A. G. KATSOURIS

REVERSALS IN ARISTOPHANES’ CLOUDS AND IN TRAGEDY*

I should like to underline from the start the object of this study
and to explain what I mean by this term. My intention is to examine
those reversals which are deeply involved with the plot and the cha-
racters of a play. Moreover, I investigate only those reversals which
are intentional and at-a-certain-purpose-aiming, so to speak, and not
those which are resulting from the «natural» development of events,
e.g. in Sophocles’ Antigone and Oedipus Tyrannus!.

Aristophanes in two plays, the Clouds and the Wasps, produced
respectively in 423 and 422 B.C., centered his interest in the reversal
of roles and situation. The most striking case is undoubtedly in the
Clouds. 1 would like to suggest that this is not accidental and that
Aristophanes shaped these two plays under the following influences:

(i) the contemporary sophistic movement;

(ii) the actual social and political life of his age; and

(111) the classical tragedy, espccially the tragedy of Aeschylus.

It would be a commonplace to mention that the sophists not
only questioned the traditional values on every aspect, but tried to
reestablish and redefine them. Quite often this redefinition was seen
as an overthrow of the good old values and as an establishment of an
«immoralist» world the world of natural law. Within this framework
are enclosed the controversial understanding of traditional values,
such as edoéfein, alddc, dixotoolvy, cwppocivy, ete, notions which are
significantly present in the Clouds too.

*This paper was first read at a lecture in 1985 to the students and staff (as
well as other scholars from other Universities of Britain and abroad) of the De-
partment of Classics of the Univesity of Leeds and was repeated to a similar audi-
ence at the Department of Classics of the University of Bristol, England.

1. For this kind of reversal see R. Kannicht, Sophocles, transl. by H. Harvey
and D. Harvey, Oxford 1979, 64ff, 94ff.

dwdovy: Pidodoyla 26 (1997) 51-92.
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Second, the annihilation and reversal of traditional, moral and
political, values was undoubtedly accelerated by the Peloponnesian
war and the civil strife which resulted in several Greek cities. The
most characteristic case is the horrific civil war in Corfu and the blood-
y confrontation of the political opponents, as we see from Thucy-
dides’ excellent description in III. 82-84. In chapter 82.4 Thucydides
writes the following characteristic words: zzl thv elwlsiav dZlwow TdV
dvopatwy &g t& Epyx dvriAAzExv <f Suzwwest, that is «the ordinary
meaning of words was changed as they thought fitn. Thus éApx &Aé-
viotog (reckless audacity) was interpreted as avdpsiz @uAétaipog (cou-
.rageous loyalty to party), wélqeig mpoun07¢ (prudent hesitation) as
dsiMlx edmpenAg (specious cowardice), T4 odppov (moderation) as tob
gvavdpov wpbaynur (a cloak of unmanly weakness), & wpdg &mzv ov-
vetév (to be clever in everything) as éni =av dpyév (to do naught in
anything), ©6 éumhijurwg 88V (frantic inpulsiveness) as a&vdpds poipz
(a true man’s part), deprieix 6 émBoudsdoxcdxt (caution in delibe-
ration) as dmotporii mobpxag elhoyog (a specious pretext for shir-
king).

Thucydides stresses also the notions of greed and ambition (wAso-
veblx, pulotiuixr), lack of piety and violation of oaths (&oéBzix, émiop-
x{x), violation of the law and deceitfulness (wmxpavoplx, axat,), and
in general the fact that human nature, triumphant over the laws,
was ungovernable and stronger than justice (84.2 tév vépwv xpz-
thoxox %) avBpownslz @lioic...xpelocwy 82 o0 Suexlov). All these notions
are also characteristic of the Unjust Argument in the Clouds.

Third, the moral teaching of the chorus just before the end of
the play, lines 1452-1462, is worth quoting!, because it concentrates
the whole meaning of the play:

ZTP. ravrl & dudc, & Nepélat, nénovl® éya,
duiv dvalei¢ dnavra tdua nodyuata.

X0. adtdc uév odv gavrp od TobTwy alrios,

otoéypac ceavtdy é¢ movnoa modyuara.
ITP. ! dijra radr’ of uot Tdr’ %yopcvers,
GAA’ dvdp’ dypowxov xal yépovy’ émijosts;

XO. 1jueic nowoduey raidld’ €xdorold’ Srav Tiva
yrauey movpy Ovt’ épagriy mgayudraw,
fwg dv adrdrv Eufdlwucsy &c xaxdv,

1. Soo also K. J. Dover, Aristophanes The Clouds, Oxford 1968, Lxix, and
comment. on 1458.
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Snwg dv eldfj Tods Ocods dedouxévat.

STP.  duoi! movnod y’, & Nepélat, dinawa 08

This Aristophanean idea is quite Aeschylean' and it will be ex-
ploited by us as a starting point for an understanding of this Aeschy-
lean notion.

There are three points which are worth pointing out in the abo-
ve passage. First, the notion of responsibility; second, the cause of
one’s suffering; and third, the problem of the Clouds’ intervention,
responsibility and purpose. Strepsiades lays the responsibility enti-
rely on the Clouds (1452). On the contrary, the Clouds accuse Stre-
psiades as the only one responsible (1454), defining the cause as
being the old man’s reversal and pursue of wovqod wodyprrx (1455)%
Strepsiades complains that (i) they should have told him earlier, and
(i1) they should not incite an old and uneducated man, as himself,
to do so%. The Clouds, consenting with this last remark, add that they
act in such a way, when they understand that somebody is épxotig
oY@V TezypdTwy, a lover of evil deeds, and that their purpose 1is
to teach him to fear and respect the gods through suffering?. It is cle-

1. Dover, on 1458, believes that this morality of the clouds «is fully in accord
with ordinary Greek theology and ethics» and in the Introduction, Lixx, that they
behave «as the gods in tragic legend», «leading him on to disaster to punish him
for the &duxix on which he set his heart». We believe, moreover, that Aristophanes
has in mind the Aeschylean notion in this play. Cf. also Newiger, Metaphor und
Allegorie, Zetemata 16, Miinchen 1957, 67 and 68; and Ch. Segal, Aristophanes’
Cloud-Chorus, in: Aristophanes und die alte Komédie, ed. by H.-J. Newiger, Dar-
mstadt 1975, 189, 190: with the reversal of the Clouds in 1454 ff the ending seems
like the peripeteia of a tragedy; see also 191, 192, 193, 196. The Clouds hehave like
the Erinyes in tragedy (see W.S. Teuffel, Die Wolken des Aristophanes, 2. Auflage
von O. Kaehler, Leipzig 1887, 47). These lines are a comic version of the Aeschy-
lean theodicy (P. Rau, Paratragodia, Zetemata 45, Miinchen, 1967, 173-175, and

190) without parodying its Aeschylean model.

2. Cf. also 1303f{f.

3. The use of the verb &nfipete here echoes the same verb é&nfpe (42) of his
prologue-monologue. Cf. also ¢nyppévog (819) in reference to Strepsiades as well.
The verb usually denotes a state of excitement, folly, and impending trouble (C.

H. Whitman, Aristophanes and the Comic Hero, Cambridge Ma. 1964, 313 note
26).

4, There is much criticism of the «sudden» change of the role of the Clouds at
this point, which several scholars find insufficiently motivated: see C.H. Whitman
Aristophanes and the Comic Hero, Cambridge Ma. 1964, 129: W.J. Starkie, Ari-
stophanes The Clouds, Amsterdam 1966 (=London 1911), on 1458f.; Newiger, op.
cit.,, 68 and 69. For a different view see Ch. Segal, loc. cit., 175f., 188 and elsewhe-
re, who argues that reversal of the Clouds in 1454 {f «is only one item in a whole
series of carefully calculated reversals which made the ending seem like the peri-
peteia of a tragedy» (190).
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ar that they acknowledge some responsibility: not only they do not
warn a lover of evil actions about the possible consequences, but on
the contrary they incite and almost «push» him to follow more ea-
gerly his line of action, because they want to teach him through suf-
fering. We have indeed here the Aeschylean notion of =alz: pxOog(Ag.
177), which is again developed in an Aeschylean manner, that is gzav
oneldy T 20T, yo Oebg cuvamtetxd, whenever a man himself goes
rushing in, god speeds him on.

The Clouds is in many ways unique and exceptional compared
with the surviving plays of Aristophanes? and is explicitly ackowledg-
ed by its author - who speaks in the first person singular®- in the
revised form of the play as the most intellectual of his comedies* and
as the play that has costed him a great deal of labour (xxi Tx4myv go-
ewtxt Eyew Tav Euav ropwdiav, ) mapécys pour £pyev wAetsrov, H22f).
One exceptional feature is the continuous reversal of roles and situ-
ations. This I intend to examine in more detail, in connection with
the role of the chorus® and its relation to the comic heroes of the

1. Pers. 742, Cf. Newiger, op. cit., 67 and 68 with note 3, and Hermes, 89, 1961,
428. Whitman (p. 129), noting that the tone is tragic, wonders «what, if any, is
the comic point» in lines 1458-61. Cf. also P. Rau, Paratragodia, 174 note 12.

2. This is the only play known to be revised by Aristophanes. For the relation
of the first with the second revised edition of the Clouds, see M. W. Humphreys,
Aristophanes Clouds, 1913, 17-47. Some striking features of the Clouds are: the
comic hero, Strepsiades, «is stupid and excitable, never truly resourceful, never in
control of the situation»; he is not triumphant, as in other plays, although he
burns Socrates’ school. The relation of the chorus to the comic hero is in this play
strange and ambiguous; «it encourages Strepsiades in the first part of the play,
turns by degrees to moralizing, and emerges at the end as a stern agent of divine
retribution». The entry of the chorus is very different than in other plays; first we
hear them singing and then we see them appearing in the orchestra, etc. See Do-
ver, xxiii f and Lxix. Exceptional is moreover the use of the cupolidean instead of
the usual, in this part, anapaestic metre, as well as the use of the first person ins-
tead of the third.

3. It may have been recited by the poet himself (seceW. J. M. Starkie, Aristo-
phanes The Clouds, Amsterdam 1966 (=London 1911), xv.

4. Cf. C.A.Wheelwright, The Comedies of Aristophanes, vol. I, 65: The Clou-
ds is perhaps the most beautiful and the most ingenious of all the comedies of Ari-
stophanes. Both in the invention of his subject and the distribution of all its parts,
he shows the comic genius, in an admirable manner». With the Clouds Aristopha-
nes probably intended to introduce a new kind of comedy (see Whitman, 138 and
note 50). Cf. also Wasps, 1044-48.

5. See Dover, Lxvi {f; U. vor Wilamowitz-Moellendortf, Der Chor der Wolk-
en des Aristophanes, in: Aristophanes und die alte Komddie, ed. H. - J. Newiger,
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play! as well as the subtle techniques which Aristophanes employ-
ed to achieve his ends?.

In the first lines there is an antithesis between night and day,
darkness and light, which could be viewed as symbolic®, and an im-
pressive appeal to Zeus the king. The same appeal is repeated in 153,
before his reversal; an appeal to Zeus is again uttered by Strepsiades
in 1468, after his final reversal. After an allnight thinking Strepsia-
des found an excellent, so he believes, way out of his torments, whi-
ch result from his son’s horse-loving. The solution, however, requi-
res absolutely the participation of his son Pheidippides. The old man
requires a reversal of his son’s character and behaviour: &xoroeyor o
TdytoTa Tov¢ cavtod tedrovs (88), turn inside out at once your way of
lifet, The means by which this change could be achieved is Socrates’
Research Institute (the Phrontisterion). Pheidippides is asked to
attend this Institute, in order to learn rhetoric, which will enable
him to win in any lawsuit, just or unjust (xai dixata xddixa,
99)%, and more specifically the unjust argument (idyov tov 7jrTo-
va), by which Strepsiades intends not to pay back his debts. It is
clear that the old man consciously wants to follow an antisocial
behaviour relying on injustice. This is the starting point of the
old man’s reversal from just to unjust line of action®. His first at-

Darmstadt 1975, 170-173; Ch. Segal, Aristophanes’ Cloud-Chorus, I'bid., 174-197;
and W. J. M. Starkie, Aristophanes The Clouds, xivf.

1. See Whitman C.H., Aristophanes and the comic Hero, Cambridge Ma.
1964, 119{f.

2. One such technique masterfully exploited in this play is the verbal echo.

3. The antithesis between darkness and light is connected with false and
right lines of behaviour and action and is found throughout the play.

4. The adoption of ¥xotpedov instead of ¥xtpedov (Dover) is more suitable he-
re, for it carries on further the idea of stpépetv which is important in this play and
it makes the metaphor more striking. See, for the contrary, Dover on 88. For the
metaphor see Schol. dvtl T0o0 petdfare &nd petapopic Tév pumoupbvev xal Exotpepo-
pévwy. Exotpédar 8¢ lpdriov 10 dNEEa 16 wpde b ¥ow pépog ¥Ew (Scholia in Aristo-
pharem I 3 continens Scholia vetera in Nubes, ed. D. Holwerda et W.J.W. Koster,
Groningen 1977). The research center is viewed as a dark place, the Underground
- as it is implied in 94f and the reference to Socrates and his pupils as «souls» - or
a dark cave (506-8).

5. This is certainly the sophistic aspect of rhetoric; cf. Protagoras’ Sisaol Aé-
you. Cf. Starkie, on 99, and Introd. xLii ff.

6. Actually the first reversal in his life took place, when he decided to marry
an aristocratic and rich woman from the city, ke a man of the country.
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tempt to induce his son fails (80-125)'. It is also interesting to no-
te the opposing views of father and son about the «phrontisterion»
and the people living there. Strepsiades shows admiration and refers
to one of their teachings (95 - 97), calls them «wise spirits» (ypvyas
cogdg?, 94) and «refecting thinkers, fine upstanding people»® (ueot-
uvopporioral xalol ve =xzayafoi, 101)%. Pheidippides, on the other
hand, shows contempt and lack of respect calling them movyoods (102),
alaldrag, oryotavrag and avvrodijrovs (102f)5. At this first stage the
son manages to escape his father’s pressure. He will reappear after
line 814. Meanwhile, Strepsiades is determined to follow his course
of action: he himself, although aware of being old, forgetful and slows$,
will attend the School. Here we have a comic reversal of situation:
it is the old man, and not his young son, who will attend Socrates’
school.

Section 133-812 is very significant in many ways: Strepsiades
attends Socrates’ school, fails and is expelled. In this section we see,
first, the character of the School of Socrates, his teaching methods,
the various fields of research, his relation to the Clouds, and, second,
Strepsiades’ incapabilily to follow these teaching, his relation with
the Clouds, and his pursue of his initial aim. In this section we also
gee the Clouds applying the principle which they explain at the end
of the play.

1. The recurrent failure of the comic hero in this play differentiates the
Clouds from the other Aristophanean plays;in fact «he is the victim of everybody,
primarily of himself, throughout, at least until his monent of desperate retalia-
tion» (Whitman, 122).

2. The use of the word Juyal, according to Segal, is significant, because awith
its suggestion of the disembodied IHomeric dead, carry us from the fresh air of the
Attic uplands» (p. 179); cf. also 181 with the metaphor of the grotto of Tropho-
nius. All these emphasize the antithesis «outdoors versus indoors» (p. 178). Star-
kie explains the use of Yuyd) as an allusion to the {Juygaywyle with which Socra-
tes was popularly credided (on 94).

3. I use the translation by A.H. Sommerstein, Aristophanes’ Clouds, ed. with
transl. and notes, Warmintser, Wilts 1982.

4. For the political connotations of the phrase xxdol xdyafol see Starkie, on
101.

5. Pheidippides’ refusal comes in contrast with Aristophanes’ contemporary
practice, for young men of the aristocratic class sought the tutorial of the Sophists
(see Strakie, on 102).

6. Here again we have an inversion of situation, for Strepsiades goes to scho-
ol in place of the younger, his own son, Whitman (p. 135) observes that the rever-
sal of roles with Pheidippides is a basic_point of structure.
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Strepsiades is first introduced by a pupil of Socrates to the
environment of the School, its pupils and instruments. From the
very beginning of the play a distance is created between real practical
life and the life in the Phrontisterion!, which moves in the sphere of
ideas and “theoretical thinking and research?. The experiments on
measurement, creation of sound, astronomy and geometry®, which
are referred to by the pupil, in order to show how important work
was carried out in the School, parody contemporary scientific theo-
ries®. The old man’s admiration makes him feel certain that he will
succeed in his aim to cheat and win a lawsuit (167). The contrast 1is
obvious: he understands scientific research so far as it is useful. This
is made explicit once more in the scenes which follow: the pupils who
are bent down in decp thought about problems related with the Un-
derworld are thought by Strepsiades to look for onions®. Moreover,
Astronomy and Geometry® are useful’ for dividing land. The anti-
thesis between practical and theoretical life is obvious here and else-
where in this play and is a permanent Leitmoti¢®. If we compare the
first important picture of rural life (43-50), in which the old man fe-
els happy, and the atmosphere of Socrates’ school, we should ask
what common ground is there between them? The distance is further
stressed by the appearance of Socrates on a sling® hung from the cra-
ne. Socrates’ fine and minute thinking about the celestial pheno-
mena requires a corresponding environment, the fine airlo. The old

1. Cf. Segal Ch., loc. cit.,, 178. There is an antithesis «between the simple
goods of the country and the cloying luxuries of the city».

2. Lines 135-7, 140 and 143 create an atmosphere of mysteries. Cf. Segal,
179f, 180 and note 10.

3. 144-152 156-164 171-2 177.

4. See Dover, ad loc.,, and Introduction.

5. Cf. H.-J. Newiger, Metaphor und Allegorie, Zetemata 16, Miinchen 1957,
52; Segal, loc. cit., 180 and note 11; Dover, ad loc.

6. It is difficult to imagine how Astronomy and Geometry were presented on
stage. Very probably they were geometrical and astronomical instruments (see
Schol. on 200, 201). We suspect that they were personified by girls, but this is only

a suspicion. In regard to symbols employed by Aristophanes to denote something,
see Newiger, op. cit.,, 52f.

7. Cf. Starkie, on 202.

8. Cf. Segal, 177ff. This antinomy could be also labelled the country versus
the city (cf. Whitman, 126).

9. For the meaning of xpepdBpo see Starkie and Dover, ad loc.

10. There is a continuous reference to the Aemtérnta ppevisv of Socrates (153,
230, 311f, 859, 741). C {. also the association of the character of Pheidippides with
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man again and again proves his foaddryra (129) in grasping the fine
thinking of his teacher!. He explains his purpose, which is to learn
oratory; this ability will save him, so he believes, from his creditors.
It is important to note that the old man is conscious of his unjust
course of action. A casual reference to the gods by Strepsiades gives
Socrates the chance to deny the existence of the traditional gods and
to explain to his pupil the new deities (246ff). He promises to bring
Strepsiades in contact with his deities, the Clouds, and that he will
make him an excellent orator (zoiupa xodralov mawndly, 260). Here
we note another important feature of this play. Socrates, who is re-
nown for his irony and pretense that he knows nothing (& olda 87¢
ovdev olda), in this play not only he arrogantly declares his knowled-
ge, but also he has no reservations to exhibit it. The irony will be
apparent in the course of action, when it will be shown that he who
declared he knew, in fact did not have a thorough knowledge and un-
derstanding of the world-order as well as of his deities®. The second
point is that he regards the Clouds as his deities (vxi¢ Wuetépzior Sxi-
poot, 253)3. Is this relation true? There appears to be some, at first
sight, external resemblance, first through the Aemwtém¢?; then it is in
answer to his prayer that they appear soon after. His new deities he-
re are "A7p, AlO%p and Negpéhxt. It is ironic to put in the mouth of So-
crates the traditional form of prayer in order to call not the traditio-
nal gods but his new deities®. Thunders are heard (292) and songs

Socrates, which is achieved, among other methods, by Pheidippides’ employment
of the same word, yvapawg 8t Aentaig 1404, and Strepsiades’ sarcastic Stxentoro-
yoUpat Taig Soxoic Ti¢ olxlag 1496, when he sets fire to the School and answers the
pupil’s question l moteic; (1495). See also Dover, on 153. On the contrary, Strep-
siades is characterized as wayig.

1. This is the role of a mere bomolochos, who reduces with his comments his
master’s words to his own level of comprehension (Whitman, 139).

2. This is, of course, a further tragic technique in this play.

3. Cf. Segal, 181. Sce also 266 dplnte pdrnr” & déomowrat TH PEOYTIOT]] HETEQQO
xal 269 Z10ets dijr’ S moAvriunros Nepédar 1@ el énldertv, 274 dnaxovoare Sefdpevas
Ouvalay xal roic lepoiar yapeioas; cf. 291, 3591, 436.

4. Cf. lines 319f where Strepsiades, after he had heard their songs, confesses
that his soul flies and Aemwroroyelv #8n {nrel xal mwepl xanvod ovevoreoyeiv (see also Ne-
wiger, op.cit., 55, and D.F. Sutton, Self and Society in Aristophanes, Washington
D.C. 1980, 91 note 165). On Aentoroyeiv and otevoheoyeiv cf. also Starkie and Do-
ver, ad loc.

5. The «cluster of air and cloud imagery» in Socrates’ prayer (seo Whitman,
138) creates a misloading impression that he is related with the Clouds (cf. their
entranco song). In fact we have here a parody of prayer (cf. W. Horn, Gebet und
Gebetsparodie in den Komoddien des Aristiphanes, Nirnberg 1970, 40).
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by the chorus of the Clouds who gradually approach the parodos to
enter finally into the orchestra after line 326

Socrates’ address & uéya cgeuval Nepélat pavepds 7xov0aTé pov
naléoavros (291) expresses his satisfaction and establishes the im-
pression that indeed these deities are closely related to him. Never-
theless, both the hight style of the songs and their content? come in
sharp contrast with what we have seen so far about Socrates and his
teaching. Nature with its beauty and fertility on the one hand and
respectful reference to the holy Eleusinian mysteries, the temples and
statues of the gods and the Dionysiac festivals® on the other, which
are the content of the strophe and the antistrophe, create a different
atmosphere than the Socratic one!. Socrates interpretation of their
essence is somewhat different: they are heavenly great goddesses
(316) who give to idle men® intelligence, discourse, understanding,
fantasy, circumlocution, incisive and repressive power® (yvouny xai
Otadelwy xal vodv..., xal tepareiay xal mepilelw xal xpolow xal xatdin-
yw, 317-8). Socrates explains to his pupil what he believes about the
true nature of his divinities. He rejects his pupil’s notion that the

1. Segal believes that their peaceful entrance (houvy#, 324) suggests the bles-
sings of serenity, contrasted with the «noise of sophistic fast-talk» (p. 183).

2. «Their opening song is formally much closer to tragedy and choral lyric
than to comedy, and this befits their status as deities responding to Socrates’ in-
vocation» (Dover, Lxix; see also his Commentary, ad loc.). Cf. also Segal, 182:
«The lovely dactylic chorus...reveals them to us as figures who far transcend the
understanding which either of the two human characters has of them. Their flow-
ing and stately rhythms establish the opposite pole to that enclosed mental exi-
stence which Socrates would have them sponsor». They are joyful nature-goddess-
es, associated with light, production, and feast. Their song is «one of the most
melling pastoral lyrics in all Aristophanes, in softly rolling dactyls» (Whitman,
127f), and this comes in contrast with the impression created before that they are
«the true gods of the city sharpers» (lines 317ff).

3. See J. Recklord, Aristophanes’ ever-flowing Clouds, Emory Unig¢. Quar-
terly 22, 1967, 234-5, for the Dionysiac associations of the Clouds.

4. Cf. Whitman, 128, and P. Héndel, Formen und Darstellungsweisen in der
aristophanischen Komédie, Heidelberg 1963, 18f and 234f.

5. These are specified as the seers, doctors, long-haired well-to-do idlers, and
the dithyrambic poets.

6. Sommerstein A.Il., Aristophanes’ Clouds, ed. with transl and notes, War-

minster, Wilts 1982. It is interesting to note that four of his technical words he
uses are abstract nouns ending in-cig and that all seven expressions he employs
have to do with oratorical skills (see Sommerstein, comm. on 317-8. Cf. also Dover,
on 317, 318). Newiger, op. cit., 55, explains it as «die Géttinnen der Miissigen, die
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Clouds are ouiyAn, dpdoos and xawnvds (330). In lines 346ff, apart from
the ridicule of contemporary Athenians, the Clouds reveal their pro-
teic character. The mysterious! reference in 344 afrar 6¢ givag &yov-
aw probably has to do with their present manifestation which is
caused by the character of Socrates and his School?.

There follows the Clouds’ first direct confrontation (356ff) with
our comic heroes which is important. They greet the old man and ad-
dress him as hunter of artistic arguments (Onoara Adywv @ilopodowy,
358), and they ask Socrates, calling him Aearordrowv Aijowy icoed (359),
to tell them his wish; they add that they do not give ear to anyone
else but Socrates and Prodicus, drawing at the same time a distin-
ction between the two: Socrates oeurompoownei, but he lacks Prodi-
cus’ wisdom and intelligenced. Another instance of Socrates’ theo-
logy and scientific theories is his rejection of Zeus; Dinos rules in his
place; thunder and lightningbolt are explained in scientific terms,
which are once again ridiculed by the explanation and parallel pa-
radigms offered by the old man%, who again plays the role of a bo-
molochos. We are recalling Strepsiabes’ first line of the play Zeb Bx-
GLAED.

Until this point, several things are established, (i) the reversal of
Strepsiades from practical to theoretical life, (ii) the connection of
theoretical life with injustice and sophistry, (iii) the Clouds’ apparent
«association» with Socrates, and (iv) the different interpretation of

Urteil, Fertigkeit im Disputieren und Verstand verleihen, prahlerisches Ubertrei-
ben, Drumherumreden, das Schlagende, das Packende». See also Starkie, and
Dover, ad loc.

1. «The joke is mysterious», notes Dover, on 344. Very probably this was a
dominant feature of their mask. A long nose eant great intelligence (see GC.
Sittll, Die Gebirden der Griechen und Rémer, Hildesheim and New York 1970=
Leipzig 1890, 88 with notes 4 and 5). The Scholia explain it thus: elosAinidBastyv ol
yopevtal mpocwmela mepwelpevor peydhag ¥ovra Pivas xal &g yedole xal doyfuo-
V... %,

2. Actually Socrates’ explanation is different, 355: xat viv y" &1t KietoOévy 6l
Sov, bpdg, Sta tolt’ dyévovrto yuvaixeg. Seo Schol. odtog Yy ént xivondle StaBadietat. A
homosexual is an ambivalent person. Perhaps Aristophancs with this line, apart
from the satire of a contemporary Athenian, wants to manifest the Clouds’ ambi-
guous and ambivalent role in this play. This ambiguity and ambivalence is
present in their words, addressed to both Socrates and Strepsiades, until at least
the revelation of their true nature in lines 1458ff.

8. The irony in thoir address both to Strepsiades and Socrates is obvious and
preparcs us not to take seriously what they say as woll as their relation to them.

4. Cf. Newiger, op. cit., 601
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their essence by Socrates and Strepsiades!. There was not until now
any intentional misleading of the old man by the Clouds. Lines 412f
mark a transition to the Clouds’ behaviour: these deities clearly mis-
lead the old man, when they say that he desires t7js ueydins copiag?,
the great wisdom (412), and when they promise him that he will be-
come happy (eddaiuwr) in the eyes of the Athenians and of all Gre-
eks; here we have a reversal of the meaning of these notions. What 1is
required to achieve this end is a good memory, the capacity of theo-
retical thinking, endurance in one’s soul and body (standing, walk-
ing, cold, hunger, abstention from physical exercise, wine and sex),
and an understanding of the ultimate good as being success in action
and deliberation and in the warfare of the tongue (412-419). The
Tongue (I[&csx) together with the Chaos and the Clouds arc the
three deitics accepted both by Socrates and Strepsiades (424).2 The
misleading of the old man continues soon after: «tell us then with
confidence what to do for you, for you will not come to grief, if you
honour and respect us and seek to be an educated man» (s 0dx
drvyioes | nuds tiudy  xal Oavpdlwv xai {nrav Oebwoc elvar, 427-8).
There is, probably, an ambiguity in their words: honour and respect of
the Clouds will not certainly lead to misfortune. But this ambiguity
is certainly not grasped by Strepsiades. A trap is slowly and careful-
ly built by the Clouds for the old man®. He catches the bait quite
unsuspicious. The great wisdom (ueydin cogia) is now defined as nd-
vv uixpdv: what he wants is very small, to become the best orator of
Greece. The Clouds promise to grant him this favour (Zorac ot Tod7o

1. Cf. Segal, 181f.

2. The notion of cogplx is recurrent in this play. The word cogdg and its cog-
nates is used 32 times (see Simon Byl, AC 50, 1981, 112). Several times it is used
Jdronically in reference to Socrates and his like (94, 331, 360, 412, 489, 491, 517, 841,
1024, 1370), to Strepsiades (412, 517, 764, 773, 1024, 1207, 1309), to Pheidippi-
des (877, 1111), to the "Hrrwy Aéyoc (895, 925), to Aristophanes (520, 547), to the
Clouds (522), to the spectators (526, 535, 575), to Solon(205) and Prodicus (361).
The problem of wisdom is central; most of the people who profess wisdom in this
play are proved wrong. True wisdom leads to happiness (edSatpovia), but can any-
one in this play be characterized as wise and happy? Moreover, we should per-
haps see here an irony springing from the comparison of Strepsiades’ pettiness with
the great wisdom of the Clouds (see Segal, 184, 188, 192). Strepsiades does not in
fact care for copla (cf. Starkie, on 412).

3. Cf. 627: Avanvon, Xdog, *Afp, 814 ‘Oplydn, and 1150 *Arobéy,.

4. The word vegéhar probably had also the meaning of hunting-net: see Birds
194, & yiv, pd mayldac, e vepédag, s dtxtva. In any way these deities «are not ea-
sily pinned down» (see Segal, 183; cf. Newiger, 59f).
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nao’ fjuav, 431). Strepsiades explains what he means by wdvw uxoov in
lines 434f: 6o’ éuavtd aroepodixijoar xai Tods; yorjeras dwololenr!, that
is to «twist justice and slip away and escape from his creditors».
The words 67peodin7ex and BiohsOeilv are significant. Once more
the promise is given by the Chorus, «you will get what you wish»
(redlet tolvov v iuelperg (435); furthermore, they ask him to hand
himself over (mzpadog) to their ministers (voic fueréoos moondlowow,
436). Strepsiades, trusting them, promise to do so (437) and is pre-
pared to suffer everything in order to achieve his aim. Their mislead-
ing advice is continued in lines 456f and 510-7. In the first passage
they tell him that, after his study, he will have among men a xAéog
otpavdunxes, a renown reaching heaven; that he will live {nlwrdraroy
Biov, the most envied life on earth; and that people will come crowd-
ing to his door asking advice and consultation. The phrase é Adyor
8\0eiv (470) and »dvriyoapas molddv talavrwv (471), oratory and law-
suits, correspond to what Strepsiades specifically wants to learn. In the
second passage, which is the kommation of the parabasis, which fun-
ctions as an encomium and as an exhortation to the old man sung
just when Strepsiades goes into the School of Socrates?, they praise
him for his courage and wish him good luck?, for, though an old man,
vewTéporg THY @Uo adtob makypxew ypwtileTtat xxi coplxv émxoxst, «he
is dipping himself in the dye of revolutionary new ideas and pursuing
knowledge»?.

The parabasis gives us another glimpse into the Clouds’ true na-
ture®. The high style and the contents of the Ode and Antode remind

1. Both atpedodixeiv and Siodiofsiv are two important words related to 7w
(see S. Byl, AC 50, 1981, 113). Cf. Schol. otpéxt tag Slxag. wpdg tadtny 8¢ mhv AéEwv
xal 76 Svopa memolnrat T8 yépovrt Ttpedrddng. Sokolelv: Stapuyely, Expuyeiv. Cf. also
atpdolg, 450 (and Schol. drd 1ol otpbpryyos %) perapopk. olov elatpogpog xal edxlvntog
tv toig mpdypaotv).

2. To the question why at this moment the Clouds do not reveal to the old
man their true role, but instead they continue to mislead him, P. Hiindel's answer
is that we should distinguish the words addressed by the Clouds directly to Stre-
psiades, and those which are spoken when nobody is present (p. 235).

8. ebruyla is «perhaps a liturgical formula, with an allusion to the edSxiuovix»,
which is promised to the initiates in the Orphic mysteries (Starkie, on 512).

4. The translation is by Sommerstein.

5. The parabasis «tut den niichsten Schritt zur Klarheits (P. Hindel, 235).
Before tho parabasis, as we have seen, there are several hints which should func-
tion as a warning to the spoctatars not to sco only the superficial aspect of the
chorus’ relation with Socrates (cf. P. Hiindel, 235) and not to be misled as Soc-
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us their first entrance songs'. They address Zeus, Poseidon, Aether,
Helios, Apollo, Artemis, Athene and Dionysus, all traditional gods
except perhaps Acther?. In the epirrhema they stress their salutary
role in the Athenian affairs: they warn in case of a senseless expedi-
tion; they protest against the election of Cleon as a general; and they
give advice about the futured.

In the scenes following the parabasis (627-790), Socrates 1s try-
ing in vain to educate Strepsiades. It is obvious that the old man’s
attendance of the Socratic School is a complete failure. Socrates fi-
nally expells him (789f). The Clouds’ encouragements in 700ff* and
716 do not have any result. It i1s not probably incidental that, in the
last scene before the old man’s expulsion, the topic of education is
«court justice» in relation to avoiding payment of interest and get-
ting away from lawsuits (érnwe dmootoéyal dv avtidixav dixny, 776).
After his expulsion, Strepsiades is deeply disappointed, because he
did not learn yXxwrtoctpoesiv (792). The use of this verb functions in
two ways, first, it reminds us of I'\évtx, one of Socrates’ deities, and
secondly, of ctpépeswv, which is recurrently connected with Strepsia-
des®. He appeals to the Clouds to give him some good advice: ¢ir’ &

rates and Strepsiades. Thus the Clouds underneath their songs retain their true
character, which is finally revealed in 1458ff (cf. P. Hiindel, 237 «Sie haben also
Strepsiades von allem Anfang an getiuscht, den Zuschauer aber Einblick in diese
Absicht nehmen lassen und sind sich von Anfang bis Ende treu geblieben»).

1. Both form and content are serious, «not peculiar to comedy or even chara-
cteristic of it» (Dover, on 563-74). Cf. Newiger, 70.

2. Thus an antithesis is actually created between the Clouds’ belief on the one
hand and Strepsiades’ and Socrates’ on the other. They start their song with gt~
pedovia ... Zivx, the same Zeus who was expelled by Dinos, according to Socrates
(cf. Segal, 184, Whitman, 128, and P. Hindel, 235).

3. Cf. Newiger, 71. With the parabasis, and in particular with the epirrhema
and antepirrhema, the Clouds not only «take sides against humbug and dishone-
sty», but also «they claim special knowledge of the ways of the gods» (Segal, 184,
Hindel, 235).

4. The use of the word otpéBe. here is also significant; it is explained by
Schol. as neploepe T7i8c xdneloz, and it is thus connected with Dinos. The encoura-
gement is also misleading.

5. The idea of reversal, which is inherent in the name of Strepsiades (see
Marzullo B., Strepsiade, Maia 6, 1953, 99-124), is prevailing in this play, and is
magnificently related to the new supreme divinity, Dinos. The word otpépewy or
similar words as dvatpénew, which is one of the key-words connected with pfm,
recurs often in this play, often in relation to Strepsiades: 35-6, 88, 434, 450, 792,

1455; 812, cf. S. Byl, loc. cit.,, 113ff. For the reversal of the «character» of a per-
son, see Newiger, 67ff.
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Negélat, yomordv 1t ovufovlevoare (793). The Clouds, understanding
that the old man continues on the same line of action, once again gi-
ve him a misleading advice: if you have a son, send him to attend the
School instead of you (795-6)!. After a full reversal of the previous
situation, things seem to take to their normal course. After Strepsia-
des’ hesitations, they advise him to force his son attend the School
willy-nilly; the old man obeys and leaves the stage determined to
carry on his plans and at the same time unsuspicious of the true ro-
le of the Clouds. The irony continues in the following choral song
(804-812)3, where the Clouds (i) inform Socrates? about the =Aisiozx
ayx0a which he will get from them; (ii) describe the condition of the
old man: he is willing to do everything Socrates tells him, for he is
unendnyuévos xai paveods Ennouévoc (moonstruck and plainly in gre-
at excitement)®. The last line, gilel ydo nmws ta Towatld éréoq Toéme-
ofa: (812) is the first ominous hint about what could happen. The use
of the verb =pénes0x here as the last word of their song is quite sig-
nificant®.

The reversal of roles is continued in the following scene (814-
888), where Strepsiades plays upon his son the role of Socrates, as we
have seen him earlier in his encounter with the old man. The points
worth noting in this scene are the following: (i) Strepsiades’ ua Ty
‘Oulylp® (in his first line) echoes line 330 and the various new dei-

1. Segal probably is right when he suggests that in these lines there is an iro-
nic foreshadowing springing from the tone of paratragic solemnity, which is crea-
ted with the formal address & mgeofira, cuufovicdouey in answer to ovufoviecsoars,
and the pompous language (p. 188f).

2. For the significance of this song see also P. Hindel, 236.

3. There is herc a problem whether dp’ aloldver fes@r is addressed to Socrates
or to Strepsiades; Dover (on 804-813) suggests that these words are addressed to
Socrates, who, after the departure of Strepsiades at 803, «remains on stage for a
moment, perhaps rubbing his hands expectantly and jigging with pleasure»; &3¢
refers to Strepsiades. The opposite view is that the first line is addressed to Strep-
siades at the moment when he enters into his house, and the second part of the
strophe is addressed to Socrates(see P. Hiindel, 236, and note 3; A. Ramer, SBIWWA
1896, 243f, and Piccolomini before him have made the same suggestion).

4. See Sommerstein’s translation.

5. Dover, in my view, is rather exaggerating, when he argues that the under-
tones of this phrase and the sinister and treacherous part of the Clouds cannot be
perceived yot by the spectalors (on 813). Segal, on the contrary, sees an even
more oxplicit irony in this line. The word tpémesOat echoes ironically the recurrent
image of twisting and turning (p. 189).

6. «The oath is of Socratic types (Dover, on 814). Schol: &g wdewg yeysvnué-
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ties of Socrates (*A%g, Al0hp, Neoéhxr 264-5, Aivog 380, Xaog IM&Tra
424, > Avamvohy Xdog *Anp  627). It would not be exaggerating to say
that the irony lies in the fact that Strepsiades unknowingly menti-
ons the nature of the Clouds, which is like that of the mist which co-
vers the mountains and plains and gradually and steadily is dissolved
by the sunshine thus revealing the true image underneath in its bril-
liance!; (ii) the antithesis between Zeus and Dinos (817f), which
is parallel to the antithesis between father and son; (iii) Pheidippi-
des accuses his father of madness (0dx &5 @ooveic 8172, Ty pavidv 832,
)y paviav 846, magapoovotrros 844, mapavoias 845)3, and he is accu-
sed by his father as ignorant and old-fashioned in his ideas (uwoiag
819, maddotoy el xal pooveis doyaixa 821, aualnc el xai mayde 842)4;(iv)
their opinion about Socrates and his pupils is also antithetical: Phei
dippides talks scornfully about them (avdodow yoldow 833, ra de&a
852, ynyeveig 853). On the contrary, Strepsiades speaks with respect
and admiration calling them dvdgac defiodc and votv E&yovras, 834f,
who teach all human wisdom (doaneo &0ty avBpdmors copa, 841)%; (v)
Stepsiades’ request to his son to do wrong in obedience to his father
(td mazpl mbouevos é6duagre, 860f) is quite ominous, because the 4-
poptia is followed by punishment®. This last notion is soon stressed
by Pheidippides’ comment 7 )y o) 7odt01s T® X00v MOT' dybécet
(865); (vi) Strepsiades’ main concern for his son is to learn in any
way the "Adwog Aéyos. The antithesis between xpetrrwv-#Hrrav, &ixeg
Aoyog-8ixxiz at the end of the scene is again significant. Moreover,
this is contrary to the everyday practice of a normal father.

The proagon and the agon which follow are a manifestation of
the power of that kind of unjust argumentation which Strepsiades
wanted for himself and his son. It is rather strange, of course, that
the Right Argument comes out of Socrates’ School at all. This is to

vog Tdv @Lhocbpwy Thy ‘Oubydnmy Suvoot pipobpevog odtodg, CI. Strepsiades’ initial
concept of the clouds as épbydnv xal Spboov xal xamvéy (330).

1. Cf. the manner in which they are supposed to move from the mountains to
the orchestra (2791, 28511, 322ff).

2. Here it is equivalent to mapagpoveic (Dover, on 817).

3. The accusation is the same in 1475, but the cause is different. (Cf. 1476,
where finally Strepsiades acknowledges his «mania»).

4. Cf. 398 & pdpe ob xol Kpovlwv 8wy xol Bexxesthnve, 492 Svlpwmog duabic
obroal; see also 628-9, 646, 655, 790. The antithesis between old and new recurs of-
ten in the play.

5. This should be contrasted with the Clouds’ peydin cogla.

6. Cf. 1439,
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be explained within the conventions of the &ydv Aéywv between two
partiesl. Although the debate here is between the old and the new
education related to the Right and Wrong Argument respectively?,
there are several points which must be pointed out for the purpose
of our discussion. The Aizxiog 2éyos is mainly related to Strepsiades’
own background and traditional values®. The notions connected with
the Aflxxtog 26vog and which are verbally stressed in his arguments
are respect of justice and Adixn? belief in the traditional gods® and ide-
as, such as gwgooovvy (962)%, aidws?, edxieta (997), xooudrne® and
drpaypooidvy (1007)%. A further point is his insistence on avoiding
rhetoric and the market-place’®. The “ASwzog Aéyoc, on the other ha-

1. There is also the view based on the Argument VI, that the Alxatog Abyoc is
a new addition in the second revised form of the Clouds (Whitman, 134f. Cf. also
M.W. Humphreys, who argues that all the section with the «agon» between the Al-
xatog Abyog and “ABwog Abyog is a new addition (Aristophanes Clouds, 1913, 271f).
Gelzer, however, argues that the two dydveg must be regarded as one undivided
unit and that it is not possible to regard one piece of the first cagon» as an addi-
tion, without regarding something similar with the second «agon» (Der epirrhe-
matische Agon bei Aristophanes, Miinchen 1960, 19).

2. See on that Dover, Lviii {; and Gelzer, Der epirrh. Agon, 13f. Cf. also Nuss-
baum, «Aristophanes and Socrates on learning practical wisdom», in: Aristopha-
nes. Essays in interpretation, YCS 26, 19, 43-97; Whitman, 123 [, Aristophanes has
dealt with old and new education in the Daitaleis (see fr. 225 K-A) and in the
Wasps.

3. Cf. Nussbaum, YCS 26, 1980, 55.

4. t& Slxara Aéywv 900, 962, Alxn 902-907.

5. 903f.
6. Cf. also 973ff, 996{f, 1006, 1027, 1060. It is useful to be reminded (sece Star-

kie, on 962) of the content of cwgposivy: amodération, pudeur, réserve dans les pro-
pos comme dans les actes, tenue discréte, sentiment délicat des convenances, avec
cela zéle, activité, obéissance poncluelle a tous les devoirs» (P. Girard). Starkie’s
suggestion, that the repeated use of cwppooivy and xatawuyosivy is intended to re-
call the Zdepwv and Karamiywv in the Daitaleis, is very probably right.

7. 7oig aloypots aloyiveslar 992, undiv aloypdv moisiv 995, t¥ig Aldols 995, 10201,

8. undtv dxnoboar 963, edtdxtwg 963 and elsewhere in reference to behaviour of
the young boys.

9. There is probably here an antithesis, as suggested by Secgal (p. 190), bet-
ween mpdypata (1303, 1459) and &rpaypostvy and Houxla (cf. 324 the peacelul-
ness of the Clouds’ descent over Parnes). See also 190 note 23 for the contrast ¥ou-
yla - drpaypooivy with moiumpayposivy. The Athenians «throughout the clas sical
period paid lip-servico to &rpaypoecivy, not interfering with other people’s bu siness
and not becoming involved in litigation as a virtue» (Dover, Aristophanic Come-
dy, London 1972, 146).

10. woelv dyopav 991, od otwEilwv xatd THv dyopdv tpiBoisxtpdreda 1003,
yAGtrav Padv 1013.
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nd, is characterized by his opponent as Opacds!, xarandywy ... xévai-
oyovrog (900)%, Pwpoddyos (910), margaltoias (911), mad?, loquacious?
and able to turn everything upside down, especially the traditional
values, 10 uév aloypov dnav xalov fyeiclar, To xalov & aioyeov (1020f)°.
He himself acknowledges his ability to talk especially before a crow-
d (&v 7olg morrolGt Aéywy, 892), and invent new ideas®; his ability to
invert his opponent’s arguments (dvarpéyw ¥’ afv’ avridéywr, 901).
Contrary to his adversary, he does not believe in law and Justice?
nor in cwopocivy®, qualities which he believes are old-fashioned and
useless®. A further point which is strikingly emphasized in their deba-
te is their reference to nature. Apart from the metaphors avbet (897)
and edxvBis (1002), it is extraordinary the description of nature in
lines 1005-1008:
aAX eic *Anadrjuetay xatiow dno taic poglats dmobpébet
OTEQAVWOAUEYOS xaldu@ Acvx® ueTa ch@Eovos NALxXLdTOV,
plraxog 8twv xal dmoayupocivne xal Aevxne @uvriofolodons
Nooc &v doq yalpwv, omotay mAdravos mreléq wibvpily.
This image undoubtedly is recalling the description of &ypouxog
Blog by Strepsiades in the opening scene of the play, 43-45 and 50, as
well as the beautiful song of the Clouds about nature, 275-290%. Thus
nature, as Segal rightly observes (p. 187), «forms a background whi-
ch unites related elements and clarifies the antitheses which govern
the movement of the play... The Clouds can speak the windy langu-

890, 915.

Cf. 1023. See also M. Nussbaum, YCS 26, 1980, 56.
See line 925.

See line 1017 yA&dtray peydony.

5. Thus the Wrong Argument is connected with Dinos, Socrates’ new supre-
me god.

6. Cf. 896 yvdpoag nowvdg EEevplonwy, 943f pnuatloisty xawvoic...xal Stavolatg (cf.
1031), 948 Omd 1@V Yveusv(cl. 924), 1015 &v &yoph thy Sty Péyers Eyo & éman-
v, 1058 v Yr&TTAV...dOKETV. :

7. See 902 oddt...clvat...Alxny, and 1040 <oiotv véporg xal taig Slxong tdvavtl’
dvtinéEat.

8. See 1060ff, where b swepovelv is a had thing; instead he emphasizes that
in life other qualities are more useful, such as movypla (1066), 5Bptg and #3ovy (see
1068, 1071, 1072).

9. He repcatedly speaks scornfully about the Alxatog 2éyoc calling him &pyatog
(915), Kpdvog (929) or Kpébvrnog (1070). Cf. 984 f deyaia...

10. The Clouds too delight in the coming of the spring (311). Thus a strong
link is created between the Clouds and the Right Argument, through their delight
of the beauty of nature (cf. Segal, 187).

2 ol
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age of the sophist... But their native tongue is the pastoral mode
(275ff) and this they share with the Just Argument’s clean and swe-
et promises of whispering platans, clear complexion, broad shoulders
and so on» (1005-1014). In the speech of the "A3wog Adyog, apart from
the metaphors in 910 (§63=...) and 911 (xpivzot...) and the simile in
947, there are two more important references to nature in 1075 and
1078. It is important to note that the metaphors and the simile take
a different quality than the one they have, if we see them in their con-
text, for in the former they are connected with the &vxisyuvrog and
the Bwpoddyog (909, 910), whereas in the latter the simile is connect-
ed with an attack against his adversary by the “ASuzoc Adyog. In
1075 the reference is to sexual needs, tag <7¢ odocwg dvayxxs! (both
words convey sophistic connotations), as it is obvious from line 1076.
The most important reference to nature is in line 1078: yp& 5 @lazt,
oxlpta, Yz, véuils? unddv alaypév. The interpretation of this line is
obvious; pleasure®is derived from nature as contrasted with law (@u-
aig-vépog); everything «naturaln, whether it is right or wrong, is
goods. There is, therefore, a divergence in the comprehension of na-
ture by the Right and Wrong Arguments.

What is the attitude of the Clouds towards the two Aéyor? It ap-
pears that they take the part of the Afxxtog Aéyog, and this is appa-
rent from lines 959 and 10245 In the first place they praise him for
having «crowned» the old men with many good manners (woA\oig
Tobg mpeoPutépoug £Bzor xonoTols otepavdisxg); lines 1024f are an en-
thusiastic praise to his speech, with special emphasis on his wisdom

1. The phrase @éagews dvdyxag, which could mean the physical laws of univer-
se, could also be used as an excuse for illegal or immoral action (see Dover, on
1075). It is interesting to note that «physis» is associated with Socrates and his

followers (cf. Nussbaum, loe. cit., 52f).
2. The verb vopifew is used in the Clouds more often than in any other play

of Aristophanes (Nussbaum, 52).

3. The Wrong Argument believes in hedonism (see line 1072; cI. Nussbaum,
64).
4, Cf. Dover, on 1078. This kind of amoralist appeal to «physis» is sophistic
(cf. Segal, 186) and is contrasted to swppocivy (cf. the passage about Pelous and
Thetis in lines 1063{f. A similar reasoning we find in Eur. Hippolutus, 453{f, and
Menander, Samia, 590ff. Cf. Terence, Lunuchus, 582-583. The «physis» and «no-
mos» antinomy is, in Whitman's view (129{f) the most important of all antino-
mies of this play. -

5. Cf. Nowiger, 66; Segal, 185; Hiindel, 236f.
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(copixv) and cwoposhvyy (odgoor...dvdoc) which brought happiness
(e08xtpoviz) to his followers. When the Clouds talk to the "Adwog Aé-
vog, they only warn him about the difficulty he faces to win over
his excellent opponent (1030-35). The phrase xouyomoenij uovoav &-
ywv is used rather ironically, for the word xopdds conveys sophistic
attitude®. Once more, at the very end of the scene, the Clouds warn
Strepsiades more explicitly about the consequences, 1114 olpxt 8¢ oot
Tabru peraperfosnd, «I think that you will come to regret this», but
Strepsiades, who had already gone inside, very probably did not he-
ar them?®. In fact this is the first unambiguous warning by the
Clouds?.

The first and the second parabasis® give us a glimpse into the
Clouds’ true nature. Their theology is the traditional one. In the se-
cond parabasis (1115-30) we get a further dimension of their nature
which is mainly to be understood as agricultural production (wine,
olives, building or brick-making, and marriage)-emphasising the pra-
ctical aspect of the Clouds in their relation to it7; second, their moral
character is established and this is based on justice; they present the-
mselves as guards of justice and morality: #j» & driudon Tic Nuas Ovy-
105 &v oloac Oedg, mpooeyétw Tov vodw, meog fudv ola meloerar xaxd
(1121-22). Here we find the common tragic vision of «hamartia» and
«hybrisn which is followed by punishment. Dishonour of the gods,
which is a kind of «hybris», brings the gods’ punishment of the mortal.
Socrates’ teaching and Strepsiades’ evil course constitute an avipix
towards the Clouds and, therefore, one should expect the xxx& which
they (Socrates and Strepsiades) will eventually suffer.

1. The metaphors xaXAimvpyov coolay -sdppov &vBog- xopmdompeny poloav con-
vey an ironic touch (cf. P, Rau, Paratragodia, 190, on lines 1024-30, «sind zum
poetischen (ironischen) Preis gewihlin).

2. See Starkie, on 649. .

3. This recalls Pheidippides’ ominous warning in 865.

4. Cf. Dover, on 1114.

5. The gradual revelation of their true nature is like the clearance of moun-
tain-tops and plains from the mist after a brilliant sunshine. ",

6. Cf. Newiger, 73.

7. This is in agreement with their first song, 275{f. This aspect of «physis» as
productive energy is characteristic of the Clouds, but also of Strepsiades’ rural
background (43ff), and it produces happiness (cf. Segal, 185). For the Clouds’
siding with the positive aspect of «physis» in its contrast to «nomos» see Segal,
186f, 191f, 193, 195.
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The next section corresponds to the usual part of Aristophanic
comedy with the triumph of the comic hero over his adversaries.
The following points are important for our discussion: (i) the prob-
lem of justice and injustice is once more stressed? in the beginning
of this section; (ii) the ambiguity of 23 2éyzwv (1143), which in fact in
this case is related to &dizwg Aéyzwv®; (iii) Strepsiades’ address in 1150,
& mapfxolher’ 'Amxbdy, «almighty Fraud»®, functions in two ways,
first, it shows once more Strepsiades’ contempt of the traditional
gods®, and, second, it truly conveys the power of the Clouds in this
play as is exercised towards Socrates and Strepsiades; (iv) the song
of triumph (1153-62) is like the tragic® glimpse of light before the fi-
nal destruction’; (v) the reversal of Pheidippides’ character and ap-
pearance is now accomplished; he is &yod¢ (see line 1171)8; (vi) the
display of Pheidippides’ knowledge is based on a reversal of the me-
aning of a common and well-known phrase, &y xai véa®; the words
paxxp and copde in the imagined encomium'®referring to Strepsiades

1. Cf. also D. 8. Sutton, Self and Society in Aristophanes, Washington D.C.
1980, 39.

2. See 1137 and 1141.

3. For such an association cf. Sophocles, OC 806-7

yAwaay o) dewds dvdpa & ovdéy’ old” éyd
dlxatoy Soric & dnavvos &) Adyer.

4. Cf. 729 xdnabdnua and Schol. xbvnpa, dronddvnue xal drdmy Tva, mavodp-
e, dromhdvnoie’ mavouzyla, drdmotg. The word *Aratédy is related to the voca-
bulary connected with uszig (see S. Byl, loc. cit., 115). The words &raédnpx and
&rawbry are tragic; cf. Aeschylus, Cho. 1002 and fr. 186 R respectively, and &rato-
aelv Euripides, fon 549. Cf. Rau, Paratragodia, 190.

5. CI. also 1235f and 1241.

6. The echo of tragedy is emphasized by the tragic phrase of which the song
is largely composed (sce Dover, on 1154-70).

7. Cf. Segal, 190 (with reference to e.g. Sophocles, OT 1076-85), who belie-
ves that there is an Aeschylean echo behind these lines. See also p. 189.

8. Thus he is in the same family with Socrates and his pupils (cf. 103, 1017,
1112). This is certainly emphasized by the mask he now wears, which must be of
the same kind as that of Socrates' pupils (cf. L.M. Stone, Costume in Aristopha-
nic Poetry, New York 1961, 22f).

9. Cf. Whitman, 126, who suggests that his discussion perhaps conveys the
idea of a comic vicious circle, in which the old and new imply and become each o-
ther. Cf. the idea of maAlwxaig in the Clouds 1410f, 1417, and fr. 378 H.-G.

10. This is characterized by Macleod C.M. as «the most unusual handling of the
encomiumy», Tho chorus of the Clouds «does not assume its usual role as encomia-
st, and Strepsiades has to invont a pseudo-chorus of friends and demesmen into

.
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are very ironical!, and at the same time they put forward the ques-
tion of wisdom and happiness, which is also present in other words
in Strepsiades’ opening monologue?; (viii) the section with the cre-
ditors, 1214-58 and 1259-1302, shows Strepsiades’ dvaideta® (1236)
and ¥Boic* *(1299). Here we also sce a reversal of roles: in the first ca-
se (lines 1248-51) Strepsiades plays the role of Socrates, and in lines
1297-1302, as a horse-driver and as charrioteer, he plays the role of
Pheidippides®; and (xi) a further warning by the first creditor that
Strepsiades in due time will pay a penalty for his present behaviour:
7 phy ob Tobtev 16 Yedvw dmosig dtwny (1242)8.

By now the audience has witnessed several explicit warnings
addressed to Strepsiades both by humans and the Clouds’. These
are in fact a preparation of the audience for the scenes which will fol-
low after the choral song.

In their song (1303-1320)8 the Clouds state unambiguously that
Strepsiades is in love (éoav 1303, ZoaclOeic 1304) with evil things
(moaypdtwr... pladpwy 1303, mavoveyeiv 1310)°. This is particularly
explained as his desire to evade payment of the money he had bor-
rowed. «This sophist today will suffer something evily (x0dx &6 6-
ws 0d Tuegov Ajyeral Tt mpdyu’, 6 TolTOY moujoel TOV goptoTiy...éai-
@vns Aafeiv xaxdv ti). The reversal of his son’s character is now com-
plete: he is dewdc yrouas dvavrios Aéyew roiow duxaiorg and win over
every adversary, although his cause is utterly wicked (maundvnoa)®.

The scenes which follow between Strepsiades and Pheidippides
(1321-1451) take the shape of formal agon, which corresponds in

whose mouth he puts the encomium» (The Comic Encomium and Aristophanes
Clouds 1201-1211, Phoeniz 35, 1981, 142-4). The encomium here is also ironically
connected with the Chorus’ praise of the Right Argument in 1024-29 (cogfxv...cé-
ppov &vloc...e03alpovec).
1. «The dramatic irony, which is present in the encomia in FEq. and Vesp.,
is very sharp in the Clouds» (Macleod, 144).

2. See especially lines 41ff.

3. In contrast to line 995 of the Right Argument.

4. OPpc is the opposite of owepocdvy.

5. Cf. Whitman, 125f.

6. This line recalls Pheidippides’ similar warning in 865.

7. 813, 865, 1114, 1242,

8. It is addressed to the audience. Cf. also P. Hindel, 140 and 237.

9. This state of mind would be called by Aeschylus vécog qpzvisv (see Pers.
650).

10. Thus he is related to the Wrong Argument: cf. 901, 948, 1037, 1040, 1339.
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many ways with the agon between the Right and Wrong arguments.
This is certainly intended by Aristophanes. He wants his audience
to identify Pheidippides with the “Adwos ndvogl. Strepsiades, who
until now did not care about law and justice?, or rather he wanted
to find a way to evade law and justice, after his w4005 inside the
house at the dinnertable, slowly realizes that his son has gone
beyond certain limits3. It is interesting to note that justice is a word
differently interpreted by father and son. Pheidippides calls justice
what the Clouds have previously defined as wzuwévnox. This time
the father stands for the traditional justice, which is the sons’ respect
of their fathers®. The antithesis between ¢loig-vépoc® is now more
emphasized. The son puts forward the sophistic view of law, which
is the result of a group’s persuasion over others and thus changeab-
le (1421-1425)% Strepsiades is finally persuaded by his son (1437-
39) and admits that old men should be punished, if they do wrong.
Thus Strepsiades finally comes to the point of understanding, with
the moral explanation offered to him by the Clouds (1454ff), that
his wicked line of action has led him to this suffering. He is now de-

1. CI. for instance 1330 mdrte moldotg tolg péSorg with 910, pé63x u’ elpnxag and
912 ypuot mdrrwy ', 1327 matpadoix with 911 smatpadolag, 1339 <otatv Suxalorg dveo-
Myewv with 900 f, and the antithesis between the old and the new education (1356
&pyaiov, 1371 tav vewtépwy, Simonides and Aeschylus / Euripides). «The paralle-
lism of structure between the two contests emphasizes the extent to which Phei-
dippides has emerged from his education a replica of Wrong; we shall sece how he
reproduces not only the rhetorical methods but even the actual words of Wrong»
(Dover, on 1321-1344). Cf. also Gelzer, op. cit., 17-19.

2. Cf. 1142 d)lyov yap pot pédet.

3. The notion of justice is recurrent in their speech: 1332, 1333, 1339, 1340,
1377, 1380, 1405, 1411, 1419, 1434, 1437, 1439. Gelzer observves in an apparent
criticism of this change: «Strepsiades wird plstzlich in cinem Augenblick so in-
telligent, dass er den Kern der Probleme erfasst» (Der epirrh. Agon, 18). For the
criticism of the change of the Clouds' attitude towards Strepsiades, see Segal, 175
(with references); cf. W.S. Teuffel, Die Wolken des Aristophanes, 2. Auflage von
0. Kachler, Leipzig 1887, 47.

4, The conllict between father and son is dealt with by Aristophanes in
several plays, the Daitaleis, Clouds, Wasps and Birds (see D.F. Sutton, Self and
Society in Aristophanes, Washington D.C. 1980, ?7f, and The Conflict of Genera-
tions in Ancient Greece and Rome, ed. by S. Bertman, Amsterdam 1976).

5. Cf. F. Heinimann, Nomos und Physis, Basel 1945, For the antithesis no-
mos - physis in Aristophanes, sce Whitman, 129If. Cf. also Nussbaum, 52ff (with
bibliographical note 17). _

6. Cf. Nussbaum, 53f; and Whitman, 131!,
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termined to get revenge, to Kkill Socrates and Chaerephon (1465f),
and he asks the assistance of his son. Thus a final reversal - a full cir-
cle reversal - of Strepsiades is accomplished; he becomes the man of
practical wisdom, as he was before the beginning of the play. But, if
he has reversed himself to the old ways, his son has not. A final con-
frontation between father and son (1466-75), with central theme of
argument Zeus and Dinos - it is the third time now that this theme
recurs! - proves the unbridged antithesis between Strepsiades and
Pheidippides. Zeus is reestablished in the father’s conscience; he ex-
plains that he was misled to believe in Dinos by a piece of pottery
(divog); he confesses that the expulsion of the traditional gods, cau-
sed by Socrates, was a madness (ragavoiag>...éuawduny, 1476)3. Phei-
dippides leaves the stage (after 1475) following his wicked manners.
With the son we have a half circle reversal, and his corruption is per-
manent.

This final scene, the burning of Socrates’ School, is an addition
to the second revised edition of the Cloudst. The {irst play ended in
all probability at 1475-77 or with some more exit lines. This scene is
ingeniously written. Strepsiades asks Hermes for counsel (1478f) and
he gets the advice® to burn Socrates’ phrontisterion. With the help of
his slave Xanthias who brings a ladder and a mattock and other sla-
ves who bring him a torch, Strepsiades and his men hack down the
roof of the house and set it to flames. Socrates is choked by the smo-
ke and Chaerephon is burned to deathS. This is the punishment of
Socrates for his «hybris» and atheism (1506). Socrates’ self-assura-
nce, which springs from his supposed knowledge of all human wis-
dom, as well as his belief that the Clouds are kis deities, are both cont-

1. 380ff, 828f, 1470ff,

2. Cf. 844-845.

3. Cf. 1480.

4. See hypothesis VI. Cf. Whitman, 135.

. Actually from the herm standing beside"the door (cf. Dover, on 1478). For
the prayer, see Horn W., Gebet und Gebetsparodie in den Komédien des Aristo-
phanes, Diss. Erlangen Nirnberg 1970, 46, 60, 75.

6. The problem whether Socrates and his pupils were murdered is controver-
sial. Dover (on lines 1493) believes that Socrates and Chaerephon «perhaps wink-
led out of the burning house by other students». On the other hand Kopif E. Ch.
argues that they remained inside the Phrontisterion and were burnt to death
(Nubes, 1493{f: Was Socrates murdered; GRBS 18,1977, 113-122). See also Harvey

F.D., Nubes 1493ff: Was Socrates murdered? GRBS 22, 1981, 339-343, in support
of Dover’s view, .

i
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radicted and disappointed; his goddesses have in the end, at the cru-
cial moment, deserted him!. This scene is verbally connected with
previous scenes, especially by the scornful and sarcastic remarks of
Strepsiades in answer to the pupils’ and Socrates’ questions:

1496 Suxdemrodoyobuxt txig Soxolg T%¢ oining with lemtiv...230 x.c.

1503 depoBxtd #xi wepippovéd tov Heov, which is a repetition of

line 225 spoken by Socrates as he is sitting on the »zpspafpx.

The reversal of roles is stressed by the verbal reversal. The Clou-
ds finally, taking the form of xxmvég, choke Socrates’ pupils.

Hermes’ final appearance? and comment reminds us of the Eu-
ripidean device of the deus ex machina, and his comment is that they
should pay a penalty for their &3uztz towards the gods.

In conclusion, the prevailing feature of this play is the reversal
of characters and situations®: nothing remains unchanged¢; Strepsia-
des is twice reversed, from hard-working law-abiding man to a theo-
rizing self -centered sophist and back again to a practical and just
man; Pheidippides, who in the beginning is a respectful son, after his
attendance of the phrontisterion becomes a replika of the Wrong Ar-
gument; the Clouds, who appear as associated with Socrates and as
supporters of Strepsiades’ evil ways, in the end reveal their real cha-
racter and desert them to their fate®. Strepsiades, after his unsuc-
cessful study with Socrates, plays the role of his teacher towards Phei-
dippides; and in the very end Pheidippides plays the role of a tea-
cher to his father. Strepsiades, who in the beginning of the play is the
man who hates horse-riding, plays later the role of a horse- and char-
riot-rider; the rustic thick-minded man of the most part of the play
becomes at the end of the play the only enlightened person; etc. It
appears that Dinos did in fact rule in this play, until he was over-
turned at the end of the play by Strepsiades (and the Clouds, we
should say). If we view the development of the plot and characters
under this angle, we can have a better understanding of the play as
a whole, the relation of the Chorus to the comic heroes and its rever-

1. Cf. Segal, 193, 196; and Hiindel, 237.

2. Lines 1508-1509 are attributed to Hermes by some manuscripts (see the
edition of Hall and Geldart). Dover, on the contrary, argues that they are uttered
by Strepsiades (on 1508).

3. The motif of inversion of roles between father and son is also present and
important in the Wasps (sco Whitman's discussion of the play, 143ff).

4. Cf. also Gelzer, 18. _

5. Cf. also Humphreys, Aristophanes Clouds, 17.
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sal in the final scenes of the play, which is unjustly regarded by
Whitman (p. 129) as «an anomaly in Aristophanes».

The motifs which link the Wasps with the Clouds are many
and significant:

(1) In the Clouds the old man, Strepsiades, comprehends the
clouds as mist, dew and smoke (6pixAnv, 8pdoov, xxmvév). In the Was-
ps, 14411, Philocleon, the old man, tries to escape through the chim-
ney pretending to be smoke.

(i1) We have seen earlier the misleading and deceitful coopera-
tion of the Clouds, who exploit in an Aeschylean manner the faults
in the human character. The chorus of the wasps, soon after the agon
between father and son, see, in the son’s effort to reform his father,
a divine intervention:

ool 0¢ v Tic Oedv

agyw Eupavng

EvAdaufdver Tob mpdyuatos, xai 67jAds fotv €5 moudv
(773a-734).

The use of the verb EuMxpBdave. is worth noting.

(ili) In the Clouds the chorus lead the old man to be trap-
ped in the invisible nets which they set around him (vzpéAxt are the
hunting nets). In the Wasps the old man, Philocleon, is prevented by
his son and his slaves from escaping by huge nets stretched over the
house (131-132). Here the man is trapped in a net symbolizing that
he is caught by his own disease, which in this case is love of judging.
His efforts to escape though will not take him away from his vicious-
ness, his vocog @pzvév. We should recall that man trying to escape
from ate’s nets is a common Aeschylean metaphor. Amusingly
enough, Philocleon tries to escape by gnawing the net (367-371).

(iv) In the Clouds there is much emphasis on the ability to talk
persuasively. This is what Strepsiades wants to learn from Socrates.
This ability is closely related to shamelessness and injustice. The old
man employs it to avoid his debts, and Pheidippides to put forward
his newly acquired ideas and to justify his wrong-doings. Similarly,
the ability to speak is a way to get away from any wrong action and
harm of others, and from any punishment. This is what the son tries
to persuade his father in 1258-1261. As a result the father is willing,
1262-3,

palntéor tdo” éori moAlods Tww Adywy
eineg y* dnorelcw undév, 1j Tv Spd xaxdy,
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and actually he employs this newly-acquired technique of speech in
the last scenes of the Wasps, exactly in a similar way as Strepsiades
in the Clouds. Rhetoric is used to camouflage his hybristic behavi-
our (see lines 1332ff, 1394ff, 1420ff).

(v) But the most striking link between the two plays is the re-
versal of roles and situation.Whitman has rightly observed that «the
inversion of roles between father and son... is so basic» to the Wasps
(p. 159). I intend to deal briefly with this reversal.

Philocleon’s vécog @pevav is his love to judge (87 v vdoov rod
deandrov, 88 @iinliastiic, 89 dod te ToUTOoU TOD dixdlew, wpPA. dodv Clou-
ds 1303, éoacti)c 1459), even more than that, to convict the defen-
dants without mercy. He is a man of difficult character (882 <%¢ 8v-
a#oMzg), very tough and harsh (v6 2lav arovpvdv xai woivwvor 7ifog, 877).
His son, Bdelycleon, wants to transform his father into a gentleman
and a pitiful man (fmor... Tods gedyovrag ' éAectv, 879f), convivial
and sociable person (fvumotixéc xai Evvovarasrixsg, 1209). The chan-
ge of Philocleon’s character is manifested through the change of his
external appearance (lines 1131ff): he takes off his worn garment
(zptBwviov) and his felt-shoes (¢upadxzc) and puts on a mantle (yAxi-
vax) and Laconian shoes. With the external appearance he must also
learn to speak in an impressive language (Adyovs oeuvods Aéywr, 1174,
mpPA. 1258-1263). Pheidippides too in the Clouds, after his reform in
the School of Socrates, changes mask, to show that he became pale.

In the Clouds the reversal of roles is complete with Strepsiades
and Pheidippides. Strepsiades makes a full circle, from one extreme
to the other and back again, whereas his son moves from one extre-
me to the other. The same is true with Philocleon in the Wasps.
The old man moves from the one extreme to the other, from inflicting
mercilessly the law to the «complete violation of all social bound-
aries in the play’s final drunken orgy» (Whitman, 156). He became
OBplotératog (1303) and he behaves according to the doctrines of the
Unjust Argument (the natural law) in the Clouds. There are also the
verbal echoes to remind the audience of this fact (1305-6):

émjdat’, éoxlpra, ’memdpdet, xareyfla,
doneg xayobwv ovidioy edwynuérov.

There is also an imaginary transformation of the old man into
a young man. In the Wasps «the roles of the generations appear re-
versed» (Whitman, 145). Whereas in the Clouds we have the more
natural process. of an old man soeking a reform and a re-education of
his son, here in theWasps we have exactly the opposite: a young man
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wants to reform his father. We should note that in the Clouds too the
young man Pheidippides, after his reform, tries to do the same, that
is to persuade his father that it is good and just for the sons to hit
their mothers and fathers. Both in the Clouds and in the Wasps the
effort to reform the other person ends into a complete failure. The
reversal of the old into young, which is present in both plays, reach-
es its climax in «a singular piece of inspired lunacy» (Whitman,
158) in the Wasps, 1351-1363:

«Now if you just won’t be a naughty girl,

when my son dies, I'll set you free, and take you

all for myself, o little piggy-wig:

As ’tis, I’'ve not come into my estate,

for I am young and most severely guarded.

My dear son watches me, and he’s a crusty

and altogether hair-splitting mustard carver.

So, ’'m an only father. He is peevish and

xupwvoTpLeTo% 2pdzoyAbgog, skin-flint-cheese-paring.

And here he comes himself. He seems to be chasing you and me.

Here, quick, stand here holding the torches so,

so I can flout him in true youthful style,

in the same way as he flouted me before the Eleusinian myste-

ries»l,
Philocleon, after his re-education by his son, is turned from a pitiless
judge into a braying donkey (1310), who has a good time regardless
of any social values, a real personification of the doctrines of the
Unjust Argument of the Clouds, as are put forward especially in the
following passage (1071ff):

«Look, my lad, at all that virtue entails, and all the pleasures

you’ll be deprived of: boys, women, cottabus, good food, drink,

laughter. How can life be worth living for you if you’re deprived

of these? Very well. I will go on from there to the demands of

nature. You’ve erred, you’ve fallen in love, you’ve had a bit

of an affair, and then you’ve been caught. You’re done for,

because you’re not able to argue. But if you become my pupil,

you can indulge your nature, leap and laugh, think nothing

shameful»?.

1. Cf. also 1333 xel 6968p’ €l veaviag.

2. AM. Bowie argues that the basic uniting theme in the Wasps is reversal of
the pattern of the ephebeia, and that the final scene is «the culmination of Philo-
cleon’s removal from his position as adult citizen-juror-hoplite at the start of the
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The reversal of roles in the Wasps has one more aspect. Philo-
cleon the judge is threatened to become a defendant (1332, 1392,
14061, 1417f), because of his insults to men in the street, to a bread-
seller, and others.

Dinos, the supreme god which had ousted Zeus and rules in the
Clouds, appears to have extended his rule beyond the Clouds into
the world of theWasps. Here the reversal of roles and situation, the
vicious circle into which human often is being trapped is magnificen-
tly and symbolically represented in the final whirling dance of the
play «which seems to convey... the underlying idea of the vicious cir-
cle where all things return upon themselves» (Whitman, 160f). Both
the three sons of Carcinus and the chorus get out of the orchestra in
a spinning dance which is representing the Dinos. In a short passa-
ge there are five instances which stress the circular and spinning da-
nce of the sons of Carcinus and of the chorus.

The problem of changeability of human nature and the forces
behind it seem to have been in the mind of Aristophanes during the
period when he produced these two plays. I have suggested above
that one such decicive force was the Peloponnesian war.

I should like here to make a short comment on the little choral
song, lines 1450-1473, where the chorus congratulate Philocleon on
his change of life, and Bdelycleon on his wise treatment of his father.
The two opposing views are, (i) that this song is out of place and in-
consistent with the previous scene, and (ii) that the song describes
the re-education as begun but not yet completed, and that it «is not
meant to be a comment on that scene alone» (MacDowell).

I believe that there is a problem of inconsistency, if we take eve-
ry word spoken by the chorus here seriously. In my view, there is to
be much irony. They say with their tongue in their cheek that they
~envy the old man for his comfortable life, his change from the dry
austere way of life into luxury and softness. On the contrary, what
the chorus say about one’s nature is meant to be serious. Aristopha-
nes wants to say that «it’s always hard to depart from one’s nature»
(t6 yao dnoorijar yalendv gpdoews, fv Eyor vig, del, 1457-58); «howev-
er, many men have this experience; they change their way of life

play and his transition to the opposite - irresponsible youth» (p.123) and suggests
that perhaps tho fundamental theme in this play is the resistance to the changes of
rituals and to legal"and social laws. (Ritual Stercotype and Comic Reversal: Ari-
stophanes’ Wasps, BICS 34, 1987, 112-125).
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convinced by others’ opinions» (xaitoc moAloi tadr’ Emalfov vvdvreg
wduas Stéowv petefdlovro Todg Tedmovs, 1459-961). And that in hu-
man life a continuous reversal is taking place.
Significant is also the reversal of roles of Dionysus and Xanthias

in the Frogs', 464-673. Even from the very beginning of the play Di-
onysus, the effeminate (04\duospog)® god, has disguised himself as
Heracles. His softness, symbolized by the womanly dress (xpoxwtég)
and his cowardice, as it is soon to be demonstrated (285ff), are
covered up by the lion’s skin, the symbol of extraordinary bravery,
that only Heracles exhibited. Thus there is a striking contrast bet-
ween the real character of Dionysus and the wished-to-be character
of Heracles, which is more emphasized in the scene where the god
meets Heracles (38ff). Dionysus, in 464ff, thrice changes costume
and disguise, appearing successively as Dionysus, slave, Dionysus,
slave, according to the situation he confronts, aiming each time at
avoiding responsibility? and the consequent misfortune springing
from that or at gaining and enjoying something. This is the main po-
int of these reversals?, and is made clear in the chorus’ song, in 534-
b4l:

tadta uév mpog dvdeds éott

vody E&yovros xai @oévas xal

moAda mepimenievudros,

uetaxvdivdew adrov ael

7POS TOY €0 mEATTOVTA TOIYOV

u@ilov 17 yeyoauuévny

eindy’ Eotavar, Aafdv® &y

oyfipa’ 1o 0¢ peracroépeabar

7meos o uarbaxdregov

0ektod mpog avdpde éate

xal @ioer Onpausvovg.

Versatility and self-interest are what characterize the «wise»

and «shrewd» man. And the embodiment of these qualities is Dio-
nysus in the play and Theramenes the politician in real lifes.. Fur-

1. In an article of mine published some years ago I had the opinion that the-
se reversal did not convey any meaning further than the comic one (Doubling of
scenes for comic purposes in Aristophanes and Menander, LCM 6, 1981, 73-76).

2. Cf. Eur. Bacchae, 453-459.

3. Cf. C. H. Whitman, 237.

4, Cf. Whitman, 239f.

5. Theramenes is regarded by Euripides as his own pupil (967) and was nic-
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thermore, this seems to be now, towards the end of the fifth century
and the Peloponnesian war, the characteristic attitude of the Athe-
nian citizen.

Changeability and reversal of situations is connected and affe-
cts the problem of relativism. Several times in the play these themes
appear. Thus the dead corpse in 177 denies to carry the luggage for
less than two drachmas saying dvzBwolny vuv maw, reversing the phra-
se used by the living, vz0vxziyv. In 288 - 295 the changing forms and
instability of Empousa signifies that nothing is stable and unchan-
geable in the world of the late fifth-century Athens. In 297, Diony-
sus, reversing the usual practise, seeks protection from his own pri-
est, and in 310, he blames the gods for his own sufferings. In 320, Di-
agoras, the notorious atheist who mocked the mysteries, is quite unex-
pectedly one of those who sing and praise Iacchos [if this is the cor-
rect reading]. In 424, the Athenians are called by the dead, the cho-
rus of the initiates, of dvw vexool. Archedamus is among the Athenians
not the first in wisdom and virtue, but the first in villainity (425).
Cleisthenes reverses with his behaviour the habits of dirging women
(426-8), and Callias the bravery of fighting soldiers (432-4). In the
epirrhema of the parabasis, the social and political reversal is being
stressed, citizens by birth are Ztiwot, whereas slaves are now turned
into masters (xdvrl dovAwr deondrag, 694). In the antepirrhema, a
comparison is drawn between the old and gold and the new and wor-
thless coins on the one hand and the edyereic, ocwgpooras, dixafovs and
xalods xGyalodc, brought up in the traditional values (727-9), and
the yaldxot, &évor, mvoolat, movngol (730-1) politicians on the other hand
employed in State affairs. The old monetary and political leadership
is turned upside down. Moreover, the Aeschylean dramatic art and
moral xéspo¢ is now replaced by the immorality and babbling of the
Euripidean art. The content of wisdom has also been changed: wise
now is a man who easily shifts attitudes, like Theramenes; if he faces
difficulties and senses trouble, he changes suddenly to the oppo-
site side, like in dices, from the worst (Xio¢) to the best throw (K&-
o). Successive reversal and changeability lead to confusion: Diony-
sus in 298-300 denies completely his, real or disguised, identity. The
Athenians have confused feelings about Alcibiades: (# woéAg) mofei,
éy0alpet, BovAerar &yerv (1425). Mental and verbal confusion go toge-

named Ké0Oopvog. It is not without any significance that Dionysus has put on xé-
Oogvot, shoes that is which suit eifher foot. Theramenes’ versatility is also mocked
in lines 968-970.
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ther: §rav ta vov dmora wicd Hydusha, Ta & dvra nior’ dmora (1443-
4). Euripides, who is the symbol of this confusion, suggests reversal
of practicel. This confusion leads to relativism, and this is exploited
finally by Dionysus in making his choice. When Euripides indignant-
ly calls Dionysus’ act «ieyisrov £pyov, the god answers back paro-
dying Euripides’ words: t{ 6" aioyodv, fjv ui) tois Oewuévors doxfj; (1475)
and again (1477-8):

1ic oldev e 1o Lijy uév éott xarbaveiv,

T0 7veiv O0¢ Oewmveiv, 10 08 xabeddewy xdiov;

Neoptolemus in Sophocles’ Philoctetes (408 B. C.) is one more
impressive example of reversal of character. At the beginning of the
play, Achilles’ son presents an Achillean «physis»?, violent and
primitive, honourable, with an «all-too-naive idealism» of a boy3,
young and inexperienced®. He is not willing to win by deceit; on the
contrary: aAd’ eiy’ érowuog moog Piav Tov dvdo’ dyew zai uz) déAowowy (90f).
But he also believes it to be his obligation not to be traitor (wpodétyg
94). His general attitude is rounded up in his statement that he is
willing xald¢ dodv 8Eauagrety padiov 7 vixav xaxdc (94f). However,
he is soon persuaded by Odysseus who uses «a deft to mixture of au-
thority, sophistic persuasion®, and appeals to his ambition»®, to use
lies and deceit (36hoc)’. Finally Neoptolemus «consents to lie and

1. Cf. 1446-1450.

2. See lines 1310-1313 ...o0yl Zicbpov matpds, [ &M\’ ¢E *Ayt\éwe... The notion
of «physis» is very essential in this play. Cf. M.H. Jameson, Politics and the Phi-
loctetes, CPh 51, 1956, 225 note 29. Neoptolemus changes his behaviour towards
Philoctetes «um nicht seiner eigenen gboic zuwiderzuhandeln» (H. Diller, Men-
schendarstellung und Handlungsfiihrung bei Sophokles, A and A 6,1957, 169). The
way in which Sophocles exploits this element is a manifestation of what Aristo-
phagnes says in the Wasps, 1457-61, and Thucydides, I. 78.1. For the way and the
significance of Sophocles’ exploitation of «physis» in this play, see also K. Alt,
Schicksal und ®dcwg im Philoktet des Sophokles, Hermes 89, 1961, 141-174 (=

» Sophokles, ed. H. Diller, Darmstadt 1967, 412-459); H. Diller, Uber das Selbst-
bewusstsein der sophokleischen Personen, WS 69, 1956, 70-85.

3. Cf. A. R. Bellinger, Achilles’ son and Achilles, YCS 6, 1939, 6 and R.P.
Winnington-Ingram, Sophocles: An Interpretation, London 1980, 283.

4. My indebtedness for this characterization to B. M. W. Knox, Heroic Tem-
per: Studies in Sophoclean Tragedy, Berkely and Los Angeles, London 1964, is
great (see p. 121, 123). Cf. also lines 86ff.

5. The influence of the sophists and rhetoric on this play is beyond any doubt.

6. Knox, 123.

7. Note the repetition of the words $ebd0o¢ and 36hog: $eudy Aéyewv 100, 8ére
101, &v 86 102, 36rep 107, 7o Yendiy Aéyewy 108, 13 Pebdog 109.
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abandons the Achillean standart»'; thus he becomes «a lying paro-
dy of his greathearted father»®. The reversal is, so it seems at least,
complete. The deceiver, ndosar aloydvyy dpels (120), behaves selfish-
ly, employing, as if a replica of Odysseus, $&580¢ and 38éroc®. But as
the action develops and the young man is confronted with the pain
and agony of Philoctetes, Neoptolemus feels pity and admiration and
his Achillean «physis» awakes and reacts slowly* but steadily agai-
nst his shameful behaviour and, after an agony in his mind, he re-
verses to his Achillean ideal, which is represented by honour, nobili-
ty, truthfulness, self-sacrifice for a human fellow®, abandoning Yei-
do¢ and 34ho¢ and restoring back to Philoctetes his bow (1287f)8.
Thus we have a full-circle reversal of Neoptolemus: Achillean -
Odyssean - Achillean. With this reversal we also have the «destruction
and regenerationn of friendship and trust (@u\x, wlewig), of social and
political relations’.

Reversals of a smaller scale occur in several other plays of So-
phocles and Euripides: Ismene and Ajax in the Antigone and Ajaz
respectively, Medea, the nurse, and Menoikeus in the Aedea, Hip-
polytus and the Phoenissae respectively. Ismene first follows the pri-
nciple xaxdg {ijv xociooov 7} xalds telvnxévar, which is obvious in the
introductory prologue, lines 1-99. However, in her second appearan-
ce, she follows exactly the opposite principle (536ff). Ismene’s re-

1. Knox, 123. CI. 902f ™hv a0t00... p'otv... Atdv... 8p& w& pd wpooewkédzx. Neo-
ptolemus’ scruples are overcome in less than 40 lines.

2. Knox, 123.
3. The manifestation of this Odyssean attitude takes place in lines 220-895.

See especially Neoptolemus' long speech in 343-390. Thus the reversal of Neopto-
lemus’ character is for Sophocles the major theme of the play.

4. See 965ff. Cf. Bellinger, YCS, 6, 1939, 7. It is noteworthy that the young
man returns from the ship, where he went taking the bow with him (see 1074 - 80
and 1217ff) in order to «undo his mistake» (1224). Cf. also T.B.L. Webster, So-
phocles Philoctetes, Cambridge 1970, 7. Thus Sophocles exploits masterfully the
expectations of his audience and also the psychology of the young man, before his

final descision.
5. In this respect Neoptolemus is like his father Achilles in Euripides’ Iphige-

neia at Aulis {see Bellinger, YCS 6, 1939, 3-13).

6. Before Neoptolemus’ final reversal «there is an intermediate stage when
he is torn between obedience to the army and compassion for Philoctetes» (Ch, Se
gal, Tragedy and Civilization: An Interpretation of Sophocles, Cambridge Ma.,
London 1981, 329. Seec lines 985ff and 925(f).

7. CI. Segal, Tragedy and Civllization, 330f. For the political connotations,
see also Jameson M. H., CPh 51, 1956, 217-227.
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versal is a genuine one. It is the result of her love towards her sister,
who is the center of crucial events. In a complete change of attitude
she now wants to share responsibility with Antigone.

Ajax, after the abortive attempt to kill the Atridae and Odys-
eus, feels deeply humiliated and is determined to commit suicide on
the principle that 7} xalags Cijy 7} xalds telvnxévar Tov edyevii yon (479-
480). In 642-692 however we have a pretentious (?) reversal of his
decision and his views about life, which is soon followed by a song
of exultation by the chorus (693ff). Ajax’ speech serves his aim to
commit suicide alone, away from any attempts by his comrades to
save him. There is a long and controversial discussion whether Ajax’
change in this speech is meant to be genuine or pretentious!.

A speech of fake reconciliation (Medea, 869ff) is for Medea only
the necessary means for the destruction of her own children and Ja-
son’s new young bride (this is made dear in 774ff).

In the Hippolytus the nurse is first indignant and abhorrent and
then with sophistic morality she reappears to «help» Phaedra (353-
361, 433ff). Her reversal of attitude comes in sharp contrast with the
more «noble» characters of the play.

The young man Menoikeus in the Phoenissae, who pretends to
agree with his father’s suggestion to leave urgently, so that he would
not be killed for the sake of the city, according to Teiresias’ prophe-
cies, lines 977-990, and then, as soon as he gets rid of his father,
reveals his real intention, which is self-sacrifice for the safety and free-
dom of his city, lines 991-1018, is in sharp contrast with his father’s
attitude in these crucial for the frecedom of the city circumstances.

Euripides’ Iphigencia at Aulis, produced in 406 B.C., is «la tra-
gédie des revirements»®. Aristotle has criticised it as having é&vous-
Aov 7o, «irregular character»®. His ground: oddév yao Zowxev 9§ ixe-
Tedovoa Tfj Yorépgd. In this play, which has political connota-

1. See a survey of related bibliography in I. Errandonea, LEC 36, 1958, 23-27,
his article «Die vier Monologe des Aias», in: Sophocles, Edited by H. Diller, Darm-
stadt 1967, 268-294, and Ch. Segal, Tragedy and Civilization, 1981, 113f and
432 note 9; K. Reinhardt, Sophokles, Oxford 1979, transl by H. and D. Harvey,
24ff.

2. See Goossens R., Luripide et Athénes, Bruxelles 1962, 688. Cf. B.M.W.
Knox, Word and Action, Baltimore London 1974, 243f.

3. Poet. 1454 a 31.

4, See further Funke H., Aristoteles zu Euripides’ Iphigeneia in Aulis, Her-
mes 92, 1964, 284-299; and Lesky A., Psychologie bei Euripides, in: Euripides,
Entretiens Hardt 6, 1960, 46. '
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tions!, we see a reversal of character in several persons, namely Aga-
memnon, Menelaus, Iphigeneia, which is centered around the theme
of the sacrifice of Iphigeneia. We intend to examine briefly each
character’s reversal and the motives behind it, starting from Agame-
mnon?.

In the opening dialogue scene of the play® Agamemnon is in a
state of mind which could well be characterised as divog of mind,
which comes in sharp contrast with the absolute peace of time and
placet. This state is obvious from his confused action which is this
described by his faithful servant (35-4)%:

8élrov te yodeeis

vd Ny 7m0 yeodv Eve faoralecs,
xai tadta nwdAv yodupara ovyyels
xal oppayiles Aveg ©° dmiow
dinreg te nédw mevxmy, Oaleody
xara Odxov yéwv, ‘

xal TOv andowv o0¥devos évdeig

un od uaivealar.

The confusion is then explained by Agamemnon in his narrati-
ve (49-114). There is a conflict between his duty as chief of the Gre-
ek army and his duty as a father®. His first reaction to Calchas’ pro-
phecy was (i) not to sacrifice his daughter, and (ii) to order the dis-

1. See Pohlenz M., Die griechiche Tragddie, Gottingen 1954 second edition,
I. 460, and Delebeque E., Euripide et la guerre du Péloponnése, Paris 1951, 368,
378.

2. Cf. also the discussion by Vretska H., Agamemnon in Euripides’ Iphige-
nie in Aulis, WS 74, 1961, 18-39, and Dale Chart, Role inversion and its function
in the Iphigeneia at Aulis, Ramus 15.2, 1986, 83-92.

3. I discuss the controversial problem of the opening scenes of the Iphigeneia
at Aulis in a forthcoming book about the Prologue.

4. Cf. Snell B., Euripides’ Aulische Iphigenie, in: Euripides, ed. E.-R.
Schwinge, Darmstadt 1968, 494.

5. Agamemnon’s bechaviour is undoubtedly mock-heroic. Cf. Snell B., loc.
cit., 494. Cf., on the contrary, the image of Agamemnon presented by Aeschylus
in his Agamemnon 206 ff, and how differently is his character portrayed in Euripi-
des (cf. Vretska H., WS 74, 1961, 23(, 31f, and Snell B.,, 503ff). Cf. also on Euripi-
des’ Agamemnon, F. M. Wasserman, Agamemnon and the [Iphigenia in Aulis,
TAPA 80, 1949, 174-186, and D. J. Conacher, Euripidean Deama, Toronto 1967,
249-264, G. M. A. Grube, The Drama of Euripides, London New York 1973, 421-
438, on Agamemnon and Menelaus.

6. Cf. Froy V., Botrachtungen- zu Eur. Aulische Iphigenie, MusHel &, 1947,

44.
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persing of the Greek army (94-96). But soon he had changed his mi-
nd, persuaded by his brother Menelaus, who had used every means
of persuasion, and decided to sacrifice his daughter and carry on the
expedition (97{f): first reversal. However, he changed his mind agai-
n; he will not sacrifice his daughter (107ff): second reversal.It is in-
teresting to note that Agamemnon (i) puts the blame for his «wrong
decision» to sacrifice his daughter on others, namely his brother
Menelaus; and (ii) he regards the sacrifice of Iphigeneia as «horriblen
(Bewva 98, cf. 133), as a mistake (0d xaldg &yvwv 107, yrouac é&éoray
136), as a fall in ate’s nets (137). He elaborates on the later in his
confrontation with his brother.

The account given by Menelaus, however, is different. He accu-
ses his brother of volc od BéButoc (334), that is of instability and in-
consistency, of descrepancy between his real desires and his appea-
rances (338). His hypocricy was due to ambition, ouétipav, i.e. @u-
axpytx, love of power (342). The contrast is between his behaviour
before and after he got the power:

(i) before: humble, greeting everyone, accepting in his house e-

very citizen, in other words a demagogue.

(i1) after: unfriendly, inaccessible, accepting only very few in

his house?.

This is in itself a reversal due to ambition and based on mean
motives of one’s character, and in some way it is the background a-
gainst which the present behaviour of Agamemnon should be judg-
ed. According to Menelaus, Agamemnon’s reaction to the situation
created at Aulis because of the &rmhotx was the following:

(i) The leaders of the Greek army were willing to disperse (352-

3); Agamemnon was unhappy and confused, because of his
ambition (354-5), and asked Menelaus for help.

(ii) After Calchas’ prophecy, Agamemnon was glad and pro-

mised willingly to sacrifice his daughter (359-360).
(ili) Now, he changed his mind and is not willing to sacrifice his
daughter.
Menelaus criticises Agamemnon’s reversal of attitude, which
is due either to yvaun &olverog of the citizens (368) or to their own
incapacity (369). The necessary requirements for a leader are voig

1. Cf. Vretska H., WS 7&, 1961, 20.
2. All these sound like a criticism of a contemporary politician.
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(37%) and Eiveoig (375)'. Agamemnon, on the contrary, explains his
latest change of attitude as a result of edBouiiz (388) and gpoveiv &5
(401, cf. cuvewppovsiv 407)-characterizing his earlier decision to sa-
crifice his daughter as &civzzoy (vodg odxz el, 388), dvouov od dixawov
(399)%. Besides there is also the psychological factor which will tor-
ment him in case he sacrifices his daughter (398).

The messenger’s news about the arrival of Clytaemnestra with
Iphigeneia and Orestes marks another reversal of character. In the
confrontation of the two brothers which preceded, Agamemnon ex-
pressed vividly his determination not to sacrifice his daughter (a de-
cision characterised as £38oulixz, as we have seen), whereas Menela-
us pressed for the sacrifice and accused Agamemnon of descrepancy
and unfriendliness. But after the messenger’s news, Agamemnon, find-
ing himself in the yoke of dvdayxn (443, cf. 511)%, has again chang-
ed his mind and decided to sacrifice his daughter: third reversal.
His motive: fear of the Greek army’s reaction and of Odysseus’ am-
bition and powert. Menelaus soon after makes a sudden and unex-
pected® gesture of reconciliation with his brother (471). He foes not
insist any more on sacrificing Iphigeneia; on the contrary, he urges
Agamemnon not to do it. His motive: &zog. He explains his sudden
reversal from the one extreme to the other as sixdg (501-502)¢. Such
reversal, he adds, characterizes a man who is not xxxdg (502f).

1. In his first appearance on stage and in his first speech to Agamemnon
Menelaus is presented by Euripides as «une bhrute et un sophiste», as is usually
the case (see Bogaert R., Le revirement de Ménélas Euripide, Iphigénie a Aulis,
vv. 471ss, LEC 33, 1965, 1. CI. Blaiklock E.M., The Male Characters of Luripides,
Wellington 1952, 74ff).

2. CI. the chorus’ characterization of Agamemnon’s sacrifice of his daughter
in Aeschylus’ Agamemnon, 2191 ppevdg mvéwv 8002837 Tpoxxixy [vayvov &viepov and
223 mapaxonak THWTORNUWV.

3. Whatever its meaning is; sece Vretska H., VS 74, 1961, 29(.

4. Cf. Snell B, 496. Agamemnon’s change of attitude, from the initial weak-
ness to decisiveness and certainty is the most important element of the first part
of the play, whereas the contrarywise development of Menelaus® attitude is in so-
me way the «negative» to Agamemnon's change.

5. Even to Agamemnon (see 506). Bogaert, however, following Blaiklock
(The Male Characters of Euripides, 99), argues for the good psychological motii
vation of Menelaus' change of attitude (LEC 33, 1965, 9f).

6. This notion, i.e. elxés, is well-established by now in rhetoric.

7. This is a good example, as Snell B. says, «wie geistreich Euripides sich auf
Bithnenwirkungen versteht, dass plstalich die beiden Briider ihre standpunkte
vertauscht haben» [p. 495). Menelaus' understanding and compassion is a further
ndication of the weakness of his charactor, the same weakness which he showed-
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One further abrupt reversal we see in Iphigeneia’s attitude. At
first she makes an emotional appeal to her father to save her life
(1211-1252): (i) life is the most pleasant?; (ii) she has no relation at
all with Helen’s seduction. She culminates her speech with an impres-
sive gencralization: xaxdg (v xoeiooov 1) xards Oaveiv (1252)% One
point worth noting in Agamemnon’s answer is in the last seven lines
of his speech (1269-1275). Hellas and her freedom is now the supe-
rior motive for carrying on the expedition and sacrificing Iphigeneia.
However, Iphigeneia continues her lament in a monody (1279 ff).
Like Neoptolemus in Sophocles’s Philoctetes, she needs time to rea-
lize and understand the broader dimension of her sacrifice; she too
develops from the childish innocence to experience and thus to gre-
ater maturity. The scene between Clytaemnestra and Achilles, in
which it is made clear to her that the only one who puts in jeopardy
his life in order to help her is Achilles, is the turning point for Iphige-
neia’s attitude. She interrupts them delivering a speech marking her
reversal and explaining the motives: ebxhzux (1376, 1383, ef. 1440),
self-sacrifice for the freedom of IHellas (thus adopting and expound-
ing Agamemnon’s arguments). In general she now acts according
to xuhidg Oaveilv xoeiooov 7} xaxds {7y, an attitude which is complete-
ly contrary to her previous one®. Her reversal from self-pity and la-
ment to self-sacrifice is an act of heroism. «Had she gone to her de-

towards Helen (Snell B., 496). Many scholars have interpreted Menclaus’ change
of attitude as hypocritical (see on that Bogaert, LEC 33, 1965, 4f, and Marlene
Ryzman, The reversal of Agamemnon and Menelaus in Euripides’ Iphigenia at
Aulis, Emerita 57 /1, 1989, 111-118. For those who share the view of a true change,
see on p. 5 f with note 16 in Bogaert’s article). Medea’s change is pretentious and
this is made clear in the text (see Med. 764-810 and 869-905).

1. Cf. a similar argument in Menelaus’ speech, 494.

2. This is in itself a reversal of the traditional Greek values. Cf. e.g. its ironic
exploitation by Euripides in the Cyclops, 201-2, spoken by Odysseus:

aA%’, €l Oavety det, xarBavoducd® edyevids

7 Ldvres alvov Tov mdgos ovoadigouev.
Such statements, as Iphigeneia’s, were to attract a negative response from the
audience. )

3. Iphigeneia’s change from anxiety and fear before death to free self-sacri-
fice should not be viewed as a sign of weakness in her character, but as due, first,
to uncertainty and lack of experience and, then, to open-mindedness with which
she grasps the real meaning of the situation (Snell, 497). Her change is well-knitted
with the plot and is psychologically motivated (p. 497). See, on the contrary,
e.g. Ziircher N., Die Darstellung des Menschen im Drama des Euripides, SBAW 2,
1947, 184, and Lesky A., Psychologie bei Euripides, Enteretiens Hardt 6, 145.
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ath reluctant and lamenting, her character would have been perfect-
ly consistent»!, but unheroic.

DIAGRAM OF THE REVERSALS

A
B
major reversals
}_4r. Clouds  Strepsiades ABA
Pheidippides A B
Wasps  Philocleon AB
Frogs Dionysus ABAB
Xanthias ABAB
S.  Philoct. Neoptolemus A B A
Eur. IA Agamemnon A B A B
or ABA
Menelaus AB
Iphigeneia AB

mimor reversals

S. Adjax Ajaz
Antig. Ismene

Eur. Med. Medea
Hippol. nurse
Phoen. Menoikeus

> > >
Ww o w™
> >

'

1. Bollinger A.R., Achilles® son and Achilles, ¥CS 6, 1989, 11.
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It is noreworthy that all the reversals are in plays produced
during the Peloponnesian war. Two of them, the Clouds and the
Philoctetes, are dealing with educational problems. The extreme ex-
ample of reversal is Agamemnon in the Iphigeneta at Aulis. In four
cases at least the reversal is connected with young persons and their
unselfishness and willingness for self-sacrifice (Neoptolemus, Iphi-
geneia, Ismene, Menoikeus). We suggest that in some cases at least
the reversals are meant to convey social and political connotations
during the last 30 years of the fifth century!.

Before I finish the discussion, I think it would be useful to refer
to one last example from later Greek drama, which focuses on edu-
cational problems, namely Terence’s Adelphi, an adaptation of Me-
nander’s *AdeApoi B. Two brothers, Demea and Micio, represent two
opposing views of education. Demea displays «surliness, quarrelso-
meness, irascibility, illiberality» towards his son Ctesipho; Micio, on
the contrary, employs liberality?, alfability, generosity, and friend-
liness towards his afopted son Aeschinus. This is what we see until
about 100 lines before the end of the play. Demea in a monologue,
854-881, makes a deliberate® and sudden reversal to the opposite
extreme?, showing in the scenes that follow excessive affability and
prodigality. His justification: he wants to show to Micio how easy
it is with extravagant generosity to win the affection of young peo-
ple.

1. One extreme example of reversal during the Peloponnesian war is Alcibia-
des, whose political ambition led him to work consecutively for the interests of A-
thens, Spartla, Tissaphernes, and again for Athens. See, for a short indication of
his career the Index to Thucydides by Smith Ch. F., (LOEB) 1958, wvol. IV, s.v.
Alcibiades.

' 2. See Martin R.H., Terence Adelphoe, Cambridge London New York Mel-
bourne 1976, 22, and in general the Introduction, p. 16-26.

3. In fact one gets the impression from his monologue that his reversal is ge-
nuine. Only later (986f) we hear that this was only a pretence (cf. Martin, 26).

4. On the problem of the reversal of Demea and the related problems, see
Rieth O., Die Kunst Menanders in den «Adelphen» des Terenz, ed. with an Appen-
dix by K. Gaiser, 1964; Trinkle H., Micio und Demea in den terenzischen Adelp-
hen, MusHel 29, 1972, 242-255; Péschl V., Das Problem der Adelphen des Terenz,
Heidelberg 1975, and its review in Latormus 38, 1979, 254-256; and Martin R.I.,
Adelphoe, 26 {f.
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