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Character Naming in Aristopkares: Thesis Abstract

This thesis examines Aristophanes' practice of naming characters in his extant
plays; only names of characters who appear onstuge are treated. Chapter One, Historicity,
discusses the problems of determining whether a character is historical or invented,
especially from the point of view of naming. Three classifications of characters are made:
historical, of disputed historicity, and non-historical. The names of all the major characters
and a selected number of minor characters are treated. The names of many protagonists are
shown to be part of themes running through the plays. Conclusions drawn in this chapter
include the idea that the presence of a significant name indicates that the character is
invented, as does the absence of burlesque of a character. Only exceptionally does
Aristophanes use cover names, as 'Paphlagon’ for Kleon. His practice is to let the
audience know immediately and clearly if a character represents a historical person. The
characters Lysistrata and Myrrhine are shown to be non-historical. The idea that the two
slaves in Knights represent Demosthenes and Nikias is rejected.

Chapter Two, Aspects of Naming, distinguishes and discusses other aspects of
character naming: patronymics, demotics, the phenomenon of late naming, and the names
of varions categories of characters (choreuts, women, gods and mythical persons,
personified abstractions, and slaves). Some conclusions drawn in ihis chapter are as
follows. Patronymics: names in -18n¢ are not patronymics in Attic; they are used by
Aristophanes to indicate a type. Demotics: the demotic had a democratic quality
sympathetic to the audience; Aristophanes often supplies invented characters with demotics
but almost never mentions the demotics of historical characters. Late naring: the first
naming of a major character only at an advanced point in the play is a convention of Old
Comedy which died out as names became 'stock' names. Choreuts: some of the choreut
names survived to become stock names in New Comedy. Slaves: slave names in
Aristophanes are all type-names, although in real life there were many other kinds of slave

names available.
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Introduction ‘

In the book Indogermanische Eigennamen als Spiegel der Kulturgeschichte,1 Felix
Solmsen observed that the personal names which a culture uses "bilden einen Spiegel
seiner Sinnes- und Denkweise". On a smaller scale, the hundreds of names which a comic
dramatist creates or chooses for his characters also form a mirror of his perception and
thinking, within the culture in which he works. The impetus for this thesis came originally
from the problem of Lysistrata, as posed by D. M. Lewis:2 was the character Lysistrata
intended to represent the contemporary priestess of Athena, Lysimache? In order to answer
the question satisfactorily, one must find out whether Aristophanes would name a historical
character a disguised name, and whether the character Lysistrata fits Aristophanes' normal
treatment of historical characters. In short, a study of Aristophanes' practice in namin g
characters was required. Ifound that, while there are many discussions of individual
names in the secondary literature, no general study of Aristophanes' practice of naming
characters had been done.3 Hence this thesis. It deals with named characters only, i.e. not
characters without names, or people who are mentioned but do not appear onstage
(although some characters who are not named in the text of the play, but are named in the
manuscripts, are examined). For the most part, characters in comic fragments are not
treated, because the lack of context in fragments makes study of the function of the name in
the play impossible.

Chapter One examines naming of characters categorized on the basis of historicity:

historical, disputed historicity, and non-historical (invented). The major principle arrived at

1Solmsen, F. and Ernst Fraenkel (1922), p. 113.
2In his influential article "Who was Lysistrata?" (Lewis (1955), 1-36).

3The dissertation Der Eigenname in der attischen Komédie by H. Steiger (Erlangen 1888)
is rather a collection of remarks about various names than the requisite study. A.
Komornicka (1962), in a 20-page Polish article Aristophanes comicus qua ratione personis
fictis usus sit discovers and defines nine categories of characters in Aristophanes, but does
not discuss their names per se (as far as can be determined from the Latin summary
appended to the article). J. Truesdale (1940), A comic prosopographia Grageca, treats only
names used with comic effect, and draws his examples from Greek literature in general.

\
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in this chapter is that Aristophanes does not introduce contemporary historical characters
onstage unless he is burlesquing or mocking them in some way. Serious characters are
always invented. It is not surprising that this should be the case; after all, it is not the
business of comedy to present people better than they really are, or even simply as they are,
but, as Aristotle remarks, to show them as worse: Poetics 1448 a év adT) 8¢ TH
Siagop kai f Tpaywdia mpde TAV kwpediav SitoTnkev: f ptv Y&p xeipoug A 8¢
BeATioug pipeioBar BolAeTan Tédv viv. The comic poet wishes to mock his
contemporaries, not praise them, and so if he brings one of them onto the stage it will be
for the comic purpose of mockery. When he requires the character to be taken seriously
(seriously, that is, within the comic boundaries of the play) he invents a Dikaiopolis or a
Trygaios. Perhaps it should be noted here that the converse of the principle is not true; that
is, all characters who are burlesques are not necessarily historical. Aristophanes may
invent a character and mock him (e.g. Pseudartabas in Acharnians). Presence of burlesque
does not prove historicity, but absence of it does, on this principle, indicate invention.
Another observation of this chapter is that names which are not significant or appropriate
are likely to indicate historical characters, whereas invented characters virtually always have
significant or appropriate names. Further, the fact that a name is historically attested should
not cause us to look for a historical referent, if there is no other indication that the character
is historical. Also, it is argued that Aristophanes does not normally use cover or disguised
names for historical characters; in the exceptional case of the name 'Paphlagon'’ for Kleon
in Knights, great care is taken to point out who the referent is. The section on najor
characters shows how these characters' names may be used thematically in the plays. In
the area of minor characters, the treatment is of selected names; no attempt has been made
to be comprehensive.

Chapter Two deals with other aspects of character naming. There are three general
topics (Patronymics, Demotics, Late Naming), and five sections on categories of names

(Choreuts, Women, Gods, Personified Abstractions, and Slaves). I shall summarize the

\
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generalizations made in these sections, which contain many discussions of individual
names as well. Patronymics: in Attic the ending -18n¢ conveyed the idea of belonging, and
these names are used to indicate a type in Aristophanes, without any notion of 'son of
attached. Demotics: Aristophanes often gives major invented characters demotics, and
rarely gives them to mentioned contemporaries (who often get true patronymics); the
demotic was perceived as more democratic and more sympathetic to the audience. Late
Naming: there was a convention of late naming of major invented characters in Old
Comedy, whereas historical characters are normally named before their appearance.
Choreuts: some of the choreut names became stock names in New Comedy, and some
may have been taken from (or common to) satyr plays. Women: ths designation 'wife of
X' should be considered a personal name, and not too much should be made of the idea
that men do not mention women's names on the stage. Gods: due to their distinctive
iconography, gods need not be identified by name. Personified Abstractions: these are
introduced, like historical characters, before or upon entrance; the exceptions are Plutos and
Penia, whose identity must be revealed. Slaves: Aristophanes uses only two kinds of
slave names (ethnics and those indicating a characteristic) of the various types available in
real life.

* An alphabetical register of named characters follows.
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Chapter One: Historicity
I. Historical Characters

Certain of Aristophanes' characters are named after, and intended to represent, people
whom we know to have been historical people, for the most part his actual contemporaries.
These are: Aischylos, Agathon, Euripides, Lamachos, Sokrates, 'Paphlagon’ (Kleon);
minor characters include Chairephon, Kleisthenes, Kinesias (in Av), Theoros, Meton.
The list is remarkably short. One indication that a character is historical is that his name
does not have a meaning significant to his role in the play; thus, the philosopher of Clouds
is named Sokrates not because "safe strength” has any particular point, but because there
was a historical person, a well-known philosopher, of that name whom the stage character
Sokrates is burlesquing. Likewise, goodness has little to do with Agathon, or the Euripus
with Euripides. On the other hand, when the poet is inventing a character, he is free to give
him a significant name, and in fact generally does, either inventing the name, too (as
Bdelykleon) or employing a real name chosen to suit the character (as Demos or
Agorakritos). Only coincidentally will a historical character have a significant name; that is,
if in real life the person being portrayed happened to have a name which described him in
some way.l The character Meton in Birds, who offers to do the surveying and town
Jayout for Nephelokokkygia, parodies an historical Meton who, since he did have to do
with surveying, fortuitously possessed a significant name (suggesting a connection with
peTpeiv, measure). Possibly one thing which recommended the general Lamachos to
Aristophanes was his warlike name. No doubt the poet was pleased to be able to take
advantage of these rare instances. Still, in most cases an historical character will not have a
significant name, whereas a name appropriate to the role in the play suggests that the

character is fictional.

1For a discussion of the occurrence of historical Greeks with significant names, see Paine
(1933).

!
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The fact that a name is historical is not sufficient to show that the character is historical.
An invented character may well have an historically attested name without any historical
reference. An extreme example is the name Demos, one of the main characters in Knights.
Demos is a personal name attested for Athens of the period; notably, there was a Demos,
son of Pyrilampes, whom Plato mentions at Gorgias 481 d (PA 3573) , and whom
Aristophanes himself refers to at Wasps 98. But to find in that handsome Demos a
historical referent for the character in Knights of that name would be perverse. The basic
notion of the play requires that Demos represent, not some historical individual, but the
Athenian demos, being served by two demagogues (the competing slaves). The comic
demotic 'Pyknites’ alone makes the identification unmistakeable. Further, nothing about
the character Demos requires explanation by reference to a real person--a consideration
which should always be made in deciding whether a character is intended to be historical.

And in fact perhaps the major characteristic of an historical character which requires an
outside referent is his name. Why should Aristophanes, with the resources of all the Greek
proper names, as well as his own invention, at his disposal, call a philosopher 'Sokrates',
a name which has no point at all, unless there was an historical Sokrates to whom he was
referring? Main characters who are not historical do have significant names: Dikaiopolis,
Philokleon, Praxagora, etc. (Even minor characters tend to have significant names:
Kinesias, Pseudartabas, Plathane.) Thus, one preliminary test for a character's historicity
is whether his name is significant to his role in the play.

Another feature which the certainly historical characters have in common is that they
are all burlesqued in some way. Aischylos, Agathon, and Euripides are mocked for their
writing styles, Lamachos for his militarism, Sokrates for his teachings, Kleon for his
behavior as a politician. The only motivation a comic poet has for portraying a real person
on the stage is to lampoon him, to show him, as Aristotle says, as worse than he really is.
When the play requires a character who is not a burlesque, who is more clever than those

around him, who invents and controls the action, then the poet invents a Dikaiopolis or a
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Peisetairos. To give such a character the identity of a real person would not be comic.
Praise of living people is infrequent in Old Comedy, as one might expect, with the largest
share going to the poet himself in the parabases.

Of the six main characters who are certainly historical, three are tragic playwrights--an
indication of comedy's interest in the theater as a subject. Of the three playwrights,
Aischylos, the character in Frogs, comes in for the least criticism, especially in view of the
circumstance that the criticism is coming from Euripides, who is himself being lampooned,
and that Dionysos ultimately chooses him to return to the world of the livin g. However,
Aischylos is in a unique position as a character; the real Aischylos had been dead for fifty
years at the time Frogs was produced, long enough to make him one of the honored dead,
no longer of of viv. He represents the way tragedy used to be, before upstarts like
Euripides began fiddling with it. Still, however venerable Aischylos may have been,
Aristophanes cannot resist including an excellent parody of his bombastic style.2 The
acsence of Sophokles from the tragedy contest of Frogs, notable in itself, accords with the
principle that Aristophanes does not bring his contemporaries on stage without mocking
them. Sophokles, like Euripides, had died in 406, but after Euripides, and probably after
Aristophanes had conceived the plan of Frogs.3 His recent decease made the question of
why he was not included in the contest for best tragedian of the underworld unavoidable;
Aristophanes disposes of it (Frogs 788-794) by explaining that Sophokles was not brash
enough to claim the chair of tragedy from Aischylos, but would await the outcome of the

contest, and fight Euripides himself afterward if necessary. Had he been so inclined,

2In the play Dionysos himself admits to confusion over the meaning of some of Aischylos'
compounds, lying awake at night Tov Eoubdv iTmaAekTpudva LINTAV, Tic EoTiv Spvig
(932). We see that even Aischylos' supporters had to admit that he was bombastic,

3Scholars are divided on the question of whether the idea for Frogs came before or after
Sophokles' death; for a discussion and overview of the literature see Radermacher (1967),
pp- 152-3, who himself believes that the play was conceived afterward, because "die ganze
literarische Diskussion, mit 72 beginnend und bis 108 reichend, ist s0, wie sie vorliegt, auf
den Tod des Sophokles eingestellt; sicher lassen sich 76-82 nicht einfach ausldsen.”

]
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Aristophanes could have had Sophokles appear as a character to make his own explanation
at the contest; he chose, however, to have the slave of Pluto report the information. He
has no intention of burlesquing Sophokles, and so does not bring him on.

Following are discussions of two historical characters who are atypical, in different
ways: Kleon, who is disguised under the name Paphlagon, contrary to Aristophanes'
usual practice, and Lamachos, who has a significant name, although it was not invented by

Aristophanes.

3
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A. Kleon

In the category of historical characters, one stands out as receiving special treatment
from Aristophanes in the matter of naming, as well as in other ways, and that is Kleon.
There is no question that the character called Paphlagon in Knights is intended to represent
Kleon, although he is the only historical character to be given a new name. 'Paphlagon’ is
a name which is both a type-name and significant, the geographical or ethnic element
suggesting a slave (like Karion or Thraitta), while the sound of paphla- plays on the verb
TagpAalet, 'to bubble, bluster' (cf. Eq. 919, Pax 314). There is no question about the
identification because the poet takes such pains to point it out; in lines 230-233 the First
Slave, breaking the theatrical illusion, tells the Sausage-Seller not to be afraid, since no
likeness has been made of Kleon due to the fear of the property-makers. Still, he will be

recognized, T6 y&p 6éaTpov 8e€16v.] This unusual treatment seems to be Aristophanes'

1K.J. Dover (1967), in his article "Portrait-Masks in Aristophanes" (pp. 16-28) discusses
the feasibility of portrait masks in general and the reason for the property-makers' fear in
the case of Kleon, concluding (p. 23) that Paphlagon was wearing "an exceptionally
hideous mask," the joke being that "a portrayal of Kleon as he really was would have been
too frightening even to the man who was making the mask himself!" It would indeed have
been funny to put Paphlagon in a hideous mask; however, this could have been done
without entailing the implication which Dover suggests. In fact, the alternative explanation
which Dover rejects, "that the mask-maker was afraid that Kleon would wreak ven geance
on anyone who, even in a humble capacity, contributed to an attack on him," is far more
likely. After all, the Sausage Seller has just been told ur) 8¢816' (I. 230); he is not to fear
attacking Kleon because technically he is not Kleon, he is 'Paphlagon’ and not wearing a
portrait mask of Kleon. All Kleon's grounds for objection have been removed. It is
natural then to understand the property-makers' supposed fear in the next line as fear of
prosecution by Kleon as well--an exaggerated fear in keeping with Aristophanes' theme of
exaggerating fear of Kleon in order to mock him (cf. 11. 223-224 kai} Yap of T¢ wAolaiol
Bediaoiv auTov 8 Te Tévng BSUAAEI Aedxc). For Dover's interpretation to work, one
must imagine a sifigle mask-maker sitting down to make a portrait mask of Kleon and being
terrified by the result; hence Dover keeps referring to 'the mask maker'. However, the text
says that none of the property-makers consented to make a likeness (o0Seic ABeAe TV
OKEUOTTOIQV eikdaal), and the plural leads one to imagine a group or series of people
being asked and simply refusing "0md 100 Séouc”; again, if they were put off by Kleon's
appearance, we would expect a word for disgust or repulsion rather than fear, to make the
point clear.

\
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way of scoring a point against Kleon, the enemy of comic license.2 In the entire play
Knights, which is one sustained attack against Kleon, there is a remarkable avoidance of
Kleon's name; it is mentioned only once, by the chorus at line 976. Yet the poet makes
certain, with his numerous references to tanning--"so numerous as almost to insult our
de€16TNng," as Dover rcmarks,3 the historical reference to Pylos (Il. 54 ff.), and the broad
hint at 230-233, that everyone would see Kleon in the character Paphlagon. Aristophanes'
point is that there is no use attempting to restrict comedy by forbidding it to name names;
the comic poet can create a character in such a way that the audience will recognize the
referent even without the benefit of his real name, or a portrait mask. By ostentatiously
avoiding Kleon's name, Aristophanes is mocking the impotence of Kleon's threats against
the poet. Thus it is for a special effect that Aristophanes leaves his usual practice of
burlesquing his contemporaries under their own names to bring on Kleon as 'Paphlagon’.
Since the poet was not making this point in the case of other historical characters, he did
not need to use such a roundabout method of identification, but simply called the character
by the name of the real person being portrayed. Indeed, it would be stran ge if he gave
himself the unnecessary trouble of changing the name and then using hints to get the
audience to guess who it is supposed to be. The very fact that in the case of Kleon
Aristophanes goes to such lengths to see that the audience recognizes the referent indicates
that normally the poet is relying on the name to speak for itself,

In Wasps Aristophanes carries his retaliation against Kleon further and finds a new
way to employ names for the purpose. We discover near the beginning of the play (lines
133-134) that the main characters, father and son, are named Philokleon and Bdelykleon--
Kleon-Lover and Kleon-Loather. Of course the formations are comic; the name Kleon is

itself a nickname form of any compound name beginning in Kle- (e.g. Kleainetos, the

2For a discussion of Kleon's attacks on Aristophanes see Dover (1968) p. xix-xx, and
Dover (1963) p. 15.

3Dover (1967), p. 17.

\
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name of Kleon's father), and even appearing at the end of a compound name would still
have been understood to be a nickname form (instead of the usual -kAng). That is,
'Philokleon’ should be a Kosename for 'Philokles' (or perhaps 'Philokleides'), but
Aristophanes has forced it to mean 'Lover of Kleon', a comic interpretation of the
formation4. Also, since no known Greek names used BdeAu- as an element, the name
Bdelykleon is quite impossible, an even more comic opposite to Philokleon. Simply by
using these two names, Aristophanes gives the conflict between father and son a broader
political significance, and directs his argument and the action against Kleon without
bringing him on stage at all. Thus, in Knights and Wasps Aristophanes has come up with
two different ways of mocking Kleon on stage without namin g him directly, first by giving
him a new name, and second by naming other characters names which refer to Kleon.
Both of these procedures appear to be special treament for one of the poet's favorite

antagonists, warranted because of Kleon's attacks on the poet.5

“1t is this novel meaning of the name (underscored by Xanthias insisting vai p& Afa after
he intreduces it, Ve. 134) which would have made the audience laugh, I believe, rather
than the fact that "men are not usually named after the politicians they support" (MacDowell
on Ve. 134). Comic characters may be expected to have names which describe them, even
if such names could not have been attached to real people at their birth.

5Kleon appears to have prosecuted Aristophanes twice, once after the Babylonians of 426
(scholia to Ach. 378), and again after the Knights of 424 (cf. Ve. 1284-91, with
MacDowell's note).

\
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B. Lamachos

The character Lamachos has a large role to play in the Acharnians, and Lamachos'
name is mentioned a striking18 times in the play, including twice in the generalizing plural
(270, 1071), and once in the diminutive compound Lamachippion (1206); in addition, the
name is used to make the comic compound adjective moAepoAa payaikov (1080).
Elsewhere in the plays, Lamachos is mentioned as being among the chorus of Peace (Pax
473); the son of Lamachos has a small part in that play as well (Pax 1290); and the name
Lamachos is used again to form a comic compound adjective, uicoA& payxog (Pax 304).
After his death (in the Sicilian expedition) Aristophanes mentions him twice more, in more
compliinentary terms. At Thes. 841, the mother of Hyperbolos is said to be unworthy to
sit next to the mother of Lamachos. Finally, the character Aeschylus in Frogs refers to
Lamachos as heros (Ra. 1039), in a context of discussing Homeric virtue.

Lamachos of course was the name of the Athenian elected strategos in 425 (PA
8981) and it is clear that the character is a burlesque of the historical person.l The nameis _
shouted by the chorus before Lamachos' first appearance, as is often the case with
historical characters. The name has the distinction of being both historical and significant;
it is formed from Aa- (intensive prefix related to Afav)2 and payn, 'battle’, hence 'the
mighty fighter' (Starkie). It has been repeatedly suggested that it was the significance of

Lamachos' name which led Aristophanes to choose him as the representative of the war

10n the question of whether Lamachos was general at the time Acharnians was written (i.e.
426-5), see N. Dunbar (1970), pp. 269-273. Dunbar demonstrates that the evidence in
Acharnians is not self-contradictory, in particular that 1073-4 does not contain an inference
that Lamachos was not a general.

2asine. g. AakaTamdywv, Ar. Ach. 664. For Aa- as an intensive prefix cf. Bechtel HPG
p. 273, Schwyzer (1939) p. 434, and LSJ s.vv. AakaTamiywv and AakaTépaToc.

Some, e. g. Bechtel, HPG pp. 279-280, derive Aa- in A& paxog from Aafdg 'people’;
however, in Attic that is more likely to appear as Aew-, and in fact we do find the name
Leomachos (PA 9097, father of someone buried in the early 4th century). Of course, either
derivation will do for Aristophanes' purposes.
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party.3 But while it is certainly true that Aristophanes appreciated the significance of
Lamachos' name, and made full use of it, we should not be led to imagine that his name
was the only characteristic which distinguished Lamachos and caused him to be chosen as
an object of satire. Such a view leads to Edmunds' mistaken conclusion that there is no
personal parody intended at all ("Aristophanes' Acharnians,” p. 13): "Perhaps it was the
very name, Lamachus (Aa- intensive + pay- 'battle’) which caused him to be chosen for
this role. If so, the comparison with Amphitheos is even closer: the implicit metaphor of
the name is taken literally and dramatized by parodistic style. It is as a type, then, and as
the representative of certain attitudes, and not as the historical person, that Dicaeopolis
attacks Lamachus.” In note 14 to this passage (p. 13), Edmunds goes on to label C. E.
Graves' protest over the injustice of the charges of greed made against Lamachos4 "an
example of a still prevalent misreading of Aristophanes.” While it may be true that
Aristophanes chose to use Lamachos (over other possible candidates) as the archetypal
military hawk partly because he had a suitable name, to conclude from this that the
historical person is not being attacked is to go too far. We ought not to deny that the
historical Lamachos is being lampooned merely to exonerate Aristophanes of making unjust
accusations.

Here let us compare the portrait of Socrates in Clouds, also generally condemned as
unfair. One may say there too that Aristophanes is using Socrates as a type and
burlesquing sophists in general, not Socrates personally. However, we must take into
account the section of Plato's Apology in which Socrates states that he must defend himself
against popular prejudice, one source of which was the comedy of Aristophanes in which

people saw him swinging through the air and talking nonsense (Plato Apol. 19 ¢c.). Clearly

3The suggestion was made by Miiller-Striibing (1873), p. 500, followed by Steiger,
Starkie, Whitman, Edmunds.

4in note to Ach. 619: "This imputation of greed and favouritism is grossly unjust to
Lamachus, who according to all testimony was brave and capable, but neither rich nor
well-connected."

\
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Plato felt that the audience's opinion of Socrates the individual was affected by his
portrayal on stage. The audience did not silently admonish itself, "Of course that isn't
really intended to be Socrates, it's just a satire on sophists in general". If the comic poet
put a character on stage with the same name and occupation as a well-known historical
person, then inevitably the audience would understand the satire to be directed against that
person. Presumably most people would interpret the satire as including others of the same
type, ‘Sokrates and people like him', or 'Lamachos and people like him', but first and
foremost they saw that an individual was being satirized. The circumstance that an
individual may represent a type does not mean that he ceases to be an individual. We need
not apologize for Aristophanes' unfairness by explaining it away as being directed against
'types’. He is unfair; that is in the nature of satire. Satire requires exaggeration, and
exaggeration is necessarily unfair. Exaggeration and even wholesale fabrication for effect
was an accepted part of Old Comedy--as it was of oratory.

The historical Lamachos must have had an ethos which inspired Aristophanes'
treatment of him; in particular, he appears to have had an almost archaic military bravery
and dedication. Hence in Acharnians Aristophanes satirizes him by making him into a
cultic hero, whom the chorus invokes to appear and aid them as they would a patron hero
(566-568); Dikaiopolis then ironically calls him heros at 575 and 579 (& Adpoy’ Apwg)S.
The heroic treatment accords with the later reference to him in F rogs, where Aeschylus
uses Lamachos as his example of someone who learned military &peTf) from Homer

(1034-1039).6 The portrait of Lamachos is confirmed by references in other sources. In

SFor examples of the invocation of the aid of a hero in time of war, and the actual
appearance of the hero, see Rohde (1907) 1. pp. 195-6.

61t is remarkable that at Ra. 1039 Lamachos is again called fjpwg, which is virtually a
technical term in Attic Greek, not a generally applicable epithet like 'hero' in English
(despite Stanford ad loc. who treats it as merely a term of respect). There is still an element
of satire in calling Lamachos jpwg, made gentler by the basically laudatory context and by
the fact that the word comes from the mouth of a tragic poet. Of course de mortuis nil nisi
bonum meant little to Aristophanes.

\
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Plato's Laches (197 c), where the discussion is of &vBpeio, Nikias brings up Lamachos'
name as a man who would be considered avdpeiog; he comes naturally to mind when
Laches accuses Nikias of trying to deprive the brave of their Tiufy by redefining courage.
Thucydides too shows Lamachos as a man of bold action in describing his part in the
Sicilian expedition. When the three generals, after being disappointed of the promised
money from Egesta, are debating what to do next, Lamachos is the one who favors an
immediate direct attack on Syracuse (in contrast to Nikias, who wants to make a show of
force and go home, and Alcibiades, who wants to persuade other cities to join the Athenian
side).” Finally, Lamachos dies in the fighting at Syracuse displaying his characteristic
bravery, indeed almost foolhardiness, when he attempts to come to the aid of a routed wing
of the Athenian army and is isolated (ovwOeis) crossing a ditch and killed (Thuc. 6. 101).
He may have left behind a son named Tydeus, the sort of heroic name a man like Lamachos
would choose; at least Kirchner thinks it probable that Tydeus the strategos of Xen. Hell.
2. 1. 16 was Lamachos' son (cf. Kirchner PA 8981 and 13884).

Aristophanes accentuates Lamachos' 'heroic' aspect in Acharnians by giving him a
comic patronymic 'son of Gorgasos' (6 Mopyéoou, 1131).8 The commentators point out
the reference to the Gorgon emblem on Lamachos' shield, but they fail to mention that
Aristophanes is also providing Lamachos with an appropriate heroic ancestry.? Gorgasos
was a hero, son of Machaon and Antikleia, who had a shrine in Pharai (in Messenia,
Pausanias 4. 3. 10). By choosing a heroic name, Aristophanes adds an extra dimension
beyond the wordplay (which he could have made by using a personal name such as
Gorgias, Gorgilos, Gorgos).

In the last scene of Acharnians, Dikaiopolis in a boisterous mood calls Lamachos

‘Lamachippion’ (1207). The diminutive is common enough, but how does the hipp-

TThucydides 6. 47-49.
8Lamachos' father's name was Xenophanes, Thuc. 6. 8.

9Pape-Benseler s.v. Fopyacog do say "Ar. Ach. 1131 nennt Lamachus im Scherz Tov
Fopyéoou”.

\
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element come to be included? Most explanations of this (or any) hipp- name incorporate
the idea that hipp- names are aristocratic, with a reference to Nu. 63-64.10 Here I would
compare Apodrasippides of Ve. 185 and Kronhippos, Nu. 1070, both, like Lamachippion,
occasional names. While it is true that the hipp- element may indicate aristocracy, it seems
from these three names that there need not be any such interpretation; indeed, the notion of
'horse’ itself is not particularly meaningful in any of the names. In Wasps, Philokleon is
trying to escape by clinging under the donkey, in a parody of Odysseus' escape from
Polyphemus; so, when Bdelykleon asks him where he is from, he replies "10aikog
‘AmtoBpacimmidou (185). Clearly the comic point of the name lies in the use of amodpacg,
'runaway’', to which hipp-, and -ides too, have been added to make a comic compound
name. In Clouds, Worse Logos calls Better Logos 'Kronhippos' (o0 &' €T Kpovitrmog,
1070) as part of his demonstration that Better Logos is hopelessly old-fashioned in his
ideas about cwppoclvn. Again, the point is in the Kron- element, Kronos suggesting
extreme antiquity (cf. Dover on Nu. 398); there does not appear to be any place for a
connotation of aristocracy here.11 From these two names I conclude that it is possible that

Aristophanes sometimes used the root hipp- in invented names merely with the intent of

10However, there is also the peculiar explanation of Coulon: "Allusion  la maniére dont
Lamachos est porté par ses serviteurs, les jambes pendantes, comme s'il etait 3 cheval."
But surely a man being supported under the arms on both sides by slaves looks nothing
like a man astride a horse. If Lamachos were sitting on something, there would be some
oppoitunity for such a joke, but that does not seem possible here.

1]t is possible that in the context the hipp- element has an obscene sense and the name
means 'hopelessly old-fashioned in your sexual practice'; at any rate, not a reference to
aristocracy. Dover on Nu. 1070 remarks "The element o~ seems to denote 'monstrons’
in Ra. 929," for this connotation of irrmro-, see LSJ s.v. fmmog VIL "in compds., to
express anything large or course, as in our horse-chestnut, horse-laugh"; however, all
such usages employ immo- as afirs element, and at any rate the meaning 'large’ does not
suit the name Kronhippos.
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making them longer (and hence more comic), and that may be the explanation of the hipp-
in Lamachippion as well.12

In Peace Lamachos' name forms a small motif, with Lamachos again standing for
those who are deeply committed to war. When the chorus enters excited at the prospect of
recovering Peace, they sing that the 'Lamachos-hating' day has dawned, that is, the day of
peace (304). As the work of pulling out Peace gets underway, Trygaios moves around
complaining that various groups are impeding the progress (Boeotians, etc.), and first to be
mentioned (as well as the only individual) among those holding things up is Lamachos,
here representative of Athenians who try to impede making the peace treaty (473 & A& V'
adikelg éumodav kaBAuevog).  Later, after Peace has been rescued, two boys come in to
sing at the wedding celebration. The first boy insists on singing epic verses on martial
themes until Trygaios in exasperation asks him whose son he is (To0 kaf o' €l; .1289);
the boy replies that he is the son of Lamachos. "I wondered when I heard you," says
Trygaios, "if you weren't the son of some Boulépayog and kAausiuayoc man” (1291-
1262). Aristophanes takes a final poke at Lamachos in the form of his son, who has
inherited his father's single-minded interest in warfare. The adjectives 'battle-wishing' and
'battle-lamenting' play on Lamachos' name and imply that he is unhappy because peace has
been made and he has no battles to fight, just as the weapons-dealers were unhappy in the
previous iambic scenes. Although Lamachos scarcely appears in this play, Aristophanes
still manages to bring him in by these various contrivances as representative of those who
prefer war (or at least the Peloponnesian War) to peace. In Acharnians those people were a
dangerous group who had to be persuaded that peace was better than war; in Peace their

position has been made irrelevant by the treaty, and Lamachos' role is much smaller.

12petersen (1910) suggests (p- 175) that possibly the name was AapayiSiov, showing that
the iota in this suffix (-1810v) was regularly scanned long where it received verse ictus (p.
217). Cf. ZavBidiov Ra. 582; BoiwTidiov Ach. 872; ‘Eppidiov Pax 382, 924; EbpimiSiov
Ach. 404, 475; ®e18immiSiov Nu. 80. The conjecture is attractive. I note that ms. R has
Aapaximrmidiov; Meineke conjectured Aapayiokiov (which Van Leeuwen prints). The
deprecatory diminutive is really all that is wanted here, and the - 1mrr- does not add anything
appreciable.

\
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II. Characters of Disputed Historicity

In attempting to determine the historicity of certain characters, we shall find some of
the observations made in the sections on historical and non-historical characters useful,
especially 1) that historical characters are introduced for the sake of burlesque, 2) that a
significant name normally indicates an invented character, and 3) that Aristophanes does
not usually use disguised or cover names.

A. Amphitheos

Toward the beginning of Acharnians (1. 45) a man comes rushing in to address the
assembly and gives his name as Amphitheos. Upon this the herald asks "ouk avBpwrrog;”
playing upon the literal meaning of the name (‘a god on both sides').] The joke might have
stopped there, but Amphitheos continues it; no, he is not a human, but an immortal, and he
proceeds to prove it with a genealogy going back to Demeter and Triptolemos, a
quintessential Attic genealogy.

6 yap 'AueiBeog AfpnTpog Av

kol TpimToAépou: ToUTou 8¢ Kehedg yiyveTan
apel 8¢ Keheog PavapéTtnv TAONV €unv,

€€ Ac Aukivog €yévet" €k TolTou &' ¢y

&BavaTog eip" Epol 8' énéTpeyav of Beol

omovdag Toleioai Tipdg Aakedaipovioug HOV.

&AM aBavaTog v Qvdpeg EpddI ouk Exw:

oU yap 8i8éaaiv of mpuTaveic. (Ach. 47-54)

In the figure of Amphitheos more than one scholar has attempted to find a historical
reference. The first historical interpretation was Miiller-Striibing's idea,2 accepted by Van
Leeuwen and supported most recently by Griffith,3 that Amphitheos is meant to be

understood as Hermogenes (PA 5119, son of Hipponikos, brother of Kallias). The

IThere is an epithet in which the prefix is analogous in meaning to that of 'Apepifeoc,
namely &uepiBag, 'flourishing on both sides, used as a cult term of children who have
both parents alive.

2Miiller-Striibing (1873), pp. 697-699.

3Griffith (1974), pp. 367-369.

\
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argument is as follows. Supposedly Hermogenes, like Amphitheos, traced his ancestry
back to Triptolemos. Phainarete was Sokrates' mother's name; we are to understand
Sokrates by the name Lykinos, because Sokrates frequented the Lycaeum;4 Hermogenes
was a follower of Sokrates, therefore his 'spiritual son', and the audience deduces that
Amphitheos is really Hermogenes.

Another historical interpretation is that of Sterling Dow,5 who pointed out from
inscriptional evidence that Aristophanes had a fellow-demesman named Amphitheos. The
inscription, IG 12 2343, is on a cult table of a thiasos whose priest was from
Kydathenaion, Aristophanes' deme; it gives the names of the members of the thiasos,
among which are Amphitheos and Philonides, probably the Philonides mentioned in the
hypotheses as the producer of Wasps and Frogs. (Aristophanes himself is not on the
table.) Griffith says that "this fresh piece of information does not invalidate the current
identification with Hermogenes", remarking that Dow "was concerned only with the
inferences to be drawn from the name given on the stone",0 by which he means that Dow
is merely demonstrating that Amphitheos was an actual Greek name, not a comic coinage.
But the inference which Dow is drawing is that Aristophanes knew someone named
Amphitheos and was portraying this acquaintance when he named his character
Amphitheos. The character cannot be meant at the same time to represent two different
historical people, Amphitheos and Hermogenes. The question is whether he represents

either one.

4This element of the argument, listed by Starkie in his note to Ach. 47 as if from Miiller-
Striibing, must have been another's contribution; M.-S. says simply "wenn meine
Vermuthung aber richtig ist, dann muss auch in dem Namen Lykinos, dem Sohn der
Phainarete und Vater unsres Unsterblichen, eine den Athenern natiirlich augenblicklich
versténdliche Anspielung auf Sokrates selbst verborgen sein, fiir deren Aufklédrung ich
freilich nicht die entfernteste Vermuthung habe" (p. 698).

SDow (1969), pp. 234-235.

6Griffith (1974), p. 23.
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The first question to be asked is whether there is anything about the portrayal of
Amphitheos which requires explanation by outside reference. It seems clear enough, first
of all, why Aristophanes chose the name Amphitheos; that was for the purpose of the
extended joke, first the response to the literal meaning of the name ("You're not human?")
and then the comic genealogy explaining Amphitheos' divine origins. The name, then, is
well motivated and meaningful in the context, and does not in itself require a referent to
explain its presence. Itisindeed interesting to find that Aristophanes may have known a
person named Amphitheos; perhaps the poet got the inspiration for the joke by thinking
about the meaning of his acquaintance's name. But this is not to say that he is presenting a
portrait of Amphitheos. There is no reason to suppose that Amphitheos was a prominent
enough person to be known to and recognized by the general audience.

The point of the passage lies in the genealogy, and in the gibe at the prytaneis for
withholding travel expenses. It is not a burlesque of Amphitheos, who is a relatively
serious character in that he carries out the business of making the peace for Dikaiopolis,
action essential to advance the plot of the play. In fact, it is necessary for the purposes of
this action that Amphitheos be just who he says he is, someone sent by the gods to make
peace between Athens and Sparta. The claim that the gods sent him is epic or tragic in
nature, and lends support to those who think that the genealogy is a parody of Euripides'
genealogical prologues.7 The claim means that the gods, like Dikaiopolis, favor peace,
implicitly putting 3ikn on the side of Dikaiopolis. But for dramatic purposes, at the

beginning of the play Dikaiopolis is alone among the Athenians in desiring peace; hence

7Although the scholiast is evidently not correct in asserting that the prologue of the
Iphigeneia inTauris is the subject of the parody, since the IT is dated about 414, still it is
quite possible that this sorr of prologue is being parodied; many of Euripides' plays do
open with some kind of genealogy. Another possibly paratragic feature of the Amphitheos
genealogy is that it makes changes in the usual myth (or at least in the versions we know
of), while keeping the familiar names of the Eleusinian family; Keleos is made
Triptolemos' grandson (instead of his father), and the original Amphitheos is inserted as
the son of Triptolemos and Demeter, although there does not seem to have been any myth
that Demeter had children by Triptolemos. On the complexities and variability of
Eleusinian genealogy see Henrichs (1985) pp. 1-8 (with n. 8 on Triptolemos).

\
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Aristophanes preferred to make Amphitheos a messenger of the gods rather than simply
another citizen who wanted peace, and to leave Dikaiopolis in his lonely position.

The names Phainarete and Lykinos in Amphitheos' genealogy remain a problem, but
the equation with Hermogenes is not the solution. None of the evidence brought to support
this equation will stand scrutiny. First, it is said that Hermogenes traced his ancestry back
to Triptolemos, a claim based on a misreading of Xenophon Hell. 6.3.3-6. This passage
has an embassy speech made by Hermogenes' elder brother Kallias, seeking peace with the
Spartans in 371. In it Kallias mentions that his family has a hereditary proxenia with
Sparta;8 he then goes on to argue that the two sides (Athens and Sparta) should not be
fighting each other, because they have ancient friendly relations with one another going
back to Triptolemos and Herakles (Sikaiov pév olv Av undt Sma emipépeiv dANANOIG
AMBS, Emel MéyeTan pév TpimTdhepog 6 ApéTepog Tipdyovog T& AAunTpog kai Kdpng
dppnTa iepd TPWTOIG E,évo;(; deigan ‘HpoakAel Te 7@ bueTépey dpynyéTn kai
Aiookolpoiv Tolv GpeTépoiv ToAiTanv...). It is quite evident that Kallias is talking about
the Athenians, not his own family, when he says "us" and "our", just as he means the
Spartans when he says "your". This is no attempt to trace the family back to Triptolemos.

Griffith remarks (p. 23) that "Hermogenes was always, it seems, in poor financial
circumstances (cf. Plato Crat. 384 ¢ 5 and Xenophon Mem. 2. 10), so that the wry allusion
by Aristophanes’ Amphitheos to his lack of journey-money (4681 oUx gxw. Ach. 53)
gains in point." But from a comic standpoint, there is no point in mocking someone for
being poor unless he was once rich (or perhaps is trying to appear rich). Hermogenes was
the son of Hipponikos, an extremely wealthy man (And. 1.130, Lys. 19.48), and we may

assume that, like his brother Kallias, he was in good financial circumstances at least while

8Kallias also says that he has been on peace embassies to Sparta twice before; since he is
the ambassador, not his brother Hermogenes, it would seem that Kallias is a more likely
candidate for the historical referent of Amphitheos than Hermogenes, if one must be found.
Kallias was also a friend of Sokrates; Xenophon's Symposium takes place at his house.
And Kallias was often mentioned in comedy (Ar. Eccl. 810; Av. 283, 284; Ra .432; fr.
117, 583 Kassel-Austin), whereas we have no references to Hermogenes.
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his father was alive. And in 425, at the time of Acharnians, Hipponikos was very much
alive; he had served as strategos in 426 and did not die until shortly before 422 (PA 7658).
After Hipponikos' death Kallias was considered the richest heir in Greece and subsequently
became known for losing most of such a large fortune (Lys. 19.48), but in 425 he was still
rich, so the reference would not suit him, either. From the Xenophon passage (Mem. 2.
10) one may infer that at the time of that conversation Hermogenes has recently lost his
money on account of some political turmoil, because Sokrates, in recommending
Hermogenes to Diodorus, says viv 8¢ 8i& T& mpdypaTa edwvoTdTouc ¥oTi pidoug
ayaboug kTAcacbar (Mem. 2.10.4). Presumably this is Hermogenes' situation at the
time of Plato's Cratylus as well; he is seeking money, not because he never had any, but
because he has lost what he formerly had (Crat. 384c5). In short, it is most likely that
Hermogenes was well off in 425, and did not find himself in poor financial circumstances
until later, and most unlikely that Amphitheos' reference to lack of travel expenses has
anything to do with Hermogenes. There is no need at all to seck a historical individual to
connect with the remark about ¢p68ia; the point is that the prytaneis will not give any
money, even to someone sent by the gods, if it will contribute toward making peace with
Sparta.?

No doubt it was Miiller-Striibing's desire to explain the presence of Phainarete and
Lykinos in Amphitheos’ genealogy which led him along the rocky path to Hermogenes in
the first place. Since Phainarete was Sokrates' mother's name, Miiller-Striibing would like
to find in Lykinos a reference to Sokrates. The idea (perhaps Starkie's contribution) that
by Lykinos the audience would understand "one who frequented the Lycaeum," and by
that, Sokrates, is ingenious but desperate. Possibly if the name Lykinos were a comic

coinage the audience might begin to look for a hidden referent, but Lykinos is a normal

IContrast the two drachmas a day which the ambassadors to Persia have been receiving for
the last eleven years (Ach. 65-67).

i
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Attic name. 10 Also, it seems unlikely that mention of the Lycaeum, even if there were one

here, would necessarily call Sokrates to mind. Many other sophists frequented the
MLycaeum, and Sokrates could be found in many other places; there is no exclusive
association of the Lycaeum with Sokrates. It is unfortunate that we cannot recapture the
humor of Aristophanes' inclusion of Phainarete and Lykinos in the genealogy, because we
simply do not know to whom these names belong; perhaps the point had something to do
with the tragic parody, and would be made clear if we possessed the prologue which is
being parodied. At any rate, there does not seem to be a good reason for supposing that
Amphitheos is being called a son of Sokrates, spiritual or otherwise.

The results of this discussion of Amphitheos, namely that Amphitheos is not a cover
name for Hermogenes, and that the passage stands on its own without an historical
referent, accords with the principle that Aristophanes does not bring a historical person
onstage without burlesquing him; properly interpreted, the passage is not a burlesque of
Amphitheos, and this gives us reason to suppose that he is not a historical person. The
treatment of Amphitheos may also be contrasted with the treatment of Kleon in Knights.
The latter treatment suggests that Aristophanes does not normally introduce characters
under cover names, and that when he does he makes it abundantly clear who they are
supposed to be.11 In the case of Amphitheos, for Aristophanes to have intended a
historical reference in the way Miiller-Striibing suggests would have been far too subtle to

be effective; the comic poet gains nothing if the audience does not understand what he is

talking about.

10° A famous Lykinos was the plaintiff in a trial of 347 in which Demosthenes represented
the defendant, Philokrates (Aeschin. 2.13., 3.62).

11Griffith's passing remark (p. 23) that Hermogenes' name "bears a rhythmical
resemblance to Amphitheos" is irrelevant. Hundreds of Greek names bear a rhythmical
resemblance to Amphitheos. We have no reason to think that, if Aristophanes used cover
names, they were metrically equivalent to the referents' names. The one certain case of a
cover name, 'Paphlagon’, is not metrically equivalent to 'Kleon'.
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B. 'Demosthenes and Nikias'

The prologue of Knights is spoken by two slaves of Demos, whe are never named
in the play. However, in complaining of the upstart slave Paphlagon's behavior, one of the
two slaves remarks (lines 52-57):

€T dvapmaoag

6 T1 Gv TIg AUV okeudon TY SeomdTy

MagpAaywv kexapioTal ToiTo. Kai mpwNnV y' époi

palav pepaxoTog év MiAe AakwvikAv,

TTAVOUPYOTATA TTWG TIREASPAHMY UQaPTTACHG

alToG Tapédnke TAV UTT' éuol pepaypévnv.

The historical reference is to the famous capture of the Spartans on Sphakteria in 425, a feat
for which Kleon (Paphlagon), as the general in charge at the end, received the credit,
although the idea of fortifying Pylos and the major work of the siege was carried out by
Demosthenes.!

It must have been on the basis of these lines that the theory, reported in the second
Hypothesis? to the play, was advanced, namely, that one of the slaves (the First Slave,
OikéTng A', in most texts) is supposed to be the general Demosthenes, and the other
represents Nikias. Since the statement in lines 54-57 is the only thing which either slave
says to connect the speaker with an actual person, there is no evidence in the play at all that
the Second Slave was intended to be Nikias. Even the writer of the Hypothesis is tentative:
Aéyouoi B¢ TQv ofkeT@V ToV piv elval AnpooBévny, Tév 8¢ Nikiav, va dot
Snunyspoi of dbo. Clearly Nikias has been picked out as a suitable famous generai to
balance Demosthenes; the assumption is that if the one slave is Demosthenes, the other
must be a statesman as well, even though Aristophanes does not tell us which one.

Editors and commentators have almost universally accepted the identification of the

First and Second Slave with Demosthenes and Nikias, even when they adopt Dindorf's

IThucydides 4. 3-23, 26-39.

2Hypothesis 2.2 in Hall and Geldart's Oxford edition; Hypothesis 1.3 in Coulon's Budé
edition. The characters were designated Demosthenes and Nikias in the manuscripts (RV).
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designations OikéTng A'and B' (as most recently Coulon3) instead of actually printing the
names Demosthenes and Nikias (as do Hall and Geldart, as well as Sommerstein). These
identifications are even used as arguments for assigning particular lines to one slave or the
other, on the basis of the supposed characterizations of the two generals; thus line 13-14,
oU pév odv poi Aéyé, Tva pf paywpan must be assigned to the 'Nikias' character because
Nikias in real life was supposed to be timid and hesitant.4 The lone skeptical voice is that of
K. J. Dover, who has twice argued for a more cautious approach5, while stopping just
short of an assertion that the two slaves are in fact not intended to be Demosthenes and
Nikias. It is possible, says Dover, that "conceptions of dramatic symmetry" on the part of
later readers have led to the identification of the two slaves with historical individuals. "It
is dramatically desirable, given that the Paphlagonian is Cleon, that the two other slaves
should consistently represent real individuals. It is certain that if the speaker of 40-72
consistently represents any real individual, he represents Demosthenes. It then becomes
doubly desirable that the remaining slave should consistently represent a real individual."6
Dover goes on to make three points about the identification of the second slave with Nikias,

without further argument on any of them:

3Coulon always refers to the characters as Demosthenes and Nikias in the apparatus
criticus, e.g on line 16, "Niciae contin. et post 18 transp. Richards: Demostheni trib. et
inter 15 et 17 inser. RV®." Also, the accompanying translation makes the identification
explicit.

4The reader not predisposed to find a portrait of Nikias in the Second Slave will find that
the amount of individualized characterization in the two slave roles is minimal, The First
Slave is dominant; he has the idea of stealing something to drink and investigating the
oracle, while the Second Slave carries out the plans. The dialogue is set up to introduce
jokes rather than to characterize the slaves. We may note that when the First Slave reads
the oracle predicting that a sausage seller will rule the state, the Second Slave does not
show any hesitancy about the idea but is eager to start looking for the new ruler, points him
out and shouts to him right away (lines 145-149).

5The first article is "Aristophanes, Knights 11-20," Dover (1959), 196-199; the second,
"Portrait-Masks in Aristophanes," Dover (1967), where the argument referred to is on pp.
24-26. Both articles are reprinted in Dover (1987).

6Dover (1959), p. 198.

1
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(i) If the second slave represents a real person, Nicias is not
necessarily the best candidate. We have been influenced by Thucydides'
selection, emphasis, and portrayal of the events of 425; so had the
Hellenistic scholars; Aristophanes had not.

(i) If the slave is Nicias, he is not necessarily invested with the
character which the Sicilian Expedition, several years after Eq., revealed in
Nicias.

(i) In the whole of the opening dialogue of Eq. there is no passage
which requires for the appreciation of its humour any knowledge of the

character of any real person.’

In Dover's second article, his skepticism is strengthened; speaking of the first
article, he says "I was not at that time fully aware of the lengths to which irresponsible
Hellenistic theorising about the identification of characters could go, and I consider now
that I showed insufficient disrespect for the theory advanced in the Hypothesis of
Knights."8

Certainly any argument that the First Slave is not Demosthenes must deal with the
issue of consistency to which Dover refers. Is it possible for a character both to be and not
to be representing a certain individual? In fact it is. The best example perhaps is the
character Dikaiopolis in Acharnians. For most of the play Dikaiopolis speaks as the comic
hero of the play, the Attic-farmer-become-polis-unto-himself protagonist. But at two
points in the play, first just before he goes off to borrow Telephus' rags from Euripides
(lines 377-382), and second when he comes back with the rags, at the beginning of his
speech to persuade the hostile chorus (lines 496-508), Dikaiopolis suddenly speaks in the
voice of the author of the play; he talks of himself as having suffered at Kleon's hands for
last year's play (1. 378 81 v Tépuor kwuwdiav), as being a writer of comedy (1. 499
TPUYwdiav Toidv), alludes again to the attack by Kleon (1. 502-3, o0 yép pe viv ye
SraBadel KAéwv 871 / Eéveov TapdvTwv TV mdMV kakdG Méyw), and refers to the fact
that the play is being produced at the Lenaia (1. 504). None of these remarks is appropriate

to the character Dikaiopolis, who has for the moment 'become' the author. One cannot sa
y

"Dover (1959), pp. 198-199.

8Dover (1967), pp. 24-25.
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precisely where he becomes Dikaiopolis again, but he must be considered to be in line 406,
where he gives his name (Aikaidmolig kahéd o' & XoAAdBng ¢y); and after the second
passage, the reference to having had his vines cut in line 512 suggests that the farmer- hero
is now speaking. Thus, for the space of 12 lines or so, a character in the play drops his
persona, speaks as a real contemporary person, and then picks up the persona again.?
Aristophanes clearly does not see this kind of inconsistency as a problem; consistency in
characterization is not his goal.

It is possible, then, that the First Slave in Knights, who nowhere else gives any
indication that he represents a real person, for a few lines speaks in the voice of the general
Demosthenes, and then goes back to being simply the First Slave. However, it is more
likely that Aristophanes did not intend the audience to see Demosthenes in the passage at
all. The point of the lines is in the jab at Kleon for taking credit for the work of others;
who the others are is not particularly important. The lines come in the middle of a 32-line
speecn by the First Slave, the purpose of which is to describe to the audience the dramatic
situation at the opening of the playl0, a task which the First Slave accomplishes by
characterizing Paphlagon and describing the hold he has over Demos. Part of the
characterization of Paphlagon is the way he tyrannizes over his fellow household slaves,
allowing no one else to be seen serving Demos, and causing the other slaves to be unfairly

punished.1! In this characterization the literal (the situation in terms of the the play) mixes

IThere is a modern parallel in the way Groucho Marx, in his films, is both the character he
is playing and at the same time still Groucho Marx. He will even turn directly to the camera
and say, e.g. "Well, all the jokes can't be good. You have to expect that once in a while,"
(Animal Crackers).

10¢f, line 35 BoUAel T6 mpdypa Toig BeaTaloy pphow;

Ycf, lines 66-67, a sample threat of Paphlagon quoted by the First Slave: opdiTe TOV
“YAav 81" ¢ug paoTiyoluevov; €f A W dvameioeT, dmobaveiode TAuepov. There is
no point in looking for a historical referent for Hylas (as Neil ad. loc., "Alcibiades may be
meant here"); the situation is being expressed here solely in terms of slave life.

1
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inextricably with the metaphorical (its application to Kleon and public life) in good
Aristophanic fashion. So for example lines 58-60:

nuaig &' ameAadver kolk éd TOV SeomrdTNV
aAAov Bepateleiv, &ANG Bupoivnv Exwv

deimvolvTog €T &ToooBel Touc ANTopOG.

The image is of the slave Paphlagon sitting by his master at dinner and solicitously
shooing away the--orators (a map& mpooBokiav for puiog). Paphlagon is at the same time
both the overbearing slave of the play and the demagogue Kleon keeping the other
politicians at bay. The shooing has a metaphorical meaning, while the element of the slave
sitting by the master at dinner belongs to the literal plane of the play. Likewise in the
previous lines (54-57) about the "Laconian loaf" the image is of the slave Paphlagon
stealing and serving up food prepared--"at Pylos"12--by another slave. I believe that the
First Slave's complaint is made in his character of the slave of the play, and that the
inserted contemporary reference did not require that every element of the picture be equated
metaphorically with some feature of real life. That is, the loaf may represent the victory at
Pylos without necessarily causing the First Slave to represent Demosthenes.

To continue further with the discussion of "symmetry and consistency," let us
observe that Knights is not a consistent allegory. The mixture of literal and metaphorical
noted in the preceding paragraph alone is enough to prevent consistent allegory. Although
Paphlagon may represent Kleon and Demos may represent the Athenian people, they do not
represent them consistently. And since Aristophanes is not writing strict allegory, he does
not feel obliged to make every character in the play represent a historical person just
because he has made one do so. If he did, then the Sausage Seller, Agorakritos, would
represent some real demagogue, more distasteful than Kleon, who, in Aristophanes'
opinion, should take over the leadership of the people; clearly this is not the case. The

Sausage Seller is a comic invention of the playwright, with the paradoxical function of

12For the pun MiAoc/mbeAoc, see Neil ad loc.
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being both worse and better than Paphlagon. Neither did Aristophanes have any obligation
to make the First and Second Slaves represent particular historical politicians. They are
much like the two slaves who speak the prologue of Wasps, introducing the dramatic
situation to the audience, while taking the opportunity to drink some wine in the process.13
But their part in the action of the play is more substantial than that of the slaves in Wasps ;
in this respect they are similar to Peisetairos and Euelpides at the the beginning of Birds . It
is the First Slave who formulates the problem and finds a solution to it; with the aid of the
Second Slave, he discovers the oracle and induces the Sausage Seller to challenge
Paphlagon. Thus, although the Sausage Seller later takes over as protagonist, in the
beginning of the play the First Slave is really a small-scale comic hero, whose idea is
worked out in the rest of the play.

His similarity to the prologue slaves of Wasps and to comic heroes such as
Peisetairos leads one to expect that the First Slave of Knights does not represent a
historical person, but is rather an imaginary character belonging only to the play. This
conclusion accords with the principle that Aristophanes brings on historical characters only
to burlesque them. The character of the First Slave is not at all a burlesque; no fun is being
poked at him, any more than at Peisetairos. The same may be said of the Second Slave. 14

The absence of lampooning suggests that the two characters are not meant to be historical.

13S]aves drinkin g on the sly was evidently a comic topos; in Wasps both slaves drink,
while in Knights the First Slave drinks and the Second argues with him about it. Attempts
to see in this a characterization of Demosthenes and Nikias are misguided. (Plautus uses
the topos as well, e. g. Amph. 427 ff.)

14cf. G. E. M. de Ste. Croix (1972), Appendix XXIX, "The political outlook of
Aristophanes": "Even if Nicias is the second slave in Knights 6 ff., he is not blackguarded
there,” (p.362). Ste. Croix also observes that there are almost no derogatory references to
Nikias in Aristophanes: "...it is all the more remarkable how gently Aristophanes treats
two men who were certainly among the most conspicuous political figures of their day:
Alcibiades and Nicias... Nicias escapes Aristophanes' lash altogether, apart from the word
HeANovikiav in Birds 640 and perhaps the mysterious fr. 100...Knights 358 is if anything
sympathetic” (p. 361). At Knights 358, the Sausage Seller boasts: AopuyyI®d Toug
pATopag kai Nikiav Tap&&ew. This reference to Nikias fits rather badly with the idea that
the Second Slave represents Nikias.

3
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There is one final argument used to support the idea that the two slaves represent
Demosthenes and Nikias, and that is that the actors were wearing portrait masks, masks
which so closely resembled the men in question that no further identification was required
for the audience to recognize them. The essential question here is whether it is likely that
the playwright would rely solely on portrait masks to identify characters to the audience.15
K. J. Doverl6 has discussed the problems attendant on making portrait masks in 5th
century Athens; he points out quite rightly that most Greek men had dark hair and beards,
and did not wear glasses, uniforms, or smoke cigars.17 Furthermore, the masks had to
have wide eye and mouth holes which could not be realistic. Under these conditions, it
surely would have been impossible to make a portrait mask of most individuals which
would be so distinctive as to be immediately recognizable.18 There is another difficulty
which Dover does not mention, and that is the size of the theater. T. B. L. Webster!9
describes the theater of Dionysos at Athens from the perspective of the audience:

The distance from the front of the 'stage’ across the orchestra to the

front row of spectators was 60 ft. in the fifth century and over 70 ft. in the

fourth century; in Drury Lane it is only 48 ft. from the front of the stage to

the centre of the dress circle. The back rows of the theatre of Dionysos

were about 300 ft. from the stage. This means that an actor 6 ft. high

would look about 3 1/2 in. high to the spectator in front and 3/4 in. high to
spectators at the back. On this scale without footlights facial expression

15The existence of portrait masks is not questioned by most scholars; indeed, the reference
to a portrait mask in Eq. 230-233 seems certain. The literary testimonia are examined by
Stone (1981), pp. 31-38.

16Dover (1967) 16-28.

17That is, they did not, for the most part, have convenient 'iconography' or objects
associated with them by which they could be recognized, as the gods did. It is possible
that some people did have such iconography; Lamachus, for example, was associated with
a Gorgon shield and perhaps a distinctive crest on his helmet, to judge from Acharnians.
Still, he is also identified by name, loudly and often.

18S.tone, op. cit. p. 36, argues unconvincingly that there are "many subtle but important
facial characteristics not mentioned by Dover" which might have been represented; such
subtlcties would be lost over the distance involved.

19Webster (1970), p. 4.

Al
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would mean little to the front rows, and the advantage of a mask,

necessarily slightly larger than the human face and with the features firmly

painted, is obvious.

In other words, in order to allow the spectator 300 feet away to see the face at all, a
large mask was necessary. At this distance, the best-made likeness in the world could
hardly be expected to be effective. The use of portrait masks alone would not have been
sufficiently reliable identification. For this reason, the poet normally has the person's name
mentioned either before or shortly after his entrance, to make sure that no one misses the
identification.20 In the case of historical characters, there is the tendency to prepare for the
person's entrance by mentioning his name considerably before he appears. Euripides and
Lamachos in Acharnians, 'Paphlagon’' (Kleon) in Knights, Sokrates in Clouds, Euripides
and Aischylos in Frogs, Agathon in Thesmophoriazusae, all are announced before their
entrances, to prepare the audience for the arrival of a historical character. Besides the
tendency to name historical characters before or upon their entrances, one should also note
that they are all in fact named. Aristophanes gains nothing if the audience does not
recognize the person he is lampooning; thus, if it is important to know who the person is,
he tells the audience his name so that it can't be missed. We should not look to portrait
masks alone to identify 'Demosthenes' and 'Nikias'. If Aristophanes had meant these
characters to represent historical people, he would have mentioned their names in the

dialogue.

20Since this is the sort of name introduction which modern readers or audiences expect, it
may be useful to point out here that for Aristophanes it was by no means de rigeur.
Invented main characters are very often introduced only long after their appearance (see the
section Late Naming of this thesis), and many characters never receive any names at all
(e.g. the two slaves of Knights under discussion; the relative of Euripides in
Thesmophoriazusae, the doorkeeper of Hades in Frogs, etc.).

A
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C. Derketes of Phyle

In the jambic scenes of Acharnians where various people come to Dikaiopolis
asking for a share in the peace, a character comes in who is blind from crying over the loss
of his pair of oxen, stolen by the Boeotians. The man says his name is Derketes, from the
deme Phyle (1028), and he asks Dikaiopolis to anoint his eyes with peace so that he can see
to find the oxen; Dikaiopolis summarily refuses and Derketes exits (1036). Some readers
have been troubled by the lack of sympathy Dikaiopolis shows the unhappy farmer; in
particular, D. M. MacDowell (1983) in his article "The Nature of Aristophanes’
Akharnians" seeks to defend Dikaiopolis by finding in Derketes a reference to a historical
person. A. H. Sommerstein had already pointed out that there was inscriptional evidence
for the name, but drew no conclusions from that evidence.

L. P. E. Parker, in a review of Sommerstein's Acharnians,! picks up the
information about Derketes and sees possible significance in it, remarking that

"...the question of whether an Aristophanic character is a caricature of an

individual, or of a type, or a creation of pure fantasy is of literary importance, and

any evidence which tends to resolve it is worth noting. A striking example is the
fact recorded by S. on 1028 that there really was a man called Dercetes of Phyle.

The identification, even if it were certain, would be worthless in itself, but the fact

that the Dercetes of the play may be a caricature of a real person has a bearing on

certain current interpretations of Dicaeopolis as a 'selfish' comic hero. To refuse a

drop of peace to a destitute peasant looks selfish; to refuse it to a grotesque

representation of some public figure of momentary notoriety is quite a different

matter” (p. 11).

Thus Parker and MacDowell wish to solve the problem of Dikaiopolis' apparent selfishness
by finding in Derketes a hidden contemporary reference to a real person who would have
been perceived as deserving of Dikaiopolis' refusal. I quote from MacDowell's

discussion, p. 159:

"The key to this passage, overlooked by authors of books on Aristophanes and
commentators on Akharnians, is that Derketes of Phyle is not a fictional character

1Parker (1983), 10-12.

\
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invented by Aristophanes, but a real person, like Lamakhos and Theoros in other
scenes of the play. The evidence is in two inscriptions of the first half of the fourth

century, which mention a man named Derketes of the deme Phyle (IG 112 75.7,
1698.5-6). Derketes is a very uncommon name, and the coincidence of the same
deme as well as the same name is most unlikely to be accidental. Either Derketes of

Phyle in the inscriptions, who lived early in the fourth century, is the same man as

Aristophanes has introduced into the play, or else he is another member of the same

family, perhaps a son or grandson. In any case we should accept that Derketes in

Akharnians was a real person."

MacDowell goes on to speculate that the real Derketes had done something known to the
audience which caused him to be deserving of the treatment he got from Dikaiopolis,
something such as supporting the war until he was personally afected by it; this supposition
then frees Dikaiopolis of the charge of selfishness.

However, even granted that there was a historical Derketes of Phyle known to
Aristophanes, I do not believe that the passage will support MacDowell's interpretation.
Rather, the situation is similar to that of Amphitheos (q.v.): the name, which happens to be
that of a real person, is used in order to make a joke, not to launch an attack against that
person. Neither MacDowell nor Parker take any account of the fact that Derketes is a
significant name in the context. Derketes, from Bépkeabon, "look, see clearly," is a comic
name for someone who has just literally cried his eyes out. Starkie explains the name as "a
jesting allusion to the loss of his eyes, as if he had called himself 'Argus," and renders the
name as 'Bright Eyes'. Further, there is a point to the demotic as well; the deme Phyle was
located on the Boeotian border, so the Boeotians had good opportunity to seize his cattle.2
In other words, Aristophanes has used the name and demotic as inspiration in setting up the
comic situation, but that is as far as we should look for a real Derketes of Phyle in the play.
Certainly if Aristophanes meant the audience to understand that Derketes was being justly
repulsed for something he had done, he would have made reference to the man's fault, or at

the very least to the justice of his rejection. But Dikaiopolis rejects the man instantly,

before he has any idea who he is. When Derketes first identifies himself as avip

2Here is also a word play, noticed by Starkie, between Bée and BoichTiol.
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kakodaiuwv (1019), Dikaiopolis immediately replies "Keep to yourself now!" 3 And when
Derketes gives his name and asks for some peace salve, Dikaiopolis merely tells him that he
is not a public doctor; it is not his business to 'cure’ other people's problems. There is no
hint at all that Derketes is being criticized for any fault or action. It would have been simple
enough to have Dikaiopolis say "Derketes! The informer [or warmonger or father-beater or
what have you]? I don't give peace to people like you." But the playwright is not
attacking Derketes. Clearly Dikaiopolis is rejecting automatically any requests people make
to share in his peace, and there is no idea here that Derketes has personally done anything
special to deserve this rejection. Dikaiopolis also autofnatically rejects the Best Man's
request; it is only when the Bridesmaid appears and he finds her request amusing that he
makes an exception, &Tify yuvA) 'oTi Tol ToAépou T' ovk &Eia [ or aiTia, Blaydes]
(1062). The logical implication is that the men are_collectively deserving of [or responsible
for] the war--all except Dikaiopolis, the only man willing to negotiate for peace. Asthe
Chorus remarks upon Derketes' exit (line 1037), avip évedpnkév Ti Taic omovSaiaiv
N8y, kolk Eoikev oUdevi peTadwoeiv, "The man [Dikaiopolis] has found something
pleasant in the treaty, and it doesn't look like he is going to share it with anyone." This
statement of the chorus must be reckoned with by those who wish to explain away
Dikaiopolis' selfishness. The chorus is underscoring the fact that Dikaiopolis is going to
be selfish with his peace, as he has a right to be. The metaphor of the peace treaty as a skin
of wine is continued; there is only a limited quantity of peace, Dikaiopolis purchased it, and

he is not about to start doling it out to everyone.4

3¢f. Clouds 1263, where Strepsiades rejects a creditor (who says he is avrp
kakodaipwv) in exactly the same words.

4Derketes asks for "some peace--even just five years' worth" (ué Tpnoov eipAvng i pol,

kav mévT €7 1021); the metaphor has been changed a bit from the earlier one in which
the age of the wine represented the length of the peace. Now it is the quantity which is
proportional to the duration of the peace.

\
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Aside from the question of Dikaiopolis' 'selfishness' (discussed further in the
section on Dikaiopolis), we may ask whether the character Derketes really deserves all the
sympathy which tender-hearted modern readers feel for him. Ibelieve that Aristophanes
wrote Derketes' part as ridiculous rather than pitiable, at least from a Greek point of view.
Of course it is unfortunate that his oxen were stolen, but that is not the proximate cause of
his visiting Dikaiopolis. The problem is that he spent so long blubbering over his loss that
he ruined his eyesight; this is surely idiotic behavior on the part of a grown man, and
would have been seen as such by the audience. By his foolish behavior he has caused his
own difficulty, and this makes him much less deserving of pity.5 Also, the Greeks did not
consider physical handicaps or deformities automatically as grounds for pity; they are often
treated as legitimate grounds for ridicule in Old Comedy.6 Derketes, then, is a silly rustic;
he wants the oxen back because they kept him supplied with dung (¢v m&i01 BoAiTolc,
1026), not because he is starving or destitute. (The Megarian at Dikaiopolis' market, by
contrast, is portrayed in a much more pitiable fashion than Derketes.) The character is
thoroughly laughable, and, if played that way by the actor, should not have aroused any
great pity in the audience. We need not look for a hidden and unrecoverable contemporary

reference to explain this passage.

SDover (1974) pp. 196-7 refers to two very apposite passages on this subject: "Arist. Eth.

Nic. 1114225-8 considers that while it would be right to pity a man blinded by an accident
it would be appropriate to reproach, not to pity, a man who had gone blind through
alcoholism,"” and Soph. Phil. 1318-20: "When men are involved in ills that they have
brought upon themselves, as you are, it is not dikaios that they should be forgiven or that
anyone should express pity for them."

6For this point see Dover (1974), p. 201: "Both tolerance and compassion, of course, are
relative. Not even Athenian society, let alone that of other Greek states, was tolerant by
our standards, and in certain important respects we may judge the Athenians lacking in
compassion, notably in the individual's reluctance to involve himself in the (perhaps
divinely caused) misfortunes of others (‘Go your own way!' says Strepsiades
apotropaically to the creditor who announces himself as kakodaimon [Ar. Clouds 1263], or
the brutal jokes against skin- or eye-diseases from which one eminent figure or another
happened to suffer (Ar. Birds 150 f., Eccl. 400 f., Wealth 665 f., 716-25)." To this list
add Birds 1569, the deformed Laispodias; Birds 1294, one-eyed Opountios; Cratinus fr.

71 oxivoképadog (of Perikles).

1
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D. Kleisthenes and Straton (Acharnians 118-122)

During the opening scene of Acharnians, three apparently Persian characters are
introduced: Pseudartabas (the Eye of the King) and two eunuchs who accompany him.
The ambassadors to Persia have brought them back to appear before the Athenian assembly
(lines 90-91). The eunuchs are non-speaking roles, while Pseudartabas speaks two lines,
one in Persian (or something like it) and one in pidgin Greek (100, 104), the import of
which is that the Athenians will not get any gold from the Persian king (o0 Afdy yploo,
XouvoTpwkT' ‘laovad, 104). When the Athenian ambassador attempts to impose just the
opposite meaning on Pseudartabas' statement (&xévag 88 ye xpuoiou Aéyei, 108),
Dikaiopolis waves him off and proceeds to question the Persian himself, first threatening
physical punishment in order to get the truth (just as one would have interrogated a slave).
Pseudartabas and his attendants answer Dikaiopolis’ two questions with nods, upon which
Dikaiopolis declares that they must be Greek; he then says he recognizes one of the
eunuchs as Kleisthenes, and suggests that the other is Straton. The passage is as follows:

‘EANAvikéV ' émrévevoav &vBpec oo,

KoUK €00’ 8mrwe olk eioiv ¢vBEVS' GlTOOEV.

kai Tolv pév edvolyoiv Tov ETepov TouTovi

EyQd' 8¢ ¢aTi, KAetoBévng 6 ZiBupTiou.

& BepuoBoudov TPwkTOV ESupnuéve,

ToIOVBE Y', & Tibrke, TOV MOy wV' Exeov

euvoiyog fApiv ANBeg £okeuaopévoc;

681 8¢ Tig TToT €oTiv; ol BAmou ITpaTwy;  (Ach. 115-122)

That is the end of the exchange, which is broken off by the aiya, k&0i1l¢ of the
herald (123). The question, then, is, are the Persian eunuchs really disguised Athenians?

That is, are the eunuchs, in the context of the play, intended to be understood as the

effeminate Athenians Kleisthenes and Straton wearing eunuch costumes?

4
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Most modern scholars have thought that they are; however, K. J. Dover,! followed
most recently by C. Chiasson,2 has argued that they are not; each offers a different
interpretation of the stage business in the scene to help clarify it. Both Dover and Chiasson
point out, rightly, that lines 114-115 refer to the entire Persian delegation, including
Pseudartabas; Dikaiopolis says in jest that they must all be Greek. Yet only the eunuchs
are identified with specific Athenians, whereas there is no further suggestion that
Pscudartabas, clearly a Persian, is really Greek. This circumstance is an indication that the
eunuchs are not disguised Greeks, either. Rather, this is a kind of joke, a form of personal
invective, not infrequent in Aristophanes; it involves calling a character by another (real)
person’s name, because the two are alleged to share some characteristic. An example
which involves Kleisthenes again may be found at Thes. 235; Euripides has shaved his
relative and holds up a mirror for him to see how he looks. In reply to Euripides' question
Opdg oeauToV; the man replies o0 pé Af' 4AA& KAeioBévny, as if he were looking at
Kleisthenes in the mirror (because Kleisthenes is hairless). Similarly Thes. 97-98, where
Euripides is attempting to point out to his relative the effeminate Agathon, and the baffled
relative finally says éyc y&p ol 6pd &vp' 00BEv' V04’ BuTa, KupAvnv 8 dpd.
Again, this does not mean that Agathon is disguised as Kyrene; he is simply called Kyrene
to imply that he and Kyrene share a characteristic (femininity). The same sort of joke is
being perpetrated in our Acharnians passage; Dikaiopolis claims to be seeing two
Athenians in the Persian eunuchs as a way of comparing the Athenians to eunuchs. We
should not imagine that the eunuchs are wearing portrait masks of Kleisthenes and Straton,
or that the audience thought that Kleisthenes and Straton were being represented on stage.
Further, such identification would add undesirable complication to the joke. It would mean

that Kleisthenes and Straton were disguising themselves as Persians to deceive the

IDover (1963), pp. 6-25.

2Chiasson (1984), pp. 131-136.

\
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Athenian assembly for some reason, although the only deception they practice is that of
wearing Persian dress. Aristophanes is not ridiculing Kleisthenes for fooling the people in
the matter of the embassy to Persia (he ridicules the ambassadors for that), he is ridiculing
him for being effeminate, and to do so all he needs do is suggest that Kleisthenes resembles
a eunuch. Evidently this is a joke of which Aristophanes never tired; fourteen years later
he is still mocking Kleisthenes for the same reason.3

One major problem in interpreting this scene has been caused by line 120 (Toiovde Y,
@ Tribnke, TOV MGy wV' Exwv), according to the scholia a parody of Archilochus, who has
TuyAv for mbywv. Dover believes that the attendants are Persian eunuchs, and that they
and Pseudartabas know no Greek, but merely nod to placate Dikaiopolis. Dikaiopolis then
pulls aside a garment covering the lower half of the eunuch's face to show a beardless
mask; thus "this sort of beard" in line 120 means either (i) since Kleisthenes is beardless,
he can dress up as a eunuch, or (ii) Kleisthenes is so heavily bearded that he should not
have tried to dress up as a eunuch (mock indignation on the part of Dikaiopolis). Dover
seems to prefer the first interpretation, though he calls (ii) linguistically preferable.
Chiasson has attempted to improve upon Dover's interpretation of the stage business by
suggesting that the eunuchs are wearing obviously false beards of the lon g, square type
normally worn by Persian royalty. Thus "this kindbf beard" would mean a beard
inappropriate to a eunuch. "With a beard like that Jou should be a king!" is Chiasson's

interpretation. Such a joke seems to me without pognt; since tie eunuchs are not

attempting to pass themselves off as royalty, what Could be the reason for such a disguise?
Also, as I shall argue below, beards on the eunuchs would miss the point of the
comparison between the eunuchs and the effeminates Kleisthenes and Straton.

I offer the following interpretation of the scene, to bring together the elements

discussed above. Pseudartabas is a person who knows some Greek but is not fluent,

3Thes. 235.
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understanding more than he can speak himself. The Ambassador may know some Persian,
but he makes sure Dikaiopolis does not know any before going ahead with the false
translation of Pseudartabas' first line. Pseudartabas was giving the official formal
introduction to his message from the king;4 he is annoyed at the Ambassador for slighting
the king's titles and for giving what he knows is a false translation of what he was saying.
Thus he adds the insult to his next utterance, which he puts into Greek to foil the
Ambassador. Since he has responded to two requests put to him in Greek by the
Ambassador (99 and 103), and has shown that he can speak some Greek as well (104),
Dover's idea that he (and the eunuchs) cannot understand a word Dikaiopolis is saying
must be wrong. The joke "they nodded in Greek, they must be from around here" (lines
115-116) is funny on its own account. It is then extended by suggesting which Athenians
the eunuchs would be if they were Athenians.5 Eunuchs are smooth and hairless, likewise
Kleisthenes and Straton, hence the equation.6 The notion that they are wearing beards,
even funny Persian beards as Chiasson has it, does not work. That would destroy the
equation between the eunuchs and Kleisthenes and Straton, and it is doubtful whether the
two could have been recognized as eunuchs in the first place if they were not beardless.

Beardlessness is an outstanding characteristic of eunuchs and one which the two characters

4See M. L. West (1968), pp. 5-7, fora plausible interpretation of Ach. 100 as a
reproduction of Persian syllables meant to sound like the formulaic opening phrases of
pronouncements from the Persian king (i.e. 'Says Artaxerxes, great king, king of kings,
king of provinces, son cf Xerxes the king'), which the Athenians would have heard in the
assembly. The article is replying to Dover (1963) pp. 7-8, who interprets Ach. 100 as
Persian meaning "Tarta by name, son of Xerxes, satrap,” an introduction made by
Pseudartabas on his own behalf. West's interpretation is preferable from a dramatic point
of view, since Pseudartabas has already been introduced (in lines 91-92); what is asked for
here is that he deliver his message from the king.

3Chiasson (1984), p. 134 compares the parodos (which he mistakenly calls the parabasis)
of Birds, in which Kallias and Kleonymos are compared to two entering members of the
bird chorus; the comparison is made by actually calling the birds Kallias and Kleonymos
(lines 284, 290), although it is clear that they are merely birds and not two disguised
Athenians.

6For Kleisthenes' notorious beardlessness, see Eq. 1373-4,Thes. 235. Straton is cailed
beardless in Aristophanes fr. 422 Kassel-Austin.

\
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surely must have had in order for Dikaiopolis (and the audience) to know immediately that
they were eunuchs. Itis noi necessary, with Dover, to imagine that Dikaiopolis is pulling
away some sort of veil or garment which covers the eunuch's face; he may just affect to
take a closer look at him; perhaps the eunuchs have been standing somewhat behind
Pseudartabas, and Dikaiopolis then walks right up to one of them for closer inspection.
"This sort of beard" then means no beard (Dover's #i).

We may further remark that, a few lines after the speech in question, at 125-127,
Dikaiopolis complains that, while he has to serve in the army, the city is always
entertaining these foreigners. ToUq 8¢ Eevilewv (127) implies that he is thinking of the
three as Persians, not as Athenians, of whom he would not be likely to use the verb
evilewv. Itis the thought that these ridiculous Persians are receiving free dinners in the
prytaneion while he himself is out eating onions on campaign, which finally drives
Dikaiopolis to take the drastic step of commissioning Amphitheos to make a private peace

for him.

\
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E. Lysistrata

Lysistrata (a name meaning 'disbanding the army') is the name of the heroine of
Aristophanes' eponymous play; since the main idea of the play is her plan to 'disband the
army' by organizing a women's sex strike, her name is obviously appropriate. It is just the
sort of name one would expect such a character to have, a name like Strepsiades or
Praxagora. Perhaps for that reason it was not until 1955 that anyone suggested that
Lysistrata might have been a cover name for a historical person. In that year D. M. Lewis
proposed that Lysistrata was meant to be a representation of the contemporary priestess of
Athena Polias, Lysimache.] Since this proposal has been widely, even unquestioningly,2
accepted, and since, as Lewis says, it "has important consequences for our understanding
of Attic comedy in general and of the Lysistrata of Aristophanes in particular,"3 it seems
worthwhile to discuss Lewis' article in detail.

The search for Lysistrata/Lysimache was inspired by an article by Papademetriou4
which found a historical referent for the Myrrhine of Lysistrata in a priestess of Athena
Nike whose gravestone had recently been discovered. Lewis posits that "if there is one
genuine priestess, there must be more, and at least one must outrank her."S Thus his

argument that Lysistrata is a priestess is based partly on the auxiliary notion that Myrrhine

ILewis (1955) 1-36. The treatment of Lysistrata is in Note 23 (pp. 1-7), "Who Was
Lysistrata?"

2e.g. by Loraux (1981), pp 191-196 on Lysistrata. In his introduction to the Lysistrata,
Henderson (1987) considers Lewis' proposition that Lysistrata represented Lysimache, and
ultimately rejects it (pp. xxxviii-x1); I am in general agreement with his reasoning.

3Lewis (1955), p. 1.

4Papademetriou (1948-9) pp. 146-153.

SLewis (1955), p. 2.

\
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is a priestess.5 He argues plausibly, but by no means conciusively, from a notice in Pliny
the Elder and an inscribed statue base in the Agora that the priestess of Athena Polias in 411
was a woman named Lysimache.” Lewis then makes a case for the desirability of
interpreting Aristophanes' Lysistrata as the priestess of Athena Polias, based on various
points in the play, and concludes that the audien;c wonld have recognized the character
Lysistrata as Lysimache.

Even granted that the priestess of Athena Polias in 411 was named Lysimache (not at
all a certainty), still the arguments for identifying her with Lysistrata do not hold up. Lewis
himself admits, in the midst of his discussion of Lysistrata's role in the pla;, that "there is
still no need for Lysistrata to be a priestess. She does nothing which could not easily be
attributed to any comic hero or heroine."8 This is quite true, and ought to incline us against
making a priestess out of her.? To £0 beyond the negative argument, the very basic idea of
the play gives us reason to avoid connecting Lysistrata with Athena; her plan for the
women to dress seductively and then refuse sexual relations is something completely
inspired by Aphrodite, who is in fact mentioned in line 551 as the deity whose aid the
women require. The plan would have been repugnant to a goddess like Athena and quite

inappropriate as the idea of her priestess.

6See treatment of Myrrhine below; my conclusion is that the name was chosen because of
its connection with myrrh, and the significance of that substance as an enhancement of
sexual attraction (cf. her husband's name, Kinesias), and that there is no reason to suppose
that she is a priestess.

"Pliny, NH XXXIV 76, says that Demetrios made a statue of Lysimache, who was a

priestess of Athena for 64 years. The inscription on the base (/G 112 2453) is fragmentary,
but it commemorates a woman who did something for Athena for a period of years ending
in four. The woman's name and the sculptor's name are both missing, as is the first part of
the number of years. The base is tentatively dated to the early 370's (Lewis (1955) p. 6,
who also says "The date of the base hardly matters.")

8Lewis (1955), p.3.

9More arguments against finding references to the priestess of Athena in the
characterization of Lysistrata are given by Henderson (1987), pp. xxxix-xl.

1

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



42

The remainder of Lewis' argument is based on the names; first, on the similarity of the
names Lysistrata and Lysimache, and second on the mention of the name Lysimache in line
554 of the play. In arguing that the audience would have made the identification on the
basis of name similarity, Lewis says that Aristophanes must have intended it, because "he
could easily have selected a name with the same meaning, but without the close
resemblance."10 But what is the point of altering the name? If the poet had intended his
character as a portrait of Lysimache, it would have been much easier to name her
Lysimache. Any argument that he changed the name to avoid disrespectful mention of a
woman's name in public!1 must contradict the assertion that he presents Myrrhine on stage
under her own name.

Lewis find the mention of the name Lysimache at line 554 a persuasive indication that
Lysistrata is to be identified with Lysimache. The line comes at the end of a virtual
invocation of Eros and Aphrodite by Lysistrata, in her hope for the success of the women's
venture (lines 551-554).

OAN fivirep & e yAukOBupog “Epwg xA Kumrpoyével' *Appoditn

iepov AUGY KaTd TGV KATIWV Kol TOV unpPdV KaTamvelon,

K&T' EvTAEn TéETavov TepTIvoV Tolg dvdpdal kai potahiopous,

olpai moTe Auaipéyag Apdc Ev Toig “EAANGI kKaAeioBai.

If the plan succeeds, "I suppose we will be called Lysimachai among the Greeks,"
Lysistrata says. But there is nothing about the expression which supports the conclusion
that Lysistrata's real name is Lysimache. By "we" (\uBg) is meant not "I" (which would
make a strange statement at any rate: "I will be called by my actual name," a pointless

change to a name equivalent in meaning to the character's name) but "we, the participating

women". The word play is a type, used elsewhere by Aristophanes, in which someone is

10Lewis (1955), p.7.

1¢f, the interesting article by D. Schaps (1977), "The Woman Least Mentioned: Etiquette
and Women's Names". There is no reason, however, to think that the principles deduced
here apply to comedy. For a discussion see the section Women of this thesis.

\

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



43

called or calls himself a proper name because the literal meaning of that name describes him
in some way. For an example, cf. Knights 615, where in answer to the chorus' question
about how the contest went, the Sausage Seller replies "i &' &AMo Y' €} ) NikdBoudog
eyevopny; " "I became Nikoboulos" here means "I was victorious in the boule." 12 The
use of the name Nikoboulos does not suggest that Aristophanes means the audience to
identify the Sausage-Seller with some historical person of that name; likewise in the
Lysistrata passage, it is not probable that Lysistrata (and the other Greek women) are being
identified with an historical person named Lysimache.

The conclusion that Lysistrata is not Lysimache accords with the principle that
serious characters in Aristophanes (or characters who are not burlesques) are invented
rather than historical. The comic heroes who motivate and are central to the action belong

entirely to the play.

12Qther examples include Eq. 570 (Amynias), Eq. 1044 (Antileon), Ve. 151 (Kapnios);
for an instance using the very name Lysimache, see Pax 992.
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F. Myrrhine and Kinesias

The suggestion was first made in 1948, by I. Papademetrion,! that the character
named Myrrhine in Aristophanes' play Lysistrata was based on a contemporary woman
named Myrrhine who was priestess of Athena Nike at the time. This notion, adopted and
expanded by D. M. Lewis, 2 is based on an epitaph3 of a woman named Myrrhine,
daughter of Kallimachos, which appears to date c. 400.4 I give Lewis' text of the
inscription below, with my own translation:

KaAAipéyo SuyaTpdg TnAauyés pviue (763’ éoTiv,)
A TpwTn Nikng dupeTOAEVTE VECHY.

eUAoyian &' Gvop' Eoxe ouvéumopov, dc &md Beiac
Muppivin £)xAA0n cuvTuyiag éTOpwe.S

TpwTe "ABnvaiag Nikeg €80g dppemdAeuoey
£k TAvTwv kAMpwi Muppivn edTuyia.

(This is) the far-shining tombstone of the daughter of Kallimachos
who first served the temple of Nike.

And she had a name as a companion to her praise, since by divine
chance she was appropriately called Myrrhine.

She first served the abode of Athena Nike,

Myrrhine, (chosen) out of all by lot, with success.

1papademetriou (1948-49), pp. 146-153.
2Lewis (1955), pp. 1-36.
3CEG 93 =1G i3 1330.

4This is Papademetriou's dating (p. 149), based on his analysis of the letter forms. Meiggs
& Lewis (1969) p. 109 remark: "The purely epigraphic evidence for the date of the epitaph
would not necessarily point to the last years of the century. The widespread intrusion of
Ionic letters, though extremely rare in public inscriptions before the last decade of the fifth
century, is not uncommon earlier in private inscriptions, and the lettering would not be out
of place as early as 430." Of course, if the epitaph dates to any time before 411, the
identification of the priestess with Aristophanes' Myrrhine is automatically ruled out.

SAfter line 4 Lewis prints three dots of punctuation (arranged vertically), noting that they
are clear on the stone. Iam treating this mark as a period, although it 1s possible that we
are dealing with two separate poems.

\
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Both Papademetriou and Lewis believe that Myrrhine was the first priestess of
Athena Nike, who was appointed about 445,6 and on the assumption that she held that
position until her death, conclude that Myrrhine was priestess of Athena Nike in 411, when
the Lysistrata was produced. That idea has been recently rejected, and rightly, by J.
Henderson;? however, I believe his argument requires some clarification. Henderson
analyzes the problem as follows:

"The epitaph, however, seems to rule out the possibility that Myrrhine was the

incumbent priestess of Athena Nike in 411. There is no way of determining when

she held her post, but it must have been subsequent to the completion of the Nike
temple in the 420s. Thus she cannot have been the cult's first priestess: the cult was

established in the 440s and its priestesses were allotted ¢€ &mévTwy, serving only a

year or two, lifelong tenure being reserved for gentile priesthoods like that of Polias.

The format and content of the epitaph rather suggest that Myrrhine held a low-echelon

post whose only distinction was that she was the first to hold it."

In support of his assertion that Myrrhine was not a priestess, Henderson adds in a
footnote (p. xli n.14) "For &ugpimoeiv cf. Hdt. 2.56.2." Presumably he is referring to
the entry in LS/, who say that the verb is used there "of temple-slaves"; not quite correct.
The woman in Herodotus 2. 56. 2 who is said to have 'tended' the temple of Zeus at

Thebes (dpeimoleloucav év ©ABnor ipdv Aibc) was identified at 2. 54. 3 as one of two

priestesses of the god (Tol ©nBaiéog Aidg 8o yuvaikac lepeiac), so actually the verb is

6The evidence for appointment of the first priestess of Athena Nike comes from IG 1224,
an inscription which establishes the position, the salary of the priestess, and provides for
the building of a doorway for the shrine of Nike as well as the building of a temple. The
inscription has been dated by most (purely on the basis of the occurrence of the three-
barred sigma without other early letters) to c. 450-445. However, in view of the general
agreement that the temple of Athena Nike in fact was built in the 420's, such an early date
for the inscription has remained problematic; the gap in time has been variously explained,
and Mattingly (Hist. 10 (1961) 169 £.) solves the problem by dating the inscription to the
twenties as well. To a non-expert, that seems surely the most sensible course. The
inscription is discussed by Meiggs and Lewis (A Selection of Greek Historical Inscriptions
10 the end of the fifth century B.C. Oxford 1969. No. 44), and again by Meiggs in The
Athenian Empire (Oxford 1972), Appendix 9 "The Temple of Athena Nike."

THenderson (1987), introduction pp. xl-xli. As recently as 1984 R. S. J. Garland could
state that "Papademetriou’s suggestion that the Myrrhine of Aristophanes' Lysistrate is
modelled on the Myrrhine who was priestess of Athene Nike has won general acceptance,”
Garland (1984) p. 91.

\
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used in Herodotus, as in Myrrhine's epitaph, of the activity of a priestess, not a temple
slave. Further, the Myrrhine of the inscription was chosen "by lot from all" (line 6),
suggesting a priestess. The objection of Hendersoﬁ (in reply to Papademetriou's assertion)
that she could not have been the first priestess of Athena Nike may be true but irrelevant,
and his deduction that she was not a priestess probably incorrect. Henderson assumes that
if Myrrhine was not (as she could not have been if the early dating of the N ike temple
inscription is correct) the first priestess of Nike, then she must not have been a priestess at
all. However, the epitaph does not say that she was the first priestess of Athena Nike, but
rather that she was the first priestess to serve the temple of Athena Nike,8 a building dated
without controversy to the 420s.> What is important in the inscription is the information
that Myrrhine first served in the temple, and was chosen by lot. J. A. Turner!0 has shown
convincingly that only hereditary priesthoods had lifelong tenure, whereas those chosen by
lot were passed on every few years.!1 Since the Nike temple was finished in the 420s,
Myrrhine must have been priestess at that time; therefore it is highly unlikely that she was
serving again in the same position in 411, when the Lysistrata was produced. (Had she

been chosen twice, the epitaph writer would certainly have mentioned the fact.)12 We must

8This point is made by Jordan (1979), p. 33 n. 54.

IMeiggs (1972), Appendix 9 "The Temple of Athena Nike," p. 501.
10Turner (1983), Hiereiai: Acquisition of Feminine Priesthoods in Ancient Greece.

11Although discussions such as that of Meiggs and Lewis (1969, No. 44) persist in
speaking of the Nike temple inscription as if it provided for lifelong tenure of the priestess,
the surviving portions of the inscription say nothing about tenure at all; the assumption of
lifelong tenure is based on the (erroneous) reconstruction of L. Ziehen (1906) vol. I1 p.
48., who wished to restore &[v 81& Bio hiepaTal) in line 4.

12An argument from silence cannot be decisive here, but we might have expected the
epitaph to mention how long Myrrhine had held her position, if in fact she had served as
priestess for the more than 40 years which Meiggs and others posit. Cf. the epitaph of

Lysimache (/G 112 3453), which tells how many years she served Athena (possibly 64; see
discussion of Lewis (1955) p.5).
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conclude that the Myrrhine epitaph gives us no reason whatever to imagine that the
priestess of Athena Nike in 411 was called Myrrhine.

The conclusion that Myrrhine is not meant as a portrait of a real priestess is the same
that we reach by examining the question from the point of view of the play.13 As
Henderson remarks (p. xli): "The Myrrhine in our play is a typical housewife with a
farcical role. It is impossible to discern any contribution to her characterization that a
connection with Athena Nike would provide. Furthermore, Myrrhine is one of the most
common Athenian names and was evidently chosen (like 'Kinesias') for its sexual
connotations (838 n.). If it suggested any cult it was Aphrodite's, not Athena's."
Although the wording of the epitaph clearly shows that the name Myrrhine was capable of
suggesting priesthood,!4 Henderson must be correct in his statement that the name was
used by Aristophanes for its sexual meaning. The name, a common one, was used by
hetairai, cf. Athenaeus 13. 590 (mistress of Hypereides) and 13. 593 (mistress of
Demetrius Poliorcetes). Henderson connects it with pupTég, 'myrtle’, a word which may
have the slang meaning ‘female genitalia’.15 In addition, it must have suggested pGpov,
‘'myrrh’, a perfume which was used to enhance sexual attraction and lovemaking (and

which some women found indispensible in that connection).16 This association of

13For an unconvincing interpretation of Myrrhine's role as comprising a number of tongue-
in-check references to the priestess of Athena Nike, see Papademetriou (1948-9), pp. 151-
153.

14In the epitaph of Myrrhine, priestess of Athena Nike, remark is made that she was named
"by divine chance, truly" (&mo Oeicg... ouvTUYiag €TOpWC). Papademetriou (1948) p.
148 explains that the name comes from pdpTog, and the point is that priestesses (as well as
archons, generals, and victors in the games) were crowned with myrtle. He may be correct
in pointing to the story of a girl Myrsine turned into a myrtle by Athena (Bassus Geop.
11.6) as evidence that there was some particular connection between Athena and myrtle.

15See Henderson (1975), pp. 134-5.

16Cf, Eccl. 523-526, in which Praxagora offers to prove to her husband that she has not
been with a lover by showing him that she does not smell of udpov. To which her
husband responds: oUxi BiveTrau yuvd k8iveu pipou; Praxagora replies o0 &M TéAav

£ywye.

\
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Myrrhine with myrrh is present in the scene in Lysistrata between Myrrhine and her
husband Kinesias, a scene in which Myrrhine stalls her husband each time they seem to be
about to have sex by going off to fetch some item she requires; the final items are two
different kinds of myrrh (lines 938-947).17 Thus Myrrhine, the woman who demonstrates
the effectiveness of the sex strike, has an appropriate name su ggesting female sexual
attraction, and she is paired with a male character, representing the affected husbands,
whose name (Kinesias) indicates his most dramatically important characteristic, his urgent
need to have sex (kiveiv).

Kinesias is another of the type of name to which Agorakritos (¢.v.) also belongs, that
is, an actual Athenian name in current use, but whose meaning normally would have been
understood to be different from the one Aristophanes gives it. Thus Agorakritos meant
‘chosen in the agora', but in Knights it is said to mean ‘arguing in the agora'’; itis given a
comic etymology, playing upon a secondary meaning of kpiveiv, for purposes of the play.
Likewise Kinesias, in everyday life, meant 'mover’, but Aristophanes uses it in Lysistrata
to take advantage of the secondary obscene meaning of kiveiv (as the scholia remark).
Kinesias further receives the demotic 'Paionides', which emphasizes the obscene meaning
of 'Kinesias' by adding another obscene reference, this one to the verb 1o iewv, which also
has the secondary meaning Biveiv (see LSJ s.v. maiw I 4.). Henderson translates "Mr.
Screw from Bangtown" (note to Lys. 852). There are no references or indications in the
play which would lead one to think that the character Kinesias was intended to be
understood as the dithyrambic poet of that name lampooned at Av. 1372 ff; cf. the

discussion of Papademetriou (1948) p. 152.

17The use of myrrh for sexual attraction in general and in this scene is discussed by
Detienne (1977) pp. 61-63.
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III. Non-Historical Characters

Whereas historical characters generally of necessity do not have meaningful names,
with non-historical characters the comic poet was free to exercise his ingenuity in naming.
It is then perhaps not surprising that' virtually every non-historical character has a name
which is meaningful in one way or another. Excluded from this discussion are gods and
mythical persons, and chorus members, who will be treated in separate sections.

The names of characters who are not known to be historical may be divided into two
sorts: 1) type-names, and 2) significant names. Type-names are names which, apart from
their literal meanings, are associated with a certain type of person. Most of these are slave
names; thus a character named Xanthias or Manes is understood to be a slave. There are
also some names associated with a particular region; thus a character named Ismenias! is
understood to be from Thebes (as someone named Billy Joe would be understood by
Americans to be ffom the South). Finally, there are some women's names which seem to
be used simply as typical women's names whose meanings are not significant, as Philiste
(asked to hold a coat at Th. 568) and Mika (one of the women in the crowd at Th. 760).

Other names which Aristophanes chooses for non-historical characters are significant
in that their literal meaning is appropriate to the character's role in the play. It appears that
it did not matter to Aristophanes whether or not the name he chose was actually in use; he
could employ a real name, such as Dikaiopolis, if it suited his purpose, or invent a name
like Bdelykleon with equal ease. His basic requirement was that the name fit the character.

Some names which may give the appearance of having been invented have turned out
to be aciual names of people: Dikaiopolis, Amphitheos, Demos, Agorakritos. However,
the fact that a name is historically attested does not mean that we should suspect that the

character is a portrait. The case of Demos in Knights makes it clear that an attested name

IThe Theban trader who comes to Dikaiopolis' market has an assistant with him named
Ismenias (Ach. 861), and one of the women whom the women's chorus of Lysistrata
mention is Ismenia, ©nBaia (Lys. 696).
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may easily belong to an invented character. If the name is significant, and there is no other
reason to think that the character is historical, he should be considered invented.

A. Type-Names

1. Slave names: Xanthias

The largest category of type-names is formed by slave names. These fall into two
kinds in Aristophanes, ethnic or foreign names (Karion, Manes) and names indicating a
characteristic (Parmenon, Xanthias), and for the most part the names are not particularly
significant except insofar as they show that the character is a slave.

Certainly the most frequent type-name in Aristophanes is the slave name Xanthias.
Besides Dionysos' slave Xanthias who plays a major role in Frogs, there are slaves called
Xanthias in Acharnians, Clouds, Wasps, and Birds as well, five in all. According to
Athenaeus, slaves named Xanthias appeared in the plays of Kephisodoros and Sotion.2
The name became practically synonymous with the stage slave; hence we find Aischines
referring to an actor as Zavdiag Umrokpivéuevoe,3 "playing Xanthiases," meaning that he
takes slave roles. Because of the strong association of the name Xanthias with slaves on
stage, we might surmise that in real life Xanthias was a very common slave name, and that
it was this everyday association which led to stage slaves' being called Xanthias. It is then
perhaps surprising to find that Xanthias is very ill-attested as a slave name; there is in fact
not a single example to be found in manumission inscriptions.4 That lack may be
compared with the instances of another slave type-name, Sosias, of which there are 17 in

Reilly.d Pape-Benseler lists only one individual named Xanthias for Attica, the wrestling

2Athenaeus 8.336¢, 12.553a, 15.689f.
3Aeschines 2.157.

4See Reilly (1978). Of course most of the inscriptions are not from Athens, or from the
5th century, and it is perhaps possible that the name enjoyed a brief popularity and
subsequently fell into disuse.

SReilly (1978) nos. 2656-2672.
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teacher mentioned by Plato at Meno 94c. Why were there not more slaves named
Xanthias?

The answer may lie in the meaning of the name. ZavBiac is from the color £avbic,
which is brown, ranging from yellow to red-brown. It is generally thought to refer to hair
color, and specifically to the red hair of the Thracians.6 Xanthias, then, is a name much
like the English "Red" (or "Rusty"), a nickname given to people with red hair.”7 It would
have been an appropriate nickname for any red-headed person, but since most of the
redheads in Athens were Thracian slaves, the name became particularly associated with
them. Presumably one could address a slave whose name one did not even know as
Xanthias, if he had red hair. This situation was ideal for the comic playwright; an actor
with a red wig would immediately be recognized as a slave, and naturally addressed as
Xanthias. Such convenience perhaps accounts for the popularity of Xanthias as a slave
name on the stage.8

Other slave names are treated in the section Slaves of this thesis.

2. Regional Names

Twice Aristophanes uses a name which shows simply that the character is from

Thebes; Ismenias (Ach. 861, the servant of the Theban merchant) and Ismenia (Lys. 696,

8cf. Xenophanes, DK 21 B16, where he says that Thracians have gods with gray eyes and
red hair (to look like themselves, is the implication).

’Some support for the idea that Xanthias was a nickname is to be found in an article by

P.J. Bicknell ("Themistokles' Father and Mother," Historia 31 (1982) 172-173).
Bicknell's thesis is that the name Xanthias which appears on three ostraka of the 480's
refers to Themistokles, who was supposed to have Thracian ancestry. If he is correct, then
Xanthias was a nickname of Themistokles; perhaps Themistokles had brown or red hair,
inherited from his non-Athenian mother (Plut. Them. 1.4).

8The fact that Xanthias was a nickname may explain the dearth of inscriptional evidence for
the name; in an official document or inscription the real name of the person would naturally
appear, and only a person to whom the nickname had become attached permanently and
replaced his given name would be listed as Xanthias. Perhaps this was the case with the
wrestling teacher Xanthias (in Plato Meno 94c); often people engaged in sports acquire
nicknames which stick to them. Cf. Diog. Laert. 3.4, where Plato is said to have acquired
the nickname Plato in the wrestling school, and that it replaced his original name,
Aristokles (his grandfather's name).
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the Theban representative among the young wives). The name is formed on the root
‘lopnv- from the river Ismenos which flows through Thebes, and was a common name in
that city. If the Ismenias accompanying the Theban is a slave, as he seems to be, then in
this case Aristophanes has left his usual practice of naming slaves typical slave names in
favor of giving him a typical regional name instead.

B. Significant Names: Major Characters

Often Aristophanes' major characters have names which form part of a theme in the
play. In this category should be included: Dikaiopolis (Ach.), Agorakritos (Eq.),
Strepsiades and Pheidippides (Nu.), Philokleon and Bdelykleon (Ve.), Trygaios (Pax),
Peisetairos and Euelpides (4v.), Lysistrata and Myrrhine (Ly.), and Praxagora (Ecc.).
Philokleon and Bdelykleon have been discussed in the Kleon section, Lysistrata and
Myrrhine in the section on characters of disputed historicity; the others will be treated

below.
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1. Dikaiopolis

The hero of Acharnians reveals his name for the first time at line 406, by shouting it
outside Euripides’ door: Ebpimidn, Edpimidiov,/ Umékouaov, €iTep TTOTOT' AvBpdTTwY
TIvi* / AikoidToAIG KaA®d o' & XoAAABng éy. The name will be repeated 8 (possibly
9) more times during the play. It happens to be a real name, inscriptionally attested (IG ii2
1622, line 685), but chosen as appropriate to the character. The name means what it
appears to mean, 'Just City', although many (e.g. Murray, Whitman, Sommerstein),
evidently feeling ill at ease with calling a person ‘city', have rendered it ‘Just (or Honest)

Citizen'.1 Lowell Edmunds has a useful discussion of the name interpretation:2

"Dicaeopolis'...is one of 47 personal names ending in -mmoAi¢ listed in Dornseiff
(1957) 191-2. These names, as well as such adjectives as &moAg, UyiroAic,

Sika16ToA I show that the name cannot mean 'Just Citizen'. Whether the first

element in these -moAig compounds is verbal or adjectival, the second element is
always 'city’, not ‘citizen'. ...the analogies of such personal names as EtmoAic,

KaAAiroAig, KAedmrohig, Nedtrohig, "AyaBémohis, (in Dornseiff's list) suggests that

1(1:15 }fn:'st element of 'Dicaeopolis' is adjectival, and that the name means 'He of Just

To Edmunds' treatment I would add that another indication that the name means
"Just City' is that most of the proper names ending in -roAig in Dornseiff (125 out of 182)
are in fact place names. If a Greek heard the name 'Dikaiopolis' with no further context, he
would most likely understand it as the name of a city; that meaning is quite appropriate to
Dikaiopolis' role in the play.

In regard to the late naming of the hero (which is conventional, see section on Late
Naming), we may observe that Dikaiopolis in fact cannot properly be called 'Tust City'

until aftc he has made the treaty and become his own polis. If he were introduced as ‘(he

of) Just City' before that point, the epithet would have to refer to Athens, and would not

I"Dicaeopolis, 'the just politician'," Starkie on Ach. 561.

2Edmunds (1980) p. 1 n. 2. Virtually the same analysis is made by Cyril Bailey (1936) in
"Who played 'Dicaeopolis'?" p. 236; however, his ultimate conclusion is that the name
refers to Aegina and means 'the Aeginetan', who is Aristophanes himself.
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make sense. Dikaiopolis' contention is that Athens has behaved unjustly, every bit as
unjustly as Sparta, in carrying on the war (cf. lines 313-314). Since he has been unable to
get the Athenians to change their policy, Dikaiopolis ‘secedes’ from the city and sets
himself up as a polis--a just polis--with the power to make treaties, celebrate public
festivals, establish a market and engage in foreign trade. The play is a fantasy based on an
individual acquiring powers which in real life only states have,3 and the nature of the
fantasy is encapsulated in Dikaiopolis' name.4

There is in this play a theme of justice, of which Dikaiopolis' name forms a part.
The idea is perhaps first suggested implicitly in Dikaiopolis' reverie at the opening of the
play recalling and longing for peace and its concomitant life in the countryside which he has
been obliged to give up for unpleasant city dwelling, because of the war.5 Dikaiopolis
longs for his 8qpog, where no one peddled coal or vinegar or oil {staples of life), but rather
the place a0T6g Epepe mavTa (36). This description of peaceful, flourishing existence
recalls the features of Hesiod's city of the just (Op. 225-237):

ol 8¢ dikag Eeivoior kai évdAuoial 8iSolov

iBeiag kai pA TI MapekBaivous Sikaiov,

Toiol TEONAe TréAic, Aaol &' &vBéouatv v alTR"

EipAvn &' avé yAv koupoTpdypog, oidé ot alToic

apyaéov mOAepov TekpaipeTal eUploTa Zelc:

oUdE TToT' 0UBiknal peT' &vBp&ol Aipdg o Sel

oud' "ATn, Baling 8¢ pepnAbTa Epya vépovTal.

Toio! pEPEl pév yaia oAUV Biov, olipeal 8¢ Spic

Grpn PEV Te pépel Bahdvoug, péoon 8¢ uehioooc:

eipotrokor &' Sieg paAoic kaTaBeBpibaciv:
TikTouoIv 8¢ yuvaikeg EoikdTa Tékva yovelaiv:

3The point cannot be too strongly emphasized. Dover (1972) pp. 87-88 and others miss it
in characterizing the play as a fantasy of the individual's escape from his responsibilities as
acitizen. The individual does not escape responsibility, but takes on the responsibility of
being a state.

4cf. Edmunds (1980), p. 14: "Since it is useless to be a just citizen in the Athens of
Lamachus, Dicaeopolis must become, with his truce (cf. 599) and now with his agora, a
city unto himself. He has now taken his own name literally, just as he had done with the
names Amphitheos and Lamachus."

SFor a discussion of the merging of the dichotomy between country and city in this play,
see Henrichs (1990), pp. 269-271.

\
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B&AAouaiv &' ayaboiat Siapmepég: oud' émi vnddv
vicovTal, kapTov 8¢ eépe {eidwpog Gpoupa.

These blessings conferred upon the city of the just, that is, freedom from war, and
the spontaneous supplying of necessities by the land, are the ones which Dikaiopolis
desires. The fact that Athens is~n0t enjoying the blessings of the just implicitly supports
Dikaiopolis' argument that Athens itself has behaved unjustly, the argument which he will
elaborate in his chopping-block speech. There is an underlying assumption that the good
or bad condition of the city as a whole reflects (divine) reward or punishment for the moral
actions of its citizens. Peace and justice have a real connection with one another, as Hesicd
shows; the just city will have peace, the unjust city will have war. The connection between
peace and justice was a natural one for the Greek audience to make, and Aristophanes
mingles the two ideas in Acharnians, where justice is the cause of peace in a more direct
way: the just city should make peace. Dikaiopolis wants peace, which means that he also
wants justice, as the two go hand in hand.

Dikaiopolis at the beginning of the play does everything he can within the system to
get his fellow citizens to discuss peace. They refuse even to allow it to be mentioned,
much less pay Amphitheos' expenses to go to Sparta to get it. When Amphitheos is
forcibly ejected from the assembly, Dikaiopolis protests (56-58):

AdvBpeg TTpuTAVEIC, 4SIKETTE TrAv ékkAnoiav

TOV Gvdp' &méyovTeg, 8oTig Apiv f{0erev

omrovdag moieioBai kai kpepdoal Ta¢ domidac.

An injustice is being done, an offence is being committed against peace, but no one
listens to Dikaiopolis' objections. His exposing of the corruption in the Persian embassy
earns him a oiya, k481le from the herald (123, cf. 59), and the last straw comes when the
King's Eye is invited to dine in the prytaneion. Dikaiopolis is completely isolated from his
fellow citizens in his desire for peace, as Aristophanes has set it up, and he finally realizes
that he must act on his own. In his decision at 128 to do 'a great and awesome deed' he is

about to declare himself a free agent, and when he gives the eight drachmas to Amphipolis
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his instructions are to make peace 'for me...alone'. The péve is very emphatically placed
at the end of 131:

€uol o0 TauToo! AaBov OkTo Spayuac
omovdag moinoal Tpdg Aakedaiovioug pbve.

_ He then washes his hands of the rest of the citizenry (Opeig 8¢ TpeoBelecbde kai
kexveTe, 133) now that he has taken the decision to strike out on his own.

This is the astonishing, fantastic conception of the play, the comic impossibility
which the audience must accept, that an individual gets for himself the power of a polis to
make a treaty. And the daring absurdity of it would have struck the Greeks, so acutely
aware of themselves as first and foremost members of a polity, far more forcefully than it
strikes us with our modern assumptions about the sanctity of the individual and his
inalienable rights.6 Dikaiopolis' deed really is Seivév kai péya,’ and ranks in boldness
equal to Peisetairos' construction of a new polis able to challenge the rule of the gods. No
Greek could have missed the point that Dikaiopolis is now acting as a whole polis instead
of as an individual citizen.8

Before Amphitheos can return with the treaty concluded there is one more scene in
the assembly; the ambassador Theoros brings in the army of Odomanti from Thrace, who
promptly steal Dikaiopolis' garlic. In tragic tones Dikaiopolis laments that he has been

'sacked' (mopBolpevog, 164), choosing a word appropriate to a city, and he complains to

SFor a discussion of the differences in assumptions about the individual and his
relationship to the state, see Dover (1974), Greek Popular Morality pp. 157-158. "The
Greek did not regard himself as having more rights at any given time than the laws of the
city into which he was born gave him at that time; these rights could be reduced, for the
community was sovereign, and no rights were inalienable," (p. 157).

Tuéyo sometimes has the sense ‘over-great' (LSJ s.v. yéyag A, IL 5), that s,
dangerously great, and perhaps some of that sense is inherent in Dikaiopolis' description of

his idea. Peisetairos too calls his inspiration péya BoUAeuua (Av. 163).

81 do not mean to suggest that this basic concept of the play, the individual acting as polis,
is carried out with strict logical consistency throughout. It is natural that Dikaiopolis
sometimes is treated as an Athenian citizen, but that does not affect the basic comic idea.
Strict logical consistency is anathema to Aristophanes.

\
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the prytaneis that they are allowing him to be attacked by barbarians in his own country.
The prytaneis do nothing about the outrage on Dikiaopolis, and so his final act while still a
citizen of Athens is to dissolve the assembly (the assembly he had been so anxiously
awaiting at the outset) with a drop of rain: if he could not persuade the Athenians to act
justly and consider peace, at least he can prevent them from the positive injustice of voting
pay to the Thracian mercenaries.

Once Dikaiopolis accepts the 30-year treaty, he has completed the just act which
validates his name, and the fact that he does enjoy the benefits of peace and prosperity
which accrue to the just city demonstrates that he must be just, according to the logic of
Hesiod. Stress is put in the rest of the play on the fact that he alone possesses the peace,
and on the idea that the benefits of it are enviable. His only obstacle is the Acharnians,
outraged because Dikaiopolis pévog (290) has dared to make peace, whom he must
convince of the justice of his action (i. e. that it was done kaAcdc, 306, 307) in order to get
them to stop attacking him. All he need do is show that the Spartans were not completely
in the wrong, but had some legitimate grievance, that they too were &8ikoUpevor (314).
The logic is that, whereas on the Acharnians' assumption that the enemy is the impious
aggressor and entirely to blame for the war (dmévTwv...aiTioug TGV mpaypaTwy, 310)
no agreement with them is possible, if there was in fact any justice on their side, then it is
legitimate to compromise with them. Dikaiopolis offers to speak with his head on a
chopping block to demonstrate that the things he will say are Sikoio (317). When it comes
time to make his defense, he again stresses the justice of what he has to say; comedy too
knows 76 Sikaiov (500), and he will tell things that are Seivd pév, dikaia 8¢ (501)..
After the speech, half the chorus is indeed convinced, and admit that all the things he has
said were Sikaia (561). The other half of the chorus interestingly does not say that
Dikaiopolis was wrong, they merely say that even if he was right, it was improper for him
to make the argument at all (71" ei 8ikaia, TolTov eimelv aliT éxpAv; 562). Thus the

justice of Dikaiopolis' position is established, and it only remains for him to deal with
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Lamachos, which he does in short order, by showing that Lamachos makes more money
from the war than the members of the chorus do.

The justice theme is then picked up in the parabasis, where the poet claims the
people’s gratitude for daring to speak T& Sikai among them (645); he even asserts that
the side which has the poet who speaks T& Sikaia will win the war (649-651). The just
poet makes the citizens just, and this will bring the reward of success.

In recent years there has been a tendency among scholars to take Dikaiopolis' name
as problematic and to look for an answer to the question "Why would Aristophanes name a
character Dikaiopolis when he behaves selfishly with his peace?" The problem seems to
have been suggested by K. J. Dover's analysis of the play in Aristophanic Comedy (1972),
in which he calls it "a fantasy of total selfishness" (p. 88) and compares Dikaiopolis
unfavorably with Trygaios. Although L. Edmunds (1980) rightly points out that
Dikaiopolis represents the Just City and warns that Dover is mistaken,? the question
continues to be asked. MacDowell (1980) feels obliged to defend Dikaiopolis against the
charge of selfishness; 10 most recently, E. L. Bowie (1988) has thought the question so
problematic that he disposes of it in good nineteenth-century fashion by finding in the name
Dikaiopolis a hidden reference to the poet Eupolis. Since Bowie then conveniently
summarizes most of the arguments, I quote him here:11

"That Dicaeopolis is chosen as a name to suggest a known individual [Eupolis]

relieves us of the embarassing problems that have faced those seeking to interpret it

as appropriate to the character's policy or conduct. It was never very plausible that

Dicaeopolis suggested 'just city’. The leading character may start off expostulating

at the corruption of Athenian politics, but at this stage we do not know that his

name is Dicaeopolis, and once he has embarked on his private peace-project his
interest in making Athens a just (or juster) polis evaporates. The alternative
meaning 'he who treats his polis justly' is even less of a starter: many now agree

that Dicaeopolis' implementation of his peace involves selfish pleonexia, almost a
polar opposite of dikaiosyne in his dealing with his fellow citizens."

9see esp. pp. 28-30 and n. 89.
10A rather feeble defense, unfortunately; see section on Derketes of Phyle.

1Bowie (1988), pp. 184-5.

A
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The whole problem is based on a stubborn refusal to recognize the basic conception
of the play, that Dikaiopolis makes himself into a city, coupled with misunderstanding of
the idea of justice. I shall take Bowie's points one by one. First, since there is really no
question that the Greek name Dikaiopolis, formed from Sikaioc and OAIC, means 'Just
City', it is nonsensical to say that such an understanding of the name was "never very
plausible.” That is the natural way of understanding the name, and other ways are strained
or far-fetched. The name fits in quite plausibly with the theme of justice and peace as
described above. The point that, at ther time the hero is "expostulating at the corruption of
Athenian politics”, we do not yet know his name is irrelevant. He is atternpting to get the
city to behave justly and discuss peace, and the corruption he exposes all has to do with the
conduct of the war (not politics in general). Justice here means being fair, admitting that
the other side may have a grievance, and so consenting to make an agreement.
Aristophanes usually does establish the nature of the main character before revealing his
name for the audience to appreciate (see section on Late Naming); that does not invalidate
what has been established or make the name less suitable. Dikaiopolis is clearly portrayed
as primarily interssted in having a just city. The observation that Dikiaopolis stops trying
to make Athens behave justly once he has made his own treaty is true, but does not prove
that he is in any way unjust. His fellow Athenians have isolated him, refused to listen to
him (or anyone who mentions peace), and proven themselves quite incorrigible, all of
which is what drove Dikaiopolis to think of his plan of a separate peace. Once he sets up
as a polis, he is in effect no longer a citizen of Athens, he is a city within a city, like the
Vatican within Rome, and Aristophanes is concerned to hold him up as an example of how
the just city enjoys peace and prosperity--in contrast to Athens. The Athenians are
supposed to envy the Just City for its blessings, and that is exactly what Aristophanes
shows them doing in the rest of the play. To object that Dikaiopolis is no longer behaving
like a responsible citizen of Athens is to miss the point that he no longer is a citizen of

Athens at all. He has no more obligation to share his peace with his ex-fellow citizens than
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Peisetairos in Birds has to share his power with other Athenians. Both are autonomous,
both run their own shows. There is no hint in their portrayal that they are to be understood
as behaving unjustly.

The final charge of pleonexia should never have been brought; it is based on
modern confusion between justice and generosity. Justice is fairness, it is everyone getting
what he deserves. If Dikaiopolis does not, as a good Christian should, forgive the
Athenians for their unjust behavior and generously offer a share of his peace to them, that
merely says that he is not behaving forgivingly or generously, not that he is unfair. Strict
fairness dictates that the Athenians, who refused any share in making the peace, should not
enjoy any of its benefits. In fact if Dikaiopolis had behaved as Bowie suggests he should
have, the Greek audience would have considered him a fool. The most that Dikaiopolis can
be accused of is a degree of selfishness, although it is most improbable that Aristophanes
intended that impression, but certainly the charge of pleonexia or greed cannot stick. Greed
is attempting to get more than is right, more than one ought to have, and Dikaiopolis does
not display greed. He keeps what he is entitled to, namely peace and its benefits, which he
paid for at a time when no one else would even consider it, and which he then earned the
leisure to enjoy by defeating the Acharnians. For Dikaiopolis to keep his peace for himself
is not greed, then, and even if it is selfish, it is not unjust. However, the audience
response which Aristophanes encourages is not to see Dikaiopolis as mean and selfish, but
to see him as enviable; that response, as often, is cued by the chorus right between the
vignettes of Dikaiopolis refusing eels to Lamachus and refusin g peace-ointment to
Derketes:

{nNA& oe TAg ebBouliac,

paAMov B¢ TAg edwyiag,

GvOpwrre, TAG TMapolong (1008-1010).

Now, even scholars who find Dikaiopolis unpleasantly selfish do not seem to
expect him to share his peace with Lamachos. Lamachos personifies the ill conditions

suffered by those who insist on war, and it would be dramatically unthinkable to share the
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peace, in the form of eels or anything else, with him. Only two other parties come in
asking for a share of peace, and the third (the bride, represented by the best man and the
bridesmaid) does receive some, with Dikaiopolis justifying this exception!2 on the grounds
that she is a woman, and hence had no responsibility for the war (1062). The only ground
for complaint, then, is that Dikaiopolis does not share his peace with Derketes, the farmer
whose two oxen have been stolen. I have treated this scene at length in the section on
Derketes of Phyle, but let me restate here the conclusion that Derketes is portrayed as
ridiculous rather than especiaily pitiable, and add that if Dikaiopolis had pitied him and
given him some peace, it would have been an act of generosity, not of justice.13 Justice
requires that all Athenians as members of an unjust city suffer the consequences of that city
continuing the war; and for them to envy the condition of the Just City, Dikaiopolis, is
quite in accord with justice.

One final point which Bowie does not bring up is the comparison Dover made
between Dikaiopolis and Trygaios, to Dikaiopolis' disadvantage. Dover says, "It cannot be
too strongly emphasized that Dikaiopolis does not concern himself even with the interests
of his own city, let alone those of the Greek world; in this respect he is strikingly different-
from Trygaios in Peace... It is not easy to read into his behavior the implication that Athens
would be a better and safer place if everyone else followed his example..."14 The

comparison is meant to show that the basis of Dikaiopolis' character is fantastic

12Note that he says she is the only one to whom he will give peace, 1061 pépe Selpo Téc
omovdac, ' a0t 8 pbvy.

13Cf. Dover (1974) p. 198, "Greek forensic practice assumes that pity can motivate
decisions contrary to justice."

W4ristophanic Comedy, pp. 87-88.
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selfishness; 15 however, it fails to take into account the different dramatic situations of the
two heroes and the difference in the conceptions of the plays. In Peace, peace is conceived
of as something which the gods have decided to conceal from the Greeks; it requires the
cooperation of all the Greeks, in the form of the chorus of Panhellenes, to get it back, and
this cooperation is orchestrated by the hero, Trygaios. The assumptions of Acharnians are
quite different. Peace is conceived of as something the Athenians could easily purchase,
which they stubbornly refuse to do; the only way the hero can find to get it is to form his
own polis. Subsequently Dikaiopolis is naturally concerned with the interests of himself as
a polis rather than with those of Athens, from which he has seceded, and Aristophanes is
interested in contrasting the two cities and making the Athenians envy the blessings of the
Just City, shown of course in comic terms of food, drink, and festival. The idea is not that
everyone individually should follow Dikaiopolis' example, but that the polis as a whole
should follow the example of the Just City.

If Dikaiopolis is viewed, true to his name and to the idea of the play, as Just City, then the

problem of selfishness, so far from being an embarrassment, simply disappears.16

13see Dover (1963), p. 22: "The dominant element in Dikaiopolis is a selfishness so pure
that it exists only in fictional characters... This fantastic selfishness is fully savored when it
is denied to an equal, but it may be granted, with lordly caprice, to an inferior, e.g. a
woman or a child. The contrast between Dikaiopolis's selfishness and the benevolent
international conscience of Trygaios in Peace is striking, but lest we draw too hasty
conclusions about the development of Aristophanes' own conscience we must remember
that Peace, composed at a time when the Athenians had turned their minds to peace and
performed just before the treaty was formally ratified was a response, not a stimulus, to
popular sentiment."

16For a defense of Dikaiopolis' selfishness based on his piety within the assumptions of
the play, see Edmunds (1980) pp. 28-29. Edmunds compares the justice of Dikaiopolis
with that of Sparta, "characterized by a narrow piety, specifically Dionysiac, and by self-
interestedness. The primary aim of Dicaeopolis' new order of things, which is founded on
the Dionysiac sacrament, is to celebrate tiie Dionysiac festival. It is to preserve the piety of
this order that Dicaeopolis is selfish. His selfishness, in terms of the play, is primarily the
result of pious justice, and only an ethic external to the presuppositions of the play can find
fault with him" (p. 28). Edmunds probably goes too far in ascribing Dikaiopolis'
selfishness at the end of the play to piety (i.e. a desire not to disturb the ritual); there is no
ritual being performed, Dikaiopolis is merely preparing to go to the celebration to which he
has been summoned, as Lamachos is preparing to go on the campaign to which he has been
summoned.

\
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1. b. Dikaiopolis and Aristophanes

Finally, we must attend to the problem of the identification of Dikaiopolis with
Aristophanes himself. The occasion for this identification is the presence of two passages
in Acharnians where Dikaiopolis speaks in the first person singular and says things which
are appropriate to the author of the play.! The passages are 377-382 (from the chopping-
block preface, before Dikaiopolis goes off to get the rags of Telephus) and 496-503 (from
Dikaiopolis' harangue to the Acharnians); I give them here for reference:

aUToG T EépauTov UTd KAéwvoc &mabov

émioTapal Si1& TAV Tépuct kwHwSiav.

gioeAkloog Y&p ' elc TO BouAeuTApiov

BIEBaAAE kal yeudRA kaTEYADTTILE pou
KOKUkAoBOpe! k&TAuvey, SoT' OAiyou Tavu

aTwASunvuoAuvoTTpay jovoupevog. ( Ach. 377-382)

A poi pBovAonT', Bivdpeg of Becuevor,

€ TTwX0G Qv EmeIT’ év "ABnvaiolg AEyeiv

MEAAW nepi TAG TTOAEWS, Tpuywdiav Trolddv.

TO yap Sikaiov olde kai Tpuywdia.

Eyo 8¢ Aé€w deva pév, Sikaia SE.

ou y&p pe viv ye SiaBadel KAéwv &7

EEvwv TTapdVTwWY TAV TIOAIV KAKDC Aéyw. (Ach. 496-503)

Although the comic convention of the chorus or choryphaeus speaking temporarily
in the persona of the poet (however peculiar it may seem) is acceptable to scholars because
we have three examples of it,2 the idea that a single character might speak temporarily in the
persona of the poet is unacceptable, because we have only two examples of it.3 Yet it is
difficult to see how anyone looking at the play as a whole could seriously maintain that the
character Dikaiopolis is a representation of Aristophanes (or Eupolis either, as Bowie will

have it). First and foremost, the character is not a comic poet; he is a farmer from a rural

1Identification of Dikaiopolis with Aristophanes is asserted e.g. by Edmunds (1980), pp.
9-12, and taken as the basis for an interpretation of the play by H. Foley (1988).

2Ach. 659-664, Pax 759-773, Nu. 518-562.

3 Another very good candidate is Plato com. fr. 107 K, discussion by Bailey (1936) pp.
234-235; see also Aristophanes fr. 488 Kassel-Austin.
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deme, and his involvement with the theater has been as a spectator, all of which is made
quite clear in the prologue. Nowhere in the play is he supposed to be plying the trade of
comic poet. Contrast the treatment of Euripides, who is always shown as a tragedian;
likewise Lamachos is a general, Sokrates a philosopher, Kleon a demagogue. Surely it is
more difficult to believe that Aristophanes introduced a character who represented a comic
poet without making him a comic poet than to believe that the character momentarily speaks
for the poet. We know that the audience was prepared to accept that procedure in the case
of the parabasis,4 and given the small number of Old Comedies which we possess and the
infrequency of the phenomenon, it is rash to say that these two examples from Acharnians
are, or were, unique and so require unusual interpretation.3

In terms of the principles set forth in this thesis, the identification of Dikaiopolis
with a historical person would be completely anomalous. It goes against the principle of
introducing historical characters only for parody, as Dikaiopolis is not a burlesque figure;
the principle of early introduction of the names of historical characters (the name comes at
line 406); and the principle that Aristophanes does not normally use 'disguised’ names.6
Further, the demotic Cholleides given to Dikaiopolis points away from Aristophanes, who

was from Kydathenaion.

41t is noteworthy that the second passage is in the form of a direct address to the audience
(8vBpeg of Becyuevor 496) precisely in the manner of a parabasis. This type of temporary
identification of character with poet must have its origin in early comedy in which author
and actor were the same person.

5As Edmunds (1980) p. 9 implies: "Although it is hardly unusual for a character in
Aristophanic comedy to overstep the boundaries of his role and address the audience
directly, these are the only places in extant comedies of Aristophanes in which a character
speaks for the poet. Elsewhere this function belongs exclusively to the chorus in the
parabasis (cf. however, Ar. fr. 471 K)."

6In the exceptional case of the dogs' names in Wasps, Labes and Kyon, which are meant to
suggest Laches and Kleon, Aristophanes is careful to assist the identification by giving
them the proper demotics, Aixoneus and Kydathenaios.

1
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Dover in a brief note has given an idiosyncratic interpretation of the passages, but
one which also assumes a kind of temporary identity rather than one sustained throughout
the play:

"...it is remarkable to hear a character in the play using the first person singular in

referring not to what had happened to himself in the course of the play but to what

had happened to the author or producer. But it is not in the least necessary to
interpret "I" as "I, Kallistratos" or "I, Aristophanes"; it is "I, the comic hero" or--
looking at the same person from a slightly different standpoint--"I, the comic
protagonist"... I would draw attention to the fact that in one type of Aristophanic
comedy, exemplified by Acharnians, Peace, Birds and Lysistrata, the play revolves

around a single "hero" who has the right to speak for Comedy. Aristophanes treats
Dikaiopolis as an annual visitor to Athens who got into trouble on the last occasion

on which he attempted to Sikaua Aéyerv.7
I find the idea that Aristophanes would expect the audience to understand Dikaiopolis at this
moment as a personification of comedy difficult, an unparalleled abstraction of a character
without explanation; at the least it is no easier than supposing that Dikaiopolis speaks for
Aristophanes.

In "Who played Dicaeopolis?" (1936) Cyril Bailey8 suggested that the part of
Dikaiopolis was played by Aristophanes, and that this circumstance enters into the play to
some degree. Although the suggestion is incapable of proof, it is not impossible, and the
arguments used for it are far more sensible than Bowie's arguments that Dikaiopolis
represents the comic poet Eupolis.

I note that Bailey is not saying that the character Dikaiopolis represents
Aristophanes, but just that Aristophanes was playing Dikaiopolis and took the opportunity
to 'break character' and speak as himself on occasion. This solution may make the
temporary identification of the character with the author easier to accept, but I do not think
itis necessary to assume it, especially given the parallel of chorus speaking for author in

the parabasis.

"Dover ( 1963) p. 15 (on lines 377-378 and 501-502).

8Anticipated by Starkie, notes to Ach, 377 and 501.
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2. Agorakritos

Of all the names of characters in Aristophanes, the name of the Sausage-Seller in
Knights is revealed latest; not until line 1257, 1110 lines after the character's first entrance,
does he give his name, in response to a request from Demos.

W

AH:  £pol 8¢ y' 8 1 ool Tolvop' €.

AA: "AyopékpiITog.
v Tayopd y&p kpivdpevog Boakduny.
AH:  "AyopakpiTe Toivuv EuauTov EmTpémw

kol Tov MagAaydva mapadidwul TouTovi. (1257-1259)

The etymology of the name Agorakritos here is an excellent example of the way
Aristophanes can take an actual name, normally interpreted as meaning one thing, and give
it a second meaning in order to make it significant for a comic character. While most Greek
proper names suggested a meaning, based on the roots of their components, the meaning
was not rigidly fixed. The name itself does not specify how to understand the components
syntactically (in relation to each other) or give a context to show which of the possible
meznings of the root is to be chosen. In the case of Agorakritos we have the character
actually explaining how his name is to be interpreted for purposes of the play. The name
Agorakritos, a normal Greek name, must usually have been understood to mean something
like ‘chosen (or distinguished) in the agora', but when the Sausage-Seller tells how he got
his name, he gives it a different twist. The explanation ¢v TAYopd y&p KpIvouevog
€Bookouny, 'because I was brought up wrangling in the agora' (1258), means that we are
to take the root in -kpiTog as from the present middle meaning of kpivw, 'dispute’, and not
as from the aorist passive kpiBeic, 'chosen, distinguished', and shows that the name now

means 'arguing in the agora'.l

1cf. Neil, note to 1257-8: "The “KpITog in names really means 'approved by,' as in

AnpokpiTog, AdkpiTog, OedkpiTog; the derivation given is of course comic, from
kpivopal, 'quarrel, brawl.' Euripides sometimes refined in a like manner, fr. 521

MeAéoype, pedéav ydp ot dypeleic &ypav... The sculptor Agoracritus of Paros,
Phidias' favourite pupil, must have been well-known at Athens during this time." If Neil is
suggesting that there is some reference to the sculptor here, that is out of the question.

\
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Revelation of the name here is very deliberate; it is given prominence by the
explanatory etymology, and the name is then ceremoniously repeated by Demos. At the
moment of his final victory and the complete overthrow of Paphlagon, the audience finds
out the Sausage-Seller's significant name. (For the phenomenon of late naming, see
Chapter 2, Late Naming.) This naming of the protagonist puts the capstone on the agora
motif which has been built throughout the play. Aristophanes mocks Kleon's vulgarity by
portraying him as a common market vendor, so loud and vulgar that he can be vanquished
only by someone even louder and more vulgar than He--another vendor from the agora.
The scene of the play is the Pnyx, where Demos lives, which is near the agora; when the
two slaves begin to look for their savior, the Sausage-Seller, they see him heading for the
agora:

&AN' 681 mpooépxeTan hotep kaT Bedv eic dyopdv (146-7).

167: The slaves then offer the Sausage-Seller dominion over "all these things, the
agora, the harbors, and the Pnyx," putting the agora first on the list.

181: The Sausage-Seller will certainly succeed, because he is TTovnpoG K&E
ayopdc¢ kai Bpacic.

218: Furthermore, he has all the qualifications of a popular leader: pwvn Hiapd,
Yéyovag kakdg, ayopaiog el. The adjective dyopaiog will be used three more times,
each time of a deity appropriate to this play.

297: The Sausage-Seller swears by Hermes Agoraios, in his duel to outface
Paphlagon.

410: Paphlagon vows not to be surpassed in shamelessness, or if he is, never to
partake of the sacrifices to Zeus Agoraios.

500: The chorus wishes the Sausage-Seller good luck and the protection of Zeus

Agoraios in his offstage battle against Paphlagon.

\

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



68

636: The Sausage-Seller reports how he invoked the aid of various spirits before
beginning his speech, and his final invocation was of the Agora év 1) TaiG v émondelfny
Eyo.

1245: Paphlagon, in his mock-tragic discovery that the oracle predictin g his
replacement is coming true, asks one final question in hopes that this detail will not match:;
he asks the Sausage-Seller méTepov év dyopd AMAGVTOTIOAEIG ETedV A 'm Tale miAaig;

1257-9: The Sausage-Seller gives his name upon request, and Demos solemnly
repeats it. |

1335: Demos ceremoniously summons Agorakritos by name: & @iATaT avdpidv,
€ADE Selp', 'AyopakpiTe.

1373-4: The newly enlightened Demos makes some new rules for the future,
including this one, that no 'beardless young man' will hang around in the agora (oud'
ayopdice y' dyéveiog ovBeig ¢v dyopd, using a figura etymologica).

The name Agorakritos, then, is the culmination of the agora motif which has been
recurring throughout the play. We can see from the very late introduction of the name that
one should view it as forming part of a theme in the play, rather than looking at occurrences
of words related to the name as 'plays' upon it. Here the name is nearly the last in the
series, and clearly cannot be played upon by the agora-words preceeding it. The agora
theme which includes the name Agorakritos is comparable to the twisting theme which
includes the name Strepsiades (in Clouds), and the late mention of the name in Knights

tends to confirm the interpretation of both of these names as parts of themes.

1
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3. Strepsiades

The name of the hero of Clouds, Strepsiades, comes from the verb oTpéopev,
"turn, twist". While it is a historically attested name, belonging most notably to the
wrestler lauded by Pindar in Isthmian 7 (and his uncle as well), it is not at all common; in
fact, the root oTpey- in general (including the forms oTpep- and oTpoy-) is very
seldom used in Greek names. Kirchner PA has only one example, a Strepheneos
(STpepévews) of Kydathenaion (4th century). Bechtel HPG has two more compounds,
Strephekydes and Strepsippidas, with the root as first element, and only two more using it
as second element (Eustrophos and Naustrophos, the reverse name to Strepheneos, above).
Judging from the compounds with valc and frmoc, it appears that the root in these names
had the causal meaning "turn about” given by LSJ under oTpépw A. I, where we find
examples of the verb used with objects such as {rrmouc, mndaAiov, ofaka. However, in
giving the name Strepsiades to the character in Clouds, Aristophanes, with his knack for
giving a comic interpretation to normal names, makes it refer to the middle/passive meaning
of the root, "twist or turn oneself, turn to and fro" (L.SJ oTpépw B.I 1and]IL 1). This
middle meaning is emphasized by the use of the root in a short form in which there is no
second element to act as object, and by the motif in the play of oTpep- words which refer
to Strepsiades’ erookedness. For the ending -8n¢ indicating a type in Aristophanes, see the
discussion 'Patronymics in Aristophanes' in this thesis.]

LSJ (oTpépw B.IL 1) under the definition "turn or twist about, like a wrestler
trying to elude his adversary" give some interesting examples from Plato of the sense of the

oTpey- root implied in our hero's name. At Phaedrus 236e, Phaedrus has threatened not

IMarzullo (1953) p. 108 is certainly wrong in interpreting this extremely common name
suffix as having an elevated tone ("aulica et altisonante") simply because it is used in

Homer, and in attempting to find humor in the supposed contrast of attaching a -8n¢ name
to a rustic like Strepsiades. Dover quite rightly protests, "There was certainly no social

cachet attached to -(1)adn¢ and -()i8ng," (Clouds p. xxvi).

\
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to report any more speeches to Socrates if he refuses to give his speech on Eros; Socrates
playfully admits that Phaedrus has found the right way to force him to speak, to which
Phaedrus replies impatiently Ti 8fTa ¥xwv oTpéen; "So why do you keep trying to
wriggle out of it?"

Another illuminating example is (o be found at Republic 405¢ , the person who
spends his life in the lawcourts, co¢ Seivdc ddv mepl TO adikelv kai ikavdg maoac piv
OTPOPAC ngéggeoed , Maoag B¢ Bie£dBouc SieeAbiv amooTpagAval Avyildpevoc,
@oTe pn mapaocyeiv diknv, "as being clever about doing injustice and able to twist every
twist and, exiting every exit, to escape by dodging so as not to render justice." ﬁere the
verb is used of a person making every attempt to avoid receiving his just deserts in court,
exactly what Strepsiades is trying to achieve throughout the play.

In his "Strepsiade,"? B. Marzullo produces a collection of 13 passages in the
Clouds where he finds echoes (or foreshadowing) of Strepsiades' name; many of these are
merely fanciful,3 as we shall see, but those which remain do demonstrate that there is a
theme of twisting in the play, of which Strepsiades' name forms a part. It is more useful to
look at the passages in this way, as forming a theme which includes the name, than to
attempt (with Marzullo) to find actual references to or word plays on the name everywhere.

For one thing, the name Strepsiades is not mentioned until line 134, and it is not reasonable

2Marzullo (1953), pp. 99-123.

3Dover (Clouds xxv n.1) says, without going into specifics, "I do not think that all his
conclusions are defensible."

\
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to think that Aristophanes can actually be playing upon the name at any point in the play
before the audience knows what it is.4

The first verbal reference to the twisting theme comes at line 36; Pheidippides
wakes up and asks his father Ti Suokoaiveig kai oTpépel TAV VX0’ 8Anv; His son's
debts have caused Strepsiades to spend the night tossing and turning in bed; they next make
him try to find a way to twist or "wriggle' out of them, and we shall find him tossing and
turning in another bed, in Socrates' school, in his attempt to learn the technique of
oTpeyodikfoan.d

434 oTpeyodikAoai: here we have the next instance of the twisting theme. The

Chorus has told Strepsiades that no one will carry more motions in the assembly than he,

4Marzullo (p. 116) finds some ‘foreshadowing' of Strepsiades' name in the triple use of
the verb éAadverv in lines 25-29; his interpretation is apparently based on the scholiast's
paraphrase of ToANoUg ToV TaTép' ENadveig Bpdpoug (29) as "oTpépeabai e Troiel,

flyouv TTOANGG OTPogas epovTiduwy Sieyeipeig.”  If Aristophanes had written either of
the latter, then there would be some case to be made for reference to the twisting theme, but

as they stand the lines refer to horseracing, Pheidippides' passion; the verb éAadvelv

simply means 'drive’. Likewise to be rejected is Marzullo's next example, é€aAicag in
line 32. Pheidippides in his dream speaks to the groom, amaye Tov fmrrov é€alicac
oikade, "roll the horse and take him home." The technical term for rolling shows how

involved Pheidippides is with his horses, but since it has neither any oTpeg- Troot nor is
there in the vicinity any reference to Strepsiades, it can hardly have any place in the theme
of twisting.

5In lines 40 and 88 the manuscripts have, for the words in Tpey-, variants spelled oTpPEY"
(40 TpéyeTou/oTpéyeTon V; 88 EkTpeyov E/ ¥koTpeyov cett.), which Marzullo finds
significant. In both cases Dover, on the basis of meaning and usage, prints Tpey- ;

however, even if one did read oTpey-, the twisting of Strepsiades is really not the point
here; he is speaking about or to Pheidippides, not himself, and since we do not yet know
what his name is, it is difficult to see how he can be using his name "come esempio, come
motto," as Marzullo will have it (p. 118).

Next in Marzullo's list is oTpemTalyAav in line 335, a word which seems to mean "with
twisted rays" (i.e. lightning), and is part of a list of references to clouds in lyric poetry
which Strepsiades produces upon being convinced by Socrates that the Clouds are indeed
deities. The word is used as part of a typical parody of lyric, and not an attempt to draw
the Clouds into the twisting theme; it is Strepsiades, not they, who does the twisting in this
play. Marzullo's assertion (p. 118) that the word has special significance or prominence
here because it is not to be found in Pax 830 ff. or Av. 1383 is nonsense, as the two
passages are not at all similar to Nu. 335 (certainly not "la stessa citazione").

1
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if he studies with them; Strepsiades replies that he is not interested in motions, &AM’ 8o'

EMOUTER oTpeyoBdikAoal kai Tolg XpAoTag SioAiobeiv. Strepsiades emphasizes over
and over that his only interest is in learning to pervert justice, in consonance with his name.
Dover remarks (Clouds p. 156), "Probably not chosen or coined solely to fit Strepsiades'
name; it recurs in Av. 1468 oTpeyodikomavoupyia." This seems to be a grudging
admission that the word does fit Strepsiades’ name; it is not clear to me what Dover means
by 'solely'. Of course the word also has a meaning which fits the sense of thé passage, but
it would be rather strange if it did not.6

702 cauToV 0TPOBEl TIUKVKoaG: the chorus urges Strepsiades, in bed with the
bedbugs, to exert himself; this is certainly an example of the twisting motif which will be
expanded and emphasized in a physical way as Strepsiades continues to twist and turn in
the bed, attempting to invent clever stratagems and avoid the bedbugs. The scene is an
example of Aristophanes' ability to take a verbal, metaphorical expression and give it
physical reality on the stage;? Strepsiades, 'Mr. Devious', learns to oTpeyodikAoal by
literally twisting himself about in bed.

776 Smwg &mooTpéyal' Biv: Socrates, in his final hypothetical problem for
Strepsiades, asks him how he would 'wriggle out of it' if he were sued for money he owed
and had no witnesses. Strepsiades displays his ineptitude at strepsodikia by replying that
he would go hang himself, since no one will sue a dead man. This is surely another
example of the twisting motif which is prominent in this scene.

792 &1 ydp Mol pr) pabiov yAwTTooTpogely: Socrates has dismissed

Strepsiades as a hopeless student, and now Strepsiades wails that he is done for, since he

6450 oTpbeic: Strepsiades lists all the things he is willing to be called, as long as he learns

unjust rhetoric (Bpaois, elyAwTTog, etc); there are 22 items in the list, and oTpdeig is
number 20. Thus it has no special prominence in the passage, and although the epithet is
appropriate, Idoubt that this is a conscious usage of the twisting motif on Aristophanes'
part.

7One thinks of e.g. the omrovdai appearing as actual skins of wine in Acharnians.
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hasn't learned 'tongue-twisting'. This is the final appearance of the twisting motif in the
bed scene; Strepsiades has not reached the goal suggested by his name.

1206 27peyiadeg: in his premature victory hymn, Strepsiades addresses himself
using the vocative form 2Tpeyiadeg, instead of the correct form STpey148n, and no
saticfactory explanation has yet been put forth. Dover (Clouds p. 238) rightly rejects the
scholiast's notion that Strepsiades is being characterized as ignorant by his use of the
wrong form; he continues, "The explanation of B. Marzullo, Maia vi [1953] 99 ff., that Ar.
makes Strepsiades bring out the aptness of his name by treating it 'adjectivally’, seems to
me too recherché." However, Dover's own idea that "Strepsiades is under the impression
that abnormal morphology makes his utterance poetic" also seems recherché; one would
like to see more botched poeticism in the song than this to be sure that is the point. Perhaps
yet another explanation will not be unwelcome. Earlier in the play (lines 659-692) there
was a discussion in which Socrates attempted to teach Strepsiades something about the
gender of Greek nouns; during this discussion, he made the point that some men's names
sound feminine when put into the vocative (’Apuvn’ag, voc. )Apuvfa, lines 689-691). It
is possible that Strepsiades is displaying how cogdg (line 1207) he is by pointedly
avoiding the feminine-sounding vocative STpeyia8n, in accordance with what he learned
from Socrates earlier. Although this explanation involves a contradiction of the idea that
Strepsiades forgets everything he tries to learn, that is not the sort of inconsistency which
would have bothered Aristophanes. In fact, in the following scenes with the creditors,
Strepsiades shows that he does remember something of what he learned from Socrates:
significantly for our passage, he tells the first creditor that he wouldn't give one obol to
someone who calls TAv kapdomnv "k&pBomov" (line 1251). ‘H k&pSotoc was one of
Socrates' examples in the gender discussion, and Strepsiades does remember it. He may
also in 1206 be remembering KAeoviun and 'Apuvia from that discussion, and cleverly

avoiding calling himself a woman. The sense could have been conveyed by the actor

\
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pausing before the last syllable of the vocative: pékop & ITpeyio-- (the audience expects
-8n)--8eg!

1455 oTpéyag oeauTov eig TTovnpd ipdypaTa: The chorus of clouds, accused
by Strepsiades of leading him astray, replies severely that his trouble is all his own fault
because he 'turned' himself to evil. This is the last occurrence of the twisting motif and
seems quite emphatic, the 'final echo' as Marzullo says (p. 124) of Strepsiades' name;
Dover takes no notice of it.

The seven instances accepted above suffice to demonstrate that there is a motif in
the play involving oTpépeiv and its derivatives. To the list I would add the three places
where Strepsiades name is mentioned (134, 1145, 1221), simply because at these points
the audience is reminded of what the name is; they contribute to the cumulative effect of the

recurring motif.

\
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4. Pheidippides

The elaborate explanation made in the play of how the name Pheidippides came to
be given to the character is unique in Aristophanes. In Clouds 60-67, Strepsiades
describes how he and his wife argued over what to name their son; the wife wanted a name
with frrrr- in it, a root with upper-class and wealthy connotations, while Strepsiades was
for naming the boy Pheidonides after his grandfather Pheidon (cf. line 134), a root (pe135-)
denoting the thrift characteristic of farmers like Strepsiades himself. The argument over the
name shows that right from the start the two parents had opposing views on raising the
boy, with the mother intending to encourage him to cultivate expensive tastes, and the
father wishing him to be rustic and thrifty. The name upon which they agree,
Pheidippides, in this context then means "thrifty with horses," an idea which encapsulates
the impossibility of the parents' compromise. Horses were an expensive hobby, and the
'horse' element completely won out over the "thrift' element in Pheidippides upbringing, as
Strepsiades ruefully recounts (lines 69-74).

Although the name Pheidippides may seem tailor-made by Aristophanes to suit his
play, in fact it is a historically attested name (inscriptional evidence given by Dover, Clouds
xxv), as well as being, in the better manuscripts of Herodotus, the name of the long-
distance runner who ran from Athens to Sparta to inform the Spartans of the impending
battle of Marathon (Hdt. 6. 105-6).1 The root gei8- in Greek names may act as either a
first or second element, but names compounded with it are not very numerous (Bechtel,
HPG finds 8 different first-element compounds and 6 different second-element
compounds, pp. 443-4). The name Pheidippos is very old, appearing in Iliad 2.678 (the

son of Thessalos, son of Herakles). Presumably the meaning of the root PEId- (from

I'The other variant is Philippides, which How and Wells print, on the grounds that
Pheidippides is a name invented by Aristophanes--not true, as we have seen. Probably the
runner's name was Pheidippides, an unusual name easily corrupted to the much more
common Philippides. Paleographically the two words are very similar. For a discussion
of t}61195 problem see R. Renehan, Greek Textual Criticism, Cambridge (Mass.) 1969, Pp-
68-69.

\
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¢eidecba) in these names was "sparing, being careful with" (cf. LSJ s.v. I and IL.1); thus
Pheidippos would have meant "taking good care of horses".2 In the Clouds it is
Aristophanes' introduction of the idea of thrift which gives the name Pheidippides the
comic, paradoxical meaning "thrifty with horses."3

Because the name is historical, Dover refuses to allow it any comic sense, and
therein overlooks Aristophanes' ability to put a new twist on a familiar name. He says that
the name is not "intrinsically humorous," and goes on to assert that "the passage in which
Strepsiades describes his argument with his wife over the naming of their son is
characterized by wit and ihgenuity, not by absurdity; it is their attitude to the naming, not its
outcome, which is meant to amuse us."4 But the name, which indeed is not intrinsically
humorous in everyday life, does have a humorous meaning in the play; after Strepsiades
and his wife finish 're-inventing' it, a new interpretation has been created.5 The outcome
of the naming is absurd, then, and demonstrates the impossibility of the parents' reaching a
true compromise on the way their son is to be raised. The middle ground is merely an
oxymoron; there is no way that Pheidippides can be thrifty and keep horses at the same
time, and as we see from the beginning of the play, the second element of his name has

completely won out over the first.

2For an interesting discussion of the historical development of the meaning of the name
from the pre-Homeric "doing without horses” to later "careful with horses", see O. Panagl,
(1983), pp. 297-306.

31 do not understand why K. Lever (1953) renders Pheidippides as "the Horse-Wastrel"
(p- 221). Although this term describes Pheidippides' character, it does not translate his
name. 'Wastrel' is the very opposite of ¢eiSewv.

4Clouds, pp. XXv-xxvi.

5Grasberger (1883), p. 35, suggests that Pheidippides may belong to the group of words

which use hipp- in an obscene sense (‘horseback riding' as a oxfjua ouvousiag, cf. Ve,
500-502). He does not, however, offer any explanation or interpretation, and I doubt that
any would be convincing.
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5. Trygaios

One major component of Greek farming was raising grapes, a subject on which
Hesiod advises in Op. 564-572, and 609-617. The passage between these sections, on
relaxing in the summer to enjoy the wine (Op. 582-596), is unique in Hesiod in describing
the pleasures, as opposed to the chores, of farming life. Among Aristophanes' farmer-
heroes, Trygaios in Peace most represents the farmer in his function of grape grower.!
Both Trygaios' name and various other references to grapes throughout the play form a
motif of grape farming in Peace, perhaps especially appropriate because of the connection
of wine with peace treaties (the omov8aii so graphically brought onstage as wineskins in
Acharnians.).

The name Trygaios (Tpuyaiog) is, as the scholiast remarks, Tapd T Tpuy&v,2 a
verb meaning 'to harvest,’ and is used since Homer to refer particularly to harvesting
grapes.3

The name would also have held, for a Greek ear, a suggestion of two related
nouns, TpUyn, vintage, and Tp0€, wine-must or wine-lees.4 Trygaios himself emphasizes
the meaning of his name in an exchange with Hermes, who meets him at the door after his
flight to heaven. Some suspense is generated, before Trygaios reveals his name, by a joke;
upon seeing Trygaios, Hermes twice calls him "piapdTaTe," which causes Trygaios to

reply to Hermes' questions about his identity with the name "Mi pwTaTog". Three times

1Dikaiopolis in Ach. mentions his vines, the only concrete reference to his activity as a
farmer: £y 8¢ pod pév AakeBaipovioug opdSpa... képol Yap €01 TadpméA I
ekoppéva (lines 509 & 512).

25R to Pax 190.

311. 18.566 87e Tpuydwev dhwAv (here a vineyard); Od. 7.124 étépag [oTaguréc]
Tpuyowolv; and see LST s.v. Tpuydw II. 1-2.

4In fact, perhaps the nouns would have been uppermost in the minds of the hearers (rather
than the verb), since the formation -aiog is adjectival; compare e.g. a name like 'AAkaiocg,
from &AkA (used as an adjective by Euripides, Hel. 1152), or '‘Opeakaios, from Suea
(Dornseiff-Hansen p. 224).

\
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Hermes asks, first who he is, next of what race, and then who his father is, and each time
receives the answer "MiapoTaTog" (lines 184-187). Finally, after a threat from Hermes,
Trygaios announces himself:

Tpuyaiog 'ABuovels, dumeloupydg Se€i16,
oU oukopavTng oud' épaoThc MpaypdTwy (190-191).

As is often the case with the names of Aristophanes' heroes, the name has been
withheld, not mentioned at the opening of the play (although it easily could have been by
the two prologue slaves), to be brought out with a flourish later on. Trygaios points up the
meaning of his name by characterizing himself as &pmeAoupyde 8e€16¢; the fact that he is
a grape farmer leads naturally to his further statement that he is not an informer or a lover of
Tp&ypaTa. Aristophanes characterizes his farmers as people who prefer to mind their
own business, and to spend their time living and working in the country, untroubled by the
activities of city folk such as political gatherings, lawsuits, and war. Trygaios is the same
sort of farmer-hero as Dikaiopolis, who also hated informers and busybodies, as well as
the Spartans who had cut down his vines (Ach. 512).5 Farmers had the most to lose from
the war, and are naturally depicted as most anxious to see it end.

Trygaios' name in line 190 introduces a theme of grape growing which recurs
throughout the play. At line 520, after the farmers have hauled Peace out, Trygaios
addresses her with "é néTvia BoTpudBuwpe’, and in the next line wishes he had a pApa
Hupiappopov for her. A little further on (530-538), he lists the things Peace smells of,
which include a TpUyorog (wine straining cloth; note the Tpuy- root) as well as a
drunken woman slave and an overturned jug. Once the farmers have leave to go home,
they express a desire to see two things: their vines and their fig trees (556-559).6 Then,

looking at the farmers' implements, Trygaios remarks that they could weed between the

SHaving the vines cut down is in fact the only reason Dikaiopolis gives for hating the
Spartans.

6Vines and figs seem to form a pair; cf. lines 596-7, 634, 1161-1 166, and 1323-1324.
The vines or wine always comes first, followed by the figs. There is a different series

(figs-myrtle-new wine) at 575-576. Trygaios mentions his fig tree alone at 628.

1
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vine rows well with them (568 A kaAddg abTdV &madldEeiey Bv peTodpyiov). He goes
on to list the blessings yvhich they owe to Peace, including ) Tp0¢ A YAukeia (576,
another Tpuy- root). The theme is picked up in Hermes' speech describing Pericles'
instigation of the war (603-614); the beginning of the war draws a reaction from vines and
wine-jars (611-612); (the Spartans' smashing of wine jars is also brought up in a joke at
703). At 708, when Hermes is offering to give Opora to Trygaios as a wife, he tells
Trygaios to engender grapes with her (instead of the expected children) as offspring
(TadTn EuvoikGv ékmolol cauTg BéTpug). Then at 909-919 Trygaios introduces
himself by name a second time, a procedure unparalleled in any other play, giving unusual
prominence to the thematic name. The second introduction (919) is led up to by two more
vine references, both made by Trygaios, one containing yet another Tpuy- root. The
chorus praise Trygaios (909-911), to which he replies that they will know better what sort
he is when they harvest the grapes (6Tav Tpuy&T' 912); the chorus praise him again as
savior, and he says that they will indeed say so when they drink the new wine (916). Itis
in answer to the third tribute from the chorus that Trygaios brings in his own name again:

TTOAAGV Yap Upiv &Eiog

Tpuyaiog ‘ABuovelc ey,

Bevidov arraArdEac ToHvwy

TOVdNudTAV

Kal TOV yewpyIkdv Aecw (918-921).

Trygaios is demonstrating that his name is a significant one; he is the person who
has enabled the farmers to harvest their grapes, Tpuy@av, by bringing about peace.

The final play upon Trygaios' name comes in the wedding song at the very end of
the play; the first semichorus asks about the bride "7 Sp&oopev adTAV; Ti Bpdoopev
aUTAY;" to which the second semichorus responds "Tpuyfoopev aUTAY, TPUYAOoOouEY
aUTAV" (1336-1339); the consummation of the nuptials is put it terms of harvesting grapes.
Trygaios' marriage is to the personified abstraction Opora, 'Harvest Fruits', and his name
and its use as a theme of the play give him a certain quality of abstraction as well. He

represents the farmers, while still possessing the qualities of the individual hero; he is not

\
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identified with them to the extent that Demos in Knights is identified with the Athenian

people--but then his name is not Mewpydc, either. Trygaios' name puts him on a plane

somewhere between individual and abstraction.

‘ . [

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



81

6. 'Peisthetairos’'

The name of the hero of Birds appears in the manuscripts as 'Peisthetairos'
(Me1oBéTanpog), a form which must be rejected because it posits a root meioT- (from
meiBeiv) which does not exist, and there is no discernible reason why Aristophanes should
have altered the root in such a way. MNeioBéTaipog "widerspricht den Gesetzen der
Wortbildung und entbehrt aller Analogie," as Kock puts it.] The name must have been
Me16-, Neto-, or MioBéTaupog; these are the forms of meiBeiv used to make names.

Which should it be? Coulon, with Meineke, prints MoBéTaipog. Kock dismisses NioB-
as not being in accord with the character (following Dobree); he says Meio- is possible but
prefers e1@- on paleographical grounds. Sommerstein prints Meio-, with no explanation.
If we look to historical attestation, we find only one of these forms in inscriptions:
MioBeTaipog "ABuovels (Kirchner PA11820, from PA 11829 "MioTokAAg MicBeTaipou
ABuovedc, IT 1723 tit. sep. s. IV; Bechtel HPG says 5th c.).2 However, the historical
evidence is not decisive here; Aristophanes makes names to suit his characters, without
regard for whether anyone has ever borne the name before (or even whether the name is
possible, cf. 'Bdelykleon’). All three variations are possible as real names; the question
then remains, which one best fits the character?

If we take [MioT- to mean trusty (i.e. mov6c) and Me®-/Meio- to mean persuading
(i.e. meibwv), we must ask which is more suited to the character, 'trusty companion' or
'persuasive of companions'? Is there a theme of trustworthiness or of persuasion to which
we may turn? A word search of Aristophanes' plays for words from any form of the root

melf- shows that Birds has a relatively large number of these words, second only to

1Kock (1864), note to Dramatis Personae of Birds (p. 50), perhaps the best short
discussion of the problem.

2Clearly the root mioT- was hereditary in this family, as we can see by the fact that the
father [io8éTapog named his son [ioTokAAg, and was probably not chosen for its
meaning in the compound.

\
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Clouds.3 There does appear to be some emphasis put on P's persuasiveness. P. is the
consummate Athenian, possessing the typical Athenian character described in Thucydides

L. 70 (the speech of the Corinthians); the Athenians are vewTepomoiol kai €mvofoal
O&eig kai émTeMéoat Epye & v yviow (I. 70. 2).4 P. is portrayed as
adventurous, resourceful, versatile, and perhaps most important, persuasive.5 And his role
requires him to do much more persuading than the average comic hero. Before the play, as
it were, he persuaded Euelpides to go along with him on his mission to discover Tereus
and a more leisurely place than Athens to live.6 Finding himself in foreign territory,
surrounded by a hostile army of birds, he manages to persuade Tereus and the birds to
undertake his spur-of-the-moment plan (he is vewTepotoiéc) to build a bird empire, and to
undertake it enthusiastically. Even in the iambic scenes’ where the hero drives off various
people who come in asking for something (in Birds, lines 1337-1469), P. attempts to use
persuasion on the young man and on the informer, and actually does get the young man to
agree to fight in Thrace instead of beating his father; the informer, however, is incorrigible.
Finally, he persuades the delegation of gods from blockaded Olympus to agree to all his

terrns and to hand over the scepter of Zeus and Basileia to boot. P. is portrayed as a

3 Number of occurrences per play, in order of frequency: Nu. 32, Av. 22, Ve. 20, Ra. 16,
Lys. 13, Plu. 11, Eq. 10, Thes. 10, Eccl. 10, Pax 7, Ach. 6.

“The Athenians are also described as &v Toig detvoig eveATideg, 'optimistic', like
Euelpides, P's companion (Thuc. 1. 70. 3).

5 cf. C. Whitman (1964), p. 170: "Peithetairus, "Companion-persuader" (if that is the
right form), certainly implies the suspicious powers of rhetoric and guile."

6Euelpides momentarily regrets his decision to go along and blames P., lines 339-40:
aiTIog pEVTOI 6V VOV €T TOV KAKOY TolTwv Movog./ émi Ti y&p ' ékeiBev NYes:

71 refer to the second set of iambic scenes. The first one, 904-1057, is the series of
professional men who want to sell their services to P.: the dithyrambic poet, the oracle-
monger, Meton the geometer, the episkopos, and the decree-seller. P. does not try to
reason with any of these. It is interesting that the first man in the series, the poet, actually
receives the clothing he asks for and is not driven off with blows; likewise the first in the
second series, the young man, receives decent treatment.

)
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fantastically successful speaker, one who can talk anyone into anything, mostly by the very
effective method of appealing to the listener's self-interest.

In view of this characterization of P., it is probable that Aristophanes named him
Me1®- or NeloéTaipog, rather than MioB&Tanpog, as it is his persuasiveness, not his
trustworthiness, which is at issue. There is little to choose between Meio- and MeiB-: both
are used in Attic name formation; we find Athenians named e. g. both I'IeioavSpog (PA
11768) and Mei@av8pog (PA 11755). It is difficult to make a choice on paleographical
grounds; perhaps the theta makes the fact that the second element is aspirated (i.e. from
€Taipog) more obvious, and may have been added later for that reason. Let us call him,
then, Peisetairos.8 Introduction of P's name does not come until quite far into the play
(line 644), when we also learn Euelpides' name. The only character who waits longer for a
name is Agorakritos, the sausage-seller of Knights, first named in line 1257 (see section on
Late Naming). P's name will be mentioned again four times in the course of the last half of
the play (1046, 1123, 1271, 1495). As in the case of Agorakritos, P. is asked for his
name after he has won a significant victory: once he has won over the birds to his plan,
Tereus invites him in and asks his name. There is thus a degree of ceremony attached to

his naming which has the effect of emphasizing it.

8As does E. Fraenkel (1962), p. 61 (spelling it 'Peishetairos').
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7. Euelpides

At Birds 643, the Hoopoe Tereus invites the two Athenians in and asks them their
names, and it is at this point tl'lat the audience first learns that the hero's name is Peisetairos
and his companion's is Euelpides. The name Euelpides is possible as a real name (. e.
both €0 and éAmi- are used as elements of names), although it does not happen to be
attested for the fifth century. However, no personal satire can be intended here; neither the
characterization nor the late introduction of the name would lead one to suspect any. The
name is significant, and another example of Aristophanes' fondness for the name-ending -
dng to indicate a type (see section on Patronymics).

In Thucydides I. 70, the Corinthians' speech, we find the Athenians described as,
among other things, év Toig Seivois ebéAmdec; in perilous situations, they are optimistic
about the outcome. Euelpides' nams is suggestive of this typical Athenian characteristic.
The name is wrongly interpreted by Whitman:! "Euelpides, '"McHopeful,' suggests
naiveté, if not exactly innocence. One might justifiably regard these two [Peisetairos and
Euelpides], perhaps, as two familiar aspects of Athenian character, cleverness and
gullibility, but in fact these possibilities are not dramatically exploited, for Euelpides is not
duped."

In calling the Athenians ebéAmiBec, the Corinthians are not saying that they are
naive or gullible; rather, they are stressing the positive qualities in which the Athenians are
superior to the Spartans. "Confident" would be a good translation. ’EATric is more than
just hope, it is expectation. People who are ebéAmSec have good expectations, that is,
confidence. In the introduction of the name Euelpides there may be a reference to the
behavior of the character in the previous scene; whenever Peisetairos mentions a feature of
bird-rule, Euelpides plans to tumn it to his own advantage. The birds will peck out the eyes

of the cattle, so Euelpides is going to sell his oxen first (595); the birds will inform

'Whitman (1964), p. 170.
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merchants of the good and bad times to sail, so Euelpides is going to buy a ship (598); the
birds will reveal where treasure is buried, so Euelpides is going to sell his ship (!) and buy
a pickaxe (602). He sees a prosperous future for himself in the new order, and ends by
exclaiming aifol, ToAAG kpeiTToug 0dTol Tob Aldg Auiv BaciAelev (610). It is
perhaps as a representative of this Athenian spirit of optimism and confidence that he is
named, as a suitable companion to the inventive and persuasive Peisetairos. We may
further note that, in accord with the idea of ‘expecting’ in his name, Euelpides' role is only
important to the first half of the play, during the conception and planning of
Nephelokokkygia; once the city begins to be built, Euelpides has nothing more to do, and
is sent off on an errand at line 846 never to return.

When iptroduced, Euelpides was also given a demotic Kp1&8ev 'from the deme
Krioa' (645). Aristophanes was not under any obligation to supply a character with a
demotic (Peisetairos, for example, does not have one) and it is not out of place to wonder
why Euelpides is said to be from Krioa, although it may not be possible to answer the
question. Most commentators merely remark that the location of the deme is unknown,
which is true; Whitehead (1986, p. 333) lists this demotic among those which are
appropriate to the character for the rather vague reason that they are rural, although there is
nothing particularly rural about Euelpides. It is probable that the deme Krioa called up
some association which we cannot recover, perhaps having to do with kp14¢, "ram", from
which the name comes. The kpi6¢ seems to have been proverbial for ingratitude (cf. LSJ
s.v. L. 1.), but it may have also suggested some other quality more appropriate to
Euelpides' character.2 Editors do note the apparent inconsistency in Euelpides belonging to
the deme Krioa at line 645 when at line 496 he seems to say he lives in Halimous (kayw
vopiocag 8pBpov éxcpouv ‘ANiuouvTade). Whitehead (Demes of Attica p. 333 n. 40)

explains that a person could reside in a deme to which he did not officially belong.

2Van Leeuwen on Av. 645 engages in some unsatisfactory speculation, but is also unable
to find an explanation for the demotic.

3
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However, perhaps when Euelpides in telling the story of being robbed says he set out
‘AMipouvTéBe, "in the direction of Halimous," he is giving the direction he went rather than
his ultimate destination. He sets the scene for the audience: éxwpouv ‘ANiouvTade"
k&P T TPOKUTITW #€w Teixoug... The information that he was leaving on the road to
Halimous, which ran south from Athens, tells the audience which gate in the city wall he
was poking his head out of when he was hit by the robber.

Another inconsistency in identifying Euelpides has caused more difficulty. At
Birds 139, Euelpides3 in speaking of the kind of city he wishes to live in, says that in it the
father of a youth would reproach hirn for not making advances to his son; the hypothetical
father addresses Euelpides as 'STiABwvidng'.4 Sommerstein translates 'old sparkler', from
oTiABelv, "gleam, sparkle,” and does not capitalize, treating it as "an appellation rather than
aname" (as did Coulon; Van Daele translates "flambard"). However, it is a possible
historical name; the very similar name 27TiABiSnc belonged to a well-known seer of the time
(mentioned at Peace 1032). It is difficult to say with certainty that the audience would have
understood Stilbonides as only an appellation rather than as a true proper name. In Old
Comedy there is often very little difference. However, to argue as Sommerstein does that
“the audience cannot be meant to understand it as the speaker's real name, since otherwise
they would be confused when his name was given later on (645) as Euelpides" is to heg the
question. When the audience hears the name Stilbonides, they do not know that later on
the speaker will be identified as Euelpides, so they cannot deduce that Stilbonides is an
appellation and thus save themselves from confusion.

Dover (note to Clouds 134) remarks that "in Av. the names of Peisetairos and

Euelpides are first given in 644 £., and if we had cared at all what their names were we

3Most editors attribute these lines to Peisetairos, but see Fraenkel (1962), p. 64, whose
argument for giving them to Euelpides is surely correct, followed by Sommerstein in his
line assignment.

AkaA&E YE pou TV uiby, & ZTIABwvIdN,/ ebpbv dmbvT' dTd yupvaoiou
Aedoupévov/ olk #kuoag... (Av. 139-141).

A
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should have thought ever since 139 that Peisetairos' name was 'Stilbonides'.5 It would
seem that Ar. does not mean us to care..." Perhaps too severely stated, but it may be true
that, while listening to Euelpides' fantasy, the audience is not meant to attach importance to
the nan.ae as being that of the character. He is making up a hypothetical situation, and using
a hypothetical name in it. The name looks as if it should have some significance in the
context, but exactly what the significance is remains obscure. There is a reference in
Athenaeus (12. 518 F) to the word oTiAmrwv as designating some kind of dwarf, but that
does not seem to be in place here.6 Sommerstein explains: "Since the boy's father is "an
old family friend" (142), we may be meant to suppose that in addressing Euelpides thus he
is reminding him of the days of his youth, when it was he who used to walk home from the
baths or the gymnasium "sparkling (stilbon) with handsomeness and grace" (Odyssey
6.237; cf. Theocr. 2.79-80)." If indeed such a reminder is being made, I do not see the
point of it. The name awaits a convincing explanation; meanwhile we shall have to be

content with Rogers' "This is merely a fancy name in a fancy picture."

SAssuming that the line is spoken by Peisetairos; I believe the atiribution to Euelpides is
better.

6Kock's note on the subject: "fingierter Name, wie moAuyapiSag Lys. 1098, 1242.
‘nomen ludicro modo ad exagitandum turpem puerorum amorem ab Aristophane fictum
esse patet. tenebras discutiet Athen. 12. 518 F: émiywpialev map' adToig (den
Sybariten) 8ia Tv TpueAv dvbpwmdpia pikpd, %(Kdi] Toug okwaioug, &g pnoiv 6

Tipwv, Toug kahou pévouc mapd Tior oTiATwvag.' Winckelmann. Mir ist die Stelle
dadurch eben so wenig deutlicher geworden, wie durch die von anderen vorausgesetzte
Beziehung auf Stilbides, den Seher, der mit Nikias nach Sikelien ging (Plut. Nik. 23) und

dort vor der grossen Katastrophe starb."
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8. Praxagora

The name of the heroine of Ecclesiazousae, Praxagora, meaning 'acting in the
assembly', is divulged in a very offhand way at line 124, when one of the women says
Belp’, & yAukuTéaTn Mpagaydpa, okéyal. There is no emphasis put on the name, and it
does not appear to be part of a verbal theme of the play; even the name itself will be
mentioned only twice more (241 and 520). Of course it is an appropriate name for the
character, whose plan requires the women to take action in the assembly, but it does not
have the importance in the play that names like Strepsiades and Trygaios .iave in their
plays. It seems that this type of naming is intermediate between the thematic naming of
earlier Old Comedy and the 'stock’ naming of New Comedy. Praxagora is still significant,
but not thematic; the final stage is reached in Plutos where Chremylos has a name
appropriate only in the sense that it fits an old man.

Russol finds some further meaning in the name, remarking that one could say that
“per un fato nominale" Praxagora disappears prematurely from the scene, since then the
Agora is the offstage It_)cation which Praxagora has to govern.

The name Praxagora is inscriptionally attested in the feminine (cf. Pape-Benseler

S.V.).

1Russo (1984), p. 63.
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C. Significant names: Minor Characters

Although minor characters do not, like major characters, have names thematic to the
play, they do tend to have significant names, unless they are historical characters. This

section will examine selected minor characters who have problematic names.

Vo . R -
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1. Blepyros and Blepsidemos

The husband of Praxagora, heroine of Ecclesiazusae, is called Blepyros, as we find
out at Ecc. 327, the scene in which he comes out to relieve himself.

Certainly the BAerr- element is from BAémewv,! but the second element of the name
has caused some difference of opinion. Ussher appears to approve the translation
'guardalgrano’ ("Looking at grain"), taking mup- from mupéc, 'wheat', and referring to
the long quantity of the upsilon in the name as if that were decisive.2 However, aside from
the fact that Aristophanes is not scrupulous about vowel quantities when he wishes to play
upon words, it is the case that in the word nip, 'fire', the quantity of the vowel is variable
(long in the nominative-accusative); in other words, a Greek ear could hear 'fire’ whether
the vowel was long or short. Hence there is nothing against understanding mup- in
Blepyros as 'fire', as Bechtel does (HPG p- 391), and that seems more likely than 'wheat'.
In interpreting the name we ought to consider that BAémeiv means not only 'see
(something)', but, with an internal accusative object, also often means 'look (a certain
way)', e.g. Eq. 631 €BAeye vamu '[the Boule] looked mustard' (had an angry look), Av.
1169 mruppixnv BAémev, 'looking like a war-dancer' (cf. LST s.v. BAéme I 1.).
Blepyros' name, then, could have suggested 'looking like fire', or 'with a fiery look’, and
there is a point to the name in the context in which it appears. Blepyros has just come out
of his house wearing his wife's yellow dress (Td kpokwTiSiov aumioyduevog 332),
complaining about his missing clothes and his own constipation, and has become involved
in a drawn-out scatological scene; the neighbor asks him T To0Té cor T TuppdV EOTIV;

(329) and wonders whether Kinesias has beshitten him. The color TTuppPOE covers a

IThe expected form *BAemémupog undergoes regular loss of the syllable - e~ ; cf. Bechtel
HPG p. 96 s.v. BAeméntupog, which is equated with BAémupoc, the latter inscriptionally
attested in Eretria, 4th century. For loss of syllable in dissimilation cf. Schwyzer (1935) p.
206 on EeAmti®ng ("man erwartet *EdeAmS- i8n¢") and Kiihner-Blass I. § 68. 12.

2Ussher in note to Ecc. 327: "Blepyrus' name is not repeated, but presumably BAériupoc
[with macron over u] ('guardalgrano', D. Comparetti, in A. Franchetti, Le Donne a
Parlamento di Aristofane [Citta di Castello, 19011, xviii); a similar rhythm, 318."
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yellow-red-brown range and is often used of feces in comedy, as here.3 Blepyros is 'rrup-
looking' (i. e. Tuppdg) in two senses, one in that he is wearing his wife's yellow dress, a
comic consequence of the women's plot to go to the assembly disguised in their husbands'
clothes, and the other in that he is defecating. Both meanings are explicitly mentioned in
the passage, in close proximity to the only occurrence of Blepyros' name, so it would seem
that Aristophanes did intend such an interpretation of the name here.

Ussher finds the point of the name 200 lines later (547-8), when Blepyros tells
Praxagora that she has caused him to lose a hekteus of wheat (TruprSv) which he might
have had by going to the assembly. It is perhaps possible that there is a faint echo of the
name there, but certainly difficult to detqct, and not at all pointed. It looks rather as if
Aristophanes named the character Blepyros in order to make a joke in the scatological
scene, and lost interest in the name after that.

‘The only other known compound name formed‘from BAem- is Blepsidemos, a
character in Plutos, named twice (332, 344). He is the gossip and busybody who shows
up at Chremylos' door when he hears a rumor that his old friend is now rich. The name
BAewidnuog seems to mean 'Looking at the people', with the connotation 'nosy'; that is the
way the character is introduced in the passage where his name is used. He has heard
Aoyog moAg from the people sitting in the barber shops (plural, 338) and runs right over
to Chremylos' house to investigate further. Chremylos remarks when he sees him coming
that one can tell from his hurried gait that he has heard something (333-4). In the manner
of a true gossip, Blepsidemos prefers to believe his own suspicions that Chremylos has
become a large-scale thief or embezzler, and ignores or misunderstands all protestations to
the contrary (351-390). His name is part of his characterization as a busybody.

The name Blepsidemos is a possible Greek proper name, but is not attested in
inscriptions. Neither Blepyros nor Blepsidemos appears as a name in extant New

Comedy, although there are two other names which employ the BAerr- root. In Menander's

3cf. Henderson (1975), pp. 189-190 for more examples.

\
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Sikyonios 188 there is a character named Blepes from Eleusis (188), and in Plautus'

Amphitruo the ship captain is called Blepharo.

\
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2. Chremes and Chremylos

The name Chremes (Xpépnc) is given to the man in Ecclesiazusae who reports the
results of the assembly to Blepyrus and later prepares to turn in all his goods; in the
diminutive Chremylos, it is the name of the hero of Plutos.! The stem XPEU- is quite
uncommon in Greek. Two verbs employ it: xpépeiv, which means 'whinny' and
XeéumrTecOai, which means 'clear one's throat, hawk and spit'. Clearly the root is
onomatopoietic and indicates an inarticulate sound which starts in the throat. Aristophanes
uses words from this root (other than the names) a total of three times in all his plays. At
Eq. 553 the noun ypepeTiopds, 'whinnying, appears. Pax 814 uses a compound
kaTaxpepyapévn (“having spat upon..."). Finally at Thes. 381 XPeuTTeTON is used of
the clearing of the throat which orators perform before a speech.

There was also a type of fish called xpéunc (also XPouIg, see LSJ s.v.v.), and
Bechtel (HPG p. 588) refers these xpeu- names to the fish; the fish, however, was named
after the noise it made.2 Hug (in RE , 'Spitznamen' 1825.40) explains that the name is
originally a nickname for people who make "unartikulierte Laute”. The name Chremes is
probably appropriate to an old man because it recalls the coughing or muttering associated
with old men, and it became a stock name in Middle and Néw\benedy.3 Chremylos is
possibly the oldest of Aristophanes' heroes; he says at the beginning of the play that he

went to the Delphic oracle, considering that his own lifetime was almost spent, to ask a

1Chremylos is a major rather than a minor character, but is included here because his name
is not thematic in the Plutos, and it is convenient to treat Chremes and Chremylos together.
The non-thematic treatment of Chremylos' name is typical of Aristophanes' later comedies
(Ecc. and Plu.).

2"Eine Fischarte [sic], die gleichsam ein Knurren erténen lasse," Hug (1929) 1825.40.

3 On the difficulties faced by the comic playwright, the Middle Comedy poet Antiphanes
says: mévTo 8ei/ ebpeiv, OvbpaTa KaIva, Kavd TedypaTa,/ Kaivolc Aoyoug
KETEITa T& Sieoknuéva/ TpdTEPOVY, T& ViV TopPOVTA, TAV KATAoTPOPAY,/ THV
eioBoAAv. Gv v T TodTwv Tapaling/ Xpéunc Tic f Peidwv Tig, ékoupiTTETAO
(Antiphanes fr. 191 Kock). The name is often used by Terence (Chremes is neighbor in
Andria , neighbor in Heauton, young man who turns out to be Pamphila's brother in
Eunuch, father with 2 wives in Phormio).

1
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question on behalf of ;lis son (Plu. 32-36). The Old Woman calls him yépwv at 1066; the
chorus, which consists of friends and fellow demesmen of Chremes is old and feeble as
well (doBeveis yépovTag Gvdpac, 258).

Xpéung is his’torically attested in the 4th century in Attica (Kirchner PA 15566,
15567, 15568); Xpeuthog, the diminutive, is attested already in the 5th century in Styra
(IG XII'9. no. 56.437). We also find the variations Xpépewv and Xpepwvidng, but the

stem is not known to form any compounds.

v
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3. Orthagoras/Epigenes

In the hag scene of Ecclesiazusae, a girl is waiting for her lover, a young man,
while an old hag is threatening to take him away first, under the laws of the new regime.
This young man is referred to by two different names: the girl calls him Orthagoras (916),
and the hag Epigenes (931). It seems to me not possible to understand the name
Orthagoras in the way Coulon and Ussher wish to, that is as "an &AioBog personified"
(Ussher on Ecc. 916), if one takes the entire context into account. The hag and the girl are
engaged in an amoebic song contest, explicitly set up at 887. At 907-910, the hag has
wished unfulfillable sexual desire upon the girl, and specifically, that when the girl wishes
@I1AAoal, she will draw to herself a snake (Sptv 909) on the bed. That by 'snake' is meant
penis languidus (not, as Ussher will have it, a real snake) is shown by the girl's reply; 916
should be understood as specifically referring to the hag's curse in 909. The girl asks her
nurse to call her lover, and she refers to him as 'Orthagoras' (playing upon 6p06g, ‘erect’)
to demonstrate to the hag that he can perform in bed and will not turn out to be a 'snake’.
The hag then replies (918-19) that the desire with which she cursed the girl is already
afflicting her "in an Ionian way"; against the Ionian reference the girl counters with a
Lesbian one, Sokeig 8¢ poi kai AaBSa kaTd Tolc AeoBioug (920). This appears to be a
euphemistic reference to the verb AeoBileiv, which should properly mean perform fellaiio
(cf. LSJ s.v. and Henderson (1975) p. 183). The euphemism is in place in the speech of
the girl, who is 'nicer' than the filthy old hag because of her youth and inexperience.! The
girl is implying that the only thing the hag could do to get a man is AeoBilerv; but, she
continues, the hag's experience in this area will not get her lover away from her (921-923,

Taiiyvia of course understood to be a single person, like Latin deliciae).

.

1Hall-Geldart, Rogers, and Ussher give 920 to the hag. The girl, however,
characteristically speaks in a less explicit and less obscene way than the hag; cf. line 914
where she modestly declines to say what may follow upon her mother's absence.

\
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Thus ends the song contest, and the two begin to exchange insults in trimeter. At
930 the girl asks the hag why she is peeking out, and the hag replies that she is singing for
her dear 'Epigenes’. The name, 'born afterward', is used to show that the man is much
younger than the hag, and sets up the joke that follows, as the girl retorts ool Yép @irog
Tig EoTiv BANog A Mépng (932), "Do you have another dear than Geres ('Oldster')?"

Thus, in this scene the young man for whom the two women are waiting is called
by two different names, Orthagoras and Epigenes, neither one of which is necessarily
thought to be his 'real' name. In other words, the names are used almost as appellatives in
the places they occur, and are subsequently forgotten. Once the young man appears, he is
never called by name. Orthagoras/Epigenes is an extreme example of the tendency
Aristophanes sometimes has to be interested in a name for its value at the moment, or in the

context, and not at all interested in it otherwise.

\
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4. Plathane

In the scene at Frogs 549 ff., Dionysus has just put on the Herakles costume again,
which he had traded for Xanthias' slave clothes during an earlier fri ght, when he is
accosted by two women innkeepers angry at 'Herakles' because of his behavior on his last
visit. The first woman is nameless, but she calls the second out by name. The second
innkeeper's name is Plathane (MAaB&vn), a name appropriate to a bread-seller! because it is
formed from mA&Bavov, a bread-pan. Stanford's assertion that "Plathane looks like a
metic's name" (note to Ra. 553-4) is based on Kock's interpretation of Ra. 569 and the
passage of Plutarch discussed below:2 "Die beiden mavdokeUTpIal... sind als Metokinnen
zu denken (zu 569), wie auch der Name der einen zeigt. Denn auch die in der Vita des
Isokrates erwihnte Plathane war wohl keine Athenerin" (Kock on Ra. 549). However,
Kock's conclusion is, I believe, mistaken.

The name Plathane is attested in one other place in literature (besides Frogs), by
Plutarch, as the wife of the sophist Hippias and mother of Aphareus, whom Isocrates
adopted:

Plutarch Mor. 838 A (Life of Isocrates): éyéveTo &' adTéd Clookp&Tn] kai Taic

"Apopeds TpeoBiTn Svi ék MAabavne TAc oy Too pATOopoC ToINTAC,

TAV 8¢ TAG yuvaikog TpIGV TaiSwv & vedTaToc.3
Hippias was from Elis, and it is certainly possible that Plathane was too; however, his
name is not un-Athenian, and we have no reason to think that the name’lPlathane marked his

wife as a metic either (pace Kock); in fact there was an upper-class Athenian lady in the 4th

IThe loaves of bread which Herakles owes them for are the first concern of the innkeepers,
Ra. 551.

2That interpretation perpetuated also in Coulon, n. 1 to Ra. 550: "Les deux hotelitres...

sont des méteques, comme I'indique le nom de 1'une Plathané...ce nom n'est pas athénien,
cf. Plutarque Morales 838."

3Plathane's name occurs again at Mor. 838 B: people buried with Isocrates included
"Apapels kai 6 TodTOU TATAP OedBwpog # Te yuvr) MAabbvn, uATAp 8¢ Tod
ToINToU Apapéwg.
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century called Plathane, daughter of Hephaistodoros (IG II2 7728). Editors wish the name
to be 'metic’ because they wrongly imagine that the innkeepers in Frogs must be metics, an
inference from line 569, where the innkeeper sends for Kleon, calling him her mpooTéTng.
That word need not have the technical meaning 'patron of metics' here, because the person
requiring a mpooTaTNG is a woman. Compare Thes. 576, in which Kleisthenes says that
he loves women and is their mpé€evoc; all that means is that he represents their interests in
the society of men. It obviously does not mean that the women were foreigners. No more
does Ra. 569 imply that the innkeepers were metics. Even citizen women needed men to
help them in any public or legal situation, since they could not represent themselves. The
word may also be a reference to some claim of Kleon's to be the 'protector’ of the people;
in Kleon's case, even the subject's death did not stop Aristophanes' satire.

There is inscriptional attestation for Plathane: MAaBaivn (IG 112 12464), and
M\aBavn (IG 112 7728). On these names Bechtel speculates that, since Hesychius says the
mAGBavov was round, the names may be used to designate people who are similar to the
bread-pan in their roundness (HPG p. 603). That is a reasonable explanation, and also
suggests that Aristophanes, as often, has taken a name which normally has one
interpretation and given it a different twist, here using it to name someone who works with

a bread-pan.

]

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



\

99

Chapter Two: Aspects of Naming
I. General Aspects

A. Patronymics

Before discussing in particular Aristophanes' practice of forming names in - dng, it
is instructive to consider what Fick and Bechtel have to say on the subject of the -8ng
suffix, which is commonly interpreted as patronymic.1

Fick-Bechtel divide the -8 suffix in Greek into two categories, the general
adjectival, and the diminutive; the suffix -3n¢, used in forming derivative names, belongs
to the former category. Fick-Bechtel point out that, whereas the poets do use this suffix to
form patronyms, such epithets are not the same as the given names of people. When one
looks at actual given names ending in -8nc, one finds that they are virtually never true
patronyms; someone named Demades is not the son of a Demas, Ischaridas is not the son

of Ischaros, and so forth. What the -8n¢ suffix indicates is that the name derives from and

1Fick (1894), p. 26; I have summarized and rearranged the discussion, which is here
appended in the original.
"Das &-Suffix hat im Griechischen zwei Hauptbedeutungen, eine allgemein adjectivische, Zubehr im

weitesten Sinne bezeichnend (wic guyés zu guyd, yewédag zu Yévva, veppidiog zu veppdc), und eine
verkleinemde in -i8, ~i81ov, - 68piov. DemgemiB haben wir auch zwei Verwendungsarten des ableitenden 8

in den griechischen Kosenamen zu unterscheiden. -dag =-8n¢ und -Sio¢ treten secundiir an Koseformen
ableitend, um irgend welche Bezichung zu den priméren Kosenamen auszudriicken. Gewdhnlich fat man

dicse Bezichung bei -8n¢ als cine patronyme, als miisste jeder Miinnemame auf -8n¢ den Triger desselben

als den Sohn oder Nachkommen cines Mannes bezeichnen, welcher den cinfachen Namen, an welchen -8n¢
getreten ist, gefiihrt hiitte. DaB dem nicht so ist, lehrt der Augenschein. Zwar sind die Gentilnamen auf -

8ng wie "AAkpewvidng uralt und die Dichter bilden, dicsen Gentilnamen erweiternd, von Homer an mit
groBier Leichtigkeit von jedem Namen das entsprechende Patronym auf -8ng, allein ganz anders ist es, wenn

wir dic wirklichen Minncrmamen auf -8ng in's Auge fassen. Diese sind mit verschwindenden Ausnamen nie
Patronymika, die Fille wo cin Anuédng der Sohn eines Anpdc, ein "loxapidag Sohn cines “loxapog ist,
sind 4uBerst sclten. Mit dieser allgemeinen Beziehung von -8ng zum Stammnamen stimmt auch die
Ableitung von -8, -8ng, -8io¢. Man kann nicht wohl zweifeln, da8 puyad- mit puyéde "zur Flucht"
zusammenhiingt, daB also puy&8- ein puy&ds TeTpaupévoe sei. Mit dem Casussuffix -5a in 00p-8a
stimmt der Ausgang -8ac in yewwé8ag und Artpefidac; TedapwvidBag geht zunichst auf Tehapdvioc..."
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relates to the simple name in some sense (F-B compare puyéc (-&8oc¢) from Ppuyn).2
Thus 'Atreides’ means 'related to Atreus'; the inference is that the relationship is son to
father, but of course it may indicate a grandson or one even more distantly related--and
furthermore, this is only an inference. In essence the -3n¢ suffix is adjectival, showing
'belonging’ in a general way, and forms names which may have a patronymic
connotation.3 Indeed, Usener has shown that even in Homer names in - 18n¢ are used as
appellatives, e.g. "HmuTidng of a kApug at P 324, Tepmadnc of the singer Phemios at ¥
3304

The -3n¢ suffix, then, should not be compared to the English suffix -son (as in
Johnson, "son of John"), which specifically indicates that the bearer is the son of X, but to

e.g. the Latin suffix -(i)anus which can be attached to names to make them adjectival. The

2 Marzullo (1953) p. 108 is mistaken in his inference that Fick-Bechtel are equating -8ng
with the simple diminutive in meaning; they quite carefully distinguish the two, as one can
see in the passage quoted in the previous footnote (GP p. 26).

3Cf. the explanation of Buck (1933), p. 341: "Such forms [names in -8n¢] are real
patronymics in Homer, but in later times are merely a common type of personal names

without patronymic force, as ©oukudidng, 'AAkIBI&dNG, Boeot. 'Ema pelvovdag. (a)
The starting-point of this type, peculiar to Greek, is probably to be sought in the feminine
patronymics in -1g, -180¢ and -ac, ~a8oc, where the patronymic use is only one aspect of
the fem. &-stems..."

Note that for the feminines, too, the patronymic is merely one application of the stem.

4Usener (1896) pp. 20-29, especially pp. 20-21: "Das gewdhnliche patronymische suffix
ist 1-8ng a-8ng. Auch dieses hat an sich eine ganz allgemeine bedeutung, die man etwa als
die der zugehorigkeit definieren konnte, wenn sich auch die inhaerente eigenschaft unter
diesen begriff fassen liesse... Auch bei freier schopfung von eigennamen verwendet das
epos diese rein adjectivische natur des suffixes." Usener's numerous examples include
epithets of gods.
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normal way of forming a patronym in Greek (except Aeolic5) is simply to put the father's
name into the genitive case ('Aristophanes son of Philip' = 'ApioTopdvng ®ihinmou),
and of course such patronyms (very often comic) abound in Aristophanes. In short, in
Attic Greek the nominal suffix -8ng did not have patronymic force.6 As C. Frei-Liithy
describes it, “Doch -18ng hat sich im Laufe der Zeit aus dem SchoBe des Epos
weiterentwickelt (z.B. ebmaTpidng S.+), so daB es fiir Aristophanes, einen groflen Kénner
auf dem Gebiet der Wortbildung, moglich wurde mit -18n¢ Appellative zu bilden, die auf
dem Weg von Theaterauffithrungen in die Alltagssprache aufgenommen wurden".”

If we cease to regard -8n¢ names as necessarily patronymic in meaning and
understand the ending rather as forming names which indicate Sippenzugehdrigkeit and
may be used as appellatives, or adjectivally,8 it is easier to see why Aristophanes was so
fond of them. He uses the -8ng suffix to form names which indicate a type; it has a
generalizing adjectival force, 'belonging to' a category.? This sense is well illustrated by

the series of -8n¢ words at Ach. 595-597. In the confrontation between Dikaiopolis and

Scf. Buck (1955), p. 134, "Use of patronymic adjective instead of the genitive singular of
the father's name. Though occasionally found in literature, as in Hom. Tehauwviog Alac,
this is the regular practice in prose only in the three Aeolic dialects. Thus Lesb.
Méhavxpog MBveiog, "Apximma 'ABavéeia, Thess. Syouv 'AvTiydveiog, NikdbAaog
"Ayeicialog..."

Note that the dialects which do use patronymic adjectives use -io¢ (not -8n¢), another
instance of an adjectival form which has a patronymic application rather than an exclusively
patronymic meaning.

6For a linguistic history of the suffix -3n¢ see M. Meier (1975). Meier concludes that the
suffix basically expresses Gehorigkeit.

7C. Frei-Liithy (1978), p. 43.

8¢f. Schwyzer (1939), I. p. 509: "Sekundiir ist der jiingere appellative Gebrauch von -{8n¢
(-&8ng -iadng), auch als Adjektiv." Schwyzer (loc. cit.) calls "(halb) appellativ (‘einer
vom Schlage der und der’)" the names Smoudapxidng, 2TpaTwvidne, and MicBopyidng
at Ach. 595 ff., discussed below.

9Plautus too could avail himself of the creative power of the -18n¢ ending, as cf, Pers. 702
ff.: Virginesvendonides Nugiepiloquides Argentumextenebronides Tedigniloquides
Nugides Palponides Quodsemelarripides Numquameripides.

\
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Lamachos, the general, confused by Dikaiopolis' borrowed beggar costume, asks him who
he is (&AA& Tic yap €T, 594), to which Dikaiopolis replies:

SoTIg; TOAITAG XPNOTAG, ol ZnouSapxn’ch,

&AM E€ ETou Trep 6 TTdAepoG, ETPATWVISNC,

au 8' € 8Tou Tep 6 TTdAepog, MioBapyidng.

"Who am I? A decent citizen, not Spoudarchides ('Mr. Ambitious"), but
ever since the war started, Stratonides ('Mr. Serviceman'), while you, ever

since the war started, have been Mistharchides ('Mr. Payroll')." 10

In reply to the question "Who are you?" which expects the person's name as
answer, Dikaiopolis tells Lamachos what kind of person he is (and isn't) using names in -
8n¢. In this passage all three names should be capitalized, as they are really more than
adjectives here.!1 Perception of them as names which indicate types rafher than mere
apellative adjectives is perhaps assisted by the fact that Stratonides is an actual historical
name, cf. Kirchner PA 13004-13010, but historicity is not essential.12

Aristophanes also uses normal Attic patronymics (i.e. the father's name in the
genitive case) to adorn his characters. He rarely designates an historical person by his
actual patronymic, but is fond of inventing fathers' names to characterize the son in a comic
way; so Lamachos, whose father's name was Xenophanes (Thuc. 6. 8. 2) is called, at
Ach. 1131, 6 Topyéoou, "son of Gorgasos", with obvious reference to the Gorgon
emblem on Lamachos' shield. Even a god may be given a comic patronymic; Dionysos at
Frogs 22 calls himself vidg ITapviou, "son of Wine-jug”. Fictitious characters may also
have meaningful patronymics, as for example Strepsiades, who at Clouds 134 introduces

himself as ®eidwvog uide; the thrifty element in his character was emphasized in the

10] believe that the generalizing '"Mr." in English gives some of the feeling of the -3ng
names in Greek. A person may be called 'Mr. Know-it-all' or 'Mr. Big Spender' with
similar freedom of invention,

1INone of the modern editors capitalizes.

12Cf, the remarks of Frei-Liithy (1978), p. 43: "omoudapyidng u.a. sind meines
Erachtens keine echten Appellative; der namenartige Charakter ist noch sehr stark zu
spiiren; die Néhe zu Spitznamen ist unverkennbar."
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opening scene of the play. An interesting example of a character in disguise assuming a
name and a patronymic occurs at Wasps 185, where Philokleon, trying to sneak out of the
house by hiding under the donkey, like Odysseus under the ram, has been apprehended by
his son. Continuing the Homeric burlesque, he gives his name as OUTi¢, and when
pressed adds ”I8akog 'AnoSpoacimmiiSou, "Ithakan, son of Escapee". Here the
patronymic is itself an appellative name in -18n¢, with the imrmr- element lending it comic

length and mock dignity.

\
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B. Demotics

The custom of designating an Athenian citizen with a demotic goes back to the
reforms of Kleisthenes in the late 6th century;! the Aristotelian Athenian Constitution
describes how Kleisthenes reorganized the system of tribes, and established demes to
replace the previous naukraries, with the intention of obtaining a broader, more democratic
political basis.

kai 8NuoTag Emoinoev dAAAAwY Tolg olkolvTag év £kdoTy TRV SAuwWY, fva

pn TaTpobev MpooayopelovTeg EEeAEYXWOIV ToUG veoTToAITac, SAA TOV

SApwv avayopedwoiv: 8Bev kai kaholaiv *ABnvaiol opdc adTolg TMOV

SApwv. (Ath. Pol. 21. 4)

Kleisthenes wanted the Athenians to identify themselves with their demes and to use
demotics rather than patronymics, so that class distinctions would be diminished. As one
might have expected, many Athenians were loathe to give up their patronymics, and the
result was that the demotic naming system was added to the patronymic, instead of
replacing it, so that a man might give his full name using a demotic, a patronymic, or both.
“"An individual's choice of demotic or patronymic could become an issue and an
expression of class, status, and political values," observes Whitehead (1986) p. 71. In the
latter half of the 5th century official attempts were made to establish the patronymic and the

demotic together as part of the official full name, although that did not become standard

practice until the 4th century.2

10ccasionally men had used the equivalent of demotics even before Kleisthenes' reforms,
but afterward the use became widespread (and politically weighted). See Whitehead
(1986), pp. 11, 70.

2For full discussion and documentation on the use of demotics see Whitehead (1986), pp.
69-72. For demotics in literary sources, see Whitehead (1986) pp. 46-62. It is especially
interesting that in Thucydides "not a single Athenian is designated by his demotic” (p. 48),
while there is only one instance of a demotic in the entire corpus of Xenophon (Menm.
2.7.6).

\
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Thus in Aristophanes' time the demotic, which had a democratic or populist
character, was on the way to becoming one part of a 3-part official name (name-
patronymic-demotic), but actual naming practice varied from individual to individual.

In the plays we have, 5 major characters are given demotics: Dikaiopolis
(Cholleidai), Demos (Pnyx), Strepsiades (Kikynna),. Trygaios (Athmonon), and Euelpides

| (Krioa). The only one of these given a patronymic in addition is Strepsiades (son of
Pheidon). Only two major characters are given patronymics without demotics, and these
are comic patronymics: Dionysos (Ra. 22) calls himself 'son of Stamnios (i. e. wine-jar)’;
naturally gods do not have demotics; and Lamachos, in real life the son of Xenophanes, is
called 'son of Gorgasos', mocking his Gorgon crest and heroic demeanor. No major
invented character is given a patronymic without a demotic (only Strepsiades gets a
vpatfonymic atall).3 Especially taking into account that Athenian women did not have
demotics,# which rules out Lysistrata and Praxagora, 5 is a significant number of major
characters to be given demotics. It must also be meaningful that Aristophanes rarely gives
a patronymic to an invented character, and then not without a demotic. No doubt it is
natural that Aristophanes, writing in a popular medium, gives his characters the more
democratic form of name, rather than the more aristocratic. The demotic gives a popular
quality to the name and indicates that the character is a 'man of the people’, as indeed
Aristophanes' protagonists are. One of these demotics is a comic invention; Demos in
Knights is called 'Pyknites', 'from the Pnyx', which was not a deme but the place where

the assembly met.

3Strepsiades is a special case because the audience already knows his father's name as a
result of the monologue describing the argument between Strepsiades and his wife over
what to name their son; Strepsiades wanted to name him Pheidonides after the boy's
grandfather (Nu. 65).

4see Whitehead (1986), pp. 77-79. AtThes. 563, the Kinsman mentions a woman whom
he calls simply ‘Axapvikd; since there is no proper name attached, and since women did
not normally have demotics, we should probably understand this appellation merely as an
indication of the woman's place of residence rather than a proper demotic. I have not
included it in the list of demotics in this section.

1

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



106

A number of minor characters receive demotics, for various reasons. In Wasps, the
two dogs involved in the trial have the demotics of the men they are caricaturing; they are
called Labes of Aixone (= Laches) and Kyon of Kydathenaion (= Kleon). Here the
demotics help identify the names as canine versions of the actual men's names, so thé
audience will not miss the point. One choreut has a demotic, Strymodoros of Konthyle
(Ve. 233), and a friend of the chorus in that passage also has one, Chabes of Phlya (Ve.
234). Choreuts are never given patronymics in Aristophanes.

In contrast to characters on stage, people only mentioned in the dialogue are
virtually never given demotics. Of the numerous historical people referred to, very often
with patronymics,’ only one is given a deme, and that is Lysistratos, who at Ach. 855 is
called Xohapytwv Eveidog, 'the disgrace of the Cholargeans'.6 One other, Proxenides
(Av. 1126), is called 6 Kopmraoeug, a comic derisive demotic invented from Kopmalely,
‘boast’. Thave been able to find a total of 3 names of historical people mentioned with
demotics” (including Lysistratos XoAapyéwv8veidog, not actually a demotic); the third,
Nikostratos from Skambonidai, is a member of the audience named at Ve. 31; presumably
this was the way he referred to himself, and Aristophanes does the same merely for

purposes of identification (as with 'Labes" and 'Kyon' in Wasps). Probably the special

SWhile this thesis does not in general treat names of people who are not characters, perhaps
a statistic is in order. Of the names listed in M. Molitor (1969) beginning with A alone, 30
are likely to be historical contemporaries not appearing on stage. Of these 30, 8 are given
patronymics, and another's father's name is mentioned. Thus nearly one third of the
sample has patronymics.

6This is not a proper demotic, and it is phrased so as to imply that the other demesmen of
Cholargos are decent people who are ashamed of Lysistratos.

71 am leaving out of account Chairephon of Sphettos mentioned in Clouds, who probably
does not appear in the version we have (although some mss. assign lines to him) but may
have appeared in an earlier version, or was intended to be inserted in a revision. At any
rate, his demotic seems to be comic (see below under Sphettos).

A
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case of a member of the audience who is treated as though he is speaking to someone
onstage should be considered as a minor character rather than merely a historical reference.

Of course Aristophanes usually mentions someone for the purpose of mocking or
criticizing him, and it is clear that for that purpose he prefers patronymics to demotics. The
demotic seems in general to have been perceived as more sympathetic to the audience, and
the patronymic less.

Following is a listing of all the demotics found in Aristophanes' extant plays,
alphabetically by deme. An asterisk indicates the person is not a character on stage.
*'Achradous,' man from, Ecc. 362. This is merely a pun occasioned by Blepyros'
constipation because of having eaten a wild pear (éxpac); he says "an Achradousian” (pun
on Acherdous, a real deme) has bolted his (back) door.

Aixone, Labes of, Ve. 895. One of the dogs in the trial scene, given the same demotic as
Laches, whose name is being punned upon.

*Anaphlystos, Sebinos of, Ra. 431 (cf. Ecc 979-80). A comic obscene name involving
puns on Biveiv (Sebinos) and &vapAdv.

Athmonon, Trygaeus of, Pax 190, 919. No reason is apparent for the choice of this
den.e. Pape-Benseler translate 'Blumenau’, as from &v6oc.

*Cholargos, Lysistratos of, Ack. 855. Called XoAapyéwv Bveidoc, the only historical
person mentioned who is given a serious deme (though not a true demotic).

Cholleidai, Dikaiopolis of, Ach. 406. Dikaiopolis announces his demotic while shouting
outside Euripides' door to get him to come out: AikaiémoAic kahéd o 6 XoAA(8ng eyw
(406). Naturally one would like to know why this particular demotic was chosen, and the
scholia provide a suggestion: 6 XoA\eidne: mailer Si& T XwAoUg eiodyewv. Itisapun
on xwAog, 'lame’, used because Dikaiopolis is addressing Euripides, a playwright known
for introducing lame characters on the tragic stage8. Dikaiopolis is trying to get his

attention by appealing to his interest in cripples. The joke suits the context very well, is

8 Aristophanes refers to Euripides as 6 ywAotorég at Frogs 346.
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quite in Dikaiopolis' manner of mocking Euripides at the same time as he is asking him for
something, and is followed up five lines later by another reference to 'cholopoiia’ (otk
£T0¢ xwAoUg Tmoielc, 411). The pun has been generally accepted, and I can only add that it
is not difficult to simulate lameness on stage; Dikaiopolis may have taken an exaggerated
limping step or two as he gave his name, to get the point across?.

Gargettos, Antitheos of, daughter Kritylla, Thes. 898. Kritylla indignantly gives her full
name in response to the kinsman of Euripides, who has said in mock-tragic context that she
is "Theonoe, daughter of Proteus". No one has found any better explanation of this name
than Van Leeuwen: "Certum aliquod matronae nomen requiritur, ergo fingitur, ut saepe.
Tocosi nihil in his nominibus est quaerendum.” The demotic should be considered part of
the name of the invented character Kritylla, not a reference to a historical person.

Kikynna, Strepsiades son of Pheidon of, Nu. 134, 210. No reason is apparent for the
choice of this deme. The creditor at Nu. 1218-19 says that he is a 8nuéTng of Strepsiades,
without mentioning the deme.

*Kompasos', Proxenides of, Av. 1126. A comic deme formed from Koutraletv,
designating Proxenides as a boaster. It has been suggested that the demotic Kompaseus is
a pun on Konthyleus (i. e. from Konthyle). Presumably Aristophanes would intend such a
pun, in which the two words are really not very close phonetically, only if Proxenides
actually were from Konthyle; but unfortunately we do not know whether he was or not.
Konthyle, Strymodorus of, Ve. 233. The only choreut given a demotic (cf. Chabes of
Phlya, below).

*Kopros, man from, Eq. 899, Ecc. 317. Both of the passages are simply jokes on the
literal meaning of kémpoc. In Knights, Demos says that "a man from Kopros" told him

that Kleon had given the dicasts silphium so that they would fart each other to death. In

9That would take care of Whitehead's objection (Demes of Attica p. 332 n. 35) that "while
a reference to lameness might well precede the comic designation of someone as a
demesman of Cholleidai (and so make it clear that is is comic), I cannot see that in the
reverse situation, as here, the audience could be expected to take the demotic at anything
other than face value."

A
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Ecclesiazusae, Blepyros goes outside to the outhouse because "the man from Kopros"
keeps knocking at his door (see above, 'Achradous’). Jokes about the name Kopreos had
been around since Homer, who at Iliad 15.639 mentions a Periphetes of Mykenai, a man
with the unusual distinction of being better than his father; the degenerate father is aptly
named Kopreos.

Kothokidai, 6 deiva To0 Seiva of, Thes. 620-622. When Euripides' kinsman,
disguised as a woman, is questioned as to his identity, he cannot manage to come up with
his husband's name; all he can think to say is "so-and-so, son of so-and so, from
Kothokidai."

Krioa, Euelpides of, Av. 645. No reason is apparent for the choice of this deme.
Kydathenaion, Kyon of, Ve. 895, 902. The prosecuting dog in the trial scene; he is
given the same demotic as Kleon, on whose name Aristophanes is punning.

Paionidai, Kinesias of, Lys. 852. The name Kinesias is used because of the obscene
sense of kivelv, and likewise the demotic plays on the obscene sense of maieiv, both
meaning much the same as Biveiv; the name and demotic were chosen to suit the context10.
*Phlya, Chabes of, Ve. 234. An apparently deceased friend of the chorus; I believe this
name should be considered in the category of choreut names.

Phyle, Derketes of, Ach. 1028. The name Derketes is chosen because its meaning,
'Looker’, is in comic contrast to his situation of bein g unable to see well due to constant
weeping over the loss of his oxen; he is made to come from Phyle because that deme is
right on the Boeotian border, and it is the Boeotians who have stolen his oxen. (For full

treatment of problems see section on Derketes of Phyle).

10ft seems to me clear that the obscene meaning of the name and demotic is sufficient
explanation of why Aristophanes chose to name the character Kinesias Paionides. Thus I
find Whitehead's statement baffling: "The priapic scene which follows Jjustifies the view of
the scholiast ad loc. that the demotic is used for its sexual innuendo--but only if Kinesias
was a real person known to the audience" (Whitehead 1986 p. 335 n. 55). The situation is
rather that we may stop looking for a real person behind Kinesias once we understand his
name.

3
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"Pnyx', Demos of, Eq. 62. A comic demotic chosen to suit "The People" as an
allegorical figure; the residence of "The People" is the ecclesia, where the people gather,
hence their 'deme’ is the Pnyx, the location of the ecclesia.

*Skambonidai, Nikostratos of, Ve. 8§1. Member of the audience; here he is probably
given his demotic because that is how he was known, and Aristophanes wanted to insure
that he would be recognized.

?Sphettos, Chairephon of, Nu. 156. This passage is our only evidence for the deme of
Chairephon, and doubt has remained as to whether Sphettos was really his deme, or
whether the demotic is a comic one given, as Dover says, "for the sake of a weak pun on
opngE, 'wasp', to suit the entomological context". From the analysis of Aristophanes' use
of demotics made above, it is very likely that Sphettios is a comic demotic; Aristophanes
does not like to give historical people serious demotics, whether they are characters or only
mentioned.11 Perhaps the demotic suits a characteristic of Chairephon, as well as suiting
the ‘gnat story' context. The same demotic adjective Sphettios is used at Plu. 720, of
vinegar applied to the eyelids; in that passage it appears to be used with the connotation
'sharp, stinging', like a wasp.12 In Plato's Apology (21a) Socrates describes Chairephon
as keen for whatever he undertook. "You all know what sort Chairephon was," he says,
"wg opodpog €¢' 8T dpufoeiey,” and this well-known 'keenness' of Chairephon may be
in point herel3 (cf. LST s.v. &€0c, III. A. 1 "metaph., of the inner sense, sharp, keen,

hasty").

110n the question of whether Chairephon appeared in the play, see Dover, Clouds pp. xcv-
xcvii, who suggests that "Aristophanes intended to bring Chairephon into the revision, that
104 and 1465 belong to that early stage of revision, and that this intention was abandoned."

12Didymus ap. Athen. 1. 67d says that the vinegar was so called iow¢ 81671 of ZeATTION
o&eig. One would rather suppose that it was because of ogfkec were sharp.

13Chairephon is elsewhere called a 'bat' (vukTepig, Av. 1296, 1563), 'half dead

(ABvAg, Nu. 504), and 'yellow' (Bayivog, Ve. 1413), all of which seem to have to do
with his complexion rather than his character.

\
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C. Late Naming

It has sometimes been observed (e. g. by Dover, note to Clouds 134),! though
apparently never discussed, that occasionally characters in Aristophanes are on stage for
quite some time before the audience is told what their names are. The latest naming is that
of Agorakritos in Knights, named 1111 lines after his first entrance; Euelpides and
Peisetairos in Birds are named 645 lines after their entrance; Dikaiopolis in Acharnians is
not named until 405 lines into the play; Chremylos in Plutos is first named 336 lines after
he comes in, and so forth. The explanation of this phenomenon of late naming lies in the
nature of Old Comedy, and should be recognized as a convention of comedy, one of the
many in which it differs significantly from tragedy.

Within the first twenty lines or so of any tragedy, the audience is told the name of at
least one of the main characters, and enough of the story that they can recognize what the
subject of the play will be. The tragic playwright is treating a story whose basic elements
and characters are familiar to the audience, and he wishes to let them know immediately
what that story is. Tragedy does not normally involve suspense, at least not in the sense
that the audience does not know what is going to happen. Thus when, at lines 7-8 of the
Oedipus Tyrannus, the main character says adTdg &' EAAAUOA, & TTaoI KAEIVOC
Oidimroug kaAoUpevog, the name Oidipous is charged with meaning and vital information
for the audience which helps them interpret what is to follow.

How completely different is the situation of comedy. The comic playwright has
invented a new, hitherto unknown story (and new characters as well) for the occasion, and
the audience can have no idea what will happen in it. If, at the beginning of Acharnians,

the main character had said "Here I am, Dikaiopolis, sitting in the assembly," the

1Cf. Dover (1972), p. 128: "Itis by no means normal practice to tell us the names of the
chief characters before they have appeared,” followed by a list of 5 characters named late.
That is the extent of discussion which I have been able to find. As I shall show, it is
normal practice to name historical characters before they have appeared.
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information conveyed by the name would have been negligible. The audience would still
have no idea of the plot, and they would have to reserve judgement on whether the name
was appropriate or not. The dramatic motivation for naming the protagonist immediately,
so strong in tragedy, is lacking in comedy. Whether it is this lack of motivation which is
responsible for the comic convention of later naming, or whether the convention arose from
some earlier element of ritual, perhaps one involving a revelation of identity, it is
impossible now to tell.

In addition to the lack of motivation to reveal the name right away, there can also be
a positive point to later naming. In order for the audience to appreciate the appropriateness
of a character's name, it must first know something about him and what his function in the
play is. - After that has been established, the name then puts a finger on a theme of the play
which the audience recognizes, so that it can see the significance of the name as part of the
play. To return to the example of Dikaiopolis, by the time his name is introduced, there has
been discussion of the injustice of refusing to discuss peace (esp. 56 &Sikeire), and of the
idea that the enemy too has suffered injustice (314 &8ikoupévouc), the hero has offered to
wager his neck that he is speaking Té& Sikaia (317), and he has already declared his
political independence by making his private treaty and celebrating the Rural Dionysia.
When the audience then at line 406 hears the hero calling himself 'Dikiaopolis' it is in a
position to understand that the name is pointing out a basic theme of the play and to enjoy
its aptness. If the character were named right away at the beginning, the chance for the
name epiphany would be lost. Perhaps we may compare this delayed naming in comedy to
the phenomenon in tragedy of a character suddenly realizing the significance of his (or
someone else's) name; so for example Ajax, after he comes to his senses, says ajai* Tic
Gv ToT' eB’ BB Emvupov/ Todpdy Euvoiceiv Bvopa Toig Euoic Kakoic; (Soph. Ajax

430-431).2 The name is brought up at a point when its meaning has become clear. I

2Another example is the chorus' recognition of the meaning of the name Helen at Aesch.
Ag. 681 ff. See Fraenkel's note to Ag. 687 for literature on name etymologies in tragedy.

\
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believe that this phenomenon deserves recognition as a convention available to Old
Comedy, one which it shed as it became more like tragedy in developing into New
Comedy.

As one might expect, the convention of late naming applies only to invented
characters. For historical characters the situation is more like that of tragedy, in that the
playwright relies on the audience's previous knowledge of the character as background. If
Aristophanes introduces a historical character, a real person whom he wishes to satirize, he
mentions that person's name as soon as, or even before, the character comes on stage. In
the case of a contemporary person, it is necessary that the audience know as soon as
possible who the person is in order to perceive the satire; in fact, where he can
Aristophanes actually prepares the audience for the character's entrance with advance notice
of the name. So we find Socrates, Euripides (Ach.), Agathon, Paphlagon [Kleon],
Lamachos all mentioned before they ever make their entrances. Euripides in Thes. cannot
be announced in advance since he participaies in the prologue, but his name is mentioned at
line 4. Historical characters with very minor parts, principally those who drop in and out
of iambic scenes, usually are not announced in advance but are identified soon after they
arrive: Hierokles in Peace (+3), Meton in Birds (+4), Kinesias in Birds (+5), Nikarchos in
Ach (0).

This tendency of invented characters to be introduced late and historical characters
early is not proposed as a firm rule which the poet is obliged to follow; it is merely a
tendency. Perhaps the biggest exception for historical characters is Kleisthenes (in Thes.)
who comes in at 634, clearly identified as an effeminate man, but is not called by name for
60 lines3. On the invented side, we do not find invented charcters introduced before

entrance (allowing the exception of Bdelykleon and Philokleon; see footnotes to following

3Kleisthenes had been the stock Athenian effeminate for at least 14 years, and it is possible
that there were some items of costume which could identify him to the audience by sight.
One could compare the pianist Liberace, also a long-time flamboyant homosexual with very
recognizable iconography (candelabra, rhinestone jacket, peculiar hairstyle).

v
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list). However, the name Lysistrata is introduced unemphatically in passing near the
beginning, in the manner of New Comedy; Praxagora's name is introduced in the same
fashion, although a bit further into the play. Following is a list of major characters with
their respective points of naming. The numbers indicate how long after or before entrance

the character is named; +5 means five lines after entrance, -5 means five lines before

entrance.
Invented Historical
Agorakritos, +1111 Euripides (Ran ) -763
Euelpides +645 Paphlagon -234
Peisetairos +644 Sokrates -114
Karion +624 Aischylos -72
Dikaiopolis +405 Agathon -66
Chremylos +336 '‘Labes' [Laches] -45
Xanthias (Ran.) +271 Euripides (Ach.) -12
Strepsiades +134 Philokleon® -11
Praxagora +124 'Kyon' [Kleon] -8
Trygaios +108 Lamachos (Ach.) -6
Lysistrata +6 Bdelykleon 4 -2
Euripides (Thes.) +4
Kleisthenes (Thes.) +60

The ways in which names of main characters are revealed fall into certain patterns in
Aristophanes; they may first be conveniently divided into two groups, A) the character

names himself, and B) the character is named by another.

4The names of Philokleon and Bdelykleon are included in this historical list although they
are invented characters because their names contain references to the historical Kleon and
form an attack on him; therefore Aristophanes treats their names like historical names and
reveals them early to get the point across right away. Cf. Edmunds (1987), p. 53: "the
fact remains that the announcement of the names, which comes, remarkably, before the
appearance of the characters themselves, links the names and thus Cleon thematically with
the plot and thus with the issue of the jury system."

Bdelykleon is not easy to classify; although he is an invented character, his name is
a reference to Kleon, and Aristophanes wants the audience to pick up this historical
reference right away. He is introduced before he says or does anything (he will wake up
and speak two lines after the introduction, hence the -2, considering that the equivalent of
an entrance), but technically he has been on stage asleep on the roof since the play started
and could be considered +133, or perhaps +67 since his sleeping presence was pointed out
at line 67. I am considering him more a stage property than a character until he wakes up;
Edmunds (1987, p. 53) does the same .

\
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Having a character name himself puts a certain emphasis on the name; it has the
tone of conveying information, because there is always some particular reason for a person
to give his name. In Old Comedy there are two motivations for a character to give his own
name: 1) someone asks him what his name is, 2) he is standing outside someone's door
and wants attention. Main characters who give their names in response to a question are
Agorakritos, Trygaios, Peisetairos and Euelpides, and Ploutos, all involving some degree
of ceremony. Those who shout their names outside doors are Dikaiopolis and Strepsiades;
Trygaios, Peisetairos and Euelpides are outside doors when they are asked for their names.
In Knights and Birds, the inquiry as to the name forms an ending to a major part of the
action. When the Sausage-seller has finally vanquished Paphlagon in the last contest,
Demos asks him his name, and then ceremoniously repeats it in formally turning himself
(and Paphlagon) over to his care (Eq. 1257-1260). Similarly in Birds, when Peisetairos
has finally persuaded both the Hoopoe and the Birds to undertake the establishment of
Nephelokokkygia, Tereus ceremoniously invites him and his companion in and asks their
names (Av. 641-647). In Ploutos the naming scene forms the beginning of the action of
the play proper; Ploutos delays and refuses to tell who he is (52-75), and when he finally
does, both Chremes and the audience begin to see what the theme of the play will be.
Trygaios' naming scene is extended by his first replies of "Miarotatos" in ironic answer to
Hermes' irritated questioning; Hermes labelled Trygaios "miarotatos” on his arrival, and
now Tryagios treats it as a proper name (Pax 182-189). He finally tells Hermes both who
he is and who he isn't, 190-191 (cf. Dikaiopolis' reply to Lamachos, who has asked the
'beggar’ who he is; Dikiopolis tells Lamachos who he is and who he isn't, this time
without giving his name, which the audience already knows, Ach. 594-597). Shouting
one's name outside a door, as Dikaiopolis and Strepsiades do, also lends emphasis to the
name; in effect it is giving the name as the reason why the person inside should open the

door.

\
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There are also two basic styles of being named by others: 1) being named in the
prologue, and 2) being addressed by someone who already knows the name. These are
less emphatic, especially the latter; they are the methods favored by tragedy and, later, New
Comedy. The variation of having the character mention his own name in the prologue
(usually in quite an artificial way), often used in tragedy, is not employed in any extant Old
Comedy. A prologue speaker giving information directly to the audience may tell the
names of the main characters; this is the way Paphlagon, Demos, Philokleon and
Bdelykleon are introduced. In this case there may be some emphasis on the name; when
the prologue slave of Wasps says that the old man's name is Philokleon, he adds vai p&
Aia (134), underscoring the impossible name which no doubt made the audience laugh
when they first heard it. The final method of finding out the name by hearing the character
addressed by another character is least emphatic, and most often used in New Comedys; this
is the way we discover the names of Lysistrata, Xanthias (in Frogs), Praxagora, Karion,
and Chremes. Perhaps a bit of emphasis is added if the character is being summoned by
having his name shouted; this is the way Lamachos is introduced in Ack., and also the way
most slaves receive names on stage.

One other aspect of late naming may be of interest. Whereas up to the point of
naming other characters do not know the hero's name, and he often has to be asked for it,
once the name is pronounced to the audience it is considered equivalent to announcing it to
the whole world. Characters will then enter and call the hero by name who strictly
speaking would not have known him. The Megarian comes in calling Dikaiopolis by name;
the Episkopos, messengers, and Prometheus suddenly know Peisetairos' name; a priest
comes in looking for Chremylos by name at the end of Plutos. It is as if the mention of the
name in the play conferred instant universal fame upon the character. In this connection we
observe that Lysistrata and Praxagora, because the conspiracy plots require them to be
known to all the women before the plays begin, have this dramatic universal fame

conferred on them in advance. The characters who arrive must already know who the

\
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heroines are, so the opportunity for revealing identities later is diminished. The nature of
the conspiracy plot may then be a reason why these two heroines are named in the

unemphatic offhand way they are.

\ . [
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II. Categories of Characters
A. Choreuts

In six of Aristophanes' plays, some of the individual chorus members are
mentioned by name (Ach, Eq, Ve, Pax, Lys, Ecc). In a seventh, Birds, the chorus
members are identified as various kinds of birds, which I am not considering individual
proper names for purposes of this survey. The preferred place for naming choreuts is the
parodos. Only in Birds are all the chorus members introduced in a systematic way: as each
appears, a comment is made about what kind of bird it is (Av. 294-306).1 Ecclesiazusae
has a comparable introduction of 7 (possibly 8) choreuts by name as they enter, with the
characters already onstage saying "There's so-and-so" (Ecc. 41-53). (There is a rather
similar style of entrance in Lysistrata (65-92) where as the wives enter comments are made
about where they have come from, though they are not individually named.) Never are all
24 choreuts given individual names; the most named is in Lysistrata, where the men's
semichorus has 5 members named, answered by 5 names of the women's semichorus
(254-370).2 Here we may consider T. B. L. Webster's maxim,3 "It seems to be a rule in
satyr-play and comedy, that when the chorus name one another in t'sz «acative, four is the
maximum of names used together, and if the names are put together they are connected by

‘and’ [i.e. kai]". It appears from his list in the footnote to that sentence that there are 5

1At Av. 268-288, four birds are introduced who do not seem to have been part of the
chorus. The chorus enters at 294, after which precisely 24 individual bird names are
mentioned.

2The fact that choreuts are named in satyr plays, as in Old Comedy, but never in tragedy, is
pointed out by D. F. Sutton (1985), pp. 107-110. Sutton speculates that in Sophocles'
Ichneutae seven (but perhaps only six) choreuts are named because they were the ones in
the front row of two rows. However, if choreut naming in satyr plays is comparable to
that in Old Comedy, we should not look for all, or the majority, or any particular number
Ott: the choreuts to be named. The number of choreuts cannot be deduced from the number
of names.

3Webster (1970), p. 69.

1
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instances of the phenomenon (of the chorus addressing each other with names connected
by kai) in Aristophanes, but the list is misleading. Of Webster's 5 examples, Eq. 242-243
has 2 names in the vocative, not connected by kai, spoken by Slave A (i. e. not the chorus
naming one another); Ve. 230 has one name in the vocati\}e, Lys. 254 has one name m the
vocative, Lys. 321 has one name in the vocative, and only Ecc. 293 is an instance of names
in the vocative connected by kai (3 names).# In fact that is the only instance to be found in
Aristophanes. There is one other example of the construction, 4 choreut names in the
vocative connected by kai, and that is Ve. 401, if my interpretation of this line as addressed
to the chorus is accepted (see below, Wasps), but the speaker is Philokleon, not the

chorus. In very similar fashion Dikaiopolis addresses the chorus using 3 names in the
vocative, but connected by f, at Ach. 612.

The names of choreuts present an interesting mix of significant names and merely
appropriate names. One would like to have many more comedies in order to generalize
with any confidence about the treatment of choreut names, but we may at least make some
observations on the limited examples we do have.

1. Acharnians

The chorus of Acharnians is composed of old men from the deme Acharnae (cf.
Ach. 179-180). One choreut is named at line 220, in the parodos, while the chorus
complains of its age and decrepitude: viv &' &meidf oTeppdv fidn ToUpdV dvTikvAuIoV
/xai maho AakpaTeidn TO okéhog BapdveTar. The name Lakrateides, formed from
Aa- (intensive prefix) and kpéTog, 'strength', with the -18ng ending marking a type,’ is

significant in the context; as Starkie says, "a suitable name for an old fellow who boasts he

41t is possible that Ve. 230, Lys. 254, and Lys. 321 were intended to be examples of
places where no more than 4 choreuts are named in the following passage. Webster wishes
to show that a string of five names in the vocative is unlikely, and that is quite true. His
rule as stated is correct for Old Comedy, but not very useful. On what basis he includes
satyr plays I cannot tell.

3see section on Patronymics.
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was a Samson in his youth." The further suggestion made about this, and many other
names of old men, that it was old-fashioned, should be treated with caution. In a society
where it was so common to name a boy after his grandfather, fashions in naming must
have been much slower to change than they are in our times. The fact that a name is
attested earlier in the 5th century does not necessarily mean that it sounded old-fashioned
later.6

Four other choreut names are mentioned, at 609-612, when Dikaiopolis turns to the
chorus and asks whether any of them have had well-paid positions during the war, as
Lamachos has. The names, Marilades, Anthrakyllos,” Euphorides, and Prinides, all have
to do with the charcoal trade of Acharnae. The names are all invented to suit the occasion,
and we see again in this group Aristophanes' fondness for -8n¢ names indicating a type.
Each name contains a verbal echo of something already associated with the Acharnians
earlier in the play. Marilades, 'Mr. Coal-dust, is from papiAn, the substance that the
hostage coal-scuttle squirted on Dikaiopolis in its fright, line 350.

Prinides, 'Mr. Oakwood', hearkens back to line 180 where the Acharnians were
called mpivivoi; Euphorides,8 '"Mr. Carry-well', recalls line 211 in which the chorus sang

of running pépwv avBpékwv popTiov ; Anthrakyllus, ‘Briquette’, may also recall the

6Kirchner PA 8967, 8968, 8969, and 8971 are all instances of the name Lakrateides, and
they date from the early 5th century, 430, 353, and late 2nd century respectively. Thus,
we have no reason to think the name sounded old-fashioned in the late 5th century.

TAccepting Reiske's conjecture for the Drakyllos of the mss. Among three significant
names referring to charcoal, we do not want a fourth which falls flat and pointless.
Paleographically the change is easy. Sommerstein's argument that "as Dracyllus or Draces
appears to be a stock name for a chorus member (Lys. 254, Eccl. 294) emendation is not
justified" is unconvincing. The name which appears at Lys. 254 and Eccl. 294 is Drakes,
not Drakyllos, but at any rate in the Ack. context we clearly are not dealing with 'stock’
names.

8This is the only one of the 4 names which is a possible historical name, though not
attested. The name Euphorion (PA 6078, 6079) is well attested for Attica, however, and
where there is a Euphorion there may be a Euphorides as well.

\
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hostage scene where the Acharnians' 'philanthrakia’ was tested (cf. 332, 336). Sucha
lovely group of significant choreut names never turns up again in extant Aristophanes.

2. Knights

In the next play, Knights, two members of the chorus of knights are addressed by
Slave A as the chorus enters (242-243): & Sipwv,/d Moavaitt', odk EAGTE PG TO
Se€10v képag; Both the names Simon and Panaitios are well attested for Attica (cf.
Kirchner PA), and they do not seem to have any meaning per se in the context, leading to
the suspicion that they are the names of real people;? as Neil says, "Simon and Panaetius
here may be the names of the two hipparchs of the time." Xenophon Eq. 1. 3and 11. 6
mentions a Simon who wrote a manual on horsemanship, perhaps the same person.

3. Clouds

No choreuts are named in Clouds.

4. Wasps

In the parodos of Wasps (at 230-234), 5 names are mentioned by the chorus, but it
looks as though 2 of them are names of companions who have died. Komias and
Strymodorus of Konthyle are certainly present choreuts, and Charinades is very likely one
as well.10 Then at line 234 the chorus says Edepyidng &p' €oTi mou ‘vTaud', fj X&Bng 6
®Auels; The Wasps chorus is the oldest and feeblest of Aristophanes' choruses, unable
even to walk without help (cf. 248, 299), and they here regret the loss of some friends, in
the way of old people whose contemporaries have begun to die. Perhaps we may therefore
consider Euergides, Mr. Serviceable (cf. Philourgos, choreut at Lys. 265), and Chabes

(from xaBég, 'curved' Hesych.; 'krummbeinig' Bechtel HPG p. 492) appropriate names

9 Aristophanes mentions men named Simon and Panaitios in later plays. Simon, Nu. 351,
399 (also Eupolis 218) is an embezzler of public funds and an émriopkog. Panaitios,

(NAoor fr. 409 K-A) was called mi®nkog and 'son of a butcher'.

10The statement in the Suda that Charinades was proverbial for slowness looks like a
conjecture from this passage.

\
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for deceased choreuts. The name Euergides displays the quality the chorus misses in their
absent friend; Chabes shows that they lived to a decrepit old age.

Komias (from k&pog, 'revel'), is an appropriate choreut name; cf. Komarchides,
the name of the choryphaeus in Peace (Pax 1142).

Charinades (from xdpig, 'grace') may also be an auspicious name for a comic
choreut. The name is used again at Pax 1155 in a choral ode as the name of a neighbor; in
that passage it is the counterpart of Aischinades in the previous line (from aloyog, 'shame,
ugliness') which is its opposite in meaning.

Strymodoros, 'gift of the Strymon', is a puzzling name; it is also used for a choreut
at Lys. 259, and was mentioned in Dikaiopolis' Phales song (Ach. 274) as the name of a
neighbor. If Wilamowitz1! was correct in his observation that an Athenian would not have
been named Strymodoros until after the victory over Thasos in 462 then the name does not
seem appropriate to a man who was over 80 years old in 422, having fought in the Persian
wars (as we hear in the parabasis at 1060-1101); it would indicate a man no older than 40.
However, there was an earlier Athenian victory which had to do with the Strymon; in 476
the Athenians and the Delian League captured the Thracian town of Eion at the mouth of the
Strymon and ejected the Persian governor. If the name Strymodoros commemorates that
event, then a man of that name would have been 54 in 422, at the time of Wasps. In that
case, in an imprecise way the name would have been perceived as that of an 'older' man
(over 50); since anyone named Strymodoros would not be old enough to have adult
grandsons of that name yet, there would have been no middle-aged or young men called
Strymodoros. On the other hand, Aristophanes may have chosen the name for some

connotation other than age, which is not in point in the Phales son g at least.

110n the name Strymodoros, Wilamowitz (1927), note to Lys. 254, observes: "Als
Geschenk des Strymon konnte ein Athener sein Kind erst bezeichnen, als sie in dem Tale
eine Kolonie hatten, also erst nach dem Siege iiber Thasos: da paBte der Name fiir einen
dieser Greise eigentlich schlecht."
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At 400-402 Philokleon calls out for help in the following manner (with the standard
punctuation of Hall-Geldart and Coulon):

oV EUANAYea’, dribooior Sikai TATEG péAAouctv Eoecbal,

@ Zpikubiwy kai Teio1é8n kal XpApov kai GepéSeimrve;

moTE 8, €f W) v, EmapAgeTé pot, Tipiv ' eicw PaAAov EyecBai;

If 400 and 401 are taken as one sentence, then the names Smikythion, Teisiades,
Chremon and Pheredeipnos are the names of people who have a lawsuit pending this year,
members of the audience. However, this appeal is immediately followed by a choral attack
(in the form of shouting) against Bdelykleon; "What are we waiting for?" says the chorus
in answer to Philokleon's plea (403), giving the impression that the appeal for help was
addressed to them. MacDowell in his notes to 400 and 401 interprets the names as
"members of the audience who are prosecutors12 in forthcomin g cases." That means that
the names must be those of real people, leaving the problem that Chremon (from xpApa)
and Pheredeipnos are comic invented names (xpfjua and Sefrrvoc were not used to form
real names). ' MacDowell posits that these two names must have been deformations of the
real names; indeed, that is the only possible solution, but it is not very convincing, and the
parallels cited are not comparable, involving as they do alterations of instantly recognizable
names ('Kometamynias' for Amynias, 'Kolakonymous' for Kleonymous). Surely the
category ‘everyone who has a lawsuit pending this year' must have been very large, and
could have included almost anyone; particular individuals would not have immediately
suggested themselves to the audience. It would seem to be much easier to take line 400 as

addressed to everyone who has a lawsuit pending, i. e. the audience, and lines 401-402

12There is no need to assume, with MacDowell, that Philokleon is calling upon prosecutors
only. He says "whoever has a case coming up this year," since anyone who is involved in
a lawsuit on either side would be interested in securing the good will of a juror, and he
would earn Philokleon's good will by helping to rescue him.

3
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together as addressed to the chorus, which responds immediately.13 The names then
would be names of chorus members, to which they are suited. Smikythion in the non-
diminutive Smikythos appears again as a choreut name at Ecc. 293;14 Teisiades suggests
Teloal, 'Mr. Penalty'; Chremon may be 'Needy' (MacDowell's suggestion), as the wasp
chorus certainly was; and Pheredeipnos, '"Lunch-carrier', could refer to a juror bringing his
lunch with him to a long trial.15

5. Peace

In Peace the chorus is made up of 'all the Greeks' (MavéNAnveg, 302), and
Trygaios exhorts them for the most part as various groups (464-511): Boeotians, Argives,
Laconians, Megarians, Athenians, and finally the farmers (508) who must come from all
the geographic groups. But there is one individual mentioned, and that is Lamachos; at
473-474 Trygaios says & A&pay', &8ikeig éumoSiov kabAuevoc./olStv Sedped’,
@vBpwTe, TAS ofig poppbvog. Lamachos is imagined for a moment to be a member of
the chorus who is hindering the recovery of Peace. There is no sustained characterization
(Lamachos' does not even have any lines), and it would have been possible to have
Trygaios address his remark to a choreut undistinguished from the rest.

6. Birds

In Birds the choreuts are identified as different kinds of birds.

7. Frogs

13Note further the similarity of 402 (mo7e 8, i pn viv, émapAgeTé poi) to Lys. 304, the
men's chorus rushing to help Athena: / 167" adT pdAlov { viv, & Adync, &pn&opev;
"It's now or never" is evidently a phrase used to stir a chorus into action. Also, the mode
of address, & A kai B kai I, is typical of an address to the chorus (cf. Ach. 612, Ecc.
293); the audience is very rarely addressed with individual names, and in the only extant
instance of such address (Ve. 74 ff) the names are not bunched together, but spread out
over a number of lines to give time to recognize each one.

141t is an alias used by one of the women choreuts while disguised as a man. We also find
a woman choreut called the wife of Smikythion, Ecc. 46.

15For jurors getting hungry during a trial, see Ve. 776-778; for taking one's lunch to the
assembly cf. Ecc. 306-308, with Ussher's note.

1
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In Frogs, neither the chorus of frogs nor the chorus of initiates has any individual
names.

8. Lysistrata

This is the only extant Old Comedy with a split chorus of half men, half women.
Both halves are supposed to be old.

In the parodos of Lysistrata (254 ff.) the men's chorus enters urging one another on
by name, and the women's chorus does likewise (319 ff). The men are called Drakes
(254), Strymodoros (259), and Philourgos (265), at 304 one more is named Laches, and
during the encounter with the women's chorus a Phaidrias is addressed (356).

Drakes: this name is used again as a choreut alias in Ecc. 293. The root is
connected with Spdkwv, 'serpent’ (which is itself connected with 8¢pkecba, 'see’). It
may be significant that a choreut in Sophocles' satyr play Ichneutae was called Drakis (Ich.
183 Radt). Perhaps we see in the name Drakes a survival from an earlier element of satyr
play incorporated into Old Comedy.

Strymodorus: this name was used for a choreut in Wasps (233) (see above) as well
as a neighbor mentioned at Ach. 274.

Philourgos: 'Fond of Work,' cf. Euergides, choreut name at Ve. 234 with a
similar meaning.

Laches: became a stock name for old men in New Comedy; Menander has senes
named Laches in the Heros, Kitharista, and Perinthia, and there is one in the Hecyra of
Terence. Perhaps its connection with Aoy xévew and its connotation 'one who has obtained
(something)' made it attractive for the senes of New Comedy as posessors of the family
estate.

Phaidrias: this name became a stock adulescens name in New Comedy (cf. Terence
Eun., Phor., and the girl named Phaedria in Plautus Aul.). Its derivation from paIdpdg

(‘beaming, cheerful’) may have seemed appropriate for a young person's name; it could
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well be rendered 'Sunny'. In the context of the irate old men's chorus of Lysistrata, the
name was perhaps felt as comically incongruous.

The women respond with Nikodike (321), and Kalyke and Kritylla are mentioned
as friends among the women occupying the Acropolis (322, 323); during the encounter
with the men's chorus Stratyllis (365) and Rhodippe (370) are named.

On Nikodike, Henderson well observes: "Nikodike was a common name, here
chosen probably for its auspicious meaning (cf. Kalonike) and possibly to underline the
appearance of the women immediately following the koryphaios' prayer to Nike (317-18)."

The name Kalyke is from k&Au€, flower-cup or bud; the k&Aug had a pretty shape,
which leant itself to women's jewelry (/1. 18. 401, h. Ven. 87, Aphrodite puts on K&AUKES
when she wants to look attractive), and at 4. Ven. 284 the adjective koA ukdic is used of a
nymph.16

Of Kritylla, Henderson says: "It is tempting to think that our Kritylla (one of the
occupying women) was the same woman [as Kritylla, daughter of Antitheos of Gargetto
Th. 898] and an actual contemporary, perhaps a priestess of Demeter.17 But it is not
unlikely that Ar. arbitrarily chose the name..." Even though we cannot always understand
why Aristophanes chose a particular name, we would be well advised to think of his
choices as deliberate rather than arbitrary, if arbitrary means random. Krityllais a
diminutive feminine from kpi7éc, 'chosen', which can also mean 'choice, excellent'. It
may be that the pair of names Kalyke and Kritylla suggest the attractiveness and excellence

of the women occupying the Acropolis.

16 Kalyke is a mythological name, reported variously to be a Nereid, nurse of Dionysos,
daughter of Danaos, wife of Lynkeus, mother of Kyknos, daughter of Aeolus, mother of
Endymion (references in Pape-Benseler s.v. KaAdkn). According to Athenaeus (14. 619
d) Kalyke was a lovelorn girl who threw herself off a cliff when rejected by the young
man, Euathlos, and gave her name to a song of Stesichorus.

171t is not clear why we should be tempted to see a priestess of Demeter here.
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Stratyllis is a feminine diminutive from oTpaTdg, 'army,' and may suggest in the
context of combat that she is the equivalent of a small army herself; such an interpretation
would support the idea that in line 365 Syai pévov ZTpaTUAAISOG TG SakTOAW
TpooeA@av Strayllis is speaking herself and daring the man to approach her, rather than
Henderson's idea that another woman is speaking and daring him to approach Stratyllis.

Rhodippe: In The Maculate Muse (pp. 127, 135) Henderson calls the name
Rhodippe a "phallic-vaginal pun", pé8ov referring to the female genitalia and frrmoc to the
phallus.18 However, in his commentary on Lysistrata (370) Henderson says only
"Rhodippe is an hetaira-name at AP 5. 36, but Rhodippos occurs in inscriptions."
Presumably Henderson has changed his mind on the point, and is arguing from the fact that
Rhodippos was a normal name that the name Rhodippe did not necessarily have an obscene
sense. While that is true, the relevant information is that the name could have an obscene
sense (demonstrated by its use as a hetaira name) of which Aristophanes might have taken
advantage.

9. Thesmophoriazusae

The chorus of women attending the Thesmophoria enters at 295. It is possible that
568 AaBe BoipaTiov, PirioTn is addressed to a choreut, in which case Philiste is the only
choreut name in the play.

10. Ecclesiazusae

The chorus enters one by one very early in the play (41 ff.), and as they arrive
Praxagora and the other two women call out their names in recognition. Named are:
Kleinarete, Sostrate, Philainete, Glyke, Melistiche wife of Smikythion, Geusistrate wife of

the kamnAog, the wife of Philodoretos, and the wife of Chairetades.

18The evidence that {rrmog could mean phallus is very weak, consisting of one statement in
Hesychius that the word could refer to female and male genitalia. However, horseback
riding used in an obscene sense was common, cf. Henderson (1975) pp. 164-165.

3
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Kleinarete, Sostrate and Philainete are named together (41-42), and their names do
not appear to make any sort of jest. The name Sostrate was preserved as a matrona name in
New Comedy (see Terence, Hedut., Hec., Adelph.). 1t is possible that one of them
addresses 43-45 to their group, urging them on so as not to have to pay the penalty vowed
by Glyke for the last to arrive. While Glyke ('Sweetie', PA 3039-3041)19 is not
addressed, she is thought of as among the women who will be present, and in that sense
can be considered a chorus member. The penalty proposed was wine (and chickpeas),
making the standard joke about women's bibulousness.

Melistiche wife of Smikythion has three lines spoken about her (46-48), containing
a joke to the effect that she is the only wife who was able to get away from her husband at
her convenience; Smikythion was not requiring her attention in bed, as the other husbands
were. The joke is on Smikythion, but it is quite possible that no particular individual was
intended; the joke stands on its own, and Smikythion (also Smikythos) was a very
common name (cf. PA 12766-12798). The name Melistiche is quite unusual, though
historically possible.20 Very few names employ the root oTix-. Bechtel (HPG 304)
believes that all personal names in peAi- come from péAel and mean 'taking care of’;
Melistiche would then mean 'taking care of the oTixog' (rank? verse?). But it seems
unreasonable to deny that some of these names may come from péi, 'honey', . g. the
woman's name MeA 1T (IG IT 2381); Melistiche could then mean 'sweet verse' perhaps, a
fine name for a choreut.

Geusistrate: Ussher comments, "The names here are typical, not personal; for
citizens' wives would normally not be public figures: except Geusistrata,” and "The wife
of the keeper of the 'local’ would be better known." It appears that Ussher thinks

Geusistrate was really the name of a tavern-keeper's wife known to the audience, but this is

19Glycerium (dim.) is a meretrix name in Terence, Andria.

20The name has been restored in a Cretan inscription, as [MleAio[ T]ixa; see Ussher on
Ecc. 46.
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impossible. Geusistrate is a comic formation (the root yeuo- was never used to form
Greek personal names) made as a joke-name for a tavern hostess. The name has a double
meaning, depending on whether we understand yeuo- as having an active or middle sense:
either "giving the army a taste" (of wine, etc.) or "having a taste of the army" (in obscene
sense).21

The last two choreuts are named by their husbands' names only, which is quite as
individual and proper form of address as ‘Mrs. Thatcher' is in English. This form has the
effect of emphasizing the husband; we do not know who Philodoretos and Chairetades
were, but perhaps they were undesirables of some kind, lending an ironic tone to 53
"everyone worthwhile in the city."

It is probable that the woman who says she brought Lamios' staff at line 77 is
understood to be Mrs. Lamios. The name Lamios appears to have been introduced for the
sake of the reference to Lamia and the joke about sticks and farting which follows (it is at
least clear that 78-81 contain two jokes about Lamios, although no one has been able to
explain exactly what they are).

Once the chorus has donned male disguise and is leaving for the assembly, the
choreuts practice addressing each other with men's names, Charitimides, Smikythos and
Drakes (293). These names appear to be male choreut names (rather than just "common
men'’s names," Ussher). Possibly names from y&pig were appropriate for choreuts, as
Charitimides here and Charinades, Ve. 232. For Smikythos cf. Ve. 401 Smikythion, and
Ecc. 46; for Drakes cf. Lys. 254 (see above under Lysistrata).

11. Plutos

The chorus of Plutos is composed of fellow demesmen of Chremes (cf. PL. 223,

254, 322); none is named, and no specific deme is mentioned.

21Ussher refers to the -oTporTr element of the name as "the nominal ending” but fails to

interpret it as if it meant anything at all. The ‘army’ calls to mind a large group of ordinary
men (cf. LSJ s.v. oTpatég L. 2, 3), a comic representation of the tavern's customers, and
forms the object of the verbal element of the name (cf. Lysistrata, ‘breaking up the army").

3
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In surveying the choreut names in Aristophanes, we have seen that several of the
names are preserved by New Comedy as stock names: Sostrate, Laches, Phaidrias. It may
be significant that the name Phaedrias was made a stock name for young men (not old men,
despite the age of the choreut in Lysistrat;z). “Although there is a tendency to assume that
choreut names are appropriate to the dramatic age of the chorus, it may be that we should
look more often for them to be appropriate to comic choreuts per se (as e. g. the names
Komias and Komarchides clearly are). The name Drakes may have been inherited from
satyr play choruses, and perhaps other names were as well. The possibility presents itself
that traditional choreut names now lost to us may have provided other stock names for New
Comedy; perhaps names such as Chaireas or Demeas were originally names familiar in
comedy from the chorus, and were taken over as character names as the nature of the plays
changed. Social comedy began to prefer 'everyday' names to the thematic comic

inventions of Old Comedy, and comic choreut names were available.
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B. Women

Some years ago D. Schaps (1977) examined the practice of the Greek orators in
naming women in speechcs; he demonstrated that for the most part the orators refer to
women as the wife or daughter (or mother or sister) of a man, without mentioning her
given name. The exceptions to this practice generally are women for whom some degree of
disrespect is being shown (prostitutes, slaves, women on the opposing side of the case).1
Schaps concludes:

"The most respectful way to refer to a woman, therefore, was not to say what her
name was, but to indicate whose wife, or daughter, or sister she was: for indeed, if she
was a proper woman, the jurors would not be expected to know her, but would be
expected to know her kyrios. In a lawcourt, where one's words and the impression they
made were carefully weighed, the overwhelming tendency was to use this oblique form of
reference; in everyday life there was no need for it, nor is there any indication that women
ever referred to themselves in this way" (p. 330).

Actually, there is some indication in comedy that women did refer to themselves in
this way. In Thesmophoriazusae there is a scene (Th. 574-651) in which Kleisthenes
warns the women of the presence of an intruder and begins to question the women as to
their identity to find the impostor. Kleisthenes asks the first woman he questions who she
is (Tic €T mpcdoTn 0U; 603), to which she replies KAewvipou yuvA (605). Itis clear that
when asked in a formal context to identify herself, a woman would call herself 'Mrs. X'.
When Kleisthenes then questions Euripides' kinsman, he asks, as a question equivalent to
'who are you?', Tic £o1' &vAp ocor; (619). To this the slow-witted kinsman can only reply
Tov Beival yryvaokerg, Tov ik KoBwkiS&v (further identified as Tov Sefva ToV To0
Seiva 622). From this scene we can see that 'wife of X' was considered proper
identification, not just by courtroom orators, but by women themselves. Indeed, it would

be strange if the courteous form of naming was never used in everyday life outside of the

courtroom.

1Schaps (1977) divides the named women into three categories: "women of shady
reputation, women connected with the speaker's opponent, and dead women" (p. 328).
There are also women named in cases where the speaker is under some urgent necessity to
be clear about the woman's identity (p. 329).
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In a situation where formal identification is not at issue, we may still find women
referring to each other simply as 'Mrs. X'. Near the beginning of Ecclesiazusae the chorus
begins to arrive, and they are pointed out by name as they come on in small groups. Three
different types of names are used, indifferently as it seems, though different types are not
juxtaposed. First three women are named by their given names alone (Kleinarete, Sostrate,
Philainete, 41-42). Next come two women named by husband's name and given name, in
that order (the wife of Smikythion, Melistiche, 46 and the wife of the innkeeper,
Geusistrate, 49). Finally two are named by husband's name alone (the wife of
Philodoretos and the wife of Chairetades, 51). It appears that the situation in comedy, and
probably in everyday life, is more complicated than in oratory.2 A. Sommerstein3 has
taken Schaps' observations on the naming of women in oratory and examined all of Greek
and Roman comedy in their light, to see whether Schaps' general rule holds for comedy,
and has concluded that "with some interesting exceptions...the rule holds that in public--
that is, in addressing or in the presence of one or more free men not related to the woman in
question--a free man does not mention a respectable woman by her own name" 4
Sommerstein compiles a great many statistics in support of this conclusion; I'reproduce his
figures for the eleven plays of Aristophanes; of course, Sommerstein is including all

women mentioned, not just women who are characters.

2 do not know why Schaps says "In comedy, in tragedy, in dedications, and on
tombstones, women are regularly referred to by their given names, and rarely if at all by the
names of their fathers, brothers, or husbands. It is clear that the orators are not calling the
women by their customary names, but avoiding them, when they tell us whom they
married" (p. 329). Of course it is regular in inscriptions to list the woman's husband's
name, and often the father's as well, in addition to the given name. cf. e.g. PA 1757
APIZTOBOYAH ABPONOZ KAAAIOY BATHOEN 'YNH, or PA 1952 APIS TOMAXH
ZONYPOY OTPYNENS ©YFATHP, MHNOAOTOY XOAAEIAOY 'YNH, both from ¢
inscriptions.

3Sommerstein (1980).

4Sommerstein (1980) pp. 393-4.

\
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"In these plays I find one hundred and four places where a woman is
addressed or mentioned by name; and in no less than sixty-two of these cases the
speaker is also a woman (or a man pretending to be a woman). When the speaker
is a woman, it does not seem to matter whether she is speaking to women or to
men; twenty-one times, in fact, a woman names herself or another woman when
addressing, or in the presence of, one or more men. Forty-two times, then, in the
eleven plays a woman is named by a male speaker. In eight cases, almost certainly,
the woman is dead; in a further nineteen she is a slave or a hetaira or a lena. Four
times a husband addresses his wife by name, and once he names her to another
woman; in these cases no other free man is present. So there remain only ten
apparent cases of a respectable woman being named by a free man "in public" as
above defined" (p. 394).

Six of these are explained away, and Sommerstein is left with Pax 992 (Lysimache;
see below n. 10) and Lys. 1086, 1103, and 1147 (Lysistrate). He then makes it clear that
in his statistics he does not include women who are named by their husband's (or father's)
name aléne.> Such naming, however, was the very thing which Schaps was examining.
We cannot say, therefore, on the basis of Sommerstein's statistics, how the number of
times a woman is named by her given name in the defined situation compares to the number
of times a woman is named by husband's name alone. I shall be including the latter type of
naming in my reckoning of named women characters; indeed, Sommerstein has missed
Schaps' point6 that 'wife of X' is in fact a designation of an individual woman, which
should be taken into account by prosopographers. It seems that the difference in language

and convention has prevented scholars from recognizing that 'Kleonymos' wife' is just as

.5"Meanwhi1e we may note that there is a tendency in Aristophanes, just as in the orators, to
identify women indirectly by naming their male relatives" (p. 394); Sommerstein goes on to
mention four of these cases.

6Schaps p. 330: "For as long as prosopography restricts itself to women whose names are
known it is limited, as far as the orators are concerned, to women of particular sorts, and
most of them not the most honourable. If we wish to learn about Athenian citizen women,
we must take into account not only Plangon, but Mantitheus' mother, Democrates' sister,
and Meixiades' daughter. We may, perhaps, find that we know more about them than we
had thought." I note that Schaps still stops short of recognizing these designations as
names.

A
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much the name of an individual woman as is 'Mrs. Thatcher'; it is quite misleading to say
that a woman is not named when she is being named politely.”

In extant Aristophanes, 32 women characters are named.8 Of these, five are slaves
or hetairai, leaving 27 women with the possibility of being called by their husbands' (or
fathers') names. Only four of these women are named with their husbands' names alone
(i.e. no given name); two of them are the choreuts of Ecclesiazusae mentioned above (the
wife of Philodoretos and the wife of Chairetades, Ecc. 51). A third, also in Ecc., mentions
her own husband's name so that we infer she is the wife of Lamias (Ecc. 77), but she is
not specifically called Aapiou yuvd. The fourth is in the identification scene of |
Thesmophoriazusae mentioned above, the wife of Kleonymos (Ecc. 605). None of these
women is named by a man who is 'avoiding', as Schaps has it, her given name; all are
named by other women or by themselves.

Of the remaining 23 women, four have their husbands' or fathers' names added to
their given names. Two of these are choreuts of Ecc. already noted (wife of Smikythion,
Melistiche, Ecc. 46 and the wife of the innkeeper, Geusistrate, Ecc. 49); Geusistrate's

husband's occupation rather than his name is given. The other two women identify

TThe way Strepsiades names his wife in Nu. 46-7 (Eynua MeyoakAéoug Tod MeyakAéoug
adeAe18Av) is, I believe, a comic twist on the usual formula. A Greek listener expected to
hear whose daughter, not whose niece, the man married, and adeApidAv would have come
as a surprise for BuyaTépa. The wife is characterized as a social climber who stresses her
relationship with her most elegant relatives; Strepsiades calls her 'niece of Megakles'
because that name is more important to her than her connection with her father. The
implication is that she gives herself airs because of her uncle (whom she also holds up as a
model for her son, Nu. 70). One thinks of course of the family of Alcibiades with its
numerous members named Megakles and its habit of naming son after father (rather than
grandfather), cf. PA table to p. 53 no. 9688. Pheidippides is thus made a dramatic 'poor
cousin’ of Alcibiades. Strepsiades is not merely identifying his wife indirectly (so
Sommerstein); there is a comic point to the unusual form of naming and to the name
Megakles as well.

8This figure leaves out of account feminine personified abstractions (such as Basileia and
Diallage) and mythological figures (such as Iris and Prokne); it includes the names Kritylla,
and Sostrate twice, since each occurs in two different plays.

\
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themselves (rather than being named by another), and each has a reason for wishing to
identify herself emphatically. At Th. 897-8, Euripides' kinsman, acting the part of Helen,
has just paratragically rcferréd to the woman guarding him as @eovén MNpwTéwce, and she
rejoins indignantly pa T Bec, € pf KpiTulAd y' "AvTiBéou MapynTTé0ev. The fourth
woman is the bread-seller whom Philokleon has injured in Wasps; she is about to sue him
for damages, and says ol oI p& T Becy kaTampoite MupTiag TAg "Aykudiwvog
BuyaTépog kai ZwoTpaTng (Ve. 1396-7), adding her mother's name as well for comic
good measure; note that both Myrtia and Kritylla use the emphatic oath p& T Becd before
giving their complete names.

We are left with 19 women who are named by their given names. Most of these are
named by other women; however, that is to be expected since most of the women
characters occur in the women's plays (Lys., Ecc., Thes.) where the women are talking to
or about one another. The statement that in comedy free men do not name (with given
name) respectable women in public would only be meaningful if, as in oratory, the men
were seen to be naming women by their husband's name instead; that is not the case, at
least with women characters' names, as shown above. It should also be taken into account
that the situation required for the rule to apply (free man naming a woman in front of
another free man not related to the woman) does not frequently occur in comedy. Thus the

circumstance which Sommerstein, and Henderson after him,? make much of, that

9Henderson (1987) Lysistrata p. xxxix: "Lysimache would thus be one of only two
examples in all of Greek comedy of a respectable woman being publicly named by a free
man not related to her: her priesthood exempted her from the ordinary protocol. The other
example is Lysistrata, who is so named at 1086, 1103, and 1147." Lysimache, named at
Pax 992, really should not be included, since the context is that of a standard type of name-
play on the literal meaning of a proper name and not a reference to an actual person, the
same as we see at Lys. 554 (evidently not included by Sommerstein because the name is
here used in the plural) where Lysistrata says ofuai oTe Augipbxag ApdC &v Tolc
“EMnoi kaheToBai. Similarly at Pax 992, Trygaios prays to Peace to show herself and
AUoov 8¢ payag kai kopkopuydc, fva Aucipaynv o€ kah@dpev, obviously a name-play
involving the phrase Aloov 8¢ péyac. Fora comparable example of the device cf. Ecc.
1021 MpokpolUoTng TAuepov yevi oouat, with a play on 1017 Tpokpouaon and 1018
TTpoKpoUEiv.
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Lysistrata seems to be the only woman in Greek comedy named in violation of the rule,
may not have the significance which they wish to attach to it (that her status as priestess
made her a public figure, and such women were not accorded the usual courtesy). If in fact
priestesses were customarily referred to by their given names in public, and Aristophanes
meant his heroine to represent a real priestess, then why should he not have named her
Lysimache, since that and not Lysistrata is the name of the priestess in question? I have
argued (in the section on Lysistrata) that the heroine Lysistrata is not to be identified with
the historical priestess Lysimache, for a number of reasons. Here it is most probably her
status as protagonist of the play, and the thematic nature of her name, which causes
Lysistrata to be named in public. Aristophanes never provided her with a husband at all, 10
and when her name is introduced by one of the other women, it fixes the name both for the
audience and for dramatic purposes in the play. Henderson on Lys. 1086-7 remarks: "We
are not told how the Athenian ambassador knows the name and role of Lys., for this is the
first time in the play that she is named by a man..." But the phenomenon of universal
knowledge of action in the play is not at all unusual. How did the Boiotian and Theban
merchants, and others who come in during the iambic scenes, find out the name and
actions of Dikaiopolis in Acharnians? They are considered to have learned them at the same
time the audience did; and so with Lysistrata. The name and role of the protagonist is
known to all, and it is as the protagonist of the play that Lysistrata is addressed by her

name.

10Contrast Praxagora of Ecc., who does have a husband, Blepyros. Aristophanes uses
that circumstance to make jokes about customary forms of address twice in the play. At
Ecc. 727, Blepyros says he will follow Praxagora so that people will say Tov TAg
aTpaTnyol TolTov ol BaupdleTe; "Don't you admire the husband of the general?" And
again at 1125-6, the maid comes in asking if anyone can tell her Tov deomoTNVY, TOV
Gvdp,’ 81rou 'oTi, TAg €uAg kekTnpévng. Blepyros is comically called 'husband of the
(lady-)general' and 'husband of my mistress' as part of the male-female role reversal of the
play, since normally wives are designated in this way, not husbands.

\
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Women Characters Named in Aristophanes

kp = kwpov mpbéowmov  * =no given name  + = husband's or father's name in
addition to given name
[ ]=not certainly present

*Chairetades' wife (Ecc. 51) choreut
Dardanis (Ve. 1371) slave, kp
Elaphion (Th. 1172) slave, kp
+Geusistrate (Ecc. 49) wife of kamnAog, choreut
[Glyke (Ecc. 43)]
Ismenia (Lys. 696) kp
Kalonike (Lys. 6)
Kalyke (Lys. 322) choreut
*Kleonymos' wife (Th. 605)
Kritylla (Lys. 323) choreut,
+ b. (Th. 898) wife of Antitheos of Gargetto
*Lamias' wife (Ecc. 77)
Lampito (Lys. 77)
[Lysilla (Th. 374)]
Lysistrata (Lys. 6)
Mania (Th. 728) slave, kp
+Melistiche (Ecc. 46) wife of Smikythion
Mika (Th. 760)
Myrrhine (Lys. 70)
+Myrtia (Ve. 1396) daughter of Angkulion & Sostrate
Nikodike (Lys. 321) choreut
Philainete (Ecc. 42) choreut
Philiste (Th. 568)
*Philodoretos' wife (Ecc. 51) choreut
Plathane (Ran. 549)
Praxagora (Ecc. 124)
Rhodippe (Lys. 370) choreut
[Sostrate (Th. 373)]
b. (Ec c. 41) choreut
Straiyllis (Lys. 365) choreut
Thraitta (Th. 279) slave
[Timokleia (Th. 373)]
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C. Gods and Mythical Persons

In this category will be considered gods, heroes, and other figures from myth who
appear as characters in Aristophanes. In addition to the deities some personified
abstractions appear; these are treated as a separate category, for which see pp. 144-8.

Aristophanes does not, in his extant plays at least, bring very many gods on stage;
most of them are in Frogs and Birds. Tréditional gods who appear are: Dionysos (Ran.),
Herakles (Av. and Ran.), Hermes (Pax and Plut.), Iris (Av.), Pluto (Ran.), Poseidon
(Av.), and Prometheus (Av.). The poet invents a god for Birds, the Triballian god who
accompanies Herakles and Poseidon on their embassy to Nephelokokkygia. To the gods
may be added the mythical characters Tereus and Prokne who appear in Birds, Charon (and
possibly Empousa) in Frogs.l The identification of the doorkeeper in the underworld
(Frogs) as the hero Aiakos is discussed below.

In general, the gods tend to be identified by name after they enter the stage; a list of
gods with indications of when they are first named with respect to their entrances follows.

[+2 = named 2 lines after entrance; -2 = named 2 lines before entrance.]

Iris (Av.) +5
Herakles (Av) +9
Prometheus (Av.) +10
Dionysos (Ran.) +22
Hermes (Plut.) +23
Triballos (Av.) +62
Poseidon (Av.) +73
Hermes (Av.) +185
Herakles (Ran.) +244 (118 lines after exit)
Pluto (Ran.) -46

Xanthias describes a @npiov péya (288) which Dionysos is too afraid to look at, but
concludes must be Empousa (293). It is not certain whether this creature actually appeared
on stage, or whether Xanthias is merely pulling Dionysos' leg and describing an imaginary
Empousa in order to frighten him. Another possibility is that there is something there, but
that it is not frightening in appearance, and that Xanthias is embellishing his description. 1
believe that either of the latter possibilities is more humorous than having someone actually
dressed as Empousa appear on stage.

3
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The gods portrayed on stage form a category of characters who do not need to be
named in order to be identified by the audience. The reason for this is that a god, having
well-known icoenography, could be dressed in an appropriate costume which would
immediately disclose his identity. Especially convenient for the stage is the custom of
portraying gods carrying certain objects which are associated with them, as the club with
Herakles, the caduceus with Hermes, and so on.2 Thus, in F. rogs, Herakles can appear (11.
38-164) for a conversation with his brother Dionysos (who was costumed as '‘Dionysos
dressed as Herakles'), and be readily identified by his costume, although his name is not
mentioned at any point in the conversation.3 From the dialogue alone one would not know
he was Herakles until perhaps lines 62-63, where there is a reference to his appetite, or
109, where Dionysos refers to being disguised "kaT& ofv piunov" (and we already
know from lines 46-47 that Dionysos has a lion skin and club). Likewise, in Birds,
Poseidon is not called by name until 73 lines after his entrance at 1565, but he too would
have been easily recognized by his costume, which no doubt included a trident. This
recognition facilitates the joke in 1614 of having Poseidon swear by himself (vf] Tov
Nooeid®).

1. Pluto

In the underworld of Frogs, another god appears whose name is not mentioned
while he is on stage, the god Pluto. He does not even speak until line 1414, but he must
have been present all through the final contest scene;4 the audience expected to see Pluto

there after hearing the conversation between Xanthias and Pluto's slave (lines 738-813) in

2For a detailed discussion of the gods' costumes and their iconography in vase paintings,
see L.M. Stone (1981), pp. 309-332.

3Later, when Dionysos and Xanthias have already gone to the underworld, Herakles is
named, as the person who told them where the monsters would be (line 282), clearly a
reference to their conversation earlier in the play.

4Although D. MacDowell, "Aristophanes' Frogs 1407-67," CQ n.s.9 (1959) 261-268
believes that Pluto enters at 1410,

1
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which Pluto is said to be about to stage the contest between the dramatists.5 This set-up
would have predisposed the audience to recognize Pluto, who would then also have been
identified by his costume, with sceptre and perhaps cornucopia.b

2. 'Aiakos'

While Herakles and Pluto are not directly named, there is conversation before or
after their appearances in which they are named, and assumptions are made during their
scenes that they have been recognized; that is, things are said by or to them which are
appropriate to their characters. No doubt can exist about their identities. This cannot,
however, be said of the character in Frogs listed in the mpbdowa as 'Aiakos’ (his name is
never mentioned in the play).7 He is the person watching the doors of Hades, who reviles
Dionysos (ostensibly Herakles) upon his arrival and runs off to fetch help for his attack
(lines 464-478). He later reappears and conducts an inconclusive inquest to find out
whether Dionysos or Xanthias is the real god, ending by taking them both in to be
examined by Pluto and Persephone (lines 605-671).8 Not only is there no indication that

this character is meant to be Aiakos, a hero who acted as one of the judges in the

SFrogs 784-786: XA. Ti 8R6' 6 MolTwv Spav TapaokeudleTal;
Ol. &ydva moielv alTika udAa kai kpioiv
k&Aeyxov adTolv TAg TéExVNG.

6See Stone (1981), pp. 327-8.

TKock, Hall and Geldart, Rogers, Radermacher, Stanford, and Coulon all adopt the
designation 'Aiakos’ for this character in their editions.

8Most editors also designate as 'Aiakos' the character who enters with Xanthias at 738 and
carries on the "fellow slave" dialogue with him (to 813). This character, however, is a
common household slave, whereas the doorkeeper was a person of some authority, who
could command slaves himself (as he does in 608-9), and carry on an inquest. Clearly the
two must be two different characters. Radermacher and Coulon call the second character
OikéTng MAoUTwvog rather than Aiakos, following the manuscripts (R and V have
©epdmwv MNA., M has OikéTne MA.).
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underworld, but there are many indications that he is not.? First, the character is not a
judge, he is a doorman (line 465) who keeps an eye on Cerberus (467-469). Although
Aiakos is said by Apollodorus and Lucian10 to have held the keys to Hades, literature
before Aristophanes does not mention this function, and in references in Plato, Isocrates,
and Demosthenes!! Aiakos appears as a judge in the underworld. It is very possible that
the idea that Aiakos kept the keys was Hellenistic, and henée the character at the gate of the
underworld in Frogs was surmised by Hellenistic scholars to be Aiakos.12 Then, the
circumstance that he is the first in the series of four underworld inhabitants who remember
'Herakles' from his previous visit and have unfinished business with him suggests that he
should be considered in a class with the other three characters invented for the occasion (a
maid and two female innkeepers), and not as the well-known hero Aiakos. These contra-
indications, and the lack of mention of the name Aiakos anywhere, should warn us not to
identify this character as Aiakos, regardless of whether or not it would have been possible

to costume him recognizably. 13

9Radermacher (1967) takes a rather ambiguous position on the question, believing that the
doorkeeper was intended by Aristophanes to be a god, and designating the character
Aiakos, but adding "auch gegen ein Lemma “AiSou TUAwpdg wiire nichts einzuwenden"
(p- 212). The mistaken notion that the doorkeeper was both a god and Aiakos goes back to
Zuretti (1896), pp. 67-69.

10Apollodorus 3. 12. 6; Lucian, Dial. mort. 13, 3. 20. 1 and 6. 22. 3; de luctu 4. Kock
(n. to Ra. 464) suggested plausibly that Lucian made Aiakos the doorkeeper in reference to
the character in Frogs (with the implication that the character was designated 'Aiakos’ in
manuscripts of Lucian's time).

1Plato Apol. 41a, Gorg. 523€; Isocrates Euag. 15.; Demosthenes de cor. 127.

12This is the view of Hiller (1874), p. 455; Rohde (1907) I. 310 f. n. 1 on the other hand
believes that the Schliisselamt of Aiakos was "alt", but nevertheless agrees that the
character in Frogs was identified as Aiakos not by Aristophanes but by a later learned
grammarian, who was thinking of Euripides' Peirithoos (fr. 591 N.), where Aiakos
apparently met Herakles at the gates of the underworld.

13Unfortunately Stone does not discuss Aiakos. The index to mythological subjects in
Beazley ARV and ABV has no references to Aiakos. E. Wérner (in Roscher, Lexicon d.
gr. u. rom. Mythologie) found two vases with Aiakos identified by inscription; on one he
has a p&B8og, indicating that he is a judge. That iconography alone would hardly be
enough to identify him without the name attached.
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3. Iris

Despite the possibility of identifying gods without naming them, most of them are
in fact named while they are on stage; Herakles and Pluto in Frogs , discussed above, are
the only exceptions. There is an interesting twist on the identification problem in Birds;
the goddess Iris enters at 1202, and although she gives her name, Peisetairos does not
appear to recognize her. This scene has given the commentators some trouble; Stone
describes the problem as follows:14

The appearance of Iris in the Birds is brief, but in terms of costume it poses

a real difficulty. When the goddess enters at 1202, she announces that she

is an emissary from Olympus. Pisthetaerus responds with two questions:

“Ovopa 8¢ ool Ti ¢oTi; MAolov A kuvA; ("What is your name? Are you a

ship or a hat?). Iris answers by giving her name. The scene continues in a

tone of obscene verbal abuse. The goddess finally exits in anger to return to

her father and the other Olympians; at this point it is made clear that she

flies, and thus is winged. A minor point raised by the passage is that Iris

may not be immediately recognizable, for she is at great pains to identify

herself at the beginning of the scene. But the second question of

Pisthetaerus, M\ofov i kuvA, is difficult to interpret.
The 'ship or hat' question must refer to Iris' whole costume, where we need not look for
any odd headgear.15 Iris' iconography included a large pair of wings, and it was the
appearance the wings gave her which prompted Peisetairos' question. "Are you a hat?"
cannot mean "You are wearing a funny hat"; it means "You look like a hat." Peisetairos is
deliberately misinterpreting Iris' iconography by suggesting that the wings represent either
a ship (whose sails were often called wings) or a kind of hat which had a wing-like brim or
flaps on it.

The humor, and the point, of the scene lie in the fact that Iris was immediately
recognizable, but Peisetairos simply affects not to know who she is. That he is affecting is

made clear by his third question to Iris; after she has identified herself as "Ipig Taxela, he

inquires MapaAog | Sahapivia; Ignoring her name, he takes Tayelo as the answer to his

14Stone (1981), pp. 320-321.

15As most of the commentators do; cf. Stone (1981), p. 321.

\
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inquiry as to whether she is a ship or a hat; she is a 'swift' ship, and now he wants to
know which one! The dialogue between Peisetairos and Iris is a demonstration of the new
order of things created by the establishment of Nephelokokkygia. Peisetairos and the birds
are now on the level of, or even superior to, the old Olympian deities, and Peisetairos,
instead of respectfully recognizing and obeying Iris, as she expects a mortal to do, is
treating her as an inferior and a trespasser.16 His refusal to recognize her as the goddess
she obvionsly is leads up to his refusal to recognize the Olympians as gods at all later in the

dialogue (Av. 1233-1237).

16t is perhaps in keeping with his treatment of Iris as a suspicious trespasser that
Peisetairos makes his threats of sexual abuse against her. In his "Notes on Aristophanes'
Acharnians" K. J. Dover (1963) p. 13 observes that there may have been "a conventional
assumption that a thief, slave or free, is fair game for the appetites of the offended farmer,"
comparing Ach. 271-275 and Theocritus 5. 116 ff. If he is correct about this assumption,
it may be operating in the Birds passage as well.

1
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D. Personified Abstractions

Thirteen characters who represent personified abstractions can be identified in the

plays of Aristophanes; following is a list of them, arranged chronologically by play.

Acharnians: none
Knights:

1. Demos (42)

2. Spondai (1389)
Clouds:

3. Logos, Better (886)

4. Logos, Worse (886)
Wasps: none
Peace:

5. Polemos (205)

6. Eirene (221)

7. Kydoimos (255)

8. Opora (523)

9. Theoria (523)
Birds:

10. Basileia (1536)
Lysistrata:

11. Diallage (1114)
Thesmophoriazusae: none
Frogs: none
Ecclesiazusae: none
Plutos:

12, Plutos (78)

13. Penia (437)

Aristophanes' personifications have been extensively analyzed and discussed by
H.-J. Newiger (1957), in the book Metapher und Allegorie, which deals solely with the
subject of personified abstractions in Aristophanes. Newiger is concerned to distinguish
various sorts of personification: metaphor, 'Bild,' symbol, rhetorical allegory, allegory
proper. Ido not intend here to sort through and evaluate all of the fine distinctions of
Newiger; for the purposes of this thesis, I have examined both the mode of first naming the
personifications, and the point of naming (whether before, after, or upon entrance), to see
whether the abstractions fall into different categories on this basis. Followin gis a list of
the personifications arranged by point of introduction.

Introduced before entrance:
Demos (-686)

\
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Eirene (-300)

Basileia (-184)

Polemos (-30)

Logoi: (-3) Worse, (-3)Better
Introduced after entrance:

Plutos (+78)

Penia (+19)
Introduced upon entrance:

Spondai

Kydoimos

Opora
Theoria
Diallage

It appears that in general the more important personifications, who play or whose
idea plays a large role in the action, are introduced before their entrance, while the more
minor personifications, who make only a brief appearance, are introduced upon entrance.
The introduction before entrance is in the manner of the treatment of historical characters;
personifications, too, are characters whose names will immediately mean something to the
audience.

It is striking that if it were not for Plutos and Penia in Plutos there would be no
personifications who are introduced after their entrance. This late development in treating
the introduction of names of personifications may support Newiger's observation that it is
only with Plutos that Aristophanes develops a completely allegorical character: "In der
Gestalt des Plutos finden wir schlieBlich eine allegorische Biihnenfigur, ausdriicklich als
Gottheit gemeint, aber mit Eigenschaften des Begriffs ausgestattet, keinen eigentlich
personlichen Ziigen" (p. 179). However, the reason for the late introduction of Plutos'
name may simply lie in the situation of the play; the opening is so constructed that Plutos'
identity is unknown to Chremylos at the beginning, and must be found out. The effect of
concealment and then sudden revelation of the name is then echoed in the treatment of
Penia, who answers several questions as to her identity in a riddling fashion, until she
finally shocks Chremylos by telling him who she is (PI. 422-437). Similar is the treatment

of Prometheus upon his entrance in Birds (1494 ff.). Prometheus skulks about in disguise
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during an exchange with Peisetairos, who wants to know who he is, and finally surprises
him by revealing his identity--this time not by naming himself but by taking off his wraps
to reveal his distinctive costume.

Special Problems: Demos, Logoi, Eirene, Basileia

1. Demos

By far the earliest introduction is that of Demos in Knights, introduced 686 lines
before his entrance. Demos is a peculiar case, since he personifies not really an abstraction
(i.e. the idea 'people’) but a particular group, the Athenian people as a political body. As
Newiger describes it (pp. 165-6):

Bei Demos ist es ein lebendiges Kollektiv von Personen, die Einzelperson
des Herrn Demos steht pars pro toto fiir das ganze Volk, das so oder so entscheidet
und handelt. Es liegt Konzentration des Kollektivs in einer Person vor. Zugleich
ist diese Personifikation in einem einmaligen Akt vollzogen: Demos wird
handelnde Person eines Bildes, das das Staatsleben im Privatleben darstellt. Sie ist
“aktuell" auch in dem zweiten Sinn, daB dieser Demos nur in die
gegenwartsbezogene Handlung aus der politischen Situation nach Pylos mit Nikias,
Demosthenes und Kleon gehort. Herr Demos ist also nicht ein fiir aillemal "das
Volk", sondern zunichst nur das athenische, dann aber eben auch dieses nur--
iiberspitzt gesagt--im Jahre 425/4. Die Personifikation agiert also nicht fiir den
Begriff "Volk".

The characterization of Demos also wavers between representing the Athenian
demos and being just an individual citizen, somewhat as Paphlagon fluctuates between
representing a slave and representing a demagogue.! Demos could be called a semi-
personification; certainly he is not a full-fledged allegorical figure as Plutos will be in
Plutos.

2. Logoi

It is difficult to say exactly when the two Logoi are introduced in Clouds; there is
talk of the two kinds of logoi beginning back at Nu. 113, but it is not until Socrates says at

Nu. 886 alTog pobioeTar map' adToiv Toiv Adyorv that the audience would expect to

see the Logoi appear as actual characters. Thus I list them as being introduced shortly

1See discussion of Paphlagon in 'Demosthenes and Nikias' section, pp. 26-7.

1
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before their entrance, but it should be remembered that the idea of the existence of these
two logoi at the school of Socrates was brought in long before.

3. Eirene

The figure of Peace has been included here, although it evidently was a large statue
rather than an actor, because it is treated as a sort of character; Peace 'whispers' a number
of lines to Hermes, who reports her opinions to the audience, and she somehow contrives
to turn her head away (at Pax 682), further giving the impression of a 'live' deity. Similar,
but somewhat different, is the business at the end of Clouds where Strepsiades addresses a
statue of Hermes by his door, and reports receiving from it the advice to burn down
Socrates' house (Nu. 1478-1485). In that scene it looks as if Strepsiades 'hears' what he
wants to hear from the herm, and the audience would not really suppose that the god
Hermes was involved in the action. The dialogue with Peace is much more extensive, and
the situation more fantastic.

4. Basileia

The name Basileia for the mute character in Birds has since antiquity caused debate
over its meaning.2 The word itself has two different meanings in Greek, depending on the
quantity of the final -a. With short -a and proparoxytone accent (BaoiAeia), the word is
the feminine of BaociAelg and means 'queen’ or 'princess’ (see LSJ s.v. Baoiheia); with
long -a and paroxytone accent (BaoiAeia) it is the abstract 'dominion’ or 'monarchy'.
Since the meter at Av. 1536 and 1753 guarantees that the - is short, it would seem that
the character's name is "The Queen". Strictly speaking, then, she is not a personification
of the abstraction 'monarchy', but a deity invented by Aristophanes to be a counterpart of
Zelg Baoireds and through whom the sovereignty may be transferred to Peisetairos.
Thus Newiger describes the characterization of Basileia (p. 93):

"Da der metrische Befund eindeutig "Ko6nigin" ergibt, ist zuniichst festzustellen,
daB Basileia keine Personifikation, also weder die Volksregierung noch die Zeusherrschaft

ZFor examination of previous literature see Newiger (1957), pp. 92-102 (with notes).

\
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ist. Das schlieBt nicht aus, daB sie--als Konigin--die Herrschaft haben, ja sogar bedeuten
kann. Auf dieser Unterscheidung miissen wir insistieren, da es uns auf die Form der
Personifikation bzw. des Symbolischen ankommt. Basileia ist also eine Person."

The distinction between person and personification has become blurred with this
character; indeed, it is not likely that-Aristophanes was interested here in distinguishing
between (let us call it) 'Monarch' and 'monarchy’. The figure of Basileia has control of the
functions of Zeus as ruler (in particular she keeys the thunderbolt, Av. 1538); we have then
a person with a generai namie (rather than an individual one) and possessing the
characteristics of the abstraction which the name suggests. Basileia symbolizes rather than

personifies sovereignty, but should certainly be considered to be in the general area of

personified abstractions rather than a traditional deity.3

3Sommerstein on Av. 1536 (who translates Basileia "Princess"): "...not to be confused
with Basileia "sovereignty, royalty". The identity of this divine personage has been
endlessly and unprofitably debated...but...essentially she is a creation of the dramatist.”
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E. Slaves

In the extant plays of Aristophanes, 27 slave characters are named. Of these
names, only two are used more than once: Xanthias (five times) and Manes (twice). Every
play has at least one named slave character in it. Following is a list of the named slaves
showing also the manner in which they are first addressed.

Chrysos (Ve.1251) maf mal, 76 Seimvov Xpuoé ouokelale.

Dardanis (Ve.1371) altn mob ‘'oTi oo f Aapdavic;

Ditylas (Ra. 608 f.) 6 ArTOhag xa ZkeBAbag xo MapSbkac/ ywperTe deupi kai
paxeoe...

. Elaphg(on (Th. 1172 £.) kai odv [Epyov] &Aagiov & col/ kad' 686v ¥ppadov...

Karion (PL. 624) o Kapiwv T8 oTpduaT' Ekpépeiv o Expnv...

Kydoimos (Pa x 255) mai mai Kudoiué.

Manes (Av. 1311) Mavig 8¢ @epéTw poi Bipale T& TTepd.
7.b. (Ly. 908) TolTo y' oikad' & MavA, épe.

Mania (Th. 728) wpev éni Tég kAnuaTidag & Mavia.

. Manodoros (Av. 656 f.) &ye 8f ZavBia/ kai MovdSwpe AapBaveTe Té
OTPWHATA.

Masyntias (Ve. 433) & Mida kai Ppu€ BoAber Selpo kai MaouvTia.

- Midas (Ve. 433) & MiSa kai ®pig Borbel Seiipo kai MacuvTia.

Paphlagon (Eq. 44) g€npiaTo Solhov, Bupoodéyny MagpAaydva.

. Pardokas (Ra. 608 f.) 0 AiT0hag xe SkeBAag X Mapdékac/ xwpeiTe deupi kai

paxeobe.

. Parme);on (Ecc. 867 ) 00 &' & 2ikwv/ kai Mappévwv afpecBe TAv Tapmnoiav.

. Phryx (Ve. 433) & Mida kai ®pug BorBei Selpo kai MacuvTia.

Sikon (Ecc. 867 £.) ou &' & Sikwv/ kai Mapuévev afpeode TAV TapTnoiav

Skeblyas (Ra. 608 £.) 6 AITddag x& SkeBAbag x& Mapddkac/ ywpeiTe deupi kai
paxeobe...

. SosiasX(Ve. 136) & Zavlia kai Swola, kaBeuSeTe;

. Teredon (Th. 1175) ob &' & Tepndv Emavapioa Mepoikdy.

. Thraitta (Th. 279) 8elpbd vuv & OpaTd' Emou.

- Trochilos (Av. 80) olo€' oliv & 8pdicov, & Tpoxie;

- Xanthias (Ach. 243) 6 ZavBiog TOV aAAOY dpBdY oTNOETW.

22.b. (Nu. 1485) Belpo Belp' & Zavlia.

22.c. (Ve. 1) olTog, Ti maoyeig, & KakOBaipov Zavoia.

22.d. (Av.656f.), Gye &\ Zavbia/ kai MavdSwpe AopRaveTe T OTPWHATA.

22.e. (Ra.271) 6 ZavBiag. ol Zavbiac; A, Zavbia.
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Very few slaves have large roles; leaving out of account Paphlagon in Knights,
who is only metaphorically a slave, Xanthias in Frogs has the only really major role,
followed by Karion in Plutos, and Xanthias and Sosias in Wasps. Slaves with smalier

speaking parts are Kydoimos, slave of Polemos in Peace, and Trochilos, slave-bird of

Al
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Tereus in Birds. Those seven are the only speaking named slave parts;! the other named
slaves are mute roles, 20 in all.

Slave characters' names are virtually always introduced in the vocative (sometimes
nominative with imperative), as part of a command; occasionally the master asks where the
slave is instead (o0, as #2. Dardanis and #22.e. Xanthias).2 (This natural practice of
slave-naming contrasts sharply with the introduction of the name Paphlagon in Knights ,
where the name is brought up in the prologue (44) long before the character enters; we see
again that Paphlagon is treated as more than simply a slave.) Since no notice is usually
taken of slaves until they are ordered to do something, it is often difficult to tell whether
there are slaves onstage or not. Frequently a slave may be onstage for quite some time
before he is addressed. For instance, at Birds 656-7, when everything has been settled
between Peisetairos and the birds, and Tereus has invited the two Athenians to go inside,
Peisetairos instructs two slaves to take the luggage in: aye 8 Zavlio kai MavéSwpe,
AapBaveTe Té oTpdpaTa. The protagonists have brought their luggage along from
Athens, and two slaves to carry it. The natural inference from this line is that the slaves

followed Peisetairos and Euelpides onstage at their entrance at the beginning of the play,

IThere is a household slave in Peace who has a minor role at the beginning and the end of
the play, but he is never named.

2The only exception is #4. Elaphion, who has already been summoned, so to speak,
offstage by Euripides and is receiving a reminder of her instructions as she comes onstage.

3
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and have been standing around for the last 650 lines waiting to take the luggage off.3 At
Ecc. 867-8, Sikon and Parmenon are told to pick up their master's possessions, in a tone
which implies that the slaves are standing nearby: ov 8' & Sikewv kot Mappévev alipeoBe
Trv mapmnoiav. The two probably entered with Chremes at 730, and perhaps were
assisting in bringing out the household goods, and so have been on for 137 lines before
they are mentioned. At Ly. 908, Kinesias gives the baby to the slave Manes4 to take home;
Manes must have entered with Kinesias at 829. Of course in Aristophanes' society it was
usual for free people to be attended by slaves, and it would have seemed quite natural for
characters on the stage to be as well.

It is therefore conceivable, though of course not demonstrable, that many characters
were accompanied by slaves who were never addressed at all, and so left no trace in the
dialogue. At the end of Ecclesiazusae (1112), a maidservant enters to fetch her mistress'

husband (1126); she does not name her mistress or master, but if she had earlier appeared

3Rogers (note to Av. 1) believes that the two slaves were stage attendants summoned out,
and that Peisetairos and Euelpides had entered alone. However, if they did enter without
slaves, and each one was carrying a bird, they could not have been carrying much luggage
in addition. Now that the birds are gone, they each have a free hand, and could easily carry
the small amount of luggage off themselves, just as they carried it on. It seems rather that
the two slaves must have entered with them, carrying a sufficient amount of luggage to
indicate that a change of residence was underway. Further, the form of address which
Peisetairos uses, &ye 8 ZavBia kai Mavédwpe, is appropriate to slaves who are already
present. If one wishes to get the attention of a slave who is offstage (or out of sight of the
speaker), usually mai or sometimes & with the name is used. For a7 cf. Ve. 1251, PI.
624, Pa. 255 (all with name); Ach. 1097, 1118, Nub. 132, 1145, Ve. 152, Av. 850, Ran.
37 (all without name). For & with the name cf. Ve. 136, 433. "Come now" (Gye &A) is
properly addressed to someone present, not used to call someone out. Cf. Av. 434, where
Tereus tells two slaves to take the armor back inside: &ye 8f) o0 kai 00. The two must
be present so that Tereus can gesture to them; it would be impossible to call for two slaves
who are out of sight in this fashion.

4Henderson, on Lys. 908, treats the name as if it were always a general designation for
slave, and does not capitalize, saying: "Manes was one of the most common slave names
in Attika... That it was used indiscriminately for Asiatic slaves generally is suggested by
the article that often accompanies it, e.g. 1212 and Pax 1146... compare our use of 'john'
as a noun = a prostitute's client, 'mick’ = any Irishman." Of course there is no article kere
(i. e. Lys. 909) and no reason to imagine that the slave's name is not Manes. Likewise,
there are today many individuals actually named John, despite the general usage of the
name which Henderson mentions. '

!
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accompanying Praxagora, the audience would recognize whose slave she was when she
entered later, making announcement of the name unnecessary. Positing here the previous
unmentioned appearance of a slave would help to solve the problem of the identity of the
master who leads out the chorus at the end; if the slave was recognizable as Praxagora's,
then the master must have been Praxagora's husband, Blepyros3. In fact, there are
probably a great many more silent slave characters on stage than are mentioned in the
scripts. Perhaps it was quite regular for women characters especially to be accompanied by
slaves onstage, even if they had no particular function; we see for example in
Thesmophoriazusae how many of the women at the festival have slaves with them; even
Euripides' kinsman rather abruptly acquires a maid (Th. 279) as soon as he is disguised as
a woman. The possible presence of unmentioned slaves is something which may be taken

into consideration in questions of staging.

Types of Slave Names

Helladius® says of comic slave names: &7 of KWHIKOl ToUg oikéTag T uev
TAéov amd ToU yévoug ékahouy, ofov SUpov, Kapiwva, Midav, MéTav, kal Té& Spoia.
ekdhouv B¢ kal Ta €€ ¢mBéTwv, bg &Td Tol YpwpaTOG pPiv Nuppiav kai Zavdiav,
&1o ToU TpoTou 8¢ Mappévwva kai MioTov kai Apbuwva.  As a subset of names
from nationality, Helladius could have distinguished names such as Midas, which are not
strictly speaking ethnic names, but names which are common in the slave's native country’
(comparable to calling an Irishman 'Paddy’, or an American soldier 'Joe'). So defined,

this division into names &md Tol yévoug and names € ¢mOéTwv works well for the slave

3See S. D. Olson (1987), who argues that the master is not Blepyros, or Chremes, but an
anonymous character.

6Photius Bibl. 532b35 Bekker.

7Strabo makes the distinction, 304. I owe the Helladius and Strabo references to Headlam
and Knox (1922), note to Herodas 1.1., where a list of ethnic and foreign slave names in
comedy (and other literature) is also to be found.

\
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names in Aristophanes. It is worth noting, however, that this twofold division of slave
name types in comedy does not reflect the situation in real life; real slaves had many more
kinds of names, including being named after their masters or their masters' relatives.8
There are, for example, slaves in manumission inscriptions named Agathoboulos,
Agathokleia, Agathon, Ageisippos, Eutychdes, Kleogenes, Sokrates, Pheidestratos, to
pick out a few from Reilly.? Such slave names, which are indistinguishable from free
names, are uncongenial to the comic poet, who likes to use the name to convey the

information that the character is a slave.

I. a) Names denoting origin, &1 Tol yévoug: ethnic namesl0

Dardanis (Ve. 1371): from Dardania in the Troad

Karion (PI. 624): from Karia

Paphlagon (Eq. 44): from Paphlagonia. In Knights the name plays on the verb
napA&lw, cf. Neil, Knights p. 6.

Phryx (Ve. 433): from Phrygia

Sikon (Ec. 867): from Sicily, Sicanian. The name is probably a short form of
Zikavég, cf. Bechtel HPG p. 543; Gomme and Sandbach!1 derive it from ZikeAédc, which
is also possible. There was an Athenian named Sikon, PA 12650 SIKON EPEX@HIAOS,
named on a gravestone of the mid-fifth century; in comedy the name came to be used

especially for cooks (e. g. the cook in Menander, Dyskolos). Aristophanes himself used it

8cf. Reilly (1978) p. ix. M. Lambertz (1907-8), distinguishes no fewer than 15 categories
of slave names; on his pp. 6-9 are numerous examples of slaves named after masters.

91n his thesis De servorum graecorum nominibus, S. Copalle (1908) lists slaves named
after masters as the entire first half of the work, pp. 2-27.

100f the list of ethnic slave names drawn from literature in Headlam-Knox (1922) note to
Herodas 1.1, a number are attested in Reilly: Daos, Karion, Lesbios (masc. of Lesbia),
Libys, Libyssa, Lydos, Lyde, Manes, Mania, Midas, Mysis possibly, Skythas, Syra,
Syrion, Syricha, Thessalia.

11Gomme-Sandbach (1973), p. 131, where there is a discussion of the name.

1
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as a cook name in the lost play Aiohooikwv. Here in Ecclesiazusae it seems not to have
any culinary connotation; Sikon is a household slave who is told to carry the household
goods, along with his fellow Parmenon.

Thraitta (Th. 279): from Thrace. Slaves named Thraitta are also mentioned, thou gh
they do not appear as characters, at Ach. 273, Ve. 828, and Pax 1138. It looks from these
references and from Plato Theaetet. 174a, where ©p&TTa Tig has a part in an anecdote
about Thales, as if the name was so common for female slaves that it became, like Manes,

almost a generic name for them; it is at least a very 'typical' female slave name.

I. b) Names denoting origin: foreign names

Manes (Av. 1311, Ly. 908): a Phrygian name (Strabo 7. 304. 12; Athen. 487e,
667 a, €).12 Whereas Xanthias became the typical stage slave-name, in real life it appears
that Manes was the name which came to denote slaves (or at least foreign slaves) in
general. Cf. Wilamowitz on Lys. 1212: "Mavrig hieBen so viele Sklaven, daB der Name
die rein appellative Bedeutung verlor...Vor hundert Jahren wiire "mein Johann" wohl bei
uns ebenso verstindlich gewesen."

At Ra. 965 an Athenian is slightingly called Megainetos 6 Mavric; the name also
occurs at Av. 523 in the generalizing plural (the birds are said to be considered avdpd&Tod,
AMBioug, Mavac). The little kottabos figure was named Manes, also a bad throw at dice
(see LSJs.v.). All these general usages, however, should not lead us to imagine that when
a slave character is called Manes, that is not intended as a name.13 It is the very frequency
of the name which led to its wider usage, and there continued to be many real slaves named

Manes; stage-slaves could be so named as well.

12For an explanation of the development in Greek from the original Mé&ovng to M&vnc see
Lesky in RE s. v. Manes (1).

13as e.g. Henderson on Lys. 908; see Manes in general discussion of slave names above.

\
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Mania (Th. 728): the feminine of Manes. Athenaeus (578b) tells of a Greek
prostitute called Mania as nickname, and discusses the quantity of the o (which is short in
the word for madness, long in the foreign name).

Manodoros (Av. 657): a kind of hybrid slave name, a Greek compound based on
foreign element Man- (of Manes). This particular compound does not happen to be attested
elsewhere, but Bechtel HPG p. 294 has Mavimroc and MavéSoToc, formed in a similar
fashion.

Midas (Ve. 433): a Phrygian name (Strabo 7. 304. 12). Bechtel HPG lists the
name under the category "Personennamen aus Namen von Mirchenfiguren", i.e. the name
would come from the mythical Phrygian Midas. It seems rather that the name is in the
same category as Manes, a foreign name common in the slave's home country, and hence
common to Phrygian slaves. This Midas is paired with another Phrygian slave, called by

the ethnic name ®pUg.

II. Names denoting characteristic, €€ ¢mBéTwv, :

Chrysos (Ve. 1251): "Gold". MacDowell ad loc. "presumably a name regularly
given o slaves with blond hair. Wilamowitz 483 conjectured Kpoioe, a name known to
have been given to slaves. But it cannot be proved that a slave could not be called
Xpuobe."14 Xpuobg is a highly unusual name; Pape-Benseler list one Athenian from an
inscription, Bechtel HPG does not have the name at all, nor does Kirchner PA. Fraser
LGPN lists only two, a father and son from the imperial period. The name is not at all
similar to a name such as Xanthias (as MacDowell imagines), where a (hair-)color word

receives the appellative ending -106; the name Chrysos is itself the noun 'gold', and is not a

141t is virtually impossible to show that slave could not be called a particular name, since
the range of slave names was so wide, including names identical to their masters'.
Wilamowitz' point is that Chrysos is not a typical slave name, which is what one expects in
the context.

\
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natural choice as a name which is intended to mean 'Blondie'.15 Wilamowitz' conjecture,
or some such change, is attractive herc, since one wants either a typical slave name or a
name indicating an appropriate characteristic.

Elaphion (Th. 1172): "Gazelle". From &Aagoc, 'deer’, with neuter -1ov ending
often used in women's names; the name describes the graceful quality of the character,
who is a dancer, brought in by the disguised Euripides to distract the Scythian.

Masyntias (Ve. 433): "Muncher". The name appears to be related to Hesychius'
paoOVTNG = paonTApP, nickname of a parasite (see LSJ s.v.), from paoéopar, ‘chew'. It
is not elsewhere attested; a comic slave-name made up to emphasize the characteristic of a
slave most troublesome to his owner: he must be fed.16

Parmenon (Ecc. 868): "Standby". From mapapévew, see LSJ s.v. who give as
opposite &modi18paokw. A typical and popular slave name (14 names in Reilly beginning
Nappev-), used also in New Comedy (four instances in Menander and three in Terence).17

Sosias (Ve. 136): "Saver". Pape-Benseler translate the name "Helfer". In origin
the name is a shortened form of a compound name, such as Sosikles. This is the one
exception to the rule that Aristophanes does not name his slaves names which are also used

by freeborn people, since the name Sosias is attested for citizens at the time (PA 13175,

I5Reilly pp. 143-4 shows Xpuodc (Ist cent.) as a slave name, and on the female side there
is Xpuaoiov and Xpuoic, but no Xpuaéc.

16For a comic complaint about slaves who want to receive their rations without doing any
work see Herodas 6. 4-8.

17¢f. Gomme-Sandbach (1973), p. 544.
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13176).18 In fact, a member of the audience named Sosias is addressed at Ve. 78.19 Plato
(Crartyl. 397 b) lists Sosias as an example of names which people give (domep eUxbdpevoc;
the others are Eutychides and Theophilos, and Plato is not speaking of naming slaves.
Ehrenberg20 imagines that the name Sosias as a slave name was a comic innovation. This
is highly unlikely, for two reasons. First, the stem Sw- was extremely popular for slave
names; of the slaves in Reilly, nos. 2617 through 2974, or 358 individuals, have names
beginning in Zw-. (The only prefix which begins to approach S~ in popularity is Eu-,
with 250 examples.) Second, this is not the sort of slave name Aristophanes 'invents', a
name already in use for citizens, with no particular point to it. If the poet took the trouble
to invent a slave name, he made it something pointed, like Masyntias (g. v. ). Sosias must
have had a typical slave-name association to it already in the late 5th century.

Teredon (Th. 1175): "Termite", a name chosen as appropriate to a flute-player;
“vermutlich zu Tepnddv, 'Holzwurm' says Bechtel, HPG p. 591. There are no other
examples of the name.

Trochilos (Av. 79-80): "Road Runner". The identification of Tereus' slave-bird
forms a bit of a joke at Av. 74-80 where, after the bird tells Peisetairos how he runs to
fetch things (Tpéxw, Av. 77, again at 79), P. concludes that he must be a Tpoxihog (79)
and proceeds to address him & TpoyiAe (80). In bird terms this is like a proper name,
much as "Emoy is, and could be capitalized. It appears to be the avian equivalent of

Dromon (from 8papeiv) as a slave name .

18This man is said by Antiphon (5. 69-70) to have been one of the Hellenotamiai in the
generation before him.

19Some deny that this Sosias is a member of the audience, e.g. Ehrenberg (1951) p. 172 n.
9: "I consider it most unlikely that in W. 78 one of the spectators is meant by 68i...2woiag,
and not the slave of this name who stands on the stage." The context, however, calls for
the person to be part of the audience, and, as MacDowell ad loc. points out, the audience
does not yet know the name of the slave, so they cannot become confused.

20Ehrenberg (1951) p. 172. "One slave-name was perhaps invented by a comic poet, that
of Sosias; though at that time citizens also were occasionally so called, Sosias was later
used exclusively and commonly for slaves."
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Xanthias (Ach. 243, Nu. 1485, Ve. 1, Av. 656, Ra. 271): "Red.” For a

discussion of Xanthias see the section Type Names in Chapter I.

II. b) Names denoting characteristic: the underworld slaves

The names of the three slaves (AIT0Aag, TkeBAVag, Mupddkac) called out at Ra.
608 form an interesting group of names invented by Aristophanes to suit his comic
conception of slaves in Hades; I believe that all three names are intended to suggest
characteristics, and that the three were costumed accordingly (probably rather grotesquely).

Ditylas, Skeblyas and Pardokas "are probably parodies of Scythian or Thracian
names" says Stanford ad loc, without suggesting what names are being parodied.
Radermacher (Aristophanes’ 'Frosche’ pp. 230-231) examines the names in more detail,
remarking "Die Namen der Aufgerufenen sind sinnreich gewihlt, wie es auch bei Plautus
(Rudens 656, Capt. 657) der Fall ist."

All the names end in -ag, an ending which forms shortened names, nicknames, and
appellatives.2! Of course in Attic this ending (if not after ¢, 1, or p) was -n¢;22
Aristophanes has intentionally formed these as foreign-sounding names.

Ditylas: "Quasimodo." The name, like the adjective 8{TuAog, is formed from 8-
and T0An, swelling, callus. Pape-Benseler translate 'Kameelriigge' or 'Camel-back’,
probably with reference to the fact that the adjective 8iTuhog was used of a camel
(Diod.Sic. 2. 54). Radermacher (Frésche p. 230) affirms "trotz der falschen Linge des
soll Ditylas der Mann mit einem Doppelhtcker sein." However, the word TUAN has a
particular application which adds dimension to the naie as a slave name: TOAn is the callus

on a porter's shoulder from carrying loads (cf. LSJ s.v.). Ditylas, then, is a slave with a

21cf, Schwyzer (1939) 1. 461e.

22¢f. e. g. Kiihner-Blass I. 386 Anm. 8.
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porter's callus on each shoulder, instead of just one, and could be costumed as a double
hunchback.

Skeblyas: "Fathead." Although most commentators refer this name to the entry in
Hesychius kéBAog, "dog-faced baboon,"23 I believe that the word keBAd, a Macedonian
form of kegaNg (Call. fr. 657 Pf.; see LSJ s.v.) should be considered first.24 Obviously
kéBAog is formed from the same un-Attic contraction, and the animal must have been
named for its large or peculiar-looking head. Likewise Skeblyas is a Macedonian-sounding
nickname-formation which has reference to the size (most probably) of the character's
head. Itis interesting that in modern Greek the word ke@aAag (with the same - ag ending
forming appellatives) means, as Schwyzer has it, "Dickkopf".25 The slave could have
been costumed in an oversized, and perhaps deformed, mask.

Pardokas: "Fartacus.” The similarity of this name to the name Sparadokas [Thuc.
IL101.5, with variants Imap8akog, Zmépdokog, SmapdSokoc], father of the Thracian
noble Seuthes,26 has been noted (Copalle, p. 50; Radermacher p. 230); Radermacher
remarks further, "Tats#chlich hat der Venetus bei Aristophanes Zrmap8dkac, doch Wechsel
zwischen o und 1 im Anlaut ist nach dem Muster von oméAeBoc réAe0oc, omUpabog
mupaBog u.a. nicht auffallend und der 7 Anlaut vom Dichter gewdhlt, um die
volkstiimliche Anlehnung an mép8ecBa zu ermdglichen." Indeed, it is quite likely that the
reference to mépdecBat is intended. The name is also suggestive of Perdikkas, however,
and that better-known and contemporary name may have been what the audience associated

this slave name with upon hearing it. That association would also fit with the Macedonian

23Hence Pape-Benseler's translation "Hundskoppe" (Dog-head).

24For alternation between initial ok- and k- see Kiihner-Rlass I p. 76, who give
Zkapavdpog/ Kapavdpog, okémeTog/ kameTog, among other examples.

25Schwyzer (1939) 1. 461e.

26In 429 Seuthes persuaded his uncle Sitalkes, king of the Odrysians, to halt his campaign
against Perdikkas, and married Perdikkas' sister Stratonike (Thuc. IL. 101.5).
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sound of Skeblyas, Pardokas' companion slave, with its un-Attic contraction; Perdikkas
too is an un-Attic shortened form of Mepidikaiog.27 I suggest that here Aristophanes has

invented a Macedonian-sounding name which recalls both farting and Macedonian royalty.

IT1. Abstract slave names

Whereas in real life slaves were often given names of abstract ideas, in
Aristophanes the only slaves with abstract names are in fact personified abstractions.
Kydoimos, the slave of Polemos (Pax 255) is a personification of Confusion, the
companion of War, rather than a human slave; possibly the idea of making such a slave
character was suggested to or made easier for Aristophanes by the fact that abstract names
were associated with slaves;28 cf. Lambertz (1907-8), category IX. a "Bezeichnungen
abstrakter Begriffe als Sklavennamen,"29 where we find such names as Elpis, Nike,
Harmonia, Eutyxia, Paideusis, and so forth. In a similar category are the attendants of
Peace, the (apparent) hetairai Theoria and Opora (Pax 523). Their status is unclear, and

they have not been included in the list of slaves, but might well be.

27cf. O. Hoffmann (1906) 131 f.
28Kydoimos had been personified already in Homer, I7. 18. 535, but not as a slave.

29Die griechische Sklavennamen, part I pp. 39-42. Lambertz says that this sort of name
“eine Tugend und Titigkeit ausdriicken soll," (p. 39).
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Alphabetical List of Named Characters

. (+5) = named 5 lines after entrance; (-5) = named 5 lines before entrance

ch=chorus sl= slave

Agathon (Th) 29 (-66)
Agorakritos (Eq) 1257 (+1111)
*Aiakos (Ra)

Aischylos (Ra) 758 (-72)
Amphitheos (Ach) 46 (+1)
Amynias (aud. Ve)
Anthrakyllos* (Ach) 612 ch
'Ariphrades’ (Ecc) 12

Basileia (Av) 1536 (-184) kp
Bdelykleon (Ve) 134 (-2)
Blepyros (Ecc) 327 (+16)
Blepsidemos (P1) 332 (0)

Chabes of Phlya (Ve) 234 ch?
Chairephon (Nu?, Ve 1408 (+20) kp
Chairetades' wife (Ecc) 51
Charinades (Ve) 232 ch
'Charitimides’ (Ecc) 293

Charon (Ra) 183 (+3)

Chremes (Ecc) 477 (+105)
Chremon (Ve) 401 aud

Chremylos (P1) 336 (+336)
Chrysos (Ve) 1251 (0) sl/kp

Dardanis (Ve) 1371 (+45) kp
Demos (Eq) 42 (-686)
Derketes (Ach) 1028 (+10)
Derkylos (aud, Ve)

Dexinikos (P1) (aud) 80!
Diallage (Ly) 1114 (0) kp
Dikaiopolis (Ach) 406 (+405)
Dionysos (Ra) 22 (+22)
Ditylas (Ra) 608 (0) sl/kp
Drakes (Ly 254, Ecc 293)

Eirene (Pax) 221 (-300) kp
Elaphion (Th) 1172 (0) kp
Empousa (Ra) 293 (on?)

kp=silent role (vweodv mpbowTov)

Epigenes (Ecc) 931 (-3) called Orthagoras 916

Euelpides of Krioa (Av) 645 (+645)
Euergides (Ve) 234
Euphorides (Ach) 612 ch

Euripides (Ach 394 (-12), Th 4 (4),Ra 67 (-763))

Geusistrate (Ecc) wj/o kapelos 49
Glyke (Ecc) 43

Herakles (Av 1574 (+9), *Ra 282 (+244) (only onstage 38-164))

Hermes (Pax) 365 (+185), (P1) 1122 (+23)

Hierokles (Pax) 1046 (1)

Iris (Av) 1204 (+5)
Ismenia (Ly) 696
Ismenias (Ach) 861 (0)
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Kalonike (Ly) 6 (0)

Kalyke (Ly) 322

Karion (PI) 624 (+624)

Karkinos, 3 sons of (Ve) 1501 kpp

Kinesias (Av 1377 (+5), Ly 838 (+2))
Kleinarete (Ecc) 41

Kleisthenes (*Ach) 118 (+24), (Th) 634 (+60)
Kleonymos' son (Pax) 1295 (+30)
Kleonymos' wife (Th) 605 (?)

Komarchides (Pax) 1142

Komias (Ve) 230

Kritylla (Ly) 323 ch, (Th) 898 w. or d./o Antitheos of Gargetto (+138)
Kydoimos (Pax) 255 (0) sl

Kyon (Ve) 895 (0?) or 841 (+54 or -87)

Labes (Ve) (of Aixone) 836 (-45)
Laches (Ly) 304

Lakrateides (Ach) 220 ch

Lamachos (Ach 566 (-6), Pax 473 ch
Lamachos'son (Pax) 1290 (+25)
Lamias' wife (Ecc) 77

Lampito (Ly) 77 (0)

Logos, Better (Nu) (113), 883 (-6)
Logos, Worse (Nu) (113), 883 (-8)
Lysilla (Th) 374

Lysistrata (Ly) 6 (+6)

Manes (Av 1311 (-132), Ly 908 (?) sl
Mania (Th) 728 (?)

Manodoros (Av) 657 (?) sl/kp
Marilades (Ach) 609 ch

Masyntias (Ve) 433 (0) sl/kp
Melistiche (Ecc) w/o Smikythion 46
Metor (Av) 996 (+4)

Midas (Ve) 433 (0) si/kp

Mika (Th) 760 (+72)

Muse of Euripides (Ra) 1306 (0)
Myrrhine (Ly) 70 (0)

Myrtia d/o Angkulion & Sostrate (Ve) 1396 (+9)

Nephelai (Nu) 252 (-22)

Nikarchos (Ach) 998 (0)

Nikodike (Ly)321ch

Nikostratos of Skambonidai (Ve) 81 aud

Opora (Pax) 523 (0) kp

Panaitios (Eq) 243 ch
Panhellenes (Pax) 302 ch
Paphlagon (Eq) 44 (-234)
Pardokas (Ra) 608 (0) sl/kp
Parmenon (Ec) 868 (?) sl/kp
Peisetairos (Av) 644 (+644)
Penia (P1) 437 (+19)
Phaidrias (Ly) 356 ch
Pheidippides (Nu) 67 (+67)
Phercdeipnos (Ve) 401 aud?
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Philainete (Ec) 42 ch
Philiste (Th) 568 (?)
Philodoretos' wife (Ec) 51 ch
Philokleon (Ve) 133 (-11)
Philourgos (Ly) 265 ch
Phryx (Ve) 433 (0) sl/kp
Plathane (Ra) 549 (0)

*Pluto (Ra) nn?

Plutos (P1) 78 (+78)

Poleis (Pa) 540 (0) kp
Polemos (Pa) 205 (-30)
Poseidon (Av) 1638 (+73)
Praxagora (Ecc) 124 (+124)
Prinides (Ach) 612 ch
Prokne (Av) 665 (0)
Prometheus (Av) 1504 (+10)
Pseudartabas (Ach) 91 (<)

Rhodippe (Ly) 370 ch

Sikon (Ec) 867 (?) sl/kp

Simon (Eq) 242 ch

Skeblyas (Ra) 608 (0) sl/kp

Smikythion (Ve) 401 aud?

‘Smikythos' (Ec) 293

Sokrates (Nu) 104 (-114)

Sosias (Ve) 78?7 136 (+78 or+ 136)
Sostrate (Th 3737), Ec 41 ch)

Spondai [Eq] 1389 (0) kpp

‘Stilbonides' (Av)

Stratyllis (Ly) 365 ch

*Straton (Ach) 122 eun .

Strepsiades of Kikynna (Nu) 134 (+134)
Strymodoros (Ve) 233 of Konthyle, ch, (Ly) 259 ch

Teredon (Th) 1175, ?

Tereus (Av) 15 (-77)

Theoria (Pax) 523 (0) kp

Theoros (Ach) 134 (-1)

Thraitta (Th) 279 (0) sl

Timokleia (Th) 373 ?

Tisiades (Ve) 401 aud?

Triballian (Av) 1627 (+62)

Trygaios of Athmone (Pa) 190 (+108)

Xanthias (Ach) 243 (0), (Nu) 1485 (0), (Ve) 1 (0), (Av) 656,2, sl/kp, (Ra) 271 (+271)
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