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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 Tyrannus1.

Aristophanes in two plays, the Clouds and the W asps, 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. I would like to suggest th a t this is not accidental and th a t 
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

(iii) the classical tragedy, especially the tragedy of Aeschylus.

I t would be a commonplace to mention th a t the sophists not 
only questioned the traditional values on every aspect, bu t 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. W ithin this framework 
are enclosed the controversial understanding of traditional values, 
such as ευσέβεια, αιδώς, δικαιοσύνη, σωφροσύνη, etc, 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 a t the Department of Classics of the University of Bristol, England.

1. For this kind of reversal see E . Kannicht, Sophocles, transl. by H. Harvey 
and D. Harvey, Oxford 1979, 64ff, 94ff.
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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. S2-84. In chapter 82.4 Thucydides 
writes the following characteristic words: κκί την είωθειαν άξίωσιν τω ν 
όνομάτων ές τά  εργχ  άντήλλζξχν τ /j δικαιώ σει, th a t is «the ordinary 
meaning of words was changed as they thought fit». Thus τόλμα άλό- 
γ ισ τος (reckless audacity) was interpreted as άνδρεία φιλέταιρος (cou
rageous loyalty to party), μέλλησις προμηθής (prudent hesitation) as 
δειλία ευπρεπής (specious cowardice), τδ  σώφρον (moderation) as του 
άνάνδρου πρόσχημα (a cloak of unmanly weakness), xb πρδς άπαν συ
νετόν (to be clever in everything) as επ ί παν άργόν (to do naught in 
anything), τδ  έμπλήκτω ς όξύ (frantic inpulsiveness) as άνδρδς μοίρα 
(a true man’s part), άσφαλεία τό έπιβουλεύσχσθαι (caution in delibe
ration) as αποτροπής πρόφασις εύλογος (a specious pretext for shir
king).

Thucydides stresses also the notions of greed and ambition (πλεο
νεξία, φ ιλο τιμ ία ), lack of piety and violation of oaths (άσέβεια, επ ιορ
κ ία ) , violation of the law and deceitfulness (παρανομία, ά π ά τη ), and 
in general the fact th a t human nature, trium phant over the laws, 
was ungovernable and stronger than justice (84.2 των νόμων κρα- 
τήσασα ή άνθρωπεία φύσις.,.κρείσσων δέ του δικαίου). 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 quoting1, because it concentrates 
the whole meaning of the play:

ΣΤΡ. ταυτί όι ύμάς, ώ Νεφέλαι, πέπονθ* έγώ, 
ύμϊν άναΟεΙς άπαντα τάμα πράγματα.

ΧΟ. αυτός μεν οΰν σαντώ σύ τούτων αίτιος, 
στρέψας σεαντόν ές πονηρά πράγματα.

ΣΤΡ. τ ί δήτα ταΰτ’ ον μοι τότ* ήγορεύετε,
άλλ' άνδρ* άγροικον καί γέροντ* έπήρετε;

ΧΟ. ήμεΐς ποιονμεν τανΟ* έκάστοΟ* όταν τινά
γνώμεν πονηρών δντ* έραστήν πραγμάτων, 
έως άν αύτόν έμ βάλω μεν ές κακόν,

1. Soo also Κ. J . Dover, Arisiophanes The Cloudst Oxford 1968, Lxix, and 
comment, on 1458.
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δπως αν είδη τους θεούς δεδοικέναι.
ΣΤΡ. ώμοι! πονηρά γ ’, ώ Νεφέλαι, δίκαια <5ε.
This Aristophanean idea is quite Aeschylean1 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 ττονηοά πράγμ α τα  (1455 )2. 
Strepsiades complains th a t ( i) th ey  should have told him earlier, and
(ii) they should not incite an old and uneducated man, as himself, 
to do so3. The Clouds, consenting with this last remark, add th a t they 
act in such a way, when they understand th a t somebody is εραστής 
πονηρών πρζγμάτω ν, a lover of evil deeds, and th a t their purpose is  
to teach him to fear and respect the gods through suffering4. 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, Lxx, th a t they 
behave «as the gods in tragic legend», «leading him on to disaster to punish him 
for the άδικία on which he set his heart». We believe, moreover, th a t Aristophanes 
has in mind the Aeschylean notion in this play. Cf. also Newiger, Metaphor und 
Allegoric, Zetemata 16, Miinchen 1957, 67 and 68; and Ch. Segal, Aristophanes* 
Cloud-Chorus, in: Aristophanes und die alte Komodie, ed. by H.-J.Newiger, Dar
m stadt 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 behave like 
the Erinyes in tragedy (see W.S. Teuffel, Die Wolken des Aristophanes, 2. Auflage 
von 0 . 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 1303ff.
3. The use of the verb έπήρετε here echoes the same verb έπηρε (42) of his 

prologue-monologue. Cf. also έπηρμένος (810) 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 Iiero, Cambridge Ma. 1964, 313 note 
26).

4. There is much criticism of the «sudden» change of the role of the Clouds a t 
this point, which several scholars find insufficiently motivated: see C.H. W hitman 
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 ff «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 tha t 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 πάθε». μάΟος(/ΐ£. 
177), which is again developed in an Aeschylean manner, tha t is οτχν 
σπεύδη τις αυτός, χώ θεδς συνάπτετει1, 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 Aristophanes2 and is explicitly ackowledg- 
ed by its author - who speaks in the first person singular3 - in the 
revised form of the play as the most intellectual of his comedies4 and 
as the play th a t has costed him a great deal of labour (κχί τχύτην σο- 
φώτατ* έχειν των έμών κωμωδιών, ή ττχρέσχε μοι έργον πλεΐστον, 522f). 
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 chorus8 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. W hitman (p. 129), noting tha t 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 trium phant, 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 a t 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 eupolidean instead of 
the usual, in this part, anapaestic metre, as well as the use of the first person ins
tead of the third.

3. I t may have been recited by the poet himself (seeW. J . M. Starkio, Aristo
phanes The Clouds, Amsterdam 1966 (=London 1911), xv.

4. Cf. C.A. Wheelwright, The Comedies o f 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 introduco a now kind of comedy (see Whitman, 138 and 
note 50). Cf. also Wasps, 1044-48.

5. See Dover, Lxvi ff; U. voir Wilamowitz-Moellcndorff, D tr Chor derW olk-
en dee Aristophanes, in: Aristophanes und die alte Komddie, ed. H. - J . Newiger·
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play1 as well as the subtle techniques which Aristophanes employ
ed to achieve his ends2.

In the first lines there is an antithesis between night and day, 
darkness and light, which could be viewed as symbolic3, 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: εκστρεψον ώς 
τάχιστα τους σαυτοϋ τρόπους (88), turn inside out at once your way of 
life4. The means by which this change could be achieved is Socrates’ 
Research Institute (the Phrontislerion). Pheidippides is asked to 
attend this Institute, in order to learn rhetoric, which will enable 
him to win in any lawsuit, just or unjust (και δίκαια κάδικα, 
99)5, and more specifically the unjust argument (λόγον τον ήττο- 
va), by which Strepsiades intends not to pay back his debts. I t is 
clear tha t 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 action6. His first a t

Darmstadt 1975, 170-173; Ch. Segal, Aristophanes’ Cloud-Chorus, Ibid., 174-197; 
andW . J. M. Starkie, Aristophanes The Clouds, xivf.

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

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 έκστρεψον instead of έκτρεψον (Dover) is more suitable he

re, for it carries on further the idea of στρέφει which is im portant in this play and 
it makes the metaphor more striking. See, for the contrary, Dover on 88. For the 
metaphor see Schol. άντί τοΰ μετάβαλε άπδ μεταφορας των ^υπουμένων καί έκστρεφο- 
μένων. έκστρέψαι δέ Ιμάτιον τδ άλλάξαι τό πρδς τδ έσω μέρος £ξω (Scholia in Aristo- 
phanem 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’ δισσοί λό
γο t. 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, he a man of the country.
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tem pt to induce his son fails (80-125J1. 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» (ψνχάς 
σοφάς?, 94) and «refecting thinkers, fine upstanding people»3 (μερι- 
μνοφρονισταί καλοί τε κάγαΟοί, 101)4. Pheidippides, on the other 
hand, shows contempt and lack of respect calling them πονηρούς (102), 
αλαζόνας, ώχριώντας and άνυποδήτονς (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 slow®, 
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 
see the Clouds applying the principle which they explain a t 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, a t least until his moncnt of desperate retalia
tion» (Whitman, 122).

2. The use of the word ψυχαΐ, according to Segal, is significant, because «with 
its suggestion of the disembodied Homeric dead, carry us from the fresh air of the 
A ttic 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 ψυχή as an allusion to the ψυχαγωγία with which Socra
tes was popularly credided (on 94).

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

4. For tho political connotations of the phrase xaXol κάγαΟοί 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 wo havo an inversion of situation, for Strepsiades goes to scho
ol in placo of the' younger, his own son.W hitman (p. 135) observes thai the rever
sal of roles with Pheidippides is a basicpo in t 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 Phrontisterion1, which moves in the sphere of 
ideas and'theoretical thinking and research2. The experiments on 
measurement, creation of sound, astronomy and geometry3, which
are referred to by the pupil, in order to show how im portant work
was carried out in the School, parody contemporary scientific theo
ries4. The old man’s admiration makes him feel certain th a t he will 
succeed in his aim to cheat and win a lawsuit (167). The contrast is 
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 deep thought about problems related with the Un
derworld are thought by Strepsiades to look for onions5. Moreover, 
Astronomy and Geometry6 are useful7 for dividing land. The an ti
thesis between practical and theoretical life is obvious here and else
where in this play and is a permanent Leitm otiv8. If we compare the 
first im portant 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 sling9 hung from the cra
ne. Socrates’ fine and minute thinking about the celestial pheno
mena requires a corresponding environment, the fine air10. 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 oi 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. I I . - J .  Newiger, Metaphor und Allegorie, Zetemata 16, Miinchen 1957, 

52; Segal, loc. cit., 180 and note 11; Dover, ad loc.
6. I t  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 th a t they were personified by girls, b u t 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 κρεμάθρα see Starkie and Dover, ad loc.

10. There is a continuous reference to the λεπτότητα φρενών of Socrates (153, 
230, 311f, 359, 741). C f. also the association of the character of Pheidippides with
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man again and again proves his βραδύτητα (129) in grasping the fine 
thinking of his teacher1. He explains his purpose, which is to learn 
oratory; this ability will save him, so he believes, from his creditors. 
I t is im portant to note th a t 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 th a t he will 
make him an excellent orator (τρίμμα κοόταλον παιττάλη, 260). Here 
we note another im portant feature of this play. Socrates, who is re
nown for his irony and pretense th a t he knows nothing (εν οίδα δτι 
ούδέν οϊδα), 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 th a t 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 deities2. The second 
point is th a t he regards the Clouds as his deities (τχΐς ήμετέραισι δαί- 
μοσι, 253)3. Is this relation true? There appears to be some, a t first 
sight, external resemblance, first through the λεπτότης4; then it is in 
answer to his prayer th a t they appear soon after. His new deities he
re are ’Αήρ, Αίθήρ and Νεφέλχι. I t  is ironic to put in the mouth of So
crates the traditional form of prayer in order to call not the traditio
nal gods bu t his new deities6. Thunders are heard (292) and songs

Socratee, which is achieved, among other methods, by Pheidippides’ employment 
of the same word, γνώμαις δέ λεπταϊς 1404, and Strepsiades’ sarcastic διαλεπτολο- 
γοΰμαι ταϊς δοκοΐς της οικίας 1496, when he sets fire to the School and answers the 
pupil’s question τΐ ποιείς; (1495). See also Dover, on 153. On the contrary, Strep
siades is characterized as παχύς.

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

2. This is, of course, a further tragic techniquo in this play.
3. Cf. Segal, 181. See also 266 δρΟητε φάνητ' ώ δίσποιναι τφ  φροντιστή μετέωρο» 

καί 269 ίλΟετε δήτ' ώ πολυτίμητοι Νεφέλαι τωδ’ etc έπίδειξιν, 274 ύπαχούσατε δεξάμεναι 
Θυσίαν καί τοϊς Ιεροία ι χαρείσαι; cf. 291, 359ί, 436.

4. Cf. lines 319f where Strepsiades, after he had heard their songs, confesses 
th a t his soul flies and λεπτολογεΐν ήδη ζητεί καί περί καπνού στενολεσχεΐν (see also Νβ- 
wiger, op.cit., 55, and D.F. Sutton, Self and Society in Aristophanes, Washington 
D.G. 1980, 91 note 165). On λεπτολογεΐν and στενολεσχεΐν cf. also Starkie and Do
ver, ad loc.

5. The «cluster of air and cloud imagery» in Socrates’ prayer (seo W hitman,
138) creates a  misleading impression th a t ho is related with tho Clouds (cf. their 
entranco song). In fact we havo here a parody of prayer (cf. W. Horn, Gebet und 
Gebetsparodie in den KomQdien des Aristiphanes, Nilrnberg 1970, 40).



I

Reversals in Aristophanes’ Clouds and in Tragedy 59

by the chorus of the Clouds who gradually approach the parodos to 
enter finally into the orchestra after line 3261.

Socrates’ address ώ μέγα σεμναι Νεφέλαι φανερώς ηχούσατε μον 
καλέσαντος (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 content2 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 festivals3 on the other, which 
are the content of the strophe and the antistrophe, create a different 
atmosphere than the Socratic one4. Socrates interpretation of their 
essence is somewhat different: they are heavenly great goddesses 
(316) who give to idle men5 intelligence, discourse, understanding, 
fantasy, circumlocution, incisive and repressive power6 (γνώμην και 
δκχλεξιν και νουν..., και τερατείαν και περίλεξιν και κροϋσιν και κατάλη- 
ψιν, 317-8). Socrates explains to his pupil what he believes about the 
true nature of his divinities. He rejects his pupil’s notion th a t the

1. Segal believes th a t their peaceful entrance (ήσυχη, 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 th a t 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 
melting pastoral lyrics in all Aristophanes, in softly rolling dactyls» (Whitman, 
127f), and this comes in contrast with the impression created before th a t they are 
«the true gods of the city sharpers» (lines 317ff).

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

4. Cf. Whitman, 128, and P. Handel, Formen und Darstellungsweisen in der 
arislophanischen Komodie, 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.H., Aristophanes' Clouds, ed. with transl and notes, W ar
minster, Wilts 1982. I t  is interesting to note that four of his technical words he

uses are abstract nouns ending in-σις 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. cil., 55, explains it as «die Gdttinnen der Mussigen, die
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Clouds are ομίχλη, δρόσος and καττνός (330). In lines 346ff, apart from 
the ridicule of contemporary Athenians, the Clouds reveal their pro- 
teic character. The mysterious1 reference in 344 αΰται δε ρϊνας εχου- 
σιν probably has to do with their present manifestation which is 
caused by the character of Socrates and his School2.

There follows the Clouds’ first direct confrontation (356ff) with 
our comic heroes which is im portant. They greet the old man and ad
dress him as hunter of artistic arguments (θηρατά λόγων φιλομούσων, 
358), and they ask Socrates, calling him λεπτότατων λήρων Ιερεν (359), 
to tell them his wish; they add th a t they do not give ear to anyone 
else but Socrates and Prodicus, drawing at the same time a distin
ction between the two: Socrates σεμνοπροσωπεΓ, but he lacks Prodi
cus’ wisdom and intelligence8. 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 man4, who again plays the role of a bo- 
molochos. We are recalling Strepsiabes’ first line of the play Ζεΰ βα
σιλεύ.

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 Obertrei- 
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 noso eant great intelligence (see C. 
Sittll, Die Geb&rden der Griechen und Jt6mer, Hildesheim and New York 1970= 
Leipzig 1890, 88 with notes 4 and 5). The Scholia explain it thus: είστληλύθασιν ot 
χορευταί προσωπεία περικείμενοι μεγάλας ?χοντα βινας καί άλλως γελοία καί άσχήμο- 
να...».

2. Actually Socrates* explanation is different, 355: καί νΰν γ ’ 6rt Κλεισθένη εΐ- 
δον, &ρδς, διά τοϋτ’ έγένοντο γυναίκες. Soe Schol. ούτος γάρ έπΐ κιναιδία διαβάλλεται. A 
homosexual is an ambivalent porson. Perhaps Aristophanes with this line, apart 
from the satiro of a contemporary Athenian, wants to manifest the Clouds’ ambi
guous and ambivalent rolo in this play. This ambiguity and ambivalence is 
present in thoir words, addressed to both Socrates and Strepsiades, until at least 
the revelation of their truo nature in lines 1458ff.

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

4. Cf. Newiger, op. cit., 60Γ
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their essence by Socrates and Strepsiades1. 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 th a t he desires τής μεγάλης σοφίας2, 
the great wisdom (412), and when they promise him th a t he will be
come happy (ευδαίμων) in the eyes of the Athenians and of all Gre
eks; here we have a reversal of the meaning of these notions. W hat is 
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 ultim ate good as being success in action 
and deliberation and in the warfare of the tongue (412-419). The 
Tongue (Γλώσσχ) together with the Chaos and the Clouds are the 
three deities accepted both by Socrates and Strepsiades (424).3 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» (ώς ονκ 
άτυχήσεις / ήμας τιμών καί θαυμάζων και ζητών δεξιός είναι, 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 man4. He catches the bait quite 
unsuspicious. The great wisdom (μεγάλη σοφία) is now defined as πά- 
νυ μικρόν: what he wants is very small, to become the best orator of 
Greece. The Clouds promise to grant him this favour (εσται σοι τοντο

1. Cf. Segal, 181f.
2. The notion of σοφία is recurrent in this play. The word σοφός and its cog

nates is used 32 times (see Simon Byl, AC  50, 1981, 112). Several times it is used 
ironically 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 "Ηττων λόγος (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 (εύδαιμονία), bu t 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 σοφία (cf. Starkie, on 412).

3. Cf. 627: ’Αναπνοή, Χάος, ’Αήρ, 814 'Ομίχλη, and 1150 Άπαιόλη.
4. The word νεφέλαι probably had also the meaning of hunting-net: see Birds 

194, μά γην, μά παγίδας, μά νεφέλας, μά δίκτυα. In any way these deities «are not ea
sily pinned down» (see Segal, 183; cf. Newiger, 59f).
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παο* ημώ ν , 431). Strepsiades explains what he means by πάνν μικρόν  in 
lines 434f: δα' έμα υτώ  στρεψ οδικήσαι κα ι τους χρ ή στα ς διολισθεϊν1, tha t 
is to «twist justice and slip away and escape from his creditors». 
The words στρεψ οδικήσχι and διολισθεϊν are significant. Once more 
the promise is given by the Chorus, «you will get what you wish» 
(rεύξει τοίνυν ών Ιμείρεις  (435); furthermore, they ask him to hand 
himself over (πχράδος) to th e ir  ministers (το ΐς  ήμετέρο ις προπόλοισιν , 
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 th a t, after his study, he will have among men a κλέος 
ονρανόμηκες , a renown reaching heaven; th a t he will live ζηλω τότατον  
βίον, the most envied life on earth; and th a t people will come crowd
ing to his door asking advice and consultation. The phrase ες λόγον  
έλθεϊν  (470) and κά ντιγρα φ ά ς πολλώ ν τα λά ν το υ  (471), oratory and law
suits, correspond to what Strepsiades specifically wants to learn. In the 
second passage, which is the k o m m a tio n  of the parabasis, which fun
ctions as an e n c o m iu m  and as an exhortation to the old man sung 
ju st when Strepsiades goes into the School of Socrates2, they praise 
him for his courage and wish him good luck3, for, though an old man, 
νεωτέροις την φύσιν αύτοΰ πράγμχσ ιν χρ ω τίζετα ι κ χ ί σοφίκν έπχσ κεΐ, «he 
is dipping himself in the dye of revolutionary new ideas and pursuing 
knowledge»4.

The parabasis gives us another glimpse into the Clouds’ true na
ture6. The high style and the contents of the Ode and Antode remind

1. Both στρεψοδικεϊν and διολισθεϊν are two important words related to μήτ£ 
(see S. Byl, AC  50, 1981, 113). Cf. Schol. στρέψαι τάς δίκας. πρδς ταύτην δέ τήν λέξιν 
καί τό βνομα πεττοίηται τω γέροντι Στρεψιάδης. διολισθεϊν* διαφυγεΐν, έκφυγεΐν. Cf. also 
στρόφις, 450 (and Schol. άπδ τοΰ στρόφιγγος ή μεταφορά, οΐον εύστροφος καί εύκίνητος 
έν τοΐς πράγμασιν).

2. To tho question why a t this moment the Clouds do not reveal to the old 
man their true role, but instead they continue to mislead him, P. Handel'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).

3. ευτυχία is «perhaps a liturgical formula, with an allusion to tho ευδαιμονία», 
which is promised to the initiates in tho Orphic mysteries (Starkie, on 512).

4. Tho translation is by Sommerstein.
5. The parabasis « tut don nachsten Schritt zur Klarhoit» (P. Handel, 235).

Before tho parabasis, as we have soon, there are several hints which should func
tion as a warning to tho spectators not to seo only the superficial aspect of the 
chorus’ rolation with Socrates (cf. P. Handel, 235) and not to bo misfed as Soc-
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us their first entrance songs1. They address Zeus, Poseidon, Aether, 
Helios, Apollo, Artemis, Athene and Dionysus, all traditional gods 
except perhaps Aether2. 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 future3.

In the scenes following the parabasis (627-790), Socrates is try 
ing in vain to educate Strepsiades. I t is obvious th a t the old m an’s 
attendance of the Socratic School is a complete failure. Socrates fi
nally expells him (789f). The Clouds’ encouragements in 700ff4 and 
716 do not have any result. I t  is not probably incidental th a t, in the 
last scene before the old man’s expulsion, the topic of education is 
«court justice» in relation to avoiding paym ent of interest and get
ting away from lawsuits (όπως άποστοέψαι άν άντιδικών δίκην, 776). 
After his expulsion, Strepsiades is deeply disappointed, because he 
did not learn γλωττοστροφεΐν (792). The use of this verb functions in 
two ways, first, it reminds us of Γλώττχ, one of Socrates’ deities, and 
secondly, of στρέφειν, which is recurrently connected with Strepsia
des6. He appeals to the Clouds to give him some good advice: άλλ’ ώ

rates and Strepsiades. Thus the Clouds underneath their songs retain their true 
character, which is finally revealed in 1458ff (cf. P . Handel, 237 «Sie haben also 
Strepsiades von allem Anfang an getauscht, 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 s ta rt their song with ύψι- 
μέδοντα ... Ζήνα, the same Zeus who was expelled by Dinos, according to Socrates 
(cf. Segal, 184, W hitman, 128, and P. Handel, 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», bu t also «they claim special knowledge of the ways of the gods» (Segal, 184, 
Handel, 235).

4. The use of the word στρόβει here is also significant; it is explained by 
Schol. as περίφερε τηδε κάκεΐσε, 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 στρέφειν or 
similar words as άνατρέπειν, which is one of the key-words connected with μητις, 
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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Νεφέλαι, χρηστόν τι συμβουλεύσατε (793). The Clouds, understanding 
th a t 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)l . 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 )2, where the Clouds (i) inform Socrates3 about the πλειστχ 
άγχΟά 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 
έκπεπληγμ&ος και φανερώς έπηρμένος (moonstruck and plainly in gre
a t excitement)4. The last line, φιλεϊ γάρ πως τά τοιαΰΟ’ έτέρα τρέπε- 
σθαι (812) is the first ominous hint about what could happen. The use 
of the verb τρέπεσΟχι here as the last word of their song is quite sig
nificant6.

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’ μά την 
' Ομίχληv* (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 ώ πρεσβϋτα, συμβονλεύομεν in answer to συμβουλεύσατε, 
and the pompous language (p. 188f).

2. For the significance of this song see also P. Handel, 236.
3. There is here a problem whether άρ' αΙσΟάνει θεών 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 a t 803, «remains on stage for a 
moment, perhaps rubbing his hands expectantly and jigging with pleasure»; δδβ 
refers to Strepsiades. The opposite view is that the first line is addressed to Strep
siades a t the moment when he enters into his house, and the second part of the 
strophe is addressed to Socrates (see P. Handel, 236, and note 3; A. Ramer, SBW A  
1896, 243f, and Piccolomini before him have made the same suggestion).

4. See Sommerstein’s translation.
5. Dover, in my viow, 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 spectators (on 813). Segal, on the contrary, sees an even 
more explicit irony in this line. Tho word τρέπβσΟαι echoes ironically the recurrent 
image of twisting and turning (p. 189).

6. «Tho oath is of Socratic type» (Dover, on 814). Schol: ώς μύστης γβγοιημέ-
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ties of Socrates (Άήρ, Αιθήρ, Νεφέλαι 264-5, Δινος 380, Χάος Γλώττα 
424, Αναπνοή Χάος ’Αήρ 627). I t would not be exaggerating to say 
th a t the irony lies in the fact th a t Strepsiades unknowingly m enti
ons the nature of the Clouds, which is like th a t 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
liance1; (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 (ονκ εΰ φρονείς 8172, των μανιών 832, 
την μανίαν 846, παραφρονοϋντος 844, παρανοίας 845 )3, and he is accu
sed by his father as ignorant and old-fashioned in his ideas (μωρίας 
819, παιδάοιον εΐ και φρονείς αρχαϊκά 821, αμαθής εΐ και παχύς 842)4;(iv) 
their opinion about Socrates and his pupils is also antithetical: Phei 
dippides talks scornfully about them  (άνδράσιν χολώσιν 833, τά δεξιά 
852, γηγενείς 853). On the contrary, Strepsiades speaks with respect 
and admiration calling them  άνδρας δεξιούς and νουν έχοντας, 834f, 
who teach all human wisdom (δσαπερ έστιν άνθρώποις σοφά, 841 )5; (ν) 
Stepsiades’ request to his son to do wrong in obedience to his father 
(τώ πατρί πιθόμενος έξάμαρτε, 860f) is quite ominous, because the d- 
μαρτία is followed by punishment0. This last notion is soon stressed 
by Pheidippides’ comment ή μην σύ τούτοις τω χρόνω ποτ* άχθέσει 
(865); (vi) Strepsiades’ main concern for his son is to learn in any 
way the "Αδικος λόγος. The antithesis between κρείττων-ήττων, άδικος 
λόγος-δίκκι*/ 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 m anifestation of 
the power of th a t kind of unjust argumentation which Strepsiades 
wanted for himself and his son. It is rather strange, of course, th a t 
the Right Argument comes out of Socrates’ School at all. This is to

νος των φιλοσόφων τήν 'Ομίχλην ομνυσι μιμούμενος αύτούς. Cf. Strepsiades’ initial 
concept of the clouds as όμίχλην καί δρόσον καί καπνόν (330).

1. Cf. the manner in which they are supposed to move from the mountains to 
the orchestra (279f, 285ff, 322ff).

2. Here it is equivalent to παραφρονείς (Dover, on 817).
3. The accusation is the same in 1475, bu t the cause is different. (Cf. 1476, 

where finally Strepsiades acknowledges his «mania»).
4. Cf. 398 Si μώρε σύ καί Κρονίων οζων καί βεκκεσέληνε, 492 άνθρωπος άμαθής 

ουτοσί; 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’ μεγάλη σοφία.
6. Cf. 1439.
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be explained within the conventions of the άγων λόγων between two 
parties1. Although the debate here is between the old and the new 
education related to the Right and Wrong Argument respectively8, 
there are several points which must be pointed out for the purpose 
of our discussion. The Δίκαιος λόγος is mainly related to Strepsiades* 
own background and traditional values3. The notions connected with 
the Δίκαιος λόγος and which are verbally stressed in his arguments 
are respect of justice and Δίκη*, belief in the traditional gods5 and ide
as, such as σωφροσύνη (962 )β, αιδώς7, εΰκλεια (997), κοσμώ της* and 
άπραγμοσύνη (1007)®. A further point is his insistence on avoiding 
rhetoric and the market-place10. The 'Άδικος λόγος, on the other ha

1. There is also the view based on the Argument VI, that the Δίκαιος λόγος 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 Δί
καιος λόγος and “Άδικος λόγος is a new addition (Aristophanes Clouds, 1913, 27ff). 
Gelzer, however, argues th a t the two άγώνες must be regarded as one undivided 
unit and th a t it is not possible to regard one piece of the first «agon» as an addi
tion, w ithout regarding something similar with the second «agon» (Der epirrhe- 
malische Agon bci Aristophanes, Munchen 1960, 19).

2. See on th a t Dover, Lviii f; 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; W hitman, 123 f. 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. τά δίκαια λέγων 900, 962, Δίκη 902-907.
5. 903f.
6. Cf. also 973ff, 996ff, 1006,1027,1060. I t  is useful to be reminded (see Star- 

kie, on 962) of the content of σωφροσύνη: «moderation, pudeur, riserve dans les pro- 
pos commo dans les actes, tenue discrete, sentiment d^licat des convenances, avec 
cela zde, activity, ob£issance poncluelle a tous les devoirs» (P. Girard). Starkie’s 
suggestion, that tho repeated use of σωφροσύνη and καταπυγοσύνη is intended to re
call the Σώφρων and Καταπύγων in tho Daitaleis, is very probably right.

7. τοΐς αίσχροϊς αΙσχύνεσΟαι 992, μηδέν αίσχρόν ποιεΐν 995, της ΑΙδοΰς 995, 1020Γ.
8. μηδέν άκοϋσαι 963, εύτάκτως 963 and elsowhero in reference to behaviour of 

the young boys.
9. There is probably hero an antithesis, as suggested by Segal (p. 190), bet

ween πράγματα (1303, 1459) and άπραγμοσύνη and ήσυχία (cf. 324 tho peaceful
ness of tho Clouds’ descent over Parnes). See also 190 note 23 for tho contrast ήσυ
χία - άπραγμοσύνη with πολυπραγμοσύνη. Tho Athenians «throughout the clas sical 
period paid lip-sorvico to άπραγμοσύνη, not interfering with other people’s bu siness 
and not becoming involved in litigation as a virtue» (Dover, Aristophanic Corns* 
dy, London 1972, 146).

10. μισεϊν άγοράν 991, οΰ στωμύλλων κατά τήν άγοράν τριβολβκτράπ&λα 1003, 
γλώτταν βαιάν 1013.
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nd, is characterized by his opponent as θρασύς1, κα τα π ύγω ν  ... κάναί-  
σχνντος  (900 )2, βω μολόχος  (910), πατραλοίας  (911), mad3, loquacious4 
and able to turn  everything upside down, especially the traditional 
values, τ ό μ έ ν  αισχρόν απαν καλόν ήγεΐσΟ αι, τό  καλόν δ 'α ισ χ ρ ό ν  (1 0 2 0 f)6. 
He himself acknowledges his ability to talk  especially before a crow
d (έν τοΐς πολλοΐσι. λέγων, 892), and invent new ideas6; his ability to 
invert his opponent’s arguments (ανατρέψω y  α ϋ τ5 ά ντιλέγω ν, 901). 
Contrary to his adversary, he does not believe in law and Justice7 
nor in σωφροσύνη8, qualities which he believes are old-fashioned and 
useless9. A further point which is strikingly emphasized in their deba
te is their reference to nature. Apart from the metaphors άνθεΐ (897) 
and εύχνθής (1002), it is extraordinary the description of nature in 
lines 1005-1008:

άλλ’ εις  ’Α κα δήμεια ν  κατιώ ν υπό τα ΐς  μορίαις άποθρέξει 
στεφανω σάμένος καλάμω  λενκω  μ ε τά  σώφρονος ήλ ικ ιώ του, 
μίλακος δζων καί ά πραγμοσννης κα ί λεύκης φνλλ.οβολούσης 
ήρος έν ώρα χαίρω ν, όπόταν πλά τα νος π τελ έα  ψ ώ υρίζη .

This image undoubtedly is recalling the description of αγροίκος 
βίος by Strepsiades in the opening scene of the play, 43-45 and 50, as 
well as the beautiful song of the Clouds about nature, 275-29010. 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-

1. 890, 915.
2. Cf. 1023. See also M. Nussbaum, YCS 26, 1980, 56.
3. See line 925.
4. See line 1017 γλώτταν μεγάλην.
5. Thus the Wrong Argument is connected with Dinos, Socrates’ new supre

me god.
6. Cf. 896 γνώμας καινάς έξευρίσκων, 943f ^ηματίοισιν καινοϊς.,.καί διανοίαις (cf.

1031), 948 υπό των γνωμών (cf. 924), 1015 έν άγορη τήν διατριβήν ψέγεις’ έγώ δ’ έπαι- 
νώ, 1058 τήν γλώτταν...άσκεϊν. '

7. See 902 ουδέ...είναι...Δίκην, and 1040 τοΐσιν νόμοις καί ταΐς δίκαις τάναντί’ 
άντιλέξαι.

8. See 1060ff, where τό σωφρονεΐν is a bad thing; instead he emphasizes that 
in life other qualities are more useful, such as πονηριά (1066), υβρις and ήδονή (see 
1068, 1071, 1072).

9. He repeatedly speaks scornfully about the Δίκαιος λόγος calling him άρχαΐος 
(915), Κρόνος (929) or Κρόνιππος (1070). Cf. 984 f άρχαΐα...

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).
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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 "Αδικος λόγος, apart from 
the metaphors in 910 (ρόδχ...) and 911 (κρίνεσι...) and the simile in 
947, there are two more im portant references to nature in 1075 and 
1078. It is im portant to note th a t the metaphors and the simile take 
a different quality than  the one they have, if we see them in their con
tex t, for in the former they are connected with the άνχίσχυντος and 
the βωμολόχος (909,910), whereas in the la tte r the simile is connect
ed with an attack against his adversary by the ’'Αδικος λόγος. In 
1075 the reference is to sexual needs, τάς της ούσεως άνάγκχς1 (both 
words convey sophistic connotations), as it is obvious from line 1076. 
The most im portant reference to nature is in line 1078: χρώ τη φύσει, 
σκιρτά, γέλχ, νόμιζε2 μηδέν αισχρόν. The interpretation of this line is 
obvious; pleasure3 is derived from nature as contrasted with law (φύ- 
σις-νόμος); everything «natural», whether it is right or wrong, is 
good4. There is, therefore, a divergence in the comprehension of na
ture by the Right and Wrong Arguments.

W hat is the attitude of the Clouds towards the two λόγοι? I t ap
pears th a t they take the part of the Δίκχιος λόγος, and this is appa
rent from lines 959 and 1024f6. In the first place they praise him for 
having «crowned» the old men with many good manners (πολλοις 
τούς πρεσβυτέρους ήθεσι χρηστοϊς στεφχνώσχς); lines 1024f arc an en
thusiastic praise to his speech, with special emphasis on his wisdom

1. The phrase «ρύσεως άνάγκας, 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). I t  is interesting to note th a t «physis» is associated with Socrates and his 
followers (cf. Nussbaum, loc. ciu, 52f).

2. The verb νομίζειν 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; cf. Nussbaum,
64).

4. Cf. Dover, on 1078. This kind of amoralist appeal to «physis» is sophistic
(cf. Segal, 18G} and is contrasted to σωφροσύνη (cf. the passage about Pelous and 
Thetis in lines 1063ff. A similar reasoning we find in Gur. Hippolutus, 453ΓΓ, and 
Menander, Samia, 590ff. Cf. Terence, Eunuchus, 582-589. The «physis» and «ne
mos» antinomy is, in W hitman’s view (129ff) the most im portant of all antino
mies of this play. -

5. Cf. Nowiger, 66; Segal, 185; Hfindel, 236f.
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(σοφίαν) and σωφροσύνην (σώ φρον...άνθος)1 which brought happiness 
(ευδαιμονία) to his followers. When the Clouds talk to the ’Άδικος λό
γος, they only warn him about the difficulty he faces to win over 
his excellent opponent (1030-35). The phrase κομψ οπρεπή  μοϋσαν ε-  
χω ν  is used rather ironically, for the word κομψός conveys sophistic 
attitude2. Once more, at the very end of the scene, the Clouds warn 
Strepsiades more explicitly about the consequences, 1114 οΖμαι δέ σοι 
τχΰτα μεταμελήσειν3, «I think th a t you will come to regret this», but 
Strepsiades, who had already gone inside, very probably did not he
ar them4. In fact this is the first unambiguous warning by the 
Clouds6.

The first and the second parabasis6 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: ijv ό’ άτιμάστ) τ ις  ημ ά ς θνη
τός ών οΰσας θεάς, προαεχέτο) τον νουν, προς ημώ ν ola π ε ίσ ε τα ι κακά  
(1121-22). Here we find the common tragic vision of «hamartia» and 
«hybris» 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 άτιμία 
towards the Clouds and, therefore, one should expect the κακά which 
they (Socrates and Strepsiades) will eventually suffer.

1. The metaphors καλλίπυργον σοφίαν -σώφρον άνθος- κομπψοπρεπη μοϋσαν con
vey an ironic touch (cf. P. Rau, Paratragodia, 190, on lines 1024-30, «sind zum 
poetischen (ironischen) Preis gewahlt»).

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, 93.
7. This is in agreement with their first song, 275ff. This aspect of «physis» as 

productive energy is characteristic of the Clouds, bu t 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 trium ph of the comic hero over his adversaries1. 
The following points are im portant for our discussion: (i) the prob
lem of justice and injustice is once more stressed2 in the beginning 
of this section; (ii) the am biguity of εύ λέγειν (1143), which in fact in 
th is case is related to άδίκως λέγειν8; (iii) Strepsiades’ address in 1150, 
ώ πχμβχσίλει’ Ά π  χιόλη, «almighty Fraud»4, functions in two ways, 
first, it shows once more Strepsiades’ contempt of the traditional 
gods6, and, second, it tru ly  conveys the power of the Clouds in this 
play as is exercised towards Socrates and Strepsiades; (iv) the song 
of trium ph (1153-62) is like the tragic® glimpse of light before the fi
nal destruction7; (v) the reversal of Pheidippides’ character and ap
pearance is now accomplished; he is ώχοδς (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, ενη κα ι νέαt9; the words 
μάκαρ and σοφός in the imagined encomium10 referring to Strepsiades

1. Cf. also D. S. Sutton, Self and Society in Aristophanes, W ashington D.C. 
1980, 39.

, 2. See 1137 and 1141.
3. For such an association cf. Sophocles, OC 806-7

γλώσση σύ δεινό? άνδρα δ’  ούδέν* οίδ' έγώ  
δίχαιον δστις έξ άπαντος εδ λέγει.

4. Cf. 729 κάπαιόλημα and Schol. κίνημα, άποπλάνημα καί άπάτην τινά, πανούρ- 
γημα, άττοπλάνησις· πανουργία, άπάτησις. The word Άπαιόλη is related to the voca
bulary connected with μήτις (see S. Byl, loc. cit., 115). The words άπαιόλημα and 
άπαιόλη are tragic; cf. Aeschylus, Cho. 1002 and fr. 186 R respectively, and άπαιο- 
λεΐν Euripides, Ion 549. Cf. Rau, Paratragodia, 190.

5. Cf. also 1235f and 1241.
6. The echo of tragedy is emphasized by the tragic phrase of which the song 

is largely composed (see Dover, on 1154-70).
7. Cf. Segal, 190 (with reference to e.g. Sophocles, O T  1076-85), who belie

ves th a t 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 th a t of Socrates’ pupils (cf. L.M. Stone, Costume in Aristopha
nic Poetry, New York 1961, 22f).

9. Cf. W hitman, 126, who suggests th a t his discussion perhaps conveys the 
idea of a comic vicious circle, in which tho old and new imply and become oach o
ther. Cf. the idea of παλίμιταις in tho Clouds 141 Of, 1417, and fr. 378 II.-G.

10. This is characterized by Maclood C.M. as «tho most unusual handling of tho 
oncomium». Tho chorus of the Clouds «doos not assume its usual role as encomia
st, and Strepsiades has to invont a pseudo-chorus of friends and deniesmen into
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are very ironical1, 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 monologue2; (viii) the section with the cre
ditors, 1214-58 and 1259-1302, shows Strepsiades’ αναίδεια3 (1236)
and ϋβρις4 '( 1299). Here we also see 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 
Pheidippides5; and (xi) a further warning by the first creditor th a t 
Strepsiades in due time will pay a penalty for his present behaviour: 
ή μην σύ τούτων τω  χοόνω δώσεις δίκην (1242 )β.

By now the audience has witnessed several explicit warnings 
addressed to Strepsiades both by humans and the Clouds7. 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 th a t 
Strepsiades is in love (iodv  1303, έοασΟείς 1304) with evil things 
(π ρα γμ ά τω ν ... φλαύρων 1303, πανονργεϊν  1310)9. This is particularly 
explained as his desire to evade payment of the money he had bor
rowed. «This sophist today will suffer something evil» (κ ο ύκ  εσθ* ό
πως ον τήμερον λήψ ετα ί τ ι  π ρ ά γ μ *, δ τοΰτον πο ιήσει τον σο φ ισ τήν ...έξα ί-  
φνης λαβείν κακόν τ ι ) .  The reversal of his son’s character is now com
plete: he is δεινός γνώ μας εναντίας λέγε ιν  το ΐσ ιν  δικαίοις  and win over 
every adversary, although his cause is u tterly  wicked (π α μ π ό ν η ρ α )10.

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, Phoenix 35, 1981, 142-4). The encomium, here is also ironically 
connected with the Chorus’ praise of the Right Argument in 1024-29 (σοφίαν...σώ- 
φρον άνθος...εύδαίμονες).

1. «The dramatic irony, which is present in the encomia in Eq. 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. ΰβρις is the opposite of σωφροσύνη.
5. Cf. Whitman, 125f.
6. This line recalls Pheidippides’ similar warning in 865.
7. 813, 865, 1114, 1242.
8. I t  is addressed to the audience. Cf. also P. Handel, 140 and 237.
9. This state of mind would be called by Aeschylus νόσος ψρενών (see Pers.

650).
10. Thus he is related to the Wrong Argument: cf. 901, 948, 1037, 1040, 1339.
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many ways w ith the agon between the Right and Wrong arguments. 
This is certainly intended by Aristophanes. He wants his audience 
to identify Pheidippides with the ’'Α δ ικ ο ; λόγος1. Strepsiades, who 
until now did not care about law and justice2, or rather he wanted 
to find a way to evade law and justice, after his πάθος inside the 
house a t the dinnertable, slowly realizes th a t his son has gone 
beyond certain limits3. It is interesting to note th a t justice is a word 
differently interpreted by father and son. Pheidippides calls justice 
w hat the Clouds have previously defined as π χμ πόνηρχ . This time 
the father stands for the traditional justice, which is the sons’ respect 
of their fathers4. The antithesis between φύσις-νόμος5 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 )e. Strepsiades is finally persuaded by his son (1437
39) and adm its th a t old men should bo 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), tha t 
hie wicked line of action has led him to this suffering. He is now de

1. Cf. for instance 1330 πάττε πολλοΐς τοΐς £<$5οις with 910, £68χ μ’ είρηκας and 
912 χρυσω πάττων μ’, 1327 πατραλοία with 911 πατραλοίας, 1339 τοΤβιν δικαίοις άντι- 
λέγειν with 900 f, and the antithesis between the old and the new education (1356 
άρχαΐον, 1371 των νεωτέρον, 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 see how he 
reproduces not only the rhetorical methods bu t even the actual words of Wrong» 
(Dover, on 1321-1344). Cf. also Gelzer, op. cit., 17-19.

2. Cf. 1142 δλίγον γάρ μοι μέλει.
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 pletzlich in einem 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
O. Kachler, Leipzig 1887, 47.

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

5. Cf. F. Hcinimann, Nomos und Physis, Basel 1945. For the antithesis no-
mos - physis in Aristophanes, see W hitman, 129ff. Cf. also Nussbaum, 52?f (with 
bibliographical noto 17). _
, 6. Cf. Nussbaum, 53f; and W hitman, 131f.
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termined to get revenge, to kill Socrates and Chaereplion (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 th a t this theme 
recurs1 - proves the unbridged antithesis between Strepsiades and 
Pheidippides. Zeus is reestablished in the father’s conscience; he ex
plains th a t he was misled to believe in Dinos by a piece of pottery 
(δΐνος); he confesses tha t the expulsion of the traditional gods, cau
sed by Socrates, was a madness (παρανοίας2...έμαινόμην, 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 Clouds4. The first 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 advice5 to burn Socrates’ phrontisterion. W ith the help of 
his slave Xanthias who brings a ladder and a m attock 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 death6. 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 th a t the Clouds are his deities, are both cont-

1. 380ff, 828f, 1470ff.
2. Cf. 844-845.
3. Cf. 1480.
4. See hypothesis VI. Cf. Whitman, 135.
5. Actually from the herm standing beside'the door (cf. Dover, on 1478). For 

the prayer, see Horn W., Gebet und Gebetsparodie in den Kom&dien des Aristo
phanes, Diss. Erlangen Niirnberg 1970, 46, 60, 75.

6. The problem whether Socrates and his pupils were murdered is controver
sial. Dover (on lines 1493) believes tha t Socrates and Chaerephon «perhaps wink
led out of the burning house by other students». On the other hand Kopff E. Ch. 
argues that they remained inside the Phrontisterion and were burn t to death 
[Nubes, 1493f?: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.
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radicted and disappointed; his goddesses have in the end, a t the cru
cial moment, deserted him1. 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 διχλεπτολογοΰμαι τχΐς δοκοΐς της οικίας with λεπτήν...230 κ.ε. 
1503 άεροβατώ καί περιφρονώ τον ήλιον, which is a repetition of 
line 225 spoken by Socrates as he is sitting on the κρεμάθρχ.
The reversal of roles is stressed by the verbal reversal. The Clou

ds finally, taking the form of κκπνός, choke Socrates’ pupils.
Hermes’ final appearance2 and comment reminds us of the Eu- 

ripidean device of the deus ex machina, and his comment is th a t they 
should pay a penalty for their άδικίχ towards the gods.

In conclusion, the prevailing feature of this play is the reversal 
of characters and situations3: nothing remains unchanged4; 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
gum ent; 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 fate5. 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 a t the end of the play the only enlightened person; etc. I t 
appears th a t Dinos did in fact rule in this play, until he was over
turned a t 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 tho Chorus to the comic heroes and its rever

1. Cf. Segal, 193, 196; and Handel, 237.
2. Lines 1508-1509 are attributed  to Hermes by some manuscripts (see the 

edition of Ilail and Geldart). Dover, on the contrary, argues that they are utterod 
by Strepsiados (on 1508).

3. Tho motif of inversion of roles betweon father and son is also present and 
im portant in tho Wasps (seo W hitm an's discussion of tho play, 143ff).

4. Cf. also Gelzor, 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:

(i) In the Clouds the old man, Strepsiades, comprehends the 
clouds as mist, dew and smoke (ομίχλην, δρόσον, καπνόν). In t\\eW as- 
ps, 144ff, Philocleon, the old man, tries to escape through the chim
ney pretending to be smoke.

(ii) 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:

σοΙ δέ νυν τις θεών 
παρών εμφανής
Συλλαμβάνει τοϋ πράγματος, και δήλός έστιν εΰ ποιων 
(773α-734).

The use of the verb ξυλλαμβάνει is worth noting.
(iii) In the Clouds the chorus lead the old man to be trap 

ped in the invisible nets which they set around him (νεφέλη 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 th a t 
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 νόσος cppsvoiv.We should recall th a t 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,

μαΟητέον ταρ* έστί πολλούς των λόγων 
εΐπερ γ* άποτείσω μηδέν, η τι δρω κακόν,



76 A. G. Katsouris

and actually he employs this newly-acquired technique of speech in 
the last scenes of theW as/w, 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. W hitman has rightly observed th a t «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 νόσος φρενών is his love to judge (87 τήν νόσον τοϋ 
δεσπότου, 88 φιληλιαστής, 89 έρφ τε τούτον τοϋ δικάζειν, ττρβλ. έράν Clou
ds 1303, έραστής 1459), even more than th a t, to convict the defen
dants w ithout mercy. He is a man of difficult character (882 τη ς δυ
σ κολ ία ς), very tough and harsh (τό λίαν στρυφνόν καί ποίνινον ήθος, 877). 
His son, Bdelycleon, wants to transform his father into a gentleman 
and a pitiful man (ήπιον... τούς φεύγοντας τ ’ ίλεεΐν, 879f), convivial 
and sociable person (ξυμποτικός και ξυνουσιαστικός, 1209). The chan
ge of Philocleon’s character is manifested through the change of his 
external appearance (lines 1131 ff): he takes off his worn garment
(τρ ιβώ νιον) and his felt-shoes (έμβάδας) and puts on a mantle (χλ α ΐ-  
να) and Laconian shoes. W ith the external appearance he must also 
learn to speak in an impressive language (λόγους σεμνούς ?.έγων, 1174, 
πρβλ. 1258-1263). Pheidippides too in the Clouds, after his reform in 
the School of Socrates, changes mask, to show th a t 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 w ith Philocleon in the IFas/w. 
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 tho play’s final drunken orgy» (Whitman, 156). He became 
ύβριστότατος (1303) and he behaves according to tho doctrines of the 
U njust Argument (tho natural law) in tho Clouds. There are also the 
verbal echoes to remind the audience of this fact (1305-6): 

ένήλατ*, έσκίρτα, 'πεπόρδει, κατεγέλα, 
ώσπερ καχρύων όνίδιον εύωχημένον.

Thero is also an imaginary transform ation of tho old man into 
a young man. In the Wasps «tho roles of tho generations appear re
versed» (W hitman, 145). Whereas in tho Clouds we have the more 
natural process of an old man sooking a roform and a re-education of 
his son, here in the Wasps we have oxactly the opposite: a young man
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wants to reform his father. We should note th a t in the Clouds too the 
young man Pheidippides, after his reform, tries to do the same, th a t 
is to persuade his father th a t it is good and just for the sons to h it 
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, I’m an only father. lie  is peevish and 
κυμινοπριστον-'/ρδαμογλύφος, 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»1.
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, a t all th a t 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»2.

1. Cf. also 1333 κεί σφόδρ’ εϊ νεανίας.
2. A.M. Bowie argues th a t 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 a t the s ta rt 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, 
1406Γ, 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 theTPas/w. 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 
th a t 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 treatm ent of his father. 
The two opposing views are, (i) th a t this song is out of place and in
consistent with the previous scene, and (ii) th a t the song describes 
the re-education as begun but not yet completed, and th a t it «is not 
m eant to be a comment on th a t scene alone» (MacDowell).

I believe th a t 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 th a t 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 th a t «it’s always hard to depart from one’s nature» 
(τό γάρ άποατηναι χαλεπόν φνσεως, ην ϋχοι τις , άεΐ, 1457-58); «howev
er, many men have this experience; they change their way of life

play and his transition to tho opposito - irresponsible youth» (p.123) and suggests 
th a t porhaps tho fundamental thomo in this play is tho resistance to the changes of 
rituals and to Icgal and social laws. (Ritual Stereotype and Comic Reversal: Ari
stophanes' Wasps, BICS  34, 1987, 112-125).
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convinced by others’ opinions» (καίτοι πολλοί ταϋτ’ επαθον ξννόντες 
γνώμαις ετέρων μετεβάλοντο τους τρόπους, 1459-961). And th a t in hu
man life a continuous reversal is taking place.

Significant is also the reversal of roles of Dionysus and Xanthias 
in the Frogs1, 464-673. Even from the very beginning of the play Di
onysus, the effeminate (θηλύμορφος)2 god, has disguised himself as 
Heracles. His softness, symbolized by the womanly dress (κροκωτός) 
and his cowardice, as it is soon to be demonstrated (285ff), are 
covered up by the lion’s skin, the symbol of extraordinary bravery, 
th a t 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 responsibility3 and the consequent misfortune springing 
from th a t or at gaining and enjoying something. This is the main po
int of these reversals4, and is made clear in the chorus’ song, in 534- 
541:

ταϋτα μεν προς άνδρός έστι 
νουν έχοντος και φρένας καί 
πολλά περιπεπλευκότος, 
μετακνλίνδειν αύτόν αεί 
προς τον εν πράττοντα τοίχον 
μάλλον fj γεγραμμένην 
εΐκόν’ έστάναι, λαβόνθ5 εν 
σχήμα* τό δέ μεταστρέφεσθαι 
προς τό μαλθακώτερον 
δεξιόν προς άνδρός έστι 
καί φύσει Θηραμένονς.

Versatility and self-interest are wjiat characterize the «wise» 
and «shrewd» man. And the embodiment of these qualities is Dio
nysus in the play and Theramenes the politician in real life6.- Fur-

1. In an article of mine published some years ago I had the opinion th a t 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. W hitman, 239f.
5. Theramenes is regarded by Euripides as his own pupil (967) and was nic-
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therm ore, 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 άναβιοίην νυν πάλιν, reversing the phra
se used by the living, τεθνχίην. In 288 - 295 the changing forms and 
instability  of Empousa signifies th a t 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, oi άνω νεκροί. Archedamus is among the Athenians 
not the first in wisdom and virtue, bu t 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 b irth  are άτιμοι, whereas slaves are now turned 
into masters (κάντϊ δούλων δεσπότας, 694). In the antepirrhem a, a 
comparison is drawn between the old and gold and the new and wor
thless coins on the one hand and the ενγενεϊς, σώφρονας, δικαίους and 
καλούς κάγαΟούς, brought up in the traditional values (727-9), and 
the χαλκοί, ξένοι, πνρρίαι, πονηροί (730-1) politicians on the other hand 
employed in State affairs. The old m onetary and political leadership 
is turned upside down. Moreover, the Aeschylean dram atic a rt and 
moral κόσμος is now replaced by the im m orality and babbling of tho 
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 (Χίος) to the best throw (Κω- 
ος). Successive reversal and changeability lead to confusion: Diony
sus in 298-300 denies completely his, real or disguisod, identity. The 
Athenians have confused feelings about Alcibiades: (ή πόλις) ποθεί, 
έχθαίρει, βούλεται Ζχειν (1425). Mental and verbal confusion go toge

namcd Κόθορνος. It is not w ithout any significance that Dionysus has put on κό
θορνοι, shoos th a t is which suit either foot. Thoramones* versatility is also mocked 
in lines 968-970.
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ther: δταν τά νυν άπιστα πίαΟ* ήγώμεθα, τά δ* 8ντα πίστ άπιστα (1443
4). Euripides, who is the symbol of this confusion, suggests reversal 
of practice1. This confusion leads to relativism, and this is exploited 
finally by Dionysus in making his choice. When Euripides indignant
ly calls Dionysus’ act αϊσχιστον έργον, the god answers back paro
dying Euripides’ words: τί <5’ αίσχρόν, ήν μη τοΐς θεωμένοις δοκή;( 1475) 
and again (1477-8):

τις οίδεν εΐ τό ζην μεν έστι κατθανεϊν, 
τό πνεϊν δε δειπνειν, τό δε καθεύδειν κώδιον;

Neoptolemus in Sophocles’ Philoctetes (408 B. G.) is one more 
impressive example of reversal of character. At the beginning of the 
play, Achilles’ son presents an Achillean «physis»2, violent and 
primitive, honourable, with an «all-too-naive idealism» of a boy8, 
young and inexperienced4. He is not willing to win by deceit; on the 
contrary: άλλ’ εϊμ έτοιμος προς βίαν τον άνδρ’ άγειν και μη δόλοισιν (90f). 
But he also believes it to be his obligation not to be tra ito r (προδότης 
94). His general attitude is rounded up in his statem ent th a t he is 
willing καλώς δρών έξαμαρτεϊν μάλλον ή νικάν κακώς (94f). However, 
he is soon persuaded by Odysseus who uses «a deft to m ixture of au
thority, sophistic persuasion5, and appeals to his ambition»6, to use 
lies and deceit (δόλος)7. Finally Neoptolemus «consents to lie and

1. Cf. 1446-1450.
2. See lines 1310-1313 ...ούχΐ Σισύφου πατρός, / άλλ’ έξ Άχιλλέως... The notion 

of «physis» is very essential in this play. Cf. M.H. Jameson, Politics and the Phi- 
locteles, CPh 51, 1956, 225 note 29. Neoptolemus changes his behaviour towards 
Philoctetes vum nicht seiner eigenen φύσις 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 Φύσις im Philoklet des Sophokles, Hermes 89, 1961, 141-174 (=

, Sophokles, ed. H. Diller, Darm stadt 1967, 412-459); H. Diller, Dber das Selbst- 
bewusstsein der sophokleischen Personen, W S  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 ψευδός and δόλος: ψευδή λέγειν 100, δόλφ

101, έν δόλφ 102, δόλίρ 107, τά ψευδή λέγειν 108, τί> ψευδός 109.
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abandons the Achillean standart»1; thus he becomes «a lying paro
dy of his greathearted father»2. The reversal is, so it seems a t least, 
complete. The deceiver, πάσαν αισχύνην άφείς (120), behaves selfish
ly, employing, as if a replica of Odysseus, ψευδός and δόλος3. 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 slowly4 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 hum an fellow5, abandoning ψευ
δός and δόλος and restoring back to Philoctetes his bow (1287f)e. 
Thus we have a full-circle reversal of Neoptolemus: Achillean - 
Odyssean - Achillean. W ith this reversal we also have the «destruction 
and regeneration» of friendship and tru st (φιλίχ, πίστις), of social and 
political relations7.

Reversals of a smaller scale occur in several other plays of So
phocles and Euripides: Ismene and Ajax in the Antigone and Ajax  
respectively, Medea, the nurse, and Menoikeus in the Medea, H ip - 
polytus  and the Phoenissae respectively. Ismene first follows the pri
nciple κακώς ζην κοεϊσσον f\ καλώς τεθνηκέναι, 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. Cf. 902f τήν αύτου... φύσιν... λιπών... Spa τά μή προσεικότα. Neo
ptolemus’ scruplcs are overcome in less than 40 lines.

2. Knox, 123.
3. The manifestation of this Odyssean a ttitude 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 th a t 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 revorsal «thore is an intermediate stage when 
he is torn botween obedience to tho army and compassion for Philoctetes» (Ch. So 
gal, Tragedy and Civilization: An Interpretation of Sophocles, Cambridge Ma., 
London 1981, 329. See lines 985ff and 925ff).

7. Cf. Segal, Tragedy and Cirflisation, 330f. For the political connotations, 
see also Jameson Μ. 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 attem pt to kill the Atridae and Odys- 
eus, feels deeply humiliated and is determined to commit suicide on 
the principle th a t ή καλώς ζην ή καλώς τεΟνηκέναι τον εύγενή χρή (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 attem pts 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 pretentious1.

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 th a t 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 freedom of the city circumstances.

Euripides’ Iphigeneia at Aulis, produced in 406 B.C., is «la tra- 
gedie des revirements»2. Aristotle has criticised it as having άνώμα- 
λον ήθος, «irregular character»3. His ground: ούδέν γάρ έοικεν ή Ικε- 
τεύονσα Tfj ύστερα4. 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 II. 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., Euripide et Athenes, 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 Lesley A., Psychologie bei Euripides, in: Euripides, 
Entretiens Hardt 6, 1960, 46.
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tions1, 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
mnon2.

In the opening dialogue scene of the play3 Agamemnon is in a 
state of mind which could well be characterised as δΐνος of mind, 
which comes in sharp contrast with the absolute peace of time and 
place4. This state is obvious from his confused action which is this 
described by his faithful servant (35-4)6: 

δέλτο ν  τ ε  γρά φ εις  
τή ν δ * ην προ χερώ ν h i  β α σ τά ζε ις , 

κα ι τα ύ τά  π ά λ ιν  γρ ά μ μ α τα  σ ν γ χ ε ις  
κα ι σ φ ρ α γ ίζ ε ις  λύ ε ις  τ’ όπίσω  
φ ίπ τε ις  τ ε  π έδω  πεύκην , θαλερόν  
κ α τά  δάκρυ χέω ν, 
κα ι τω ν απόρω ν ονδενός ένδεϊς  
μ ή  ον μα ίνεσθα ι.

The confusion is then explained by Agamemnon in his narrati
ve (49-114). There is a conflict between his du ty  as chief of the Gre
ek arm y and his du ty  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 Peloponnise, Paris 1951, 368, 
378.

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

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

4. Cf. Snell B., Euripides’ Aulische Jphigenie, in: Euripides, ed. E. - R. 
Schwinge, D arm stadt 1968, 494.

5. Agamemnon’s behaviour is undoubtedly mock-heroic. Cf. Snell B., loc. 
cit., 494. Cf., on the contrary, tho imago of Agamemnon presented by Aeschylus 
in his Agamemnon 206 ff, and how differently is his character portrayed in Euripi
des (cf. Vretska Η.,ΤΓ»? 74, 1961, 23f, 31f, and Snell B., 503ff). Cf. also on Euripi
des’ Agamemnon, F. M. Wasserman, Agamemnon and the Iphigenia in Aulis, 
ΤΑΡΑ  80, 1949, 174-186, and D. J . Conacher, Euripidean Drama, Toronto 1967, 
249-264, G. M. A. Grubo, The Drama o f Euripides, London New York 197S* 421
438, on Agamemnon and Menolaus.

6. Cf. Froy V.*, Botrachtungen* zu Eur. Aulische Iphigenie, MusHei 4, 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 (97ff): first reversal. However, he changed his mind agai- 
n; he will not sacrifice his daughter (107ff): second reversal.lt is in
teresting to note th a t 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 «horrible» 
(δεινά 98, cf. 133), as a mistake (ον καλώς εγνων 107, γνώμας έξέσταν 
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 νους ού βέβαιος (334), th a t is of instability and in
consistency, of descrepancy between his real desires and his appea
rances (338). His hypocricy was due to ambition, φιλότιμ,ον, i.e. φι- 
λαρχίχ, love of power (342 J1. 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.

(ii) after: unfriendly, inaccessible, accepting only very few in 
his house2.

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 άπλαιχ 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).

(iii) 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 γνώ μη ασύνετος of the citizens (368) or to their own 
incapacity (369). The necessary requirements for a leader are νους

1. Cf. Vretska K .t W S  74, 1961, 20.
2. All these sound like a criticism of a contemporary politician.
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(37'0 and ξύνεσις (375 J1. Agamemnon, on the contrary, explains his 
latest change of a ttitude  as a result of εύβουλίχ (388) and φρονεΐν εύ 
(401, cf. συνσωφρovstv 407)-characterizing his earlier decision to sa
crifice his daughter as άσύνετον (γνούς ούκ ευ, 388), άνομον ον δίκαιον 
(399 )a. Besides there is also the psychological factor which will to r
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 determ ination not to sacrifice his daughter (a de
cision characterised as εύβουλίχ, 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 άνάγκη (443, cf. 511 )3, has again chang
ed his mind and decided to sacrifice his daughter: third reversal. 
His motive: fear of the Greek arm y’s reaction and of Odysseus’ am
bition and power4. Menelaus soon after makes a sudden and unex
pected6 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: έλεος. He explains his sudden 
reversal from the one extreme to the other as είκ^ς (501-502)6. Such 
reversal, he adds, characterizes a man who is not κχκύς (502f)7.

1. In his first appcarance on stage and in his first speech to Agamemnon 
Menelaus is presented by Euripides as «une brute et un sophiste», as is usually 
the case (see Bogaert R., Le revirement de Manilas Euripide, I  ph i genie a Aulis, 
vv. 471ss, LEC  33, 1965, 1. Cf. Blaiklock E.M., The Male Characters o f Euripides, 

Wellington 1952, 74ff).
2. Cf. the chorus’ characterization of Agamemnon's sacrifice of his daughter 

in Aeschylus’ Agamemnon, 219f φρενδς πνέων δ'Λσσεβή xporraiov/άναγνον άνίερον and 
223 παρακοπά πρωτοττήμων.

3. W hatever its meaning is; see Vretska H., fVS 74, 1961, 29f.
4. Cf. Snell B.t 496. Agamemnon’s change of attitude, from the initial weak

ness to decisiveness and certainty is the most im portant element of the first part 
of the play, wheroas the contrarywiso development of Menelaus’ attitude is in so
me way the «negativo» to Agamemnon’s change.

5. Even to Agamemnon (see 506). Bogaert, howovor, following Blaiklock
(The Male Characters o f Euripides, 99), argues for the good psychological motii 
vation of Menelaus’ change of attitude (LEC  33, 19C5, 9f). ■

6. This notion, i.e. εΐκός, is well-established by now in rhetoric.
7. This is a good example, as Snell B. says, «wie geistreich Euripides sieh aui 

Biihnonwirkungen versteht, dass ptotzlich dio beidon Briider ihre standpunkte 
vertauscht habe»» {p. 495). Menelaus’ understanding and compassion is a further 
ndication of the weakness of his charactor, the same weakness which ho 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 pleasant1; (ii) she has no relation at 
all with Helen’s seduction. She culminates her speech with an impres
sive generalization: κακώς ζ ψ  κρεΐσσον ή καλώς βανεϊν (1252)2. 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 th a t 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: εύκλεια (1376, 1383, cf. 1440), 
self-sacrifice for the freedom of Hellas (thus adopting and expound
ing Agamemnon’s arguments). In general she now acts according 
to καλώς Οανεϊν κοεϊσσον ή κακώς ζην, an attitude which is complete^ 
ly contrary to her previous one3. 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 Menelaus’ change 
of attitude as hypocritical (see on th a t 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:

άλλ', εϊ Οανεϊν δει, κατθανούμεθ' ευγενώζ
ή ζώντες αίνον τον πάοοζ ανσσώσομεν.

Such statements, as Iphigeneia’s, were to a ttract 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, bu t 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., Psycliologie bei Euripides, Enteretiens H ardt 6, 145.
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ath  reluctant and lamenting, her character would have been perfect
ly consistent»1, b u t unheroic.

DIAGRAM OF TH E REVERSALS

A

m a j o r  r e v e r s a l s

A t. Clouds Strepsiades A B A
Pheidippides A B

Wasps Philocleon A B
Frogs Dionysus A B A B

Xanthias A B A B
S. Pkiloct. Neoptolemus A B A
Ear. IA Agamemnon A B A B

or A B A
Menelaus A B
Iphigeneia A B

m i m o r  r e v e r s a l s

S. A jax A jax A B A
A n tig. Ismene A B

Eur. Med. Medea A B A
Hippol. nurse A B
Phoen . Menoikeus A B

.1. Bellinger A.R.» Achilles' son and Achilles, YCS 6, 1939, 11.
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I t is noreworthy th a t 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 Iphigeneia 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 th a t in some cases a t least 
the reversals are meant to convey social and political connotations 
during the last 30 years of the fifth century1.

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 3Αδελφοί β. Two brothers, Demea and Micio, represent two 
opposing views of education. Demea displays «surliness, quarrelso
meness, irascibility, illiberality» towards his son Gtesipho; Micio, on 
the contrary, employs liberality2, affability, generosity, and friend
liness towards his afopted son Aeschinus. This is w hat we see until 
about 100 lines before the end of the play. Demea in a monologue, 
854-881, makes a deliberate3 and sudden reversal to the opposite 
extreme4, showing in the scenes th a t 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, Sparta, Tissaphernes, and again for Athens. See, for a short indication of 
his career the Index to Thucydides by Smith Ch. F., (LOEB) 1958, vol. 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. Tn fact one gets the impression from his monologue th a t his reversal is ge
nuine. Only later (986f) we hear tha t this was only a pretence (cf. Martin, 26).

4. On the problem of the reversal of Demea and the related problems, see 
Rieth 0 ., Die Kunst Menanders in den «Adelphen» des Terenz, ed. with an Appen
dix by K. Gaiser, 1964; Trankle H., Micio und Demea in den terenzischen Adelp
hen, M usllel 29, 1972, 242-255; Pflschl V., Das Problem der Adelphen des Terenz, 
Heidelberg 1975, and its review in Latomus 38, 1979, 254-256; and Martin R.H., 
Adelphoe, 26 ff.



ΠΕΡΙΛΗΨΗ

Μεταστροφές στή συμπεριφορά προσώπων του δράματος στις Νεφέ
λες του ’Αριστοφάνη καί τήν Τραγωδία.

*Η μεταστροφή στή συμπεριφορά των ήρώων στά δραματικά κείμε- 
νχ, Ιδιαίτερα δταν αύτή είναι συνειδητή, άποτελεί βασικό δομικό στοιχείο, 
είναι σημαντική για τήν έξέλιξη τής δράσης καί τονίζετχι ιδιαίτερα άπό 
τόν κωμικό ή τόν τραγικό ποιητή, πιστεύομε δτι είναι άρρηκτα συνδεδε- 
μένη μέ τό σοφιστικό κίνημα, τις κοινωνικο-πολιτικές συνθήκες της επο
χής, πιθανόν μέ συγκεκριμένα πρόσωπα πού δημιούργησαν πρότυπα συμ
περιφοράς, καθώς καί, τουλάχιστο σέ μιά περίπτωση, μέ τήν τραγική, καί 
είδικώτερα τήν Αίσχύλεια τραγική παράδοση.

*Η σύγχυση στήν έννοιολογική άντίληψη των παραδοσιακών άξιων πού 
προκάλεσε δ μακροχρόνιος Πελοποννησιακός πόλεμος καί τό σοφιστικό 
κίνημα είναι φανερή στά «Κερκυρα’ΐκά» του Θουκυδίδη, καί ό πολιτικός 
καιροσκοπισμός καί «εύελιξία» άντιπροσωπεύονται καίρια άπό τήν πολιτι
κή συμπεριφορά του Θηραμένη καί του ’Αλκιβιάδη.

*0 Στρεψιάδης καί ό Φειδιππίδης στις Νεφέλες, ό Φιλοκλέων στούς 
Σφήκες, ό Διόνυσος στούς Βατράχους του ’Αριστοφάνη, ό Νεοπτόλεμος, 
ή Ισμήνη, ό Αΐας στόν Φιλοκτήτη, τήν ’Αντιγόνη καί τον Αϊαντα άντί- 
στοιχα του Σοφοκλή, ή Μήδεια, ή τροφός, ό Μενοικεύς στή Μήδεια, τόν 
Ίπτιόλντο καί τις Φοίνισσες άντίστοιχα, καί κατεξοχήν ό ’Αγαμέμνων, ό 
Μενέλαος καί ή ’Ιφιγένεια στήν ’Ιφιγένεια έν ΑύλΙδι του Εύριπίδη άποτε- 
λοΰν τΙς πιό έντυπωσιακές περιπτώσεις.

*Η Αίσχύλεια θεοδικία είναι βασική δομική άρχή στις Νεφέλες. *Η 
μεταστροφή της συμπεριφοράς του Στρεψιάδη καί του Φειδιππίδη συμβα
δίζει μέ τήν άνατροπή του Διός άπό τόν Δΐνο καί τΙς άλλες Σωκρατικές θε
ότητες, καί είναι τό άποτέλεσμα τής «σοφιστικής» διαπαιδχγωγησεώς τους 
στό Φροντιστήριο, δπου ή παλαιά παίδευσις έχει άντικαταστχθεΐ άπό τήν 
καινήν παίδευσιν. Ό  χορός των Νεφελών συμπεριφέρεται πρός τόν κωμι
κό ήρωα δπως ή «φιλόφρων άτα» στούς Πέρσες, άλλά καί τά άλλα έργα, 
του Αίσχύλου. Ό  κωμικός ήρωας ώριμάζει μέσα άπό τή διαδικασία «πά
θος μάθος».

Αντιστροφή της πραγματικότητας στό έπίπεδο των σχέσεων πατέ
ρα καί γιου έχομε στούς Σφήκες, δπου έπίσης ή μεταστροφή στή συμπε
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ριφορά του Φιλοκλέωνα είναι σημαντικό δομικό στοιχείο. Τδ χορευτικό 
στροβίλισμα τόσο του χορού δσο κα'ι των γιων του Καρκίνου στο τέλος του 
έ'ργου εκφράζει συμβολικά μέ τον καλύτερο τρόπο τή δίνη στην όποία βρί
σκονται οί άνθρωποι της εποχής. Ό  Δΐνος πού άντικατέστησε τον Δία στις 
Νεφέλες φαίνεται πώς έπεξέτεινε την κυριαρχία του καί στούς Σφήκες.

Ή  «εύελιξία» καί ο καιροσκοπισμός είναι ιδιότητες πού ειρωνικά ε
παινεί ο ’Αριστοφάνης στούς Βατράχους, κι αύτές τις ιδιότητες άντιπρο- 
σωπεύει κάλλιστα στή ζωή ό Θηραμένης καί στο θέατρο ό Διόνυσος, δπως 
φαίνεται άπό τις διαδοχικές μεταμφιέσεις του καί τήν εναλλαγή του ρόλου 
του μέ τό δοΰλο του Ξανθία.

Μέ βασικές αρχές του τόν πολιτικό καιροσκοπισμό καί τον ηθικό 
σχετικισμό καί εκμεταλλευόμενος τις νεανικές άδυναμίες καί φιλοδοξίες ό 
Όδυσσέας κατορθώνει στον Φιλοκτήτη του Σοφοκλή νά επιφέρει μετα
στροφή στή συμπεριφορά του Νεοπτόλεμου: δηλαδή «μεταμορφώνει» τήν 
’Αχίλλεια φύση του σε «Όδυσσειακή». Ομοος, στή διάρκεια τής «Όδυσ- 
σειακής» συμπεριφοράς του ό Νεοπτόλεμος, ύπό τήν επήρεια του «έλέου» 
καί της «συμπάθει/ς» επανέρχεται στήν ’Αχίλλειο φύση του. *Η «σοφι
στική» παίδευσις του άπειρου νέου άπό τόν πολύπειρο καί «δόλιο» Όδυσ- 
σέα εϊχε μόνο πρόσκαιρα άποτελέσματα.

Μικρότερης σέ σχέση μέ τή δομή καί τήν έξέλιξη τής δράσης εϊναι ή 
μεταστροφή τής ’Ισμήνης στήν ’Αντιγόνη. Πιο σημαντικές είναι άπό 
αύτήν τήν άποψη ή μεταστροφή του Αι'αντα καί τής Μήδειας στά ομώνυ
μα έ'ργα άντίστοιχα - οπού ή μεταστροφή είναι ένα καθησυχαστικό μέσο 
γιά νά πραγματοποιήσει ό ήρωας / ή ήρωίδα τά σχέδιά του / της γιά αύ- 
τοκτονία ο πρώτος, έκδίκηση ή δεύτερη-, τής τροφού μέ τόν σοφιστικό ά- 
μοραλισμό της στον *Ιππόλυτο καί του Μενοικέα μέ τή φιλοπατρία καί τό 
πνεύμα αύτοθυσίας στις Φοίνισσες.

Οί πιο εντυπωσιακές ωστόσο περιπτώσεις μεταστροφής στή συμπε
ριφορά τραγικών προσώπων, οί όποιες είναι πολύ σημαντικές τόσο γιά τή 
δομή δσο καί τήν έξέλιξη τής πλοκής του έργου, βρίσκονται στήν Ιφ ιγ έ 
νεια εν Αύλίδι του Εύριπίδη. Στο έργο αύτό οί μεταστροφές είναι πολλές 
καί διαδοχικές καί άφορουν πολλά πρόσωπα, τόν Άγαμέμνονα, τόν Μενέ
λαο, τήν ’Ιφιγένεια. ‘Ο δΐνος φαίνεται δτι βασιλεύει σ’ αύτό τό έργο καί 
έχει κυριεύσει τό μυαλό του Άγαμέμνονα, καί γι’αύτό οί μεταστροφές του 
είναι πολλές καί διαδοχικές άνάλογα μέ τις περιστάσεις: προτού λάβει τήν 
άρχιστρατηγία καί μετά· πριν άπό τήν προφητεία του Κάλχαντα καί με
τά* πριν άπό τήν άφιξη τής Κλυταιμνήστρας καί μετά. Παρόμοια με
ταστροφή παρουσιάζει καί 6 Μενέλαος, καί είναι άντιστρόφως άνάλογη μέ 
τήν έκάστοτε συμπεριφορά του Άγαμέμνονα. *Η μεταστροφή επίσης τής 
’Ιφιγένειας είναι άπότομη καί πλήρης, τέτοια πού κατακρίθηκε άπό τόν
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‘Αριστοτέλη. Είναι σχεδόν βέβαιο βτι 6 Ευριπίδης μέ αύτb το έργο ήθελε ί
σως νά δώσει τήν εικόνα της πλήρους συγχύσεως πού έπικρχτοΰσε στδ τέ
λος του 5ου at. π.Χ. στά ήθικά καί κοινωνικο-πολιτικά πράγματα της έ- 
ποχής του. Είναι άξιοπρόσεκτο βτι οί Βάτραχοι, 6 Φιλοκτήτης καί ή 'Ιφι
γένεια &» ΑύλΙδι διδάκτηκζν τήν τελευταία δεκαετία του 5ου αΐ. π.Χ.


