berlin 1931-2). For the figure of Heracles in general in Comedy
see fr.1. 3. ’Av@poemopéorng by Strattis is a similar title.

Kassel in K-A ad loc. suggests that fr. 166 belongs to this

play, see comment on this fragment.

Fr. 21
This line 1s a prayer to Zeus and Demiarficzuk (following
Reitzenstein Der Anfang des Lexikons des Photios p. XVIII
Leipzig/Berlin 1807) attributed this line to Heracles. Although

there is no clear evidence, it is an interesting suggestion.

xaABg y': it 1is a colloquial expression that in some cases
has a tone of indignant irony (cf. Eur. Cycl. 551, Dem. 9. 66 and
Denniston GP p. 128 for other instances).

avtaxod(8eg potr Tiv Y&pLv: this verb &vtanod(Swpt is only
found in this passage of Pherecrates, although it seems to be a
variation of the traditional formula: &mod(&ept TRV Y&pLv  (cf.

Ar. Vesp. 1347, Pax 761, Eccl. 1048) and means ‘'give back, return
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a favour'. In some contexts this favour could be of sexual kind
(cf. Henderson MM p. 160) and so 1t could be meant here if

spoken by one of Zeus' lovers.
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Adtopbrot

INTRODUCTORY NOTE

The mention of Argos in fr.22 has been connected with the
position of neutrality of this city during the Peloponnesian war
and thus some suggestions have been made about its date.
According to Meineke CGF I p. 81 it was written 'non ante Ol.
90.4' and according to Geissler (1925) p. 31 between 428 and 421.
But in my opinion I think that the play could have been written
any time during the Peloponnesian war, because, on the one hand,
the situation of the Argives is never totally clear (cf. on fr.
22); on the other, even if they took this position once, they
could be depicted as "people who are always obstructing without
doing anything" <(as in fr.22), it may have easily become a topic
about their character. In fact the position of Argos during the
Persian war as described by Hdt. 7.148ff. is also dubious and
could be described by the words in fr. 22.

Poll. II 33 on fr. 35 suggests that Strattis wrote a
draonevr] of this play for the IV century audience; about it cf.
supra p. 7.

The title must refer as usual to the chorus of the play; but
there is no evidence about who was meant. Its meaning ‘'Deserters'
can be connected to the war which probably was taking place when
this play was performed. The verb adtoporée can also be related
to slaves deserting their master (cf. Ar. Equ. 21-6). Another
instance of the use of this word in the title of a comedy is
Epicharmus's ’Odvooedg adrduorog.

It is possible that the 'deserters' are actually the gods
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themselves, as Norwood Gr. Com  p. 161 suggests. This
interpretation can be supported by fr. 28 which criticizes the
lack of proper meat in the sacrifices for the gods, and maybe
fr.24, the prayer for snow and fr.33 the reference to the
sacrifice of pigs. Gods and humans are portrayed in conflict also
in Ar. Av. 1170ff.

No definitive conclusion can be reached. Above all fr. 28 is
transmitted in a very bad state and we can not know to what
extent it has anything to do with the general content of the
play, since the metre suggests that it may have belonged to the
parabasis of this play.

Other subjects in the fragments are: food in 26 and 32;
satire of bad players and music in fr. 29 and 31; bad habits in

fr. 27 and 34.

-132-



Fr. 22

This fragment is not more than a passing topical remark that
makes reference to the Argives' neutral position in a war, and
their taking advantage of this position. It was a common joke of
Comedy according to Schol. ad Pax 476a: aivittetar 82 eig 7Todg
"Apyelovg év tov1g 1§ mnorépe émapgotepllovtag B81d xal WOAAK
éxopuwdodvto. The text of Ar. Pax 475-7 is as follows: o038’ olide
Y'  €liaxov ob08&v 'Apyelor m&Aar /&AM f}  xateyérev  THV
TohaLnepovpévey / xal tabta Siyé6ev piobogopoBvieg &Apita.  The
other text worth mentioning in connection with the Argive
position 1is Thuc. V 28: ol 'ApyetoL &piota £oxov 1olg mnloiv, od
Evvapdpevolr tol ’Attixol morépov dppotéporg 82 pEANov Evomovdot
Bvteg, éxxapneclpevol.

In the Peloponnesian war this neutrality lead Argos to
prosperity since it could take advantage of the fear of Spartans
that an Argive-Athenian coalition could be formed and that they
would attack some members of the Spartan alliance (cf. D. Kagan
The Archidamian war p. 73 Ithaca/London 1969). This position
changed slightly in the times after the Peace of Nicias in favour
of Athens, but still 1t was not definitive mainly because of the
fights between oligarchs and democrats (see Kagan CP 57 (1962)
pp. 209-18). As I have already pointed out in p.131 their

position was similar during the Persian war.

1. odtot: it has as emphatic and contemptuous a meaning as oi3e
in Ar. loc.cit. (see also éxe(voig in fr. 74.3)

ol xoxBg damolodpevor: frequent expression for “vigorous
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abuse" (see Ussher ad Eccl. 1076 and LSJ &néAlvpi B. 1),
2. énapgotep{{ovg’: found only here and Thuc. VIII 85 with this
sense, and, according to LSJ s.v., it means 'to be double, play a
double game' (cf.Schol. ad Pax loc.cit., Phryn. Praep.soph. 72. 10
and Thuc. II 9.2: Melommovioior pév ol évtdg ’'IoBupol n&vteq mAfv
"Apyelov xal “Ayaldv (tobtoig &2 ég &pgorépovg QLALa AV...).
épxodadv xabjpevor: it implies 'obstructing the way' <(cf. Ar.
Pax 473 and Platnauer ad loc. "«s'asseoir dans les jambes des
gens» (Mazon) = to thwart efforts"). The absolute construction is
unusual; the expression 1s more frequently wused with an

infinitive as object.
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Fr. 23

As Taillardat Kev., Phil. 33 (1959) p.70 suggests, the poet
plays with the sense of some of the words of this fragment which
could be understood in a literal and a metaphorical sense (see
notes below on petéwpov, ai mtepbyeg and éunéowoiv).

This passage refers to the traditional image of the 'winged
ship' that flies towards its destination, generally as a
metaphor <(cf. 0Od.11. 125, Hes. Op. 628 where see West, fr,
76. 7Rz, Aesch. Pers. 559, Ag. 52, Eur. IT 289) or an erotical
image (cf. Eur. Hel.147 and 666 and R. Kannicht ad loc. Heidelberg
1969 vol. I,

According to Tailllardat loc.cit. the point of this fragment
is the substitution of é¢ tdv odpavév for Tolg moreploig in a
paradoxical sense. The expression éunéowoLv €¢ tdv ovpavév would
sound 'sinon absurde, du moins étrange' (cf. infra on épnéocwoLv).
Another possible interpretation is to take é¢ tdv ovpavév with

aipovo’ and the €wg-clausula would be parenthetical.

1. pet€apov: 1t 1s ambigously placed at the beginning of the
line, since it could mean on the one hand: 'in mid air', without
touching the ground because someone is raising the ship up (cf.
Ar. Equ. 1362 and Pax 80) or referring to the winds (cf. Nub.
264, Cratin., fr. 222>, And, on the other hand, it is used in
nautical terminology as meaning ‘on the high sea' (cf. Thuc. I
48, IV 26, etc.).

ai mntepdyeg: this noun generally found in plural is

approximately synonymous with 10 ntépov, in the sense of 'wings'
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and anything °‘'wing-shaped'. Here again it could designate in
metaphorical sense: 'blade of the steering oar' or 'rudder' (cf.
Hesych. s.v.ntepbyeg and Poll. I 20 mntepdyiov) or with a
reference to the sails (cf. ntepév in Eur. Hel. 147).

2. épnéoaoLvy €¢ tdv odpavév: as I have pointed out already,
Taillardat interprets it as a 'paraprosdokian' expression with an
unusual substitution at the end.

The verb seems to envisage the action of falling into or
upon something or someone with a negative or aggressive intention
(cf., the gloss cited in K-A ad 1loc. which compare it with
¢pnifioow, meaning 'to attack') and the fact of 'attacking' the

sky seems to be an unexpected expression.
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Fr. 24
The passage could be addressed to Zeus as a prayer for snow
(cf. Wilamowitz on Lys, p.20). This subject can be related to
Zeus as the god of the weather. The audience could also relate it
to the mythological story of the 'Snow of Gold' over Danae (cf.
Pi. I. 7 (6).5 and in AP V 63 (Aescl.) it is developed into the
form of an invocation to Zeus to snow; see also Pind. O. VII 49f

and Soph. Ant. 944-50 about this subject).

1. velyov: it seems to be the most suitable reading with the
sense 'to snow'. Valesius, according to Dindorf ad Harp. p.
168. 11, proposes viyov from the verb vinte or vi({w meaning 'to
wash', 'to sprinkle with water'.

td AMjtoz about this word 'roots' in Attic inscriptions see
Threatte I p. 371 .
2. ovyrapx Lvedf: from the verb ovyxapxivéw, a compound only
found here; 1t means 'to entwine or interlace its roots'. In the
simple verbal form Theophr. HP I 6.3, CP III 21.5 uses it with
the meaning 'to spread crab-wise' (LSJ s.v.). According to Poll.
VII 150, this verb seems to be considered as the technical form
for td PpL{oloBaL tdv oltov. See Theophr. CP 3. 21. 4ff. for the

beneficial effects of snow on the seeds.
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Fr. 25

This fragment seems to refer to an expression that,
according to LSJ s.v. o¢lyye I.2, means: "you tied knots fast,
i.e. raised all sorts of difficulties". Dobree Adv. I p. 609
interprets it as a metaphorical reference to the relation between
Sparta and Athens and the peace attempts during the Peloponnesian
war., Kalbel, apud K-A, sees it as a reference to the Argives in

fr. 22. Both suggestions are possible.
The repetition of harsh consonantal sounds in otpayy— and -

op(yy- may be deliberate.

gtpayyar{dag: meaning 'knot', is only found here and in

Stratt. fr.51: od oyoiv(’', ob82 orpayyor(deg elol.
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Fr. 26

The fragment in trochaic trimeter can be understood either
as a description of the activities of ‘a woman' in collective
terms, who stays at home preparing mealskor themselves or for
their family; or in a particular case, as the preparation of a
meal for the guests of a very poor banquet <(cf. Conti Bizzarro
(1988-9) p. 260). Kaibel apud K-A understands it from the first
point of view and explains it within the context of war which may
have been the subject of this play: "homines per bellil tempora
domo absentes".

I think that Conti Bizzarro's doubts about the text are due
to his interpretation. He suggests that AéxiBov ... f goxfiv are
not real alternative dishes and proposes, ibid. p. 261, Aéx.6ov
€yovoa <te> ¢axdv, following a suggestion of Schweigh#user. But
the text does not need any modification if we understand it in
the first sense: ‘'the woman of each one of us' 1s éreparing gruel
or lentil-soup indicating in this case different kinds of dishes,
probably cooked by different women.

This description falls within the general ideology and
probably practice of the normal Athenian family of the V century
in which the activities and general understanding of the womgn's
(more exactly the Athenian woman's) role was restricted to the
house activities and even more strictly to the precinct of the
house. The generalization about their role 1is <clearly
conceptualized by Dem. 59. 122. The activity of cooking was
frequently associated with women 1in Greek Comedy, as Dohm

Mageiros p. 67 explains, About the role of women in the
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fragments of Pherecrates see p.62.

1. npav éxdotqz the speaker of these lines can be, according to
this expression, the chorus or one character speaking about two
or more persons. It 1is not clear if we must understand this
expression together with the noun (the wife of each of us) or with
the verb as referring to the persons for whom the meal 1is
prepared ('for each guest').

AéxiBov: noun that designates a kind of ‘gruel of pulse or
cereals' (LSJ s.v.). In the text that has come down to us it is
difficult to distinguish it from the feminine form § Aéx.80¢ that
means 'yolk of an egg' <(above all Gal. VI 782 distinguishes both
dishes, cf. further Chantraine Dict. étym. and H. Frisk s.v.)

The first meaning seems to be clearly the one of this
fragment since we have the word &€yovo’ ‘boiling'. The following
instances can be found: Ar. Lys. 562, Eccl. 1177 and Pl. 427 (in
the compound of Aext86moAiv), Canth., fr. 13 and Alex. fr. 260.
The texts suggest that it was a normal kind of meal (see also on
poxfiv).

paxfiv: another kind of soup, made from lentils. As MacDowell
ad Vesp. 811 says, "this was regarded as a homely treat, enjoyed
by ordinary people though despised by rich ones (Wealth 192,
1004, fr.23",

2. ontdo': this word can refer to several methods of cooking,
as LST s.v. suggest: "hence it appears that ont&v was used of all
kinds of 'cooking by means of dry heat', opp. &yw (boil in water)

which never appears in Hom. whose heroes ate only roast meat".
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Though perhaps 1t is not meant here, a secondary sense can
be found in Lys. 839, cf. Henderson MM p.175 and Taillardat
Images §302.

bpgavdv: the meaning of this adjective in these lines is
puzzling and several answers have been given:

- Meineke FCG II p.263: "o6pgavdv taplyiov dicit salsamentum
nullis condimentis apparatum"” though Kock ad loc. objects to it
"id dici poterat =tap(yiov 6b¢av6v Gpropdtev (cf. Pl. Alcib. 2.
147a), sine genetivo dici non poterat”.

- Some scholars have suggested some textual changes: Bergk
apud FCG V. LII, &pgov #i v and Kock ad loc. &pipov # t'. But
none of them seem to fit the meaning of this fragment that refer
to very simple kind of food: Bergk's suggestion 1s a very
expensive kind of fish and Kock's proposal 'kid' is generally
related in Comedy to banquets and special meals.

- R. Renehan St. Gr. Texts pp. 78-9 suggests, 'it is further
bppavév, an "orphan®; that is to say, it is not accompanied by
its "parents" (full-grown fish). It is quite alone. Each man is
to expect as his portion a small fish -and one only". Probably he
intends to add a further detail to the poverty described in the
former line.

- G. Rehrenb8ck p. 240 suggests that "die LUs_ung des
Rétsels bietet ehre das Verbum &vopévei: die Frau wartet geduldig
auf ihren Mann, w8hrend sie die Speisen zubereitet: solange er
aber nicht im Hause weilt, ist das <toap(ytov ein &ppavév
('verlassen, unbeachtet'. Derselbe Gebrauch von dppavég (cf. LSID

findet sich bei Herond. 3. 15: 1 &8értog dpepavhy xettai (cf.

-141-



Cunningham p. 107 ad locum: "neglected") und Epigr. ap. Paus. I
13. 3: dpgavd xettat ... oxbha- Auch ein olxoqg kann dppavég sein,
wenn der Mann fehlt und nur die 'mannesmutige' Frau darin waltet:
Soph. fr. 857 N# = 943Radt: xat’ O&pgavdv yd&p olxov &vdpbgpav
yovi",

I think that any of the interpretations of Meineke, Renehan
or Rehrenbtick can be correct. Meineke's has the advantge that we
do not know how the text continued, but it 1is possible that
another word in genitive depended on &pgavév. According to
Renehan's, ~ctoap(yiov is a very common dish and the fact of having
only a small piece for a meal is a touch of irony about extreme
poverty. And finally, according to Rehrenbdck's, the irony could
be not only in the fact that the small fish is abandoned by his
father, but also in the reference to the woman's 1loneliness,
waiting for her husband.

In the context of the last sentence, I think that this line
could be understood in the same sense as other fragments with a
'para prosdokian' at the end, (cf. fr.2 and 13, see p. 36 about
this kind of joke in Pherecrates). The topical description of the
woman cooking at home ends with a reference to her own loneliness
in the image of an 'orphan dried fish'. In this case maybe we
could speculate that there is a reference to her state of sexual
eagerness, 1f the dried fish could be understood in a secondary
sense, as ontéw is (cf. Lys. 839).

tapl(ytov: diminutive of the noun tépixog, that means "dried
or smoked fish" (LSJ>, Fish was a very common food of daily life

in Athens (cf. Besnier D-5 IV 1022) and especially this kind was
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very cheap. In the metaphorical sense Aristophanes uses it to
designate "stockfish" (cf. Taillardat Images §434).

According to Besnier op.cit. p. 1025 "on servait les tap(yn
comme entrées, et on les mangeait, en général crus, aprés les
avoir faire tremper dans 1'eau douce, pour les desaler, ou dans
de 1'eau de mer, pour leur donner au contraire plus de gott, on
les assaisonnait, selon les cas, de moularde, de vinaigre, de
muria", There were several kinds of tap(yn and some of them were

also baked as in our passage (cf. Besnier op.cit. p.1023).

-143-



Fr. 27

This fragment attributed to Pherecrates by the codex Berol.
of Photius (cf. a1638 and fr.4 Demianczuk) refers to a verb with
clear erotic innuendo: A&vfip &vappini({etai, also attested in Zon.
Lex. 206 and Hesych. o 4946, It means the activity of "bursting
into flames" (cf. Henderson MM p. 178). In Aristophanes itis only
found in the simple form ﬁtnt(m in Ecél. 842, KRan. 360, which
Henderson loc.cit. considers to have erotic connotations; but his
assumption seems to be derived from our text. In these two
passages of Aristophanes the secondary sense can not be stated so
clearly as Henderson intends. The former one could have some
obscene sense, but only insofar as the activity of cooking
provides many metaphors and the sense can be conveyed by the
connexion with the former sentence with immediate erotic
references (cf. al pvpondii8eg); but the term can refer simply to
a method of cooking with the help of a fan that the Sch. ad loc.
identifies with 6ntdv (about it cf. on fr. 26.2). In the latter
text it is within the political context and it may be too far-
fetched to try to find secondary allusions, although again it
could not be totally ruled out.

The similarity of the beginings of the two words may be

worth noticing.
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Fr. 28

This fragment is full of textual problems that are difficult
to solve in detail, although the main subject, the complaint
about the scarcity of food for the Gods in sacrifices, is clear.

This subject became a topic throughout Greek Comedy and

Burkert Homo necans p.7 says: "the rite was objectionable, and
was " already felt to be so early on, because it so clearly
benefits man. Is the god 'to whom' the sacrifice is made any more
than a transparent excuse for festive feasting? All he gets are
the bones, the fat and the gall bladders. Hesiod says that the
crafty Prometheus, the friend of mankind, caused this to be so in
order to deceive the gods, and the burning of bones became a
standard joke in Greek Comedy".

For example we find several variations of this joke in Ar.
Av. 190ff, <(one of the advantages of building a city in mid air
is to get the savoury steam that comes from the burning of the
sacrifices, or in 1. 1515ff. Prometheus mentions it as the first
complaint of the Gods about the construction of the city), in FI.
1180 a priest grumbles about the lack of sacrifices after the
healing of Plutus; see also Eub. fr. 94 and 127 (see Hunter on
Eub. p. 189 and 226 respectively), fr. adesp. 1205K, Men. Sam.
399-402, fr. 264 KB~T and Dysc. 451ff. (where see Handley).

The passage in anapaestic tetrameters may have belonged to
the agon of the play (cf. Whittaker p. 187 and Gelzer Ag. p.185).
It seems likely from the introductory words of Clement that the
speaker is a god (or gods, as is suggested by the pronouns: npiv

in 1. 5 in contrast with Op&v in 1.2 and the second person plural
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of the passage). In other texts we have the same complaint put in
the mouth of a normal person in the form of a social criticism as
Knemon in Men. Dysc. loc.cit. and a priest in Ar. PI. loc. cit.

The speaker seems to begin by explaining all the details
about a sacrifice and suddenly draws attention towards special
moments of this ritual: the ways of handling thigh-bones, groins
and the hind part of the back which are the most interesting
parts of the sacrifice for them Finally he compares himself to
dogs (who also receive the left-overs only). At the end he shows
the last act of the humans: to cover this shameful offering with
other food and things <(of less value because they are not real
meat, the text seems to indicate).

The description of the different parts of a sacrifice can be
understood from a metaphorical point of view also with a marked
sexual implication (see Conti Bizzarro (1988-9) pp. 262-3 and
infra on 1.3. At a linguistic level the passage also has terms
belonging to proper sacrificial language (cf. a&moxp(vete 1.1, 1o

vopL{bpuevov 1.2 and Quvhfpoor 1.6).

1. Hermann' apud Runkel (while Hermann® means his edition of
Aesch. II p. 101, 1852 according to K-A's app.crit.) proposed to
supplement the gap at the end of the line with totqg ilepefioiv, a
suggestion perhaps supported by the mention of t&v (lep@v at the
end of the words of Clem. Alex. Strom VII 30.3 and by Schol. on
Ar. Pl1, 1185, Certainly the first offering was awarded to the
priest and on some occasions it was seen as a part of the

offerings to the gods (cf. Ziehnen RE XVIII 1. 619-20, Ph.
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Legrand D-S s.v. Sacerdos pp. 941ff. and Stengel Hermes 31 (1896)
pp. 642-3).
dnoxplvete: it designates the tearing apart of the victim
and suggests also the distribution of each part to the different
attendants of a sacrifice (K-A refer to Pl. PIt. 302c for the
sense of 'tearing apart', but Tim 73c is interesting as well,
because within the context of the explanation of the human body,
this term is used in relation to the parts especially assigned to
the Gods).
2. ©d vopilépevov: 1t refers to the part of the sacrifice
devoted to a special group: it could be gods or priests, but it
could have a more general meaning in our text <(cf, LSJ s.v.
vop({w). In the first case 1t had some proper names like
feopoipla for Gods and lepwodva or yépn for priests (see K-A for
other references about this distribution of food and Ziehnen
loc.cit.). They all mean portions of the sacrificed animal.
topdv aloydvy: 8 xat’ einetvt: the reading of the codices is
clearly corrupt and the following proposals have been suggested:
- <npdroigd dudv <elt’'> (aloybvn 18 xateinetv), Hermann'
- <x&ne18'> dpiv (aloydvy <toL> 1d x.), Hermann® (cf. Conti
Bizzarro (1988-9) p. 262).
- (x&ne18’'> dptv <elv'> (aloydvn td x.), Staehlin Clemens
Alexandrinus Stromata VII 30.3 Leipzig 1905-36.
- (x&ne1 @' > Optv (aloyxdvn tofto xal einelv), Kaibel apud K-A
ad loc.
The text, as it is transmitted, seems to mean 'with shame on

yourselves' and then the other sentence would introduce the
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description of the ritual that takes place in the following
lines.

Conti Bizzarro (1988-9) p.262 points out that it is a 'marca
escrologica' following the second suggestion of Hermann. The
speaker is ashamed to explain it and this warning may support the
suggestion of the obscene implications of the words. At the end
of "this passage, the 'humans' are also ashamed <(cf. 1.6
atoyvvépevor); about other acts that can produce shame, cf. Hdt.
I 10 and Ar. Eccl. 484,

3. In this line Pherecrates describes the different parts
involved in a sacrifice to the gods. The change of tone has been
interpreted in two ways: beginning with o0 (the manuscripts’
text), as an interrogative/exclamative sentence in which the
speaker accuses the listener of their way of making sacrifices in
a rhetorical way, or changing od® into €3 <(as St#hlin does
accepting the conjecture of Jackson, see K-A's app.crit.), like a
direct affirmation.

Some of the words used in this text could be ambiguous.
Above all pnpd and BouvBévev in 1.2, bogdv and opévdvrov in 1.3 at
a literal level describe the different parts of a victim and the
usual way of dividing it for a sacrifice. But at a secondary
sense they are chosen in a way that the whole text seems to be
implying some kind of sexual reference. The text, nonetheless,
ends with a simple return to the sacrificial activities of human
beings, perhaps in a purposefully anticlimactic way. The same
ambiguous references can be found in Ar. Pax 1039 and Eub. fr.

127.
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The end of the line seems to have a lacuna, above all if we
do not keep the word xop.dffi (see ad loc.). Perhaps the best
solution is that of Hermann: xpéa m&vra that would give an object
to mepiréyavteg, understanding td pnpd as a genitive depending on
it.

td pnpad: accepted by all the editors, 1s a conjecture of
Sylburg instead of & unp® in the manuscripts.

This part is commonly found in the descriptions of
sacrifices since Homer, but generally designated with the noun,
t& pnpla, which only meant the thigh-bones of the animals. The
word alsd can designate the human limbs (see Eub. fr. 127), and
in this sense it could contrive immediate homoerotic implications
to the audience.

nep L AEyavteg: from the verb nepiléne is conjecture of
Scaliger that means "strip off all round” (LSJ). The reading of
the manuscripts i1s mnep.Aayavteq from the verb nepihénte. The
reason for this change is mainly that this latter term is only
found here according to LSJ s.v. and its meaning seems to be
unsuitable, since it would mean "to suck or lick all arround”.

In my opinion both verbs could be possible. On one hand, the
verb from Aé&nte could have the following implications: it is
related in IlI. 16. 161 to the licking of the wolves and in
Aristophanes & metaphor for greediness (cf. Taillardat JImages
§155). The similarity of both words could be in favour of this
ambiguity: the metaphorical word (nepiAdniw) has substituted the
technical one (nepiAéne) in order to achieve a comic purpose. On

the other, nepitAénw besides being the term expected to mean 'to
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strip off all around', 1t could imply to become in a state of
sexual excitation, as Conti Bizzarro (1988-9) p.262 notes (cf.
Eup. fr. 465, Alex. fr. 50, Mnesim. fr. 4.18 and see Henderson MM
pp. 167-8>.

{xop16f}: Meineke and other scholars after him, delete this
word from the text for the repetition in 1.4 where 1t could make
better sense and also for metrical reasons: with xopidff BovBdvov
finishes the last metron with - - - instead of the normal way of
an anapaest: v v - -. But some examples of ending the seventh
biceps with all spondel are found, as Cratin. fr. 143.2, Crat,
com. fr. 19.1 and 4, Philyll. fr. 12.1 (see Steph. Byz. ad Ar.
fr. 548).

Perhaps taking into account the state of the text and that
1.2 presents a gap I think to reject this adverb is not ceftain,
because it makes good sense with the participle and also it
stresses the greediness of the humans to collect all the possible
meat, while at the same time works towards the rhetorical
sententiousness of this fragment and 1in general of speeches
belonging to the parabasis or the agon (cf. Ar. Av. 703, 704 and
705 with a polyptoton or in 717-8 wher npég is repeated several
times, 1in Pax 764 we find a climactic mention of adjectives
beginning with n).

BovBévev: designates 'groins’, it iskound only in plural
here and in Luc. Tim 56. Henderson MM p. 125 suggests that it
implies 'testicles’ following the analysis of the verb BouvBavi&v.
It is possible and it would suit the context of a secondary

implication I have proposed; but unfortunately there is little
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evidence about it and the text of Luc. Tim 56, simply says that
the water reached them to the groins. Maybe further implications
could be inferred easily, but one can not say for certain.
4, v Oogdv: it is a common element in the description of
sacrifices in the extant literature (cf. Hdt. 2.40.2, Aesch. PV
496, Ar. Pax 1053, Vesp. 225. 740, Lys. 964, fr. adesp. 1205K,
Arist. HA 493a 21-4 and Men. Dysc. 451). E.M p. 636.23 describes
it as follows: &ogdg Aéyetor Td tpitov pépog TG paxewg: 1N yap
payLg tpelc émevoploag Exer xai 1 pév mpdtny xodeltar adyfv, n 8&
Beutépa. lEdn, 1N 82 rtpltn bopdg and it was characterized with
powerful qualities as a place where the marrow was found (cf. PIl.
Tim. 73c-74b). The bopidg &xpa "doubtless includes the tail; this
may once have been regarded as peculiarly endowed with life and
therefore valuable (H, Wagenvoort 'Zur magischen Bedeutung des
Schwanzes' Serta Phil. Aenospontana pp. 237ff., Schol. Aesch. PV
196, edxivntog y&p oboa xal onéppata Exyovoa Ovetar Tolg Beolg)
but to fourth century eyes it 1looked "a scurvy offering",
according to Gomme-Sandbach on Men. p. 206. In consequence both
terms 6 bopdg and W xépxog, can be understood, in their secondary
sense, as phallus (cf. Ach. 785 and Eub. fr. 127);

Aowndv: cf. Men. Sam 404 Xowndv yap €otL to8t0 poL, passage
that develops the same subject as our fragment.

opévdvrov: K-A seem to prefer the correction of Meineke (cf.
CGF V 1 p.26) who, following the literary (cf. Ar. Vesp. 1488)
and epigraphic testimony, suggests that ogévSviov was used in
Attic instead of the Ionic form attested in the manuscripts of

this text: omnév8viov. This correction seems to be supported by
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the fact that Pherecrates was qualified as 6 ’'Atixéttatog in
test. 10. Yet some instances of literary use of dialectical terms
are notable in Pherecrates (cf. p. 26) and maybe we can not rule
out its use in here.

The original meaning is "vertebra"”, but it seems to have
been used here as a collective noun for °‘'back bone' (cf. Ar.
loc.cit.). This sense is found in plural in Eur. Ph. 1413 or with
the restricted meaning of 'neck' in Eur. FEI1. 841. I think that
the irony can be also in the implication that only 'a vertebra'
of the victim is left in sacrifices for the gods.

5-6. This line 1s especially difficult because its problems are
not only in the construction with the two ®omep, but also with
the word piviocavteg.

On the one hand, it seems that most of the editors of comic
fragments think that it comes from ﬁLvdm, the denominative verbal
form of pivf, that means "file, rasp" (LSJ). But LSJ and the
etymological dictionaries (Frisk and Chantraine s.v. p(g) tend to
think that the meaning is "to lead by the nose", and according to
them there would be another instance of this expression in Men.
fr, 698K8; in this case the meaning would be, according to the
source of the fragment of Menander: "to be cheated by the smell".

On the other hand, the metre is not complete and several
modifications have been suggested: Hermann® proposes to insert
<ptvn> after the first &onep and to seclude [xail after the
second one. Kock eliminates the first &Gonep (already suspect for
Meineke) and substitutes it by tolg O8of8otv. Both of them

understand the participle according to the first sense. If we
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understand the participle according to the first sense. If we
follow the second interpretation, the expression could be
understood as parenthetical with a sort of irony in it: "as you
have misled us by the nose" <(cf. Eust. in Il1. 998.30 &oxeT
NéyeoBaL énil dnatng O Puveiv 6¢ éx petagoplc Tdv S’ dogprioewg
dratopévev f| xal &natdvrtev) and the repetition of domep would be
explained by Kaibel apud K-A: "duplex comparatio perapta videtur
dei indignabundi orationi”.

The punctuation of these two lines is debatable. Meineke and
Kock end 1.5 in an interrogation, and Meineke also 1.6 <(while
Edmonds FAC I p. 217 only in 1.6). The reason for it is that they
keep the reading od in 1.3. K-A, otherwise, keep an assertive
tone, which I would support at least for 1.6.

vépel’: the meaning of this verb is not totally clear. It
could mean: "to allot, to distribute”" (cf. LSJ s.v. A I), "you
distribute the vertebra left-over for us as for the dogs". Or
"consider, think" (LSJ s.v. A III 3>, "you think that this
vertebra is left for us as for the dogs also".

totg xvoiv: for a similar comparation, cf. Com. Adesp. fr.
1205. 4K.

OuvAfpaoi: perhaps the best of a series of emendations (see
Kock's app.crit.). It embraces all kind of things especially
cakes, grains, wine and oil, that are offered in a sacrifice.
Pherecr. fr.247 denominates them 8vpéin where see ad loc. See

also Ar. Pax 1040, Pl.com. fr. 188.18 and Telecl. fr. 35,
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Fr. 29

The subject of this fragment is music as in fr. 31. In the
present text someone's singing is compared to a crown of nettles.
This comparison would have more strength, if there had been a
musical performance before these words and thus it could be
placed within the scene of a symposium. However, 10 xomdg
&8ovtog &xoveitv in 1.1 seems to be a general remark about singing
(cf. Ar. fr, 225.2). About music in Pherecrates, cf. pp. 60ff.

The anapaestic tetrameter is associated with the agon and
Whittaker p. 187 and Gelzer Ag. p. 185 (cf. Kassel Festschr.
Risch (1968) pp.559ff.) suggest that this is a comment appropiate

to a buffoon in the middle of a literary contest.

1. vi} v Afuntp’: this exclamation is restricted to men in
comedy as Henderson ad Lys. 271 suggests, quoting J. Werres Die
Beteuerungsformeln in der attischen Kombdie pp. 45-6 Diss. Bonn
19386.

avlapov: in Comedy only found here and in Ar. Pl. 561. It is
frequent in poetry (cf. Eur. Phoen. 1314) and prose (cf. Lys. 25.
27), mainly with regard to the 1idea that Theogn. 872
sententiously states <(using the nominal form é&vin): <totfg &'
éx0polg &vin xal péya nfip’ Eoopat.

<y'>: this particle, suggested by Kuster and accepted by K-A
as well as Meineke, would give an emphatic sense to the verb
dviapdv (cf. K-A's app.crit. and Denniston GP pp. 120ff.).
Dindorf's proposal, &p', is not so easy to insert, but it would

glve a satisfactory sense with an optativé of wish following it
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(cf. Denniston ibid. p. 36).

2. axorfearg: name of a plant 'nettle' or a sea-fish "sea-
anemone”. Both meanings in Ar. Vesp. 884 are related to the
metaphorical sense of "sting, prickliness" (cf. MacDowell ad loc.
and Taillardat Images 8364). It is quite common in comedy, e.g.
Equ. 422, Lys. 548, Eup. fr. 68.

The first sense 1is more 1likely because of the word
éoteqavdobat, being crowned with a branch of a plant (for the
several kinds of plants and flowers used see Ganszyniec RE XI 2.
1592-3), was a normal custom in the Greek world and it was
related to different moments of daily life: wedding, death, agon,
cult, symposium, oracles (cf. Ganszyniec op.cit. 1594ff.).
Pherecrates uses it in a metaphorical sense to indicate that the
pain (&viapov) caused by hearing someone playing bad music is

harder than the pailn caused by a crown of nettles.
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Fr. 30

The double genitive of the sentence together with the éx
plus genitive has caused confusion. It seems that syntactically
the verb &{e.v governs the genitive pelixfipag and éx plus
genitive expresses origin, while in the comparison aly.d(ev would
be a genitive of origin without éx (cf. Hdt. III 23: 8feiv &n’
adtfic [xprivngl doel Twv and see Poultney The Genitive Case In
Aristophanes p.94 Baltimore 1936). The translation of this
interpretation would be: "to smell honey-cake of his mouth is as
to smell the smell of kids".

The sense of the sentence is disputed and two suggestions
had been made.

Meineke and Kock ad loc. accepted Dobree's explanation ad
Ar. PI, 1021, p.128: "dicit alicui non minus suavem animam esse
quam capellis, 1illas autem bene olentibus herbis vescl notum
est"”. But it is not a satisfactory explanation, especially
because a male-goat is notable for its unbearable stinking smell.

Daléchamp (apud Schweighaeuser Anim. in Athen. VII p. 572
Argentoratum 1805) and Toup ad Schol. Theocr. 5.59 (Curae
Posteriores (1772) p. 35) suggested that this bassage refers to
this stinking smell (cf. Conti Bizzarro (1988-9) p. 264 and K-A
ad loc.). It is supported by Ar. PI. 294-5 and also the verb
tpoy(Lewv (cf. Galen. XIV 57), tp&yov 8feiv meaning mvelv (in AP
IX 368, XI 140) and the compound tpayop&oyahog in Ar. Pax 811 cf.
Ach. 852 (cf. Richter RE X A (1972) 430. 65.

This sentence would be suitable to the context where someone

is checking someone else's mouth in order to know the food eaten
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(cf. Eup. fr.7) and exclaims that the smell of honey-cake is as

strong as the smell of kids.

e ”

v aiytdieov: diminutive of the noun for ‘kid' 6 alt. In
literary texts it is only found here and in Antiph. fr. 21.4 and
in inscriptions, cf. LSJ s.v. It seems that theending -iov was a
popular way of strengthening the diminutive (see Schwyzer GrGr I
p. 471),

S8Letv: cf. supra about its construction with genitive.
perixipag: hapax of Pherecrates. The sense suggested by
Athen. XIV 648c 1s synonymous with peiixnpf{¢, a kind of honey

cake.
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Fr. 31

The most 1likely explanation of this fragment is that it
refers to the new musical movement that was introduced in Athens
with new rhythms and instruments. It 1is a common place 1in
Aristophanes (cf. Taillardat Images §784ff.) and it seems that
the same happens in Pherecrates (cf. fr. 155.16 and 23), and it
may have been a joke in common with other comic poets. It
attempts to describe the innovations in the traditional mode-
system that had great influence in the musical side of the poetic
composition and also in the words. These changes were firstly
felt in the dithyrambic genre. Here the image recalls the ups and
downs in a mountain-path and at a metaphorical level in the

change in the scales of the music.

atpox({ovteg: verb invented by Pherecrates with clear comic
intentions from the noun 6 &tpanég, that means 'path, especially
mountain path'. The 1image recalls the expression popunxog
&tpanod in Ar. Thesm. 100 or in Pherecr. fr. 155. 16 éxtpanéiovg
poppnxi&g. They compare the music of the dithyrambic poets with
the ant-paths. One of them, Philoxenus was called & Moppnk <(cf.
Sud. @393,
8td maoBv: in musical terminology it designates the
different scales of Greek music. It is called xoAA(otnv ovpgoviav
by Pl. R 432a. 3 (cf. Mach. fr. 2.11, Arist. Probl. 920a 27 and

Hipp. Vict. I 8).
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Fr. 32
Another example of anapaestic tetrameter catalectic, as in
fr. 28-33. It is also related to food as fr. 26 and, to some

extent, fr.28 and 33 that deal with sacrifice.

todyaplov: diminutive of &yov. As in the case of aiytd{wv in
fr. 30, it is a form probably colloquial mainly found in Comedy
(cf. Athen. IX 395 where he quotes most of the fragments we have
with this word).

Following Athen. loc.cit. the noun could have two meanings:
on one hand, "fish" the chief delicacy in Athens, and, on the
other, "tasty side-dishes". The first meaning seems to be that of
this fragment. However, Edmonds FAC I p. 219 translates it as
‘this little toss-up'.

tovtl: the demonstrative pronoun with the deictic particle -(

can point at something that is on stage or something that has
Just happened or been mentioned (cf. fr. 155. 20).

napéldnxe: frequently used of meals; cf. fr. 125, LSJ s.v,

napat(6npr 1b "set before, serve up”.
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Fr. 33

The tone of this fragment is not clear. Some speculative
suggestions have been made: making it a question, according to
Daléchamp (apud K-A); adding <p& A{’'> at the beginning according
to Headlam CIR 13 (1899) p.5 or <olg> according to Edmonds FAC I
p. 218 n.2 for haplography. Maybe Stratt. fr. 1.19 "od8' &pa 86eig
pnEx6ov’; "odx", Eg¢n, "éy4" supports the first proposal, for it
could be a usual form of negative question. The metre is

anapaestic tetrameter.

yarabnvov: adjective that designates a young tender animal
in opposition to a full grown-up one 1éAeiog. In Pherecrates fr.
49 we have another example of this word to designate xoi.pla (see
also Crat.com. fr. 1).

Ov 86eiv: the sacrifice of a pig (generally a small one, cf.
Ar. Pax 374 and Sch. ad loc.) was a ritual commonly related to
the earthly goddesses Demeter and Kore <(cf. W. Burkert Homo
necans pp. 256ff.) in the Eleusinian mysteries and related to
their initiation rites <(cf. Ar. Ran. 337-8); but it may be
offered to other gods (in Cos to Dionysos, cf. Hicks JHS 9 (1888)
p. 335).

The sacrifice of a pig has erotic overtones in Ach. 792 and
it may be true that it was totally forbidden to devote it to
Aphrodite (cf. Orth RE II A.1 811ff.); but in Antiph. fr. 124 it
is sacrificed for her in Cyprus and in Argos according to Athen.
I 95f and Eust. In Il1. p. 853,34 (see further Pfeiffer on Call.

fr. 200a).
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Fr. 34

The line seems to belong to the parabasis of the play, since
the Eupolidean metre is wusually found in this context. 1Its
content may be similar to that of fr. 2 and as Kock ad loc. says
“poeta mollitiem et luxuriam civium videtur castigasse" (see Eup.
fr. 385. 3 in connexion with Alcibiades).

About the problems of this gloss (Phot. a238=Sud. «301) and
the relation of this fragment to fr. 178 (mentioned in the same
source), s&cee Rehrenbdck pp.241-4 and Conti Bizzarro (1988-9)

pp. 264-6.

&yopav menAn@évai: the earliest instance of the perfect form
of this verb. "When the market place is full" 1is the normal way
of referring to the middle of the morning (cf. LSJ s.v! &yop&
IV), For criticism of drinking before this time of day, cf. Baton
fr. 5. 3-4 (in connexion with the activities of young people at
dawn): xal nétovg €wBivodg / mlvetr ik gé vOv,

Conti Bizzarro (1988-9) p.266 tries to explain it as a
reference to the Assembly~time at dawn; but the Athenian Assembly
met in the Pnyx, not in the Agora as in Homer. In Ar. Ach. 19-21
the young people stay in the Agora talking instead of going to

the Assembly.
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Fr. 35
This phrase with the verb xovpitde is found for the first
time in Greek Literature in Pherecrates and in later Hellenistic
Literature (cf. e.g. Plut. Alc, 23, Luc. Lex. 10)., About similar
expressions see on &v yp§. About long hair in Attic comedy, see

on xopfitar in fr. 15.

xovpiéivtag: from the denominative verb xovpl{ow, it means
according to Poll. II 33 &éopar xovpdg, 'to need a short hair
cut'. This formation is common in Greek comedy (cf. Peppler
(1921) pp. 154-6). Verbs with the ending -.&ew can denote sickness
(cf. Eup. fr. 467 pactiyi8iv or Lys. 715 Bivntide; see also K-B II
p. 264).
€v xp®: 'head-shaven', was a fairly common phrase in ancient
Greek. It can be found in other similar and probably parallel
expressions: év ypol xel(peitv (Hdt. 4. 175) or év xpBd xexappévol

(Xen. HG I 7.8).
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Fr. 36

nacovd (: or, according to Meineke mavovd({, is used here by
Pherecrates with the meaning navterdg (cf. Sud. n768) since, in
words of Goodhart The Eighth book of Thucydides’' History p.2
London 1893: "it would appear that the real sense of the latter
part of the compound (ov-, ogedopor, obGdnv) was lost, and the word
became a synonym for mavteidg".

It was the Attic form of the epic adverb mavové(n (cf. Il.
2,12 and in lyric, Eur. Troad. 797; see further K-B II p.303B),
but the 1lexicographers already doubted about 1its sense:
rovotpat (g or mavoppel( (cf. Eust. iIn Il, 166. 14-19).

The form used by Pherecrates is also doubtful. R. Tosi
Studf sulla tradizione indiretta del classici greci p. 152
Bologna 1988 discusses the reading of the manuscripts of
different lexicographers. He i1is favourable to the assimilated
form, insofar as Poll., VI 169 quotes it in assimilation in
amongst a list of adverbs beginning with nav—- without
assimilation.

Especially if the word was common in spoken Attic as a

synonym for navteAdg, one would expect that the assimilation to

be the form used by Pherecrates.
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Ipé&eg
INTRODUCTORY NOTE

It can be assumed from the title that the chorus of this
play was formed by old women, <yp&eg, noun which usually has
negative connotations <(cf. fr. 122). Yet the general content of
this play is impossible to substantiate from the scanty evidence
of the fragments.

One possible subject may have been a women's revolt like
that of Aristophanes' Lysistrata, <(cf. fr. 39 and Ehrenberg The
people of Ar. p. 157). It seems to have mentioned some old-
fashioned garments in order to depict women surrounded by some
kind of excessive luxury (cf. fr. 41-2), and perhaps there 1is
reference to some love affair (cf. fr.38)., If we accept that fr.
185 belongs to here, the revolt may have been preceded or
concluded by a sudden-.rejuvenation of the chorus, which seems to
be a topic in plays with 'old men' as main characters; cf. Ar.
Ipag (PCG III 2 p.89), Equ. 1316ff., and the comic reversal of
the 'young’' Philocleon in Vesp. 1333ff.

Plautus' Anus may have followed this traditional image of
the old 1lecherous women; see further about this tradition,
Grassman Die erotische Epode des Horaz p.14 Hildesheim Munich

1960.
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Fr. 37

The fragment is a dialogue between two persons about a third
one: Smicythion. The main point of it seems to be a joke about
him being a 'glutton' and also a 'mercenary’' <(see on 1.3; the
figure of a soldier and a glutton is identified in Eup. fr. 35
with Peisandros; cf. Storey Phoenix 44 (1990) p. 16>. It 1is
possible to identify Smicythion with a person living in Athens
according to Ar. Vesp. 401; but as we will see on IpixvBlev 1.1
it is not sure and he may have been a character in the play, or a

real person who is abused in the terms I have just mentioned.

1. od &' ovd¢ O8&rttov: colloquial phrase, frequent in Comedy
(poetical language would have delayed the od &' probably after
the vocative according to Dover I pp. 59-60). On the one hand, o9
§' must imply an address to someone on stage or among the
audience (cf. Ar. Ach. 262, Vesp. 157). On the other, o082 6&ttov
is a common expression in which o08¢ 1is an "emphatic negative
'not at all'" according to Denniston GP p. 197, and in this sense
mainly with adverbs, cf. LSJ s.v. 3. In this case it means 'make
haste and ...' ( LSJ s.v. taytg).

Other instances of this expression are Ar. Fax 1126, Av.
1324, Eup. fr. 273, Cratin. fr. 129 and K-A ad loc. About being a
parasite and providing himself with food very quickly, see Alex;
fr. 205.2.

Zpixv(ov: Usual Attic name. The first words seem to imply
that this vocative 1s addressed to a person on stage and thus a

character; although the text may have been a joke played on a
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well known personage of Athenian life perhaps even sitiing among
the audience, since 1in Ar. Vesp. 401 this name denotes a
sycophant (see also Ar. Pax 46 and Neil on Equ 969).

éxiowtietl: this verb originally means 'to supply food for an
army'; but Athen. VI 246f mentions it as used in the same sense
as napac(tog or nopooltéw in later Literature (cf. Nesselrath
Lukians Parasitendialog pp. 98-9). The word émio(tiog is also
found in Crat.com. fr. 37, Ar. fr. 452, Eub. fr. 20 and Timocl.
fr. 31: ebpfioelg te 18v émwoitleov / todtev TLv', ol Seimvololv
éogudupévor / t&AN6tpL' (see also Bonanno Cratete comico pp. 142-
L.

In our text it is not so clear that this step has been made,

mainly because the last words, t.v' énil pio8§ Eévov, could refer
to the military activities of such a Smicythion (see infra ad
loc). It could be anyway possible to speculate that this
character of the military food-supplier had become a stock
character to designate the parasite and thus the figure is
perhaps close to that of the boastful soldier, represented by
Lamachus in Aristophanes (cf. also Pherecr. fr. 1); the process
of assimilation of the figure with this role can be parallel to
that of the npotevlal in fr. 7.2.
2. The dialogue is now about the figure of Smicythion, but none
of them seems to refer to him in a direct way <(as with the
deictic -{)>. It is possible that he had gone off-stage, if he was
there anyway.

navrayofi: instead of mavtayol with a verb of movement is not

unusual and it can be explained as being a pregnant construction.
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Cf. K-G I p.545 and Ar. Lys. 1230, Eur. IT 68,

3. The last line seems to contain a joke that is difficult to
understand without a context that gives the exact sense of each
word.

First of all, the correction of t4v to t.v' (cf. Porson
Adversaria p.83) seems necessary for metrical reasons.

Secondly, tiv' éni pLo8§ Eévov, can have the meaning of
mercenary (cf. Edmonds FAC I p. 221), but not necessarily; 1t
could be also understood as a foreigner who works in Athens 1like
a teacher of rhetoric or sophists. It is interesting in this
case to compare it to Av. 1694ff. where there is a song that
refers to Gorglas and Philippus as barbarians, and perhaps
gluttons of words (cf. #€yyletoyootépev 1.1702). In our fragment
Aapuyyixdév could have a similar meaning, bearing in mind that
Gorglas 1s, for 1instance, one of the foreign teachers of
rhetoric who taught receiving money and against them the
adjectives formed with the ending -x6¢ can be a parody of their
way of speaking.

Finally Aopuyyux6v, hapax of Pherecrates. It is formed from
two elements: AdpuvyE 'larynx or upper part of the wind pipe' that
here seems to stand for ¢dpvE, a commoner expression to designate
a giutton (cf., Eub., fr. 137.2, it seems to have been a normal
confusion see LSJ s.v.). And the ending -x6¢ is a usual way of
composing new words with comic intention to satirize the language
of sophists, as has been pointealout already. It is even more
striking attached to a part of the body as here (cf. Peppler

(1910> pp. 441ff. with reference to other compounds in -x6¢ about
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domestic matters).

In general it seems that tofitov in 1.2 refers to Smicythion.
Two more adjectives are related to this pronoun in the following
verse. On one hand they can be understood together and then
Smicythion would be a foreigner who is called glutton and greedy
for pay. On the other he could be an Athenian, a character of a
personage in real life, who is qualified by Aapoyyixév and T.Vv’
éni pLo8§ Eévov as predicatives and he is insulted by calling him
a glutton and foreigner (a normal abuse in comedy, cf. fr. 11 and

Long Barbarians in Gr. Com. p. 112).

Fr. 38
The use of carrier pigeons in Classical Athens was possibly
not very usual. In fact this fragment is the only one that can be
dated so early, and most of the other testimonies are 1later
accounts (cf., Anacreont. fr. 149 and Ael. VH IX 2). About this
kind of pigeon see further Steier RE IV A.2 2493ff., Thompson
Birds p.242, J. Pollard Birds in Gr. Life and Myth p.91 London

1977.

tov mepiotepév: in masculine is a typical Attic form instead

of the commoner one in feminine.
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Fr. 39
This fragment 1is clearly a parody of the rhetorical and
official formula: ’A8nvatol te xail ovppayo(. The inscriptions and
Thucydides provide with similar expressions (see e.g. Thuc. IV

119. 1 and Ar. Nub. 609).

'ABnvalaig: about its metrical scansion, see K-A ad Eup
fr.37 (cf. Ar. Vesp. 282 and Sandbach on Men. Epitr. 348).

Its use here is clearly meant to be a parodic change of =a
masculine formula into a feminine one. Similarly Canth. fr. 5
modifies the expression xaAd¢ xdya8é6g into yuvatxa 'Adnvalav
xoAjv 1€ x&yabfv (cf. Eup. fr.109).

But from Antiquity the use of this expression by Pherecrates
led to a series of considerations and doubts because this word is
not found in Classical Attic, although later it became fairly
common as a name (cf. Dittenberg Hermes 42 (1910) p. 10)>. Phryn.
fr. 8 Borr. condemns this noun as &vattixév (cf. Phot. o466) and
is surprised that Pherecrates used it, &ttixdtatog dv. The proper
denomination for & woman from Athens at this time would be
"Attuxfy and the main reason would be that ’Aénvala is the name of
the goddess (cf. Eﬁst. In Od. p.1456.50, see also N. Loraux Les
Enfants d'Athena pp. 119ff. (especially p. 125) Paris 1981).

There are, notwithstanding, instances of this word in later
Comedy: Canth. fr.cit., FPhilem. fr. 69, Diph. fr.10 and one
example from a doubtful text in Pi. fr. 124e Sn.-Maehl. and a
passage of Ion Ch. FrGrd 392 F11 (see Dittenberg art.cit.

pp. 11ff. about them). Perhaps it is notable that they refer to
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plays with probably a mythical content. This fact together with
what Sud. «a729 says: nAMV moAAf ye n xpfiolg 16 avfig éni 1dv
yovaux&v mapk tolg dpyoaloig has led to the conclusion that the
play may have dealt with a mythical subject. But both pieces of
evidence are too general to lead to any conclusion about the the

content of the play.

Fr. 40

The main difficulties, this fragment presents, are in the
textual problems. They are explained in K-A's app.crit.; but in
brief, they are as follows: éxaf(f{opev év "Aypag or éBadifopev €E
or év/ é¢ "Aypag. It seems that the reading of the manuscripts is
according to K-A ad 1loc., éBad(lopev EEaypog, and thus the
suggestion ét “Aypag is probably right here, although the other
proposals may have been commoner as formula (cf. infra on
"Aypag).

Accordingly, the line could be part of a description of a
trip from Agra, a place near Athens famous for the celebration of
the Lesser Festival to Demeter (for an interpretation following
the other suggestions, see Meilneke ad loc. and Contl Bizzarro

(1988-9)> p. 267).

€000 y&p &c: cf. Ar. Vesp. 1304: €080¢ y&p &G évéminto
TOAMBv x&yoB&v and according to Conti Bizzarro (1988-9) p.268
"introduce un evento imprevisto, sicuramente avventuroso".

€€ "Aypag: it is frequently found in the formula év “Aypag

as a genitive of place (cf. Chantraine Rev. Phil. 92 (1966) pp.
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37-9).

YAypaL or "Aypx was a small villsge that lay towards the
southwest part of the city near the river Ilissus. It was famous
for the sanctuary of Demeter Metpég where the Lesser Mysteries
took place. They were performed in the month of Anthesterion
(February/March) and were a prerequisite to be initiation in the
Eleusinian mysteries (cf. Brumfield The Attic Festivals of
Demeter and their relation ot the Agricultural Year pp. 139ff.
New York 1981). In the sanctuary devoted to Artemis also the
festivities to Artemis Agrotera were celebrated <(cf. Deubner
Attische Feste p. 209 Hildesheim 1962). About this village see
further C. Wachsmuth KRE I 888, W. Judeich Topographie von Athen
p. 176 A.b Munich 1931 and E. Freund in S. Lauffer <(ed.)

Griechenland. Lexicon s.v. Munich 1989,

Fr. 41
This word, as the one in the following fragment, seems to be
related to a very special sort of clothing. It could be a kind of
anachronism or a way of designating a very special kind of belt,
perhaps a war-like belt, and it would fit the idea that the play
refers to the past or that the '0Old Women' are depicted as

wearing very anachronistic clothes.

Goprfipa: about the etymology of this word and several

meanings, cf. Chantraine Dict. étym s.v. &elpo 2. Perhaps

remarkable is the utilization of a word found in Il1. 11. 31 and
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Od. 11,609 and it seems to have the same meaning as in the epic

poems: "sword-belt" (cf. also Poll. X 160 and LSJ s.v. GLeotip).

Fr. 42

aptip: according to Phot. «2891 it is a kind of shoe and LSJ
s.v. glves more detalls: "a felt-shoe" although this distinction
is not clearly attested. It is only found here with this sense
and with another meaning in LXX Ne 4.17 (II) 'that by which
anything is carried'. Frisk s.v. explains it as follows: "kann
als 'Anbinder, Angebundenes' =zu 2.&e(po ‘anbinden' gehdren;
allenfalls auch zu d4ptée mit Haplologie fUr *&ptn-trp. Dazu ngr.
(pont.) Odpté&pia 'Saken'; Amant. ‘Apy. ‘Ep. 28.85ff." The
compounds in -tnp became frequent in Greek poetry as poetic
formations instead of -1ng (cf. Buck-Petersen A KReverse Index p.
302). About different kinds of shoes and 'bibliography about them
see H. Blanck Einfilhrung 1n das PFrivatleben der Grilechen und

Rémer pp.55ff. Darmstadt 1976.
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Aovhob Ld&axoog
INTRODUCTORY NOTE

This play has been dated on the basis of fr. 52 which may
belong to the parabasis and has been interpreted as a reference
to a historical fact in parallel with other comic fragments.

On one hand, Geissler p. 22 follows Meineke's proposal and
identifies the ypvol{a in fr. 52 with Cratin. fr. 76 belonging to
the play Opgrttatr where there is a reference to the 'Egyptian
gold'. Therefore Geissler's date for our play is arround 435-30.

On the other, Edmonds FAC I p. 222 n. a agrees with Brandes
Observationes <criticae de  comoediarum  aliquot Attlcarum
temporibus p. 21 diss. Marburg 1904, and understands it as Leuco
fr. 1 of the play Opdrepeg performed in 421 (cf., Gelssler p. 40),
The golden pots which were called [la&ni¢ could be meant here and
also in Cratin. fr. 76 <(where see K-A; against this date, cf.
Geissler p. 23).

None of these dates are sure, in my opinion, because the
meaning of yxpvofa in fr. 52 is too general to provide a certain
identification without any other evidence. The references to gold
in Greek literature are numerous, and, if we do not take it as an
imagined situation, it can point towards different affairs in the
history of V century Athens.

The main piece of evidence about the content of this play is
Athen. VI 262b (test.1i): &el mnote €yd 7tedadpaxa 1O 1dv SoGAwv
yévog 8¢ é€otiv éyxpatdg rtooadtalg EyxaiivSovpEvov Aiyve (aig.
tabtag ydp Onepopdoiv  od  pévov Sk  poéBov A&  xal  xat&

Si.8aoxal (o, od 14v  év  AovhodiBaox&he  Depexpdtovg  AAA&
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€061L08€vTeG.

Pherecrates seems to have developed a fairly original idea:
to stage the events taking place in a school for slaves. Maybe
the main theme of the play was education and perhaps it had
similarities with Aristophanes’ C(louds in this regard. Some
topics such as the difference between o0ld and modern education
might have developed, but no sure conclusion can be drawn, except
that the slaves were taught how to perform accurately all their
duties by repetition, as 1s shown by the quotation of Athenaeus
and perhaps by fr. 44 and 45. It is possible then that part of
the comic elements of this play was the way these duties were
performed. That is not necessarily total invention, since Arist.
Pol, 1255b 22 attests the existence of a &ouvAux éEmiotripn
especially taught in Syracuse,.

The main character, or at least one of the most important,
was the &oviodidaoxahog, who gives his name to the whole play
(cf. Aristophanes' Lysistrata).

In the V century, &iddoxarog was used generally to designate
a teacher, and perhaps mainly 'a teacher of letters' and,
according to Marrou A History of Education in Antiquity pp. 42-3
Engl. transl. London 1956, he was the third branch added
approximately in the VI century (cf. Marrou op.cit. p. 43) to a
child's education before the naitdotp(Bng and the xi8aprLotiq.

The compound dovhoSiLd&oxalog is only found here in Classical
literature and in later times only in Procop. Arc. 15 referring to
Theodora, according to LSJ. Although there seem to have existed

slaves who attended or received 1lessons mainly from the IV

~174-



century onwards, the comic point here 1is the existence of a
person exclusively devoted to the task of training slaves to
serve. Other compounds are <yepovtodidaoxarog, a comic word
probably coined in Pl. Euthyd. 272c 5 and 'Acwtod.8&oxalog, the
title of a play doubtfully attributed to Alexis.

About the status of this character, maybe we could speculate
that she may be a woman, first of all because women had probably
an important role in the education of slaves (cf. Henderson
(1987) p.114 n.66); secondly because the chorus was formed of
women (see infra); thirdly because women were in charge of the
quotidian housekeeping.

As 1t has been hinted above, the chorus of the play was
formed by women, more exéctly 'spinner-women'. On the basis of
fr. 51, they are the Athenians who made the peplum for Athena in
the festival of the Panathenaea (see comment ad loc.). Spinning
was performed, nonetheless, by slaves, but also it is the symbol
of the activities of an Athenian housewife. Another feminine
character was on stage according to fr. 43.3.

According to the tasks described, it seems that the slaves
of this comedy were private, though there is reference to public
slaves in fr. 53. Thus I do not know to what extent it is
possible to conclude with Carrieére Carnaval p.68, "«outil animé
de 1'économien, 1'esclave est, chez Phérécrate, chargé de taches
domestiques, et, chez Aristophane, chargé de la culture du sol"
(about other slave figures in Pherecrates, see p. 46).

It is a pity that we can not give more details and find more

exactly the date of performance. This play may have had an

-175-



important function within the context of the evolution of comedy
in increasing the importance of the character of the slave. About
the role of the slave in comedy, cf. Ztegaviic ‘O d&obAog,
especially p. 183 about this play, Zuretti Riv.Fil. 31 (1903) pp.
46ff., Spranger Historische Untersuchungen zu den Sklavenfiguren
des Plautus und Terenz p. 16 Stuttgart 1984 and E. Lévy in Actes

du Colloque 1972 sur 1'esclavage pp. 36ff. Paris 1974,
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Fr. 43

This fragment 1is a dialogue between two persons. The
division of lines between the speakers is doubtful, and Meineke
glves the first line to one speaker and the other three to the
second one. Kock, Edmonds and K-A follow a more likely division:
the first 1line to one speaker; the second to another and the
third and fourth to the first speaker. In 1.3 there is a change
of tone which seems to suggest a change of speaker.

Following the latter division, the first speaker (probably a
man, cf. the masculine x(6apog and &v in 1.1) explains a dream to
a woman (identified by Wilamowitz Hermes 7 (1873) p.147 with a
ypalBc Oveiponbdrog). Such activity was likely common in Athens: it
is mentioned in Ar. Vesp. 52, as costing two obols to a slave,
and it is a feature of the one who suffers 8eioi8aipovia 1in
Theophr. Char. 16. 11,

The point of the dialogue seems to be the play on the word
x(8apog, repeated four times in the text. Its meaning can be as
follows: A explains a dream; B either sees it as a good omen or
simply says 'the kitharos is a good fish'; but A is afraid (and
perhaps considers it as a nightmare, cf. 08pdtrtet) of what they
say and seems to quote a saying or popular thought about this
fish (see on x(6apog 1. 1 and fr., 14, 5-6 for other passages
ending in a proverb).

In general about dreams Handley ad Dysc. 412ff. and further

Dodds The Greeks and the Irrational pp.102ff Berkeley 1951.
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1. x (8apog: 1t was according to Thompson FiIshes s.v. "a common
fish, apparently, but unidentified. Coupled, now and then, with
p6upog (Plin. XXXiI 11, Xenocr. XI 27, Galen. VI 724) and hence
supposed to be another flat-fish or pleuronectid", Gulick ad
Athen. VII 305f translates it as "turbot" and Edmonds FAC I p.
223 as "plailce". Besides other features of its physiognomy and
customs (cf. Arist. HA 508 and Athen. loc.cit.), he is notable
for his dedication to Apollo because of its similarity with the
cithara, according to Athen. VII 306a. This fact explains the
exclamation of 1. 2 npdg 'AnbAN@VOG.

ayop&lerv: the verb could mean "to frequent the agora"
without necessarily implying to go shopping. It 1s so used of the
young people who 'waste’ their time in the perfume-shop 1in Ar.
Equ. 1373 and of men "occupying" the agora in an ironicallsense
in Lys. 556. About this verb in the first meaning see also Lys.
633 and Sch. ad loc., Isocr. Areop. 98 and Cratin fr, 257.2),.
2. npdg "AnéAlevog: it is an utterance that means mainly 'in
the name of' and generally accompanies a question or & request
(cf. LSJ s.v.A I 4 and Nub. 314). In this case the utterance
acquires another level since the implication is that this fish is
devoted to Apollo.

n&vo: placed after the intensified word, see Dover I pp.
53ff.
3. 8patter: cf. Cratin. fr. 363 and K-A ad loc. About its
relation to rtap&oow, see Pearson ad Soph. fr. 1055, The verb
implies the feeling of a nightmare.

&' yabfi: as Neil says on Equ. 160: "the democratic spirit of
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Athens levelled distinctions of class and address, and &yadé was
not specially respectful: Socrates uses it to a eunuch porter,
Plato Protag. 314d". It seems to have had a sort of familiar
sense and can be used "in encouragement (e.g. Equ. 71, V. 286) in
expostulation <(cfr. 726, Equ. 160>" according to Dover ad Nub.
675.
4. This 1line is an incomplete i1ambic trimeter. Several
suggestions have been made: Meilneke to add xai before xaxév; and
Kock prints év(ot' at the beginning.

This expression 1is proverbial (cf.Ar. fr. 591. 60ff., O6plg
&p' &g évfiv TL x&v x18&pe xoxdv. wpdG TAV mapoiplav mpo-/pépetal,
o¢ KaAhCotpatog (fr. nov.), Egtiv xi-/8&pov xal xoxév), It is
parallel to other proverbs like &veotiL x&v poppnxt x&v oépey XOAH
(cf. Sud. o 256 and Sch. on Ar. Vesp. 352 and Av. 82; see also
Zen. III 70, Diogen. I 12). About other fishes which had some
kind of religious or social taboo, cf. Cratin, fr. 236.

xav: xoxi éav, familiar word for 'only a little'; cf. Ar.

Vesp. 92 and MacDowell ad loc.
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Fr. 44

This fragment might have been part of & scene in which the
'doulodidaskalos' teaches a slave how to behave, perform the
duties and accomplish the orders of their masters.

Among the several duties of a slave, to carry the light for
the master at night after the symposium was very important (cf.
Ar. Vesp. 219>, or for early morning business (cf. Eccl.1ff. and

Ehrenberg The people of Ar. p. 177). The joke in this fragment
was the detail of the description and the clumsiness of the slave

when performing simple duties.

1. &vuo6v mot’: cf. Ar. Vesp. 1168 in a similar construction:
&voobv noB' Orodnodpevog.
2. Avyvolixov: as the noun Adyvov, is used very frequently in
Old Comedy to designate 'a portable 1lamp' in any of the
activities above mentioned (cf. AGxvog in Ar. Equ. 1315 and Nub.
18 and Avyvofixyog in Pl.com. fr. 91), Only this fragment makes a
difference between the two words, considering M0xvog mainly as
the lamplight and AvyvoOyog as the lamp-stand.

Exgep’: as meaning 'to bring something on stage', cf.fr.

73. 1.
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Fr. 45

As in the former fragment, this one is formed by a series of
orders, which suggests that the scene 1is similar. We could
speculate that this text refers to the preparations of a banquet
and the activities of a slave before serving drinks, while the
other explained the preparation for the walk with the master
after the end of the symposium, but this is not certain.
According to Headlam ad Herond. I 79, who quotes Alex. fr. 124,
Xen. Cyr. I 3.9 and AP VII 339, this description of the cleaning

of a cup was frequent in Comedy.

1. éoov{le: the imperative suggested by Bergk Rel. p.299 is the
most logical solution in the context of the future participle at
the end of the 1line and the imperative £yxev. in 1.2. This
construction emphasizes the preparation of the container more
than the activity of serving wine which will be explained in 1.2.
'Anov(feiv, the reading of A, the best manuscript of Athenseus
(cf. p. 18> has been defended by Kock, as an 'infinitivus pro
imperativo' <(cf. also Conti Bizzarro (1988-9) p. 268). Dobree
(apud K-A ad loc.) modified it into anov({ev ...88¢ épmietv; but
it does not follow the order of events: first 'rinsing the cup’
in order to give to drink and then fill the cup with wine.

The verb &mov(f{w is from the verb v({e that according to LSJ
"Attic Prose writers use the word only in compounds'. It is used
frequently to wash the hands and feet and rarely of things <(cf.
LST s.v.).

déoev miLeTv: about this expression, cf. Hermipp. fr. 44.2,
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Cratin. fr. 132, Ar. Pax 49 (in this case with a particular
sense, cf. Platnauer ad loc.)..

tdv 0p6v: about the aspiration cf. SIG 2 (Sigeum, VI b.C.),
Herodian. I 543, Epig. fr. 5.4 and Meisterhans Grammatik® p.87
n. 783.

Here this word means "wine-colander” for the impurities of
the wine as in Epig. loc.cit.; but perhaps because of its shape
this noun could designate very different things (cf. LSJ). A very

similar object was the xoox(vov or sieve.
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Fr. 46
It 1s not strange that the reference to this temple is made
in the context of a play about slaves since it was considered a
place of asylum for slaves and criminals (see Ar. Equ. 1312, fr.
475, fr. 577, Jacoby FGrH ad Philoch. 328 F177, Pausan. I 17.2).

The main difficulty is in the text of the first word.

Ké\haroxpov: this noun seems to be the best solution for
the text that makes little sense otherwise: p&AN' aloypdv (or
péANov aloxpov), A, and p&r' aloypodv B.

Callaeschrus seems to have been a fairly common name in
Athens. Its meaning was: "ein schiner Leidig oder schdner
Aloxpog, wie einer wohl urspringlich hieR, der sich so umnannte"
according to Pape Worterbuch Gr.Eigennamen s.v. It was especially
connected with the family of Critias, mainly as one of the
leaders of the Four Hundred according to Lys. XII 66 (about it
cf. Davies APF pp. 326ff.); but as Davies ibid. p.328 points out
the name is common enough to conclude that any person with this
name was related to this family. It was very common in the IV

century (cf. Dem. 18. 187 and 21. 157) and it may be the title of
.a comedy of Theopompus (cf. fr. 22ff.).
enoée: about this form in inscriptions cf. Threatte I p. 302,
312 and 315,
According to Wycherley The Stones of Athens p.64 New Jersey
1978: "it was a spacious precinct -Peisistratos held an armed
muster there~ with a sekos or inner sanctum. We have no good

evidence for a temple; but there were walls on which were
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displayed paintings by Mikon and possibly Polygnotos. From
Pausanias' account one infers that the site of the shrine was
east or southeast of the agora, still beyond the reach of the

excavations"”.
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Fr. 47

This text seems to belong to the subject of music that seems
to have had some importance in Pherecrates' works (cf. supra p.
60>. In this case the reference to the trigone is related to the
adaptation of oriental instruments and, implicitly, some of their
musical style.

The correlative construction with a negative and two xui{ can
be translated as ‘'not only ... but also' (cf. Denniston GP p.
323)>. The question mark at the end, added by Kock, seems suitable
for the expression: negative plus future meaning an imperative.

The combination of the two kinds of instruments: a new one
recently adopted from the oriental music and a traditional 1lyre,
suggests to me that the speaker is entreating someone not to

‘destroy' the traditional and also the modern music.

anoAB&EEg: 'to throw away, to destroy' is an expressive
‘métaphore populaire’', as Taillardat Images 8220 designates it,
that may be originated from the dripping of a fountain or a
stream lost in the ground (cf. Annecd. Bekk. &i\ot 88 10 mbppo
nerbetlv, mapd THv ABSn méppo Yy&p N ALBOn. Ol 8¢ dmopplyar xal
anopbe (peiv). It is also found in Ar. Av. 1467 in intransitive
form: odx A&moAlB&Eeig & xdxiot' Amolodpevog and in transitive in
Eup. fr. 223 (see Av. 1020, Nub. 1253, 1296).
tplybvovg: used here in masculine form as in Soph. fr.
412R., although the neuter form seems to be commoner (cf. LSJ
s.v.). At the time of Pherecrates it may have been a generic name

for oriental instruments (cf. Martha Maas and Jane McI. Snyder
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Stringed Instruments of Ancient Greece p. 148 New Haven 1989),

This instrument of oriental origin was commonly disregarded
by comic poets (cf. Eup. fr. 88.2, 148.4 and Ar. fr. 255) and P1.
R. 339c¢ forbids it in his Republic of Demiurgs. See in very
detail Susemihil and Hicks Politics of Aristotle I p. 635 New
York 1976.

Abpag: the four stringed lyre or lute was differenciated from
the cithara, as Anaxil. fr.15 and Pl. R 339d show; although
®1Baplferv could mean to play either of both instruments and
®10aprotig could designate a lyre or a cithara player (cf. Ar.
Equ, 98S8ff. and Dover on Nub. 1357). fhe difference of these
instruments was on their shape and features (cf. Winnington-
Ingram CIQ n.s.6 (1956) pp. 169ff.); but they are confused in
many texts (see further M. Maas and J. Mcl. Snyder op.cit. pp.
79ff.). Pl. loc.cit. mentions it among the instruments acceptable

in his ideal city.
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Fr. 48

The metre of this fragment as it has been transmitted could
be iambic; but the main problem is the anapaest in the second
foot of the word &otp&y&rev and Meineke suggested to be an
Eupolidean without the beginning. Other scholars (see K-A ad
loc.) prefer an iambic trimeter adding a monosyllable before
xOvaDdAoLoL.

Both activities: playing knuckle-bones and fist-fighting are
normal ways of entert ining and sport in Athenian daily life.
avt': see K-A ad loc. about the eliptical use of the
preposition meaning here 'é&vtl 7tof d&otpaydioig nalfeobar’ (cf.
Soph. Phil, 369).

dotpaybrav: they were 'knucklebones' used as dice for a lot
of games. They could be very cheap (cf. Ar. Vesp. 295) or
especially priced according to the animal they came from <(cf.
Herond. III 19). About them and the different kinds of games, cf,
Starkie ad Ar. loc.cit., Lamer RE XII 2 1933ff. and Lafaye D-S V
28-31, s.v. Talus.

xov86hoLot: this word was mainly used to designate the
knuckle of fingers and there are several expressions where it
means 'to slap' or 'to punch with the knuckles', 'to thrash' <(see
LSY s.v. I)>. Here the pun seems to be in the fact that both words
mean knuckle-bones, but the former is of an animal and the latter
of a person and therefore, it implies that 'you play knuckles
(implying 'you are boxing') instead of knuckle-bones' (as meaning

'instead of playing dice').
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Fr. 49
The context of these lines is impossible to guess with
certainty, but, since slaves were an important element in this
comedy, they could refer to the topic of a slave stealing food
(cf., Ar. Pax 14, Plut, 320, 1139ff.). The words can be
interpreted as an excuse for the robbery, as Kaibel suggests apud

K-A ad 1loc.

yora®v': cf. on fr.33. As Ehrenberg The People of Ar. p.77
says quoting Pl.com. fr. 27.2: "Pigs, too, were common [in
Comedyl. It was known to be most lucrative to kill a pig: ‘'its
meat 1is delicious, and nothing in a pig 1s lost except the

bristles, the mud and the squeal'"
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Fr. 50

This fragment seems to be part of a 'pnigos' or 'stifler' in
iambic rhythm also called a iambic run. This metre usually cones
at the end of a speech in an agon or an excited dialogue. A
parallel passage can be mentioned in Ar. Eccl. 1168ff. where the
pnigos contains a description of a banquet like in our text; but
in the case of Aristophanes all together 1s one word (see Ussher
ad loc.)

This list of meals begins after Umd&pyxet in 1. 2. All of them
seem to be part of a topical description of a banquet <(for
example Pherecrates mentions some of them in the long fr. 113, an
instance of bountiful odtopatdg Blog: €yxéreia 1,12, ¢@voxar 1.8,
nAevpa Serpaxela 1.16; see a complete list in Conti Bizzarro
(1988-9> p. 270 n.23).

The enumeration is possibly given in a certain order: first
of all, two fish meals, afterwards six meat courses, one dessert
and finally another meat course, althoughthe reading is suspect
for it breaks the order (see ad loc.).

The reading of the manuscripts of the first 1line 1is
doubtful, mainly for metrical reasons. The original text seems to
be trochaic rhythm, but this metre is not expected to precede a
iembic pnigos (cf. Ar. Nub. 1443-51). Many suggestions have been
made, but as K-A ad loc., I do not find anyone compulsive enough

to be preferred to the other ones.

2. xai 3fj@': according to Denniston GP p.278, in this text "xal

is not, as elsewhere, connective, and xai &ffta 1s used like xal
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81" which "signifies, vividly and dramatically, that something is
actually taking place at the moment" (cf. Denniston GP'p. 250 and
251).
tfpayog: generally denominates a slice of fish, (mainly

salted fish, cf. Chantraine Dict. étym.'s.v. Tépve), unlike Tépog
in 1.4 only applied to meat pieces. It is found in connexion with
éyxérerov or éyyeldg in Ar. Ach.881: & rtepmvértatov od Tépayog
dvBpomoLg @épwv, / B86¢ po. mpooeimelv, el @épeig, TAG €yxéheirg,
and also in Pherecr. fr. 113.10.
3. éyxeheTov: here and possibly in other passages (see e.g. Ar.
Ach. 881) an adjectival form of éyyeAdg. About its being a
delicacy, see Ar. 1loc.cit. and commentaries on it, Oder RE I 1
and Thompson Fishes s.v. &yxe\og.

t€v0(q: Neil in his commentary to Ar. Equ. 929 saysi "the
tev8(¢, smaller and more delicate than the tef6o¢ and onnla, was
broiled as a rule Antiphanes 217. 21, Melagenes 6.6, Anaxandr.
41, 46 (tevB(8eg Ontal, onmiaL €¢Bail), Athen. III 108a-c (. ..) It
does not seem to have been thought a dainty dish except when
served very hot in the frying pan as here" (see also Thompson
ibid. s.v.).

novG: 1t seems to mean here "feet" only, but it could also
refer to "foot with leg" (LSJ s.v. molg 1). It might be referred
to pig trotters, rather than any other animal (cf. Ecph. fr.1).
5. 6pviBeta: cf. Ar. Av. 1590. I think it must designate "bird-
flesh" (cf. Rogers' translation of Ar. loc.cit.). The word in
plural and its complement, nAfj6eL noAA& indicate quantity; but

also it may refer to the variety of different kinds of birds
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served in a banquet.

6. pepic xpedv: the repetition of the word xpéag (in genitive,
cf. 1.4) has been suspect and Kock suggest the following
emendation: "cum caseo et melle poeta sine dubio non carnes, sed
tp&ynpa  coniuxerat scribendum videtur pet’ ({tpleov". Another
possibility 1s to understand that it is a reference to the patidn
according to Kaibel apud K-A since they were served at the end of
a banquet (cf. Athen. XIV 664b). Conti-Bizzarro (1988-9) suggests
Xxoplg as a contrasting point to the other elements of the
banquet.

I agree that the text in its literal sense is doubtful,
above all bearing in mind that pep(¢ seems to be more frequent in
oratory, sophistic and 1late 1literature <(perhaps the first
instances are Antipho 5.51 and our text; cf. LSJ s.v.)., In the
context of food pepl{g could imply a ‘'piece of meat' on its own
(cf. Theophr. Char. 17.2).

It seems that the delicacy meat at the end of a banquet is
the most likely explanation, as suggested by Kaibel; this dish
appears much more often in Middle and New Comedy, but this does
not mean that it is not to be found already in Pherecrates. The
text does not need an emendation. It follows an order: first of
all, fish: salted eels and squid as starter; second meat of all
kinds in aboundance: lamb, pig-courses, liver, ribs, chicken or
bird-flesh, finally cheese with honey and the pattidn as dessert.

The expression could be ambiguous and I would suggest that
there is a secondary sense implicit. The word xpeBv can be found

in Aristophanes as referring to the human body in a very physical
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sense and perhaps with an obscene secondary idea (see above all
Taillardat Images $65 and Henderson MM p. 129 and 144).
The last expression comes as a surprise for the audience.
The fragment begins with mention of specific types of food, but
peplcg xupedv seems to be a more abstract formula. It is a "piece
of meat" that by association could mean flesh, human flesh. With
this 'double entendre', the speaker can make reference to an
essential "course" of s Greek banquet: the adintpideqg. Fr. 113.
28 makes explicit reference to their appearence in order to serve
wine at the end of a banquet, but also with some erotic innuendo
(cf. maybe Ar. Lys. 1060ff. according to Henderson MM p. 144). The
ambiguity of the expression can benefit from the secondary sense
of the word xpéag, as described above. Maybe the choice of the
unusual noun pepl(¢ 1s not casual. On one hand, 1t has the
resonance of a feminine form and, on the other, it could be
related to pépog, that in colloquial sense 1t could refer to the
male organ (see J.N, Adams The Latin Sexual Vocabulary p. 45
London 1982), but in feminine.
Fr. 26, 27, 28. 3-4, 185 could make similar sexual

inferences.
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Fr. 51
The present fragment may be part of a speech In anapaests
and spoken by the chorus, as Kock suggests.

The Sch. (M) to Eur. Hec. 421 makes reference to this
passage, and suggests that the chorus of this play must have
consisted of yuvvalxeg 1éieioxt who were appointed to weave the
peplum of Athena, nine months before the celebration of the
Panathenais; they were called épyaotival.

This line must, then, refer to this activity since the
"peplum was made of wool (t8v éplwv) and it was very colourful
(vOBv tBV mavtodandv). As Parke (1977) pp. 33f. suggests (see
also Deubner (1969) pp. 22ff.): "the main preoccupation was not
the weaving of the material so much as its decoration. This was
woven 1into the dress in the manner of tapestry”, and hé adds
afterwards, "“the design of the peplos was executed in bright
colours -yellow and blue are mentioned- and the géneral effect
was evidently most striking".

This piece of cloth was a topos of 0Old Comedy and Ar. Av.
827 makes use of it also. As Parke (1977) p.34 says, it was "a
conventional motive in New Comedy to describe a maiden leading a
sheltered life in the country as only coming to town to see the
peplos". In tragedy it appears in Euripides loc. cit.

The difficulty in the interpretation arise from the presence
of 18v éplev and &véwv and the construction of the verb
ratdyopev with a genitive only found here. The meaning of
xat&yopev seems to be 'to spin'. Yet, the word &v6ov meaning

'dyes' in strict sense, does not fit its meaning.
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Kock suggests in his commentary ad loc. that 18v éplev is a
gloss from &ve&v tdv navtodandv and Edmonds FAC'I p. 224 n. 4
agrees with him. This suggestion is supported by the fact that
the dyed wool was called &vBog, name mainly of the dye (cf.
Bluemner Tech. p.222 and Gow ad Theocr. 15, 116>, In this case
the two words could indicate different kinds of wool. On the one
hand, 6&v8&dv 1&v navtodan®v could mean "dyed wool" and, on the
other, 18v éplwv would be a general partitive noun at the
beginning to indicate all kinds of wool included undyed wool.

The genitive should be considered then partitive as in Ar.
fr. 735 (as Meineke CGF II 1 p. 271 proposes) perhaps to indicate
a part of one kind of wool and a part of the other which could be
woven together (about the use of the partitive genitive as object
of verbs, see Poultney The Genitive Case i1n Ar. pp. 77ff.

Baltimore 1936).

xatéyopev: about this activity see Epig. fr. 7 and Pl. Soph.
226. According to Bluemner Tech. I pp. 112ff. "die drei
Hauptmanipulationen dabei sind also Ausziehen de Fadens, was beil
den Griechen otfpova resp. xpbéunv xat&yeiv helsst daher xd&rtoypa
das zum Spinnen herausgezogene, bel den RBm. filum deducere;
ferner das Drehen des Spindel resp. des Wirtels, @&tpaxtov
éNlooeiv, émiotpépeLv, fusum (turbinem) pollice (digitis) versare
oder torquere; und drittens das Drellen de Fadens, o1tpépeLv
(nepiotpépery) 10 Vviipa, Tiv x6pxnv, etc. fila (stamina) pollice
(manu, digitis) versare oder torquere".

In Plato Men. 80e it 1s used in metaphorical sense A\&yov
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xatéyeLv, though some scholars have doubts about the text. It is
possible that here a metaphorical sense is implied, above all in
the context of the parabasis when the chorus speaks according to
its dramatic character (cf. supra p. 41).

The verb implies that several women are going to begin the
weaving of wool of different colours, =1dv mnoavtodandv, maybe

inferring that each one will do one colour.
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Fr. 52

Fragment in Eupolidean metre (cf. fr. 34> that could be part
of the parabasis of the play for its metre and perhaps its
subject, if it was an advice to vote again to return the 'gold’'.
The imperative (&vaynp(f{acbe) 1is suitable to a chorus-leader's
speech of advice to the city. But it 1is not a definitive
argument, because, except for the metre, the subject can be found
outside parabatic speeches (e.g. Ach. 100ff. and the references
to the gold promised by the Persians in support of the Athenians

or the speech of Dicaeopolis in the same play 11. 496ff.).

xavoyng (oao®’: this compound verb in middle voice was used
of the voters, while in active of the chairman, who puts to vote
a proposal (cf. Thuc, 6. 14).

1& Ypvola: Meineke puts this form in connexion with the gold
vases that were sent from Egypt to Athens as a present (cf.
Cratin, fr.76); but this passage of the Athenian history is very
vague (see K~A ad Cratin. fr. cit.). It may just mean °'gold
coins' and could refer to the minting of gold coins that took

place in Athens in 407 and is mentioned in Ar. Ran. 720.
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Fr. 53

The metre is doubtful, and two possibilities are still
opened: an iambic metre (cf. Herwerden BphW 27 (1907) p. 207, see
also Demiarfdiczuk comment ad loc.) or what K-A call 'Eupolideus
formae rarioris', quoting fr. 70.1 and Cratin. fr.105.8. Conti
Bizzarro (1988-9) p. 292 suggests the modifications: palveiv

{xd>vanopelv <tdg> dyopdg which would be an anapaestic dimeter.
As in fr. 45, it contains a detailed description of a task
which could be possibly performed by a slave (cf. Phryn.com fr.
39: od &' eloiofoo Sovaixdc €vaxevaooar / xal TavEov &vaxd&Alvvov).
In our case it would refer to the collection and cleaning of
public places. The status of the persons who perform this task is
not known with certainty. They were called &v8peg xomnpoiéyot.
Ehrenberg The People of Ar. p. 174 suggests that "they were
perhaps private day-labourers, though they seem to have been
those who had «to besprinkle and to sweep again the market-

place»” (cf. 0. Jacob Les esclaves publiques & Athenes pp. 13ff.).

palveiv, d&vaxopetv: the verb palveiv and the simple form
nopelv could have epic and poetic resonances since they can be
found together in 0Od. 20. 149-50: &ypei®’, al pév 38pa xopfoate
noinvboacar / phoocaté T év 1e Opbvoig edmoitftoiot tanfitag (cf.
péivov in TrGF adesp. 90. 1).
The compound &vaxopetv 1s only found in Pherecrates; but it
seems to mean simply 'to sweep again' after having swept once
already. It 1is possible that the text contained the verdb 'to

sweep' xopeiv or xaildveiv beforehand (about it cf. LSJ s.v.
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XOAAGV®). A similar verb and formation would be d&vaxaiidve found

in Phryn.com. fr.cit.

Fr. 54

éyxévipLdag: synonym of xévipov. It is applied to different
things; but always denominates a sharp point. This special use
makes it suspect of being a poetical or comic word (see, for
example, MacDowell ad Vesp. 427).

Here it designates the 'spurs' for horses. This meaning may
have been fairly common in Classical Greek (cf. Eust. in I1. p.
811. 40)>; but this is the only instance we have. In Pl. com fr.
40 it means "goad" for yokes and Xen. Cyr. 6.1 uses it to

designate "spurs" of a special collar for hunting dogs.

Fr. 55

5a36((etv: it is difficult to reach a conclusion about the
meaning this word could have had in Pherecrates, Ar. Lys. 576
applies it to terminology used of wool approﬁkate to a woman's
speech, Perhaps Pherecrates used it in the 1literal sense 'to
cudgel' or to beat wool in order to clean or soften it (cf.
Bluemner Tech. I 102 quoting Ar. loc.cit.). It would be related
to the mention of wool in fr. 51 and that the chorus was formed

by women.
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"Emujopev §| 6datta
INTRODUCTORY NOTE

It is impossible to explain which was the general content of
this play. It has been suggested that Thalatta may the name of a
hetaira, above all on the basis of the passage of Athen. XIII
567c who mentions this name as title of another play by Diocles:
nal  &\ha 8¢  moMA&, Ovaldég, Sphpata and Etaiplv  Eoxe Tag
Eniypoapds, Odratta ALoxhéovg, OPepexphrtovg Kopravvé (cf. Kaibel
apud K-A ad loc.).

" The compound title may be simply an alternative name, either
popular or given by later scholars, in order to distinguish two
comedies with the same title, here for instance from that of
Diocles (perhaps having been lost or arriving with no definitive
title; 1in this <case the double title 1is found 1in 1later
authors; see Introductory Note on Agathoi), or as an aid to
remember the content of the play (cf. further Hunter on Eub. pp.
146-8). The meaning of this double title can be interpreted in
two ways:

- If ’Emirfopev refers to a male figure: 'the forgetful man'
he could be another important character in the play together with
Thalatta, the hetaera. In this case, the play could have
developed the topic of the old man and the hetaira, more
frequently found in Middle and New Comedy, but already hinted at
in Ar. Vesp. 1326-~71; the only piece of evidence for it could be
the mention of 8oAlopépovg in reference to old men in fr. 63. It
is clear from fr, 57 that there was a male character who went to

someone's to have a banquet.
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- If, otherwise, it is feminine, it could mean the nickname
or main feature of the woman: The forgetful woman or Thalatta,

In any case, the fragments suggest that it was possibly a
' comedy of manners' (cf. supra p. 52) with many elements of daily
Athenian life like 'being 1il11' (fr.58), 'going for a dinner with
their own meal' (fr.57), perhaps a reference to this dinner or
more probably to another banquet (fr.60), perhaps the mention of
8alhopbpoL at the Panathenaic procession (fr. 63); losing the
tunic for debts (fr. 59), Also fr. 56 could be placed in a

similar context, but it is doubtful.
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Fr. 56

A character narrates the dialogue with a man <(ofpot té&Aag,
1.3>, Kock suggests that ‘'mulier de marito queritur', but it is
uncertain and Ehrenberg The FPeople of Ar. p.352 relates it to the
criticism of the way of speaking of some politicians, a common
topic in Aristophanes, above all about Cleon (cf. MacDowell's
comment on Vesp. 1034 and K-A ad Ar. fr. 644). The vividness of
the narration increases with the use of the direct speech in 1. 2

and 3.

1. The reading of the manuscripts is incomplete and does not
give proper sense, Different suggestions have been made in order
to alter ¢gépetai. Perhaps the easiest way to complete the verb is
to add xai before nv(yetai, since it can be missed by haplography
from its similarity with the ending of ¢épetar (see Kock KhM 30
(1874> p.403).

Two emendations to the text are perhaps worthy of mention:
telpetar suggested by Kock loc.cit. and ¢Aréyetat by Herwerden Mn.
10 (1882) p. 71. The first one is found in comic parody of this
tragic expression of pain and distress (cf. Ar. Lys. 960 and
Henderson ad loc.). The latter one is found in metaphorical sense
of the 'spirit' burning in Ar. Thesm 680, Nub, 992.

nvlyetaL: normal verb to express exaggerated anger and
agitation in comedy. It ie more often found in the compound form
&rnonv(ye. About 1ts meaning in Aristophanes, see Taillardat
Images § 381.

2. anoxp188: the main objection to this verb is in the fact
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that d&mowpivopat in the aorist passive forms with middle meaning
is only found among classical authors in Pl. Alc. 2. 149a and
Xen. An. II 1.22; but in later authors (cf. Theocr. VIII 74 and
Machon 146> and in New Testament Greek it became very common.

Perhaps Mervyn Jones CIR 72 (1958) p.238 made the best
attested alteration, as the selective apparatus criticus of K-A
point out <(Kock suggested &nod.x® and Edmonds FAC I p.226 n.5
anopdw).

Nonetheless, the change seems unnecesary since, according to
Phryn. Ecl. 78, it was already quite common and for instance the
verb Omoxp(vopar already is found in passive with a middle sense
in a writer as early as Ctesiph. fr. 29. 41. It may have been a
form belonging to spoken Attic (cf. Lautenmsach GI 3 (1911) p.235
for further references).

3. xaxpddpa: a 'mountain stream’', generally characterized by its

strength and speed.
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Fr. 57
The subject of this fragment refers to a very common topic
in Comedy: the kind of banquet or communal dinner in which every
guest brings his own meal <(cf. Ar. Ach, 1138, Vesp. 1251 and

Pherecr. fr. 127 maybe in metaphorical sense).

1. ovoxevaocapevog: cf. Ar. Ach. 1096 Betnvov tig évoxevoléto,
and Phryn.com. fr.39 (cf. Diph. fr. 89).

td omvplSiov: diminutive form of 1 omvplg, is a small basket
made of wicker-work., It is also found in Ar. Ach. 453 where it is
part of the parody of Telephus (cf. D.L. VI 5.87) and it may have
been a very small one, that perhaps indicates the size of the
nmeal that itis going to contain. Both onip(c and onip{8iLov seem to
be a common way of carrying food according to Athen., 8. 365a (cf.
Ar., fr. 557 and K-A ad loc.)>. LSJ s.v.2 say that it is the
translation of the latin "sportula®. Food can also be carried in
a x(otn in Ar. Ach. 1069 (see Rennie ad loc.).

2. tnpdc opeinvi: several solutions have been suggested to
correct this passage.

On one hand 1t has been suggested to be a name, since tﬁe
expression &¢ npdc is sometimes used "to have the intention of
going to someone's house", according to LSJ s.v, o C II & and
the text of Athen. VIII 365a goes on by saying: &tav tig¢ adtdg
a%t& oxevdoag Setnvov xai ovvlelg elg onvplda wapd Tive Seinvicev
in. But there is no evidence about a name like ’'Qpeljv and
Meineke suggests altering it into an attested name like ’'Qpel(av.

The suggestion of Schweighaeuser 1s 1dv ’Ogélav following a very
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similar passage of Apoll.Car. fr. 29,2 (suggestion taken by
Blaydes Adv. I p. 17 who proposes &g {npdg) 'Opérav); Kaibel apud
K-A favours ’'Qpellwv(x) or perhaps ’Qpeil(pnv, as the name of a
hetaira.

On the other hand, Kaibel in his edition of Athen. proposes:
o¢ mpoowgereiv; but this proposal does not fit the context of the
quotation and the preceeding line.

I would be in favour of the first proposal. A name (of a
hetaera) could be suitable to the context and maybe it was

invented by Pherecrates, as Kaibel apud K-A suggests.
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Fr. 58

In the comedies of Aristophanes there is no scene that shows
on stage a person ill with high temperature as it seems to be
represented here. Perhaps the most nearly parallel scene would be
that of the wounded Lamachus in Ar. Ach. 1191f. (in general some
illnesses are mentioned, for instance in Thesm. 483ff.; there are
also doctors but they are generally mentioned for the sake of a
joke, cf. Ehrenberg The People of Ar. p.247 and 280ff.).

Perhaps we can envisage that the scene represented here was
of a person lying on a bed (maybe using the éxxvxM\fjpo), as it
happens at the beginning of Aristophanes' Clouds in which the two
characters lie in bed. This idea would fit the representation of
a play with a domestic character,

The text has been restored with the help of the two
quotations of Eustath. in Il. 707.36 and in Od. 1761.29 where the

word &pdav is found instead of &pdoA(av in the first citation.

apda: 'dirt' is first found here in Classical Literature.
The verb &pdarée is attested in Philem. fr. 62 (cf. also the
adjective &pdarog). According to Ar.Byz. fr. 18S1. apud Eust. in
Od. p.1761. 29 it 1is of foreign origin (ocvvénte. && TovTOLG
Eevindv xal 10 (&pda xal add. Slater) &pdoardoal).
onéyyioov: 'to sponge off'. About the Ionic oméyyioov
instead of the usual Attic aspiration oeéyy.cov (cf. fr. 28.4
op6vBviov), see Ar. fr. 59. In Aristophanes the 'sponge' is
related in some occasions to scenes of fear and its physical

influence on the characters (cf. Thesm. 245, Ran. 482, 487).
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Fr. 59
This fragment refers to the probably common but disagreeable
proceeding of 'taking the seéurities' of a debtor (cf. Ar. ANub.
35, 241, Eccl. 567 where Praxagora takes it as one of her first
measures 1in the new soclety, PI. 451). Pawning the chiton was
sign of deep poverty (cf. Ar. Nub. 179 and Dover ad loc. and

Pherecr. fr. 123).

éveyvopLpatéc: ﬁhe adjective ‘'pledged', 'in the state of
being plegded' is only found here in Classical literature, and
Phryn. ecl. 342 condemns it since it is used by o0deig 1dv
Sox(pev, while évéyvpov is commoner. In spite of this vefy
sweeping sentence, there 1s evidence about a variation of the
saying Bofg &ANétpLog T& moAA& £Ew BAémet (Zen. II 81) into Bofg
éveyvpipatog (cf. L. Cohn Zu den Paroemiographen p. 75 Breslau
1887) and in the V century the contamination of -ipog and -ipaiog
seems to have been fairly normal <(cf. Buck-Petersen A reverse
Index p. 45; other compounds with this suffix can be found in
Hdt. 2.36 edyoripatog, Ar. Pax 678 anoBoAlipatioq playing with the
term vnoBolipatog; see WevdoBoAiuato¢ by Cratinus iun.).

x{tov: at early times it usually designated a man's tunic
(in contrast with the woman's mnénhog); but later it could mean
also the woman's small tunic (above all the diminutive yitdviov
indicates the Ionic chiton, the 'regular indoor dress of Greek
women' according to Gow on Theocr. 15.21)., In IV century Greek
xLttwvioxog was the regular name without any diminutive sense (cf.

Dem. 19. 217 and MacDowell ad loc.)>.
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Fr. 60
The manuscripts VI of Sch. Ar. Vesp. 968d give a corrupted
quotation of this fragment and perhaps the best suggestion is the
addition of Meineke ed.min. inspired by the text of Aristophanes:
xal Tpayfiit' éo8let.
The kind of food that has been served (about napébnxe cf.
fr. 32> 'heads and odds-and-ends' as Edmonds FAC I p.227

translates it, does not seem to be a delicacy.

xp&vi': 'heads' in general is called edoé&pxa by Amphis fr.
16 (cf. also Hipp. Epid. 7.62) and according to the Sch.cit. it
can designate 'fish-heads' also.

Ctpayiiiad>: it designates the parts of the animal from the

Tpéyniog or neck. It is dog's food in Ar. Vesp. 968.

Fr. 61

Fragment of difficult interpretation because of the textual
problems. The metre seems to be iambic tetrameter catalectic and
there may'be a syllable missing at the beginning.
tohev: the solutions given to this corrupted word are not
satisfactory since the quotation is not long enough to give an
approximate sense. The following proposals have been made:

- Lobeck Paralipomena grammaticae p. 192 n.6 Leipzig 1837: 6
8etv' O&Berlav 8etl (against this interpretstion see Kock ad loc.
"at ea adhortationis alacritas huius modi sententiae non

convenit"),
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Meineke ed. min.: &pelhev or BpeLre o',

- Kock: elwBev or Eoixev

Palmer Hermath. 4 (1883) p. 335: &\ov pév.

Headlam CIR 13 (18989) p.5 &8eL pev.

- Desrousseaux Observations critiques sur les livres III et
IV d'Athénée p.50 Paris 1942: <®> &8¢ p' (cf. Taillardat Images
§141).

- the most radical change is that of Kaibel apud K-A: alvelv
pév OBeilav, onodltov 88 mpoTLpdv.

oBeArlov: according to Athen. III 111b, it means here bread
év OBehlonoig omntdto. But this explanation of the origin of the
noun was already disputed and, according to the same source, it
could also refer to bread that costs one obol and maybe the form
oBor(av recalls this origin (cf. Ar. fr. 456),

Ar. fr.105 refers to the special kind of bread that was
carried by the dBeriopbépoL in the City Dionysia and seems to have
been identified in a vase-painting as a long loaf of bread
carried by two men in a stick, perhaps still the spit where it
was cooked (see Pickard-Cambridge DFA fig. 84 p.213 and p.61, and
in favour of this opinion also Poll. VI 75, Hesych. o018, Phot,
p. 313.20). Ehrenberg The People of Ar. p.223 n.1 suggests that
the explanation of the method of cooking with the spit is not
possible technically and that it seems more likely that the noun
refers to its shape simply. The explanation of the obol of price
is not convincing for bread to be so expensive (see Bluemner
Tech. I p.75 n. 1),

onodetlv: originally "to pound, smite, crush" (LST s.v.) is
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very common in comedy, and, according to Taillardat Images 8633,
“"propement broyer, se dit souvent des mauvais coups" in
metaphorical sense,

In Ar., Pax 1306 and possibly this fragment it means °'eat,
devour'. But as Fritzsche Quaestiones Aristophaneae I p. 73
Leipzig 1835 says, it could ambiguously mean "“paedicare" (see Ar,
Eccl. 113, further Taillardat Images §193 and Henderson MM p.
172>,

npotipdv: in a negative phrase it does not mean 'to prefer';
but rather ¢povt({etv (cf. Lobeck 1loc.cit.), or "curare" (cf.
Ach. 27, Pl. 655 and van Leeuwen ad Ran. 638: "id autem quod
curare se negat aliquis ubil additur, in genitivo ponitur”; see

also K-G I 393b».

Fr. 62

The text must be spoken by a male character or said about a

man (cf. ovvav). It contains several expressions that can be
understood in an ambiguous sense: cvvdv can mean 'live together
with", but also "to have intercourse, sexual relationship with"
(cf. LSJT s.v. ooOveipt II and further Henderson MM p. 159 and 214,
These words could be addressed to a fishmonger in a
derogatory manner with reference to two very common sorts of
fish., In metaphorical sense, these kinds of fish may refer to

persons of low social or personal status.

1. xopoxividioig: diminutive of xopaxtvog (cf. Ar. Lys, 560), a

very common fish to which several types have been related. "The

~209-



ancients gave etymological explanations to its name: for its
black colour from xépat 'raven', and Athen. VII 309a: referring
only to the Ne.'Adtatr xopaxivol, but perhaps to all of this
species, 6i.d Td Tdg x6pag uiveiv" according to Thompson Fishes p.
122-3.
See further Archestr. SH 150.3 and Ar. fr. 550.

2. porvidfotg: diminutive of palvny, is "a 1little worthless
fish: a sprat or its Medite;ranean analogue Maena vulgaris", cf.
Thompson Fishes s.v. It is found in Ar. fr. 258, KRan. 985, Eub.
fr. 148.6, Antiph. fr. 69. It was seen as gregarious and very

prolific (cf. Thompson loc.cit.),.

Fr. 63
The honour of carrying olive-shoots in the Panathenaia
festival was given to old men, but it could also qualify a person
'no longer fit to do anything else', MacDowell on Vesp. 544 (see

also Cratin. fr. 33).
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"Invdg | Mavvoy (g

One of the topics of this play may have been the 'war of
sexes' depicted in fr. 64 (as in Ar. Lys., Eccl. and to a certain
extent Thesm.); but otherwise the fragments shed very little
light about its content. The double title (about them in general,
see introductory note on Epilesmon, p.199) could lead to further
speculation.

On one hand, ’Invég refers, as Harp. s.v. explains, to the
kitchen as a part of the house. It is generally identified with
the part where the oven is placed and the cooking utensils (cf.
Ar. Vesp. 139, 837). In this context it may be interesting to
point out that some or even most of the cooking activities that
included frying or roasting were done outside (cf. Ar. Ach. 1005
and 1096ff.) while baking is done inside the house (cf. fr. 26.
2), As it is expected then, some kind of cooking must have taken
place <(cf. fr. 66) and there are references to food and
commercial activities which are related subjects (cf. fr. 67 and
71 and fr. 70. 4, perhaps by chance, mentions the non-existence
of the feminine of pdyeipog, poyelpaivav).

On the other hand, avvvyi¢ is a common title that was used
by other writers like Eubulus, Alexis and Hipparchus. It could be
interpreted in two ways.

Firstly, it may be related to the night festival that
usually included songs and dances and was held after the delmvov
(cf. Pl. Rep. 328a: xai mnpég ye mavvoy(da moifgovorv, fv &Eiov
feboaoBot. EEavaotnobueba ydp petd td Selnmvov xal TV mavvoy(da

feacdpefa te moAhoilg 18V véev adtélL xal Sioretbpeba, also Soph.
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Ant. 1146-52). This kind of festivals could be a celebration
sometimes of religious character (cf. Ar. Ran, 371)., It could in
more general sense indicate any activity that lasted all night
long and mnavvvy{{e indicates in Ar. Nub. 1069, fr. 715 and Men.
Dysc. 858 (see Sandbach ad loc.> 'to make love' (see Henderson MM
p. 157-8). But [avvvy{¢ was particularly a women's festival (cf.
Hunter on Eub. p. 175) and it may suggest that the play took
place during the celebration of a festival. This context seems to
have been common in Old Comedy (cf. Ar. Thesm. ) and maybe in some
cases, this setting was the only one where subjects like women
taking power could have been possible to imagine for the ancient
scholars (cf. the other title of Lysistrats, Adoniazousae
according to Schol. ad 383, see Ar. test. 2a 19; the Hypoth. II
to Eccl. places this play in the festival of the Scira).

Another possibility, suggested by K-A, is that Navvuvyxl¢ is a
proper name of a hetaira. In this case it would be the first
example of this name, found in this sense in Luc. Diel.mer. 9
(cf. K-A PCG V p.238),

The play has been dated before 415 because fr.64 mentions the
house of Pulytion which was famous for its luxury till later
times (cf. [Pl.])} Eryx. 400b and Pausan.1.2.5). This date has been
suggested because in this year a mock-celebration of the
mysteries took place in this house (cf. And. 1.17), The fact that
Pausanias says that at his time it was a temple of Dionysus could
be important, since it could imply that it was confiscated and
made into an official temple perhaps as a punishment of this rich

man for his activities in Alcibiades' house (cf. Plut. Alk. 22.4).
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It seems then possible that 415 could be the terminus ante quem
this play was performed, as Kdrte RE XI (1939) 1987 suggests. In
any case the house was known to have belonged to Pulytion much
longer after the V century and there are some elements of the
history of this house that we do not know.

This interpretation also takes the fragment literally and
maybe it is the only way to take it; but 1t could be also
understood in the way of a joke in the context of an exclamation
about something totally impossible and incredible to see or an
expression of bewilderment about the possession of a wvain

character being mortgaged (see infra on fr. 64.2).
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Fr. 64
The private houses in the Classical Athens were very few
times outstanding and tended to blend with the other houses (cf.
Isocr. VII 52 and Dem. 3.25); for this reason the house of
Pulytion at colonnades of the Ceramicus was especially
outstanding and remembered for its magnificence till later times
(cf. [P1l.] Eryx., 400b and Paus. 1. 2. 5).

It is not clear if the house was represented on stage by one
of the doors which formed part of the staging of the play (if we
take 6p8g in literal sense: ‘don't you see'. The text, otherwise,
could be understood as follows: (the speaker pointing at his own
or another character's house), "don't you see the houée of a
'Pulytion’ on mortgage" (since the character considers himself as
a rich man and influential; cf. a similar interpretation of fr.
125). Or interpreting the verb &pdc in the sense of 'to discern,

perceive' (LSJ s.v. I 2 or IIID.

2. tiiv llovAvot (@vog: thé name [lovivtl{ev 1s not commonly found
in Classical Athens. Pape Wdrterbuch Gr. Eigennamen s.v. only
registers a rich man who became especially famous because of the
mockery of the Eleusinian mysteries (cf. And. 1.12, Isocr. 16.6).
It seems that Pulytion himself took part in a similar celebration
which occurred at the house of Alciblades <sée Plut. Alk. 22.4
and MacDowell on Andocides On the Mysteries p.179 and 183 Oxford
1962)>. The mortgaging of the house 1s not necessarily due to his
activities in the mysteries (when the house would be

confiscated), although one cannot rule out totally that the house
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was mortgaged after being confiscated on his death or exile and
still was called with his name. Anyway, he was probably seen, as
Sommerstein C€1Q 80 (1986) pp. 106 says, "“as an extravagant
wastrel who had got deeply into debt".

dnéBorov: this word seems to mean 'motgaged éni OBoAipale
T6x@' (cf. Phot. p. 626.9). It seems to refer to the tablets that
were affixed in order to point out this fact (cf. Dem. 41.6).

Nonetheless, there is no further literary evidence about the
use of this word in antiquity and we have to rely on the later

lexicographers about the use of this word.

Fr. 65

This line is an example of use of military or pseudo-
military language. The two verbs are very similar in their sense.
The first one, énaveyxdpnoa, mesns 'to retreat, return' and “is
oftenest in military or quasi-military contexts Th. VI 49. 4, Lys.
461" as Ussher on Eccl. 29 says. The second one, a&nédpav (cf. Ar.
fr.519, Phryn. com. fr. 46.3) indicates "to run away on the
sly" (cf. Conti Bizzarro (1989) p.272 who suggests that these
words could be said by a deserter or a slave, see Pl. Prot. 310c,

Men. Sam. 358, fr. 195K8-T).
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