ANDREAS G. KATSOURIS

THE FORMULAIC END OF THE MENANDREAN PLAYS

The stereotyped end of the Menandrean plays, which has been
observed but not adequately discussed by scholars!, could be better
illuminated and appreciated if examined in its relation to both tragic
and comic tradition. This is what we undertake to do here.

From Menander we now have five endings of five respective plays,
which are almost identical. Four passages in iambic metre? have the
last two lines the same:

7 8 edmarteipa gabyerds e mapbévog
Niwn pe0’ fudv eduevic &rort’ detd.
The fifth4, in trochaic metre, differs slightly:
7 8% xar]Aotwv dywvev Tapedpos debitog Bea
edpev]ic Emorto Ninn Tolg uoic del yopolc.
In the lines preceding this ending there are also several common points,
as we can see from the examples that follow:
Samia 733 ff maideg xalot,
perpdnta, yépovteg, Gvdpeg, mAvTeg edp®oTwg Ao’
mépdat’ edvotag mpogtny Baxyle @ilov xpbrov.

1. See U. von Wilamowitz, Menanders Das Schiedsgericht, Berlin 1925, p.
116 ; E. W. Handley, The Dyskolos, London 1965, p. 304 f., comment. on vv.
965-9; E. Vogt, Ein stereotyper Dramenschluss der Néa, Rh. M. 102 {1959) 192,
and 108 (1965) 292 ; and P. Maas, Glotza 35 (1956) 301.

2. Dysk. 968-9, Sikyon. 422-3, Misoum. 465-6, and a fragment which is at-
tributed to the Epitrepontes by Wilamowitz (fr, 10), but which could be ascri-
bed to any play.

3. Comic poets after Menander appear to have employed the same ending;
in Poseidippus’ 4dpocleiomene, for example, we read (Heid. Pap. 183) : [bupeic 3¢]
rowwdy, & &vdpeg ol ocuvnypdvor, [xpothoal® Audc [H] 3% @uhdyehws Oed [Niwy
ueld’ Audv edpevis Emort’ dei.

4. Samia, 736-7.

5. Cf. Plato, fr. 206 (Edmonds), and Antiphanes’ Anthropogonia (P. Oxy.
427).
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Dysk. 965 ff ciev: ouvnabévres xatnywvicuévorg
Huly Tov Epyady vépovTa, pLioppbvems
ueLpdxto, waldec, &vdpeg, EmixpoTHoaTE.
Sik. 420 ff perpaxt’, &vdpeg, mordia,
mpwpdoat &xtelvavreg, En[ixporvoate.
Misoum. 464 f &vdpec npemévrog wa[vreg Emuxpotiontel.

The above passages are direct address to the audience, and this
is more obvious in the Samia 737, where Demeas speaks on behalf of
the poet. They include three common elements : (i) the spectators are
called either by the generalistic “‘all of you> (mdvteg) or by their
classification in age groups as children, boys, men, and old men (mai-
dec, uetpania, &vdpeg, yuvaixeg, yépovteg); (ii) an adverb qualifying
the call for applaud, “‘strongly, kindly, or suitably’ (edpmortwg, ptho-
ppbvag, mpemdvtwe) ; (ili) a call to applaud expressed with the verb
¢mixpotvoate or the phrase méudate pihov xpdrov. Then it follows the
two-line formula spoken by an actor, in which a wish for victory in
the dramatic contest is expressed.

The plays of Plautus and Terence finish likewise. All six plays
of Terence end with the cantor’s? ““plaudite’’3 or ““vos valete et plau-
dite’’4. In Plautus, however, the final address to the audience in usu-
ally both longer and more varied, and is spoken either by a character

1. Cf. also P. Oxy. 1239, v. 19 émuxplot[fcatre followed in v. 20 by the
known ending ¥ 3’ edmdteipa @iAdye]heg [te mwapbévoc [ Nixn ued fudv edplevile
énowt’ del (Schroder, NCF, fr. 17, vv. 20-1 ; see Handley, BICS 12, 1965, 62 n.
22); Himerius, Or. 19.3 : Nixn ypvocontépuye, Ninny Atdg tod peydrov mai, sdmo-
tépetor xol QLAdyedwg (TodTolg ydp Tolg dvépacty dydider T molnoig) Trewg elng
(see also C. Corbato, Studi Menandrei, 1965, p. 94 ff). Cf. also Menander’s fr.
771 Ko éEeipavteg émxpothoate (for &eipavrec and not é€dpavreg see Gomme -
Sandbach, comment. on Dyskolos, 967).

2. In the mss the speaker is indicated by the letter &, which is thought
to signify the cantor (after Hor. Ars Poetica 155 donec cantor *vos plaudite’ dicat).
On this much disputed point see C. O. Brink, Horace Ars Poetica, Cambridge
1971, comment. on 155 (with more references), and G. P. Shipp, Terenti Andria,
Oxford 1939, comment. on 981.

3. Hec. 881, Ad. 997, An. 981, cf. Horace, Ars Poet. 154 f, Cic. de sen. 70.

4. Ph. 1055, Heaut. 1067, Eun. 1095. See, however, the humorous play on
the dramatic illusion in a direct address to the audience (4ndric 980-1), and
Parmeno’s final words, just before the salute to the audience, which sound like
a comment on the previous action (Hec. 879 f).
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of the playl, both by a character of the play and the company of
actors (Persa 858), or by the company of the actors2. In three plays
it is a single ‘‘plaudite’’3, and in one ‘‘spectatores, plaudite’ (Curcu-
lio) ; in other plays it extends from one to twelve lines. Usually it in-
cludes the vocative “‘spectatores’’4, the adverb “‘clare’” qualifying the
request of applauseS, and a farewell “*valete’” or ‘‘bene valete’ or
the likeS. The request for applause is expressed either by the ‘‘plau-
dite’’, ““plausum date’’ or something similar. There are also other re-
marks connected in some way with the previous action. Thus in the
Amphitruo the spectators are asked to applaud “‘lovis summi causa’,
Zeus being one of the main characters in the play; in the Asinaria
there is a generalization of the individual case leading to a moral con-
clusion, not unlike the ones we have in Euripides:

Hic senex se quid clam uxorem suo anino fecit volup,

neque novom neque mirum fecit nec secus quam alii solent ;

nec quisquam est tam ingenio duro nec tam firmo pectore

quin ubi quidque occasionis sit sibi faciat bene.

nunc si voltis deprecari huic seni ne vapulet,

remur impetrari posse, plausum si clarum datis.
Likewise in the Bacchides, first there is a direct reference to the two
fathers and their guilt, and then a comparison with temporary ethics:

Hi senes nisi fuissent nihili inde ab adulescentia,

non hodie hoc tantum flagitium facerent canis capitibus;

neque adeo haec faceremus, in antehac vidissemus fieri,

ut apud lenones rivales filiis fierent patres.

spectatores, vos valere volumus et clare adplaudere.
In the Captivi the company refers to the content of the play noting the
““pudicos mores’’ and the fact that there is not in it any intrigue, love
affair, supposititious child, getting money by deceit, or young man

ce

1. Amph. 1146, Cas. 1012 ff, Curc. 729, Men. 1162, Merc. 1015 ff, Miles
1437, Mostel. 1181, Pseud. 1331 ff, Rudens 1418 ff, Stichus 775, and Truculentus
966 ff.

2. Asin. 942 ff, Bacch. 1208 ff, Capr. 1029 ff, Cistel. 782 ff, Epid. 732 ff,
Poen. 1422, Trinum. 1190.

3. Mil. 1437, Trin. 1189. Poen. 1422.

4. Amph. 1146, Curc. 729, Men. 1162, Mostel. 1181, Persa 857, Stichus 772,
Truc. 967 f, Cas. 1012.

5. Amph. 1146, Asin. 946 f, Bacch. 1211, Cas. 1017, Men. 1162, Merc. 1025.

6. Bacch. 1211, Epid- 782 f, Men. 1162, Merc. 1025 ff, Trucul. 968, Persa
858.
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liberating an hetaera without his father knowing it. It also marks the
rarity of such plays, and ends with the “‘nunc vos, si vobis placet /et
si placuimus neque odio fuimus, signum hoc mittite: /qui pudicitiae
esse voltis praemium, plausum date’’

In the Casina there is a reference of what is supposed to happen
inside with the dramatic situationl, and then an appeal to the
audience to ‘“'manibus meritis meritam mercedem dare’’, adding joking-
ly — and connecting it with the previous action — that the one who
does so shall always deceive his wife and have the mistress he wants;
and the one who will not ““manibus clare, quantum poterit, plauserit’
instead of a mistress he will have a “‘hircus unctus nautea”

As in the Casina, similarly in the Cistellaria, the audience is ad-
vised not to wait for the actors’ re-entrance; it refers then to the
actors changing their costumes, and to the reward or punishment of
the successful or unsuccessful acting, and ends up with an appeal
“more maiorum date plausum’’

A reference to the last point of action in the Epidicus is given in
the first line by the company: “*Hic is homo est qui libertatem mali-
tia invenit sua’’, followed by the “‘plaudite et valete’ and a playful
addition ‘“‘lumbos porgite atque exsurgite’’

Eutychus in the Mercator sets a law for the old men, that they
should not prevent their sons from having love affairs and mistresses,
for in this case they shall loose more money. This law very neatly is
related to the content of the play, in which everything is centred upon
the young Charinus’ love affairs. After the ““bene valete’’, he addresses
directly the young men saying that if they like this law, they should
““clare plaudere”

In the Mostellaria Theopropides asks the spectators to applaud,
saying that the play is over. Toxilus in the Persa says farewell to the
spectators, adding that the pimp has perished. The company then closes
with the “‘plaudite’’.

““Quin vocas spectatores simul ?”°, asks Simo in the Pseudolus,
and Pseudolus answers that he will not, as he is never invited to dinner
by them. But soon he adds that if they give their applause to the com-
pany and the play, he will invite them to...next day’s performance.

1. These references to dramatic action in the Casina and Cistellaria are in
support of the view that Plautus has shortened the closing section of his Greek
originals (see Aufstieg und Niedergang der Rém. Welt, 1. ii, ed. by Temporini, 1972,
p. 1067 f).
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Similarly Daemones in the Rudens, a few lines after he had in-
vited to dinner the pimp, addressing the spectators says that he should
invite them to dinner too, but in fact he is not giving any, has nothing
at home, and assumes that they have already dinner invitations. And he
adds immediately after, like in the Pseudolus, that if they give ‘“‘plau-
sum clarum” to this play, he invites them to join him for dinner af-
ter . ..sixteen years. Then he asks Labrax and Gripus do dine with
him, and then once again he asks for the audience’s applause (cf.
Arist., Peace 1335 ff; Ter. Phor. 1053 f).

Stichus, in the play with the same title, after he and Sangarinus
had danced on stage, addressing the audience asks them to applaud,
and then go home and have a party.

Finally in the Truculentus Phronesium ends her address to the
audience asking them to applaud ““Veneris causa’’, for, as she adds,
this play is in her charge. And she finishes with the “‘spectatores,

3

bene valete, plaudite atque exurgite’’.

Roman tragedy also ended, as far as we know, with an appeal
to the audience for applause. Quintilian! says that old tragedies and
comedies (“‘veteres tragoediae comoediaeque’’) ended with “"plodite
This statement is further supported by a fragment of a tragedy : ““plau-
dite’’2. We also have two cases from older Roman comedy, both from
the fabula palliata ; the first comes from Naevius3 and refers to the
applause in the theatre:

Quae ego in theatro hic meis probari plausibus,

ea non audere quemquam regem rumpere :

Quanto libertatem hanc hic superat servitus !
The second4 seems to be the last line of a comedy:

[Satis] est: revoca fratrem [eodem stirpe gnatum:] plaudite!
All these cases in tragedy and comedy enable us to understand the
meaning of the end of the Cistellaria *‘more maiorum date plausum”.

3

It is highly probable that the formula ‘‘plaudite” or ‘“‘plausum
date’® and the like is indebted to the Greek originals, and correspond

1. Inst. Or. V1. i, 52.

2. O. Ribbeck, Scaenicae Romanorum Fragmenta, vol. I: Tragicorum Fra-
gmenta, fab. inc. CLV.

3. Tarentilla, fr. 1 (Ribbeck, Comicorum Fragmenta vol. II).

4. Fab. inc. LXXXV (Ribbeck, Comic. Fragm.).
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to the émunpotyoate and népdate pirov xpbérov of the Menandrean plays;
But the form ““valete’” and the like is absent from the end of the Me-
nandrean plays; we find, however, the same address, although not at
the end of a play, but at the end of a prologue speech in the Perikei-
romene, 170 : £ppwesfe. This word or the word yaipere might have been
used at the end of Menander’s plays too, but so far we do not have
any evidence in support of this view. In regard to the two-line formu-
laic reference to Nike, we see that it is absent from the Latin adapta-
tions, and this is due to the altered conditions of Roman theatrel.

Another element recurrently found in the Menandrean plays and
which seems to be as stereotyped as those we discussed above, is the
reference to garlands and torches. These are visible symbols of revel-
ry and are preserved by New Comedy out of the ‘‘komos procession
with torches blazing, which was one of the characteristic methods of
producing a memorable exodos” in the Old Comedy?2.

From the extant plays of Menander we possess several cases with
reference to garlands and torches:
Dysk. 963f3 1o, éxdérw | orepdvoug Tig Auly, 3&da

Sikyon. 418f  3&3«[ | ...xal oTepav]

Samia T31f  3zUpo & Hulv endétew Tic 3E3a xal otepavovg, iva
CULTPOTEULTTGILEY

Misoum. 459f  &doc 3&[3a I oTEQAVOUS T EYovTEg

fr. 239 Ko (Kekryphalos)
elr’ e00bg obrw’ Tag Tpamélag alpete,
udpo, 6TEQEVOVS £Tolpacoy, gmovdde Tobet.
Perikeir. 999f pa&idov 8¢ xdyd. otépavov dmd Pupoed
agperdy émitbécBar Podropoar.
P. Oxy. 1239 (Schrdder, NCF fr. 17, v. 13)
3e0]po Tig gTEPAvoLE Toy
Terence, Adelphoe 906f : missa haec face, / hymenaeum turbas lampadas
tibicinas.
For the néudate pihov xpdrov or émnporhcare of Menander, we

1. Gomme-Sandbach, comment. on Dyskolos, 967.

2. Peace 1317, Frogs 1525, Eccles. 1150, Clouds 1490 ; see also Birds 1274 f
References to torches and garlands are also quite common in Middle Comedy,
e.g. Lysippus, fab. inc. III, Antiphanes Skythai or Tauroi, and fab. inc. XXIX,
Nicostratos, Tokistes, Apollodorus (from Karystos), Grammateidiopoios, v. 20 f,
Mnesimachus, Philippus, v. 3 and, v. 9, Philyllius, fab. inc. VII (Meineke), etc.

3. W. G. Arnott, op. cit.,, p. 254 f. Cf. also Antiphanes, fr. 199, 272
(Edmonds).
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get something similar in the comic tradition; e.g. Aristophanes, in his
Frogs 330f, says: Opacel & &yxataxpobwyv mwodl tav dxdhagtov g@Lho-
malypove tipdv; and in his Knights 546-7 (in the parabasis): alpea0’
adty mord T Hé0rov, mapaméudat’ £’ Evdexa udmarc 06puBov ypnaTOV
Anvattyy (see Gomme - Sandbach, Commentary, on Sik. 421). Cratinus!
addresses the audience in a three-line passage which could come either
from the parabasis or from the end of a play in these words:
Xatp’, & pey’ aypetdysrog Suihe, tals Emifdure,
T Npetépag coplag upLtThe &pLaTe TAVTGY,
ed8aipov’ ETinté 6 puhtne Inplwy pipnous.
And in a fragment of an unkown play and author2, which must have
come from the end of a play, he says the following :
el 3% mav Exer nahddc, Td moryviep
ddre xpdrov xal mdvreg Guels peta yapls xTUmAoate.
The audience’s dislike of a play is expressed in a different manner.
This we learn from Antiphanes’ Poiesis where he says that
&v &v 1L TobTeV TapaAiny
Xpépng Tic §) Petldwv Tig SxovgitTeTar
Hnhet 8¢ tabt’ £eoti xal Tedrpy motelv.

References to Victory are also common in the comic tradition.
Thus, the Acharnians, 1227 ff, and the Birds, 1763 ff, end with the tri-
umphal salute tHvedra xadrivixog, which undoubtedly refers to the
victory in the dramatic contest; the Ecclesiazousae and the Lysistrate
end with exclamations of triumph and a reference to victory :3
Eccl. 1180 ff aipes®’ &ver, ol edab. Lys. 1292 ff aipech’ &vo, lat,

7

deimviicopev, edol edal, o¢ mi viny, lat.
edal, og éni vixy edol edot, edal, ebal.
edat, edat, edal, edat.
In the Frogs, 1528 ff, the gods are asked to give edodiav dyabfv to the
departing poet, and in the Thesmophoriazousae, 1227 ff, the Bzopopbpw
are asked to reward the women of the chorus with &yaBiv y&ptv.
Direct references to victory in the dramatic contest we get in
many more cases in Aristophanes, most of them coming from the para-

basis, e.g. Clouds 520, Knights, 507 ff, Peace 767 ff, Frogs 391 ff; an

\

1. Fab. inc. Li (Meineke).
2. Fr. CCCLVII (Meineke).
3. Cf. L. B. Lawler, Orchesis Kallinikos, T4P4 79 (1948) 256 ff.

16
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interesting passage referring to the dramatic victory is also found in
the Knights 581 ff:

@& morrobye Harrde, &

3ebp’ doixob AaBoloa Thv
dv otpaTialc Te xal pdyalg
fluetépay Euvepydy
Nixny, #) yoowdy éotwv éraipa
Tolc T’ €xBpolor pel’ qudv sracialer.
viv obv delpo @dvnbi- Sei
vap tolg avdpdotl tolede ma-
oy Téyvy mogicat oe vi-
xny clmep moté nal viv.
In the Lysistrate, 317-8, the chorus of men make an appeal to the
goddess Nike to give them victory:
déamowa Nixn Evyyevol tév ©° &v mbher yuvatudy
7ol vBv mapsatdroc Opacovg 0éclut Tpomatiov Hudc.
An appeal to Ares and Nike we also find in Apollodorus’ Sphattomene,
but we are not in a position to say whether this appeal to Nike and
the phrase ¢n’ ¢£6doig épaic refers to the victory in the dramatic con-
test and the end of the play respectively.

A salute to the audience we find in the closing lines of Aristo-
phanes’ Peace 1335 ff

& yaipete, yalpet’ &v-

dpec, »8v EuvénmobE pot,

mAaxobvrae £dscle.
A salute to the audience we find also in the end of Aeschylus’ Eume-
nides and Euripides’ Elecira.

As to the formulaic prayer to Nike, Handley observes that its
habitual use suggests that Menander had invented it!. But the inspi-
ration and the source must be seen in Euripides; the formula which
closes the Orestes, Phoenissae, and [T, and its variation in the Rhesus,
is the same in regard to the content to the Menandrean formula.

Let us now see what is the situation in tragedy. Aeschylus ends
his plays in three ways, (i) by choral song (Sunpl., Pers., Sev. Theb.,
Choe., Eum.), (ii) dialogue (Agam.), or (iii) monologue (Prometheus). The
end of the Choephoroe (1068-76) in a way is a recapitulation of the

1. Handley, The Dyskolos, p. 305.
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action of the precedent two plays and at the same time a psychological
preparation for the third. The end of the Eumenides is interesting for
our investigation, the important elements being the following : first, the
habitual address of the Athenian citizens; second, the salute yatpete
which is addressed to the audience several times in the end of the play
both by the chorus and Athena: 996 ff yaipere, yaiper &v aloipiaiot
mhodTon, | yalper® dotixdg Aede..., and 1014 ff yaloeve, yalpere 8 ab-
Oug, Emavdimhoilon, | mdvreg of xata mréhiy | Saipovéc te xal Bpotol |
Haxrddog méhv vépoviteg (both by the chorus), and 1003 f yalpere
xOuels... (by Athena); third, the phrase t4 3% xepdaréov méumewv mé-
Aewg émi vixy (1009) which could have some ambiguity concerning the
victory in the dramatic contest; fourth, the call to cry aloud (6AoAd-
Lare viv éni poimalc) twice repeated as an ephymnion (1043, 1047);
and fifth, the procession with music and lighted torches (mwvptdante
raprade Tepmomevar xal’ 684y, 1041 ) which concludes the play.

Five of the seven extant plays of Sophocles end with a short
passage spoken by the chorus as they leave thc orchestra (OC, Phil.,
Ant., El., Aj.); the Trachiniae ends with a passage spoken by Hyllos
(1264-78), and the OT with a passage attributed to the chorus (1524-
30)I. In these endings there is none of the elements which we find in
Aeschylus. The only important point we should like to make is the
short choral passages at the end of the plays, which we quote:
oc 1777-9 2%’ dmomadere pnd’ énl mictow

Op¥jvov éyelpere:
mavteg yap €yet tdde xipog.

Phil. 1469-71 yowpduev 8% mavreg &olhelc,
Nibpgatg artarowy dmevEapevor
v66ToL cwTHpas ixécbar.

El.  1508-10 & omépp’ *Atpéws, &g morra mabov
3’ &revbeplog pbhig EE7n0e¢
T vOv Gppf TterewOéy.

Aj. 1418-20 § monr& Bpotoig éotiv iSolouy
yvévar mply 3eiv & oddeig wdvrig
T@Y UeAbvTwy § TL mpdet

Ant. 1347-53 wohrd 0 @povelv edSarpoviag
wpdtov Omdpyst Yo 3¢ Ta v’ &g Ocode

1. Pearson in his edition of Sophocles (Oxford texts) secludes this pas-
sage, suspecting it as written by actors; instead he believes that the play ended
with ‘“‘anapaestorum clausula®’.
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pndev doemtelv: peydhor 8¢ Adyor
neydhag TANYks TBY Smepabymy
amoreloavreg
yhea TO gpoveiv 3idakav.
Whereas the meaning in the first three passages is directly conne-
cted with the previous action, in the last two passages it could have a
more general application and is only indirectly related to the action,
and in a way it is a moral conclusion drawn from the previous action.
Without any difficulty these passages could be used at the end of any
other play.
Euripides always concludes his plays with a short choral passage.
His plays could be classified, if we take as criterion this choral passage,
into two groups: (i) those which end with a stereotyped formula, and
(ii) those with non-stereotyped end.
In the first group we have two formulas:
1. mohAal poppal T@v Satpovimy,
mohAd 8 aéimTwe xpaivovst Beol:
nal ta Sounfévt’ odx Ereréoly,
&V 8 ddoxnTwv wopov ehpe Oecde.
ToL6vd’ dméfy) 168e mpdypo.
This passage is repeated at the end of four plays, the Bacchae, 1388-
92, the Helen, 1688-92, the Andromache, 1284-88, and the Alcestis, 1159-
63. The same passage with the first line replaced by the mohA&dv To-
plag Zedg év *Ordume concludes Medea, 1415-9.
2. & péyo oepuvy Nixn, tov Eudy
Blotov xatiyorg
ol wh Adyols steQavoboa.
This second formula is at the end of three plays, the Orestes, 1691-3,
the Phoenissae, 1764-6, and the IT, 1497-9. The end of the Rhesus, 995
ff, is a variation of this passage:
neifov Bacirel” sreiywuey 8mhoug
roopuncdpevor xal Suppoyia
18de Qpdlopev thyo 8 &v vixny
dotn Satpwy & ped Hudv.
All Euripidean plays with non stereotyped ending conclude with
a short choral passage, which is almost always anapaesticl, and the

1. The only exception is fon 1619-22, which is trochaic. Cf. also Soph.
OT. See A. S. Owen, Euripides Ion, Oxford 1939, commen. on v. 1622.
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content of which is usually closely referred to the previous actionl,
In three cases? the chorus moves from the individual case demon-
strated in the play to draw general conclusions ; thus in the Hippolytus
the chorus say: tév yap peydrwv dromevlele | Ruar paiiov xatéyou-
ow; in the Electra: yaipewy 8 doTig ddvarar | xal Euvruyte uh Tive xd-
uver | Ovntév, eddaipova mpdooer; in the Jon: éte 8 &hadverar | oup-
popalc oixog, o€Bovra daimovag Oapoely ypedv' | &¢ téhog yap ol wév
Eobhol tuyydvovsly dilwv, | ol xaxol &, domep megdnaa’, obhmor ed
mpdkeLay &v.

Another element which we find at the closing section of some
plays is the salute to the city or the citizens; thus Electra as she de-
parts at the end of the play says to the audience: & yaipe, méhig® yai-
pete & Huele moAAd, wohitideg (EL. 1334 ) ; and a similar farewell is
also spoken by the chorus in their exit-song: yaloere yafpery 8 éotic
Sdvatar nal Zuytoyle pwh Tive xdpver Bvnrdv, eddaipova mpdoael (1357-
9). In other cases, as in the IA4, 1627 ff, and Jon, 1619 ff, the salute

is not directed to the audience, but to the departing Agamemnon and
the god Apollo respectively.

A question which must be answered is whether these passages are
genuine or not. Barrett3, for instance, brings under general suspicion
all these ““tail-pieces’’, resting his suspicions on the following grounds :
(i) the actors could provide these passages ‘‘to cater for a public
addicted to commonplaces’’; (ii) the inappropriateness of thought and
language ; (iii) the two cases of repetition of formulae; and (iv) the
chorus “‘are capable of locomotion in silence’’.

Relying on these criteria he regards as spurious the “‘tail-pieces”
which are repeated in eight plays, the I7, Orestes, Phoenissae, Andro-
mache, Helen, Bacchae, Medea, and Alcestis. He says that the ending in
the Alcestis might be genuine, for only here he finds that the passage
is really appropriate4, while in the Andromache, Helen, and the Bacchae
it is no more than tolerable, and grossly out of place in the Medea.
For the repetition he observes that “‘it would be extra-ordinary that
he (i.e. Euripides) should content himself in almost one play in three

1. Suppl. 1232-4, Hec, 1293-5, Heracld. 1053-5, IA 1627-8, Her. 1427-8, Troa.
1331-2.

2. Ion 1619-22, El. 1357-9, Hippol. 1462-6.

3. Euripides Hippolytos, Oxford 1964, comment. on vv. 1462-6.

4. Nevertheless, he says that if in the other four plays it is spurious, it
may be spurious in the Alcestis too.
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with a repetition of the same undistinguished platitude’’. Barret also
suspects the ending of the Hippolytus, which he regards spurious, and
the endings of the other plays (excluding 74). He says that the
endings in the Heraclidae, Hecuba, Suppliants, and Heracles are not ob-
viously genuine or obviously suspect. But he finds genuine the passa-
ges in the Cyclops, Troades, and Ion.

We do not deny that actors could write such passages, but Bar-
rett’s “‘argument’’ is not convincing for many reasons: (i) the repeti-
tion is not a strong argument against the genuineness of these passa-
ges, if one has in mind that especially Euripides is characterized by
it, having employed it for various reasons! ; (ii) the thought expressed
in the passage mwoihal popoal Tév datpoviey etc. is not as inappropriate
to the plays it concludes as Barrett thinks; (iii) the arguments for su-
specting the prayer for victory, which is found at the end of I7, Ore-
stes, and Phoenissae, as spurious are not convincing ; (iv) the tendency
to close the play with a short, usually anapaestic choral passage, is
found not only in Euripides, but also in at least five ptays of Sopho-
cles (OC, Antigone, Philoctetes, Electra, Ajax); (v) the thought carried
by the passage mohiol popoal Tév darpoviey ete. is similar to the one
in the Ajax of Sophocles; (vi) if the passage, which is at the end of
the Alcestis and other plays, was a popular commonplace in the later
centuries, this does not prove that its existence in Euripides is indebted
to these centuries; it could be, and this seems more probable, the
reverse ; (vii) the chorus can get out of the orchestra in silence, but
why to doubt or reject the opposite case, that it could depart with an
exit song, which seems to be the usual practice, as we see from the
extant plays of Aeschylus, Sophocles, and Euripides (cf. also Aristo-
phanes’ Acharnians, Birds, Ecclesiazousae, Frogs)?.

Before I finish my investigation, I would like to draw atten-
tion to another point. Handley3 rightly observes that the word xatn-
yovicpévorg in the Dyskolos, 965, has a double significance, for it does
not only have the meaning “‘triumphed over the troublesome old man’’,
but it also means “‘performed the Dyskolos to the end’” ; and he com-
pares it to the word-play with the title Knights in Aristophanes’ Achar-

1. Cf. the formulaic end which is habitually found in many Menandrean
plays. Its repetition is not a serious argument against its genuineness.

2. Cf. W. M. Calder’s criticism of Barrett’s views in CP 60 (1965) 281.

3. The Dyskolos, p. 304, comment. on vv. 965-9.
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nians, 300 f. We get similar cases in the Clouds and the Thesmophoria-
zousae, this time at the end of the plays: in lines 1510f of the former
the chorus says 7yeic0’ €8w" xeydpevtar yap petpleg 76 ye whpepov Hi-
wiv, and in 1227 of the latter mématotar petplong Huiv.

A similar play with the ambiguity of the meaning we have in
Euripides.too: The &Zia &8 Mpiv wpopeuoybinact céPesbar (the last li-
nes of the Suppliants), the xexoptépyror tapa (the tenth line from the
end in the Hippolytus), and the taya 8 &v vixnyv Sotyn Saipwy 6 ped +-
uév (last lines of the Rhesus), carry the same ambiguity as the waty-
yovicpévorg in the Dyskolosl.

Conclusions :

a) The reference to torches and garlands in Menander is always con-
nected with weddings, which take place at the end of many plays. They
are characteristic of the komos procession. The numerous references
in the Middle and Old Comedy proves beyond any doubt that this is
a traditional comic element.

b) The request for applause at the end of the play (méudare pihoy
rpbTov or émxpotficate) is also a traditional comic element, which we
find e.g. in a fragment from Cratinus {ixptwv Yépnoig) and another
fragment from an unkown play and author (8éte npérov... uera yapdc
xrunfoate). The ““plaudite’ or “‘plausum date’” of Plautus and Te-
rence are therefore indebted to the Greek comedians, but they are in
the tradition of ancient Roman tragedy and comedy as well.

¢) The salute to the spectators (““bene valete’ or simply “"valete’’) at
the end of the Roman comedies is equivalent to the Menandrean #p-
pwcbe, which we find in the end of the prologue in the Perikeiromene.
However, we do not find something similar at the end of the Menan-
drean plays so far. In tragedy and Old comedy we have in some plays
(Aesch. Eumenides and Eur. Electra; Arist. Peace) a farewell to the
audience (yatipere).

d) As to the formulaic prayer to Nike, Handley may be right to ob-
serve that its habitual use suggests that Menander had invented it. But
Menander must have got his inspiration from the Euripidean formula
with a similar content and reference to Nike, which closes the Orestes,
Phoenissae, IT, and the Rhesus. In addition, the frequent reference to
victory in the dramatic contest in the Aristophanean plays, both in
the parabasis and the end of some of his plays, may have also exerted

1. Cf. also Soph. djax 1402 f: dhg" #87n vap wordg éxtératar ypedvoc.
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a significant influence on Menander. Moreover, the short choral passa-
ges, in which a general moral conclusion is drawn, with which Soplo-
cles and Euripides end their plays, is also an important influencing
factor towards the Menandrean formula.

Noticeable is the fact that in Latin comedy, Plautus, contrary to
Terence, ends many of his plays with such passages, which although
different from play to play, have a common element: they draw a
moral conclusion, which usually is connected with the action of the
play just produced.



