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Abstract

The study analyses the representations of Greek ritual in plays and fragments
of Old Comedy within the religious framework of the dramatic festivals. The
main focus is on the rites performed by comic characters as part of fictional
plot, such as sacrifices, processions, libations, and prayers. The aim of the
study is to explore how playwrights use the elements of Greek religion while
building the imaginary world of comedy and linking it to Athenian religious
practices. Comic representations of ritual retain basic aspects of actual Greek
cult such as the interconnection between ritual speech and ritual act, the cen-
trality of animal sacrificial offerings, and the ritualisation of space and time.
These fundamental similarities make Old Comedy a valuable source for the
study of Greek cultic performances as well as their religious and social func-
tion. At the same time the imitation of rituals in comedy is selective and dis-
tortive and cannot be taken for granted as direct reflection of real life. Further-
more, theatrical representations of ritual claim to be authentic and to transform
the performance of the comic play into a religiously significant event. The com-
plex multilevel interrelationship between the ritual experience of the audience
and the manipulation of this experience in drama through representations al-

lows poets to achieve comic effect and mediate crucial meanings.
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Introduction

It is a well-known fact that dramatic performances in Athens were embedded
in public festivals in honour of the god Dionysos. Staging and attending them
meant, among other things, taking part in religious activities aimed at pleas-
ing the deity. However, establishing the link between the content of the plays
we have and Athenian religion has always been problematic. Whereas the re-
ligious context of the Attic theatre is beyond doubt, the question still to be
answered is how the dramatic works themselves contributed to the religious
event. Even with Euripides” Bacchant women and Aristophanes’ Frogs where
Dionysos is a character acting on stage, the relationship of the plays to cultic
worship is far from easy to demonstrate. The present study seeks to further
explore this problem and to offer an analysis of the interrelationship between
the ritual context of the festival in which the plays were performed and the text
of the plays. The method I have adopted is to investigate the rituals that were
enacted in drama as part of the fictional plot.

The thesis focuses on Old Comedy for several reasons. Unlike tragedy or
satyr drama which use mythical settings, the comic genre is more direct in its
representations of the Athenian life of which religion was an important part.
Religious rituals, such as sacrifices, processions, prayers, libations happen to
be incorporated in comic plots as embodied actions — not just as references in
narratives — more often than in tragedy. This makes the genre of Old Comedy
one of the richest sources for the Athenian religion of the fifth century, albeit
like any source it does not give a fully realistic picture and has to be used crit-

ically. In fact, Old Comedy has been amply used in studies of Greek religion.!

For example, as a source for sacrificial practices: Van Straten 1995; for the use of laughter
in Greek ritual: Halliwell 2008, 155-206; on the role of women in the cult: Goff 2004.



However, representations of rituals in Old Comedy have never been studied
comprehensively from the point of view of the dramatic mechanisms that un-
derlie them. The present study aims to provide a more thorough and clearer
analysis of comic representations and to assess them as the evidence for ac-
tual ritual practices. At the same time, it provides an insight into the genre of
comedy and how it handles religious matters. The overall conclusion offers an
interpretation of Attic theatre as simultaneously a sociocultural and religious
phenomenon. The chronological and geographical span is narrowed accord-
ing to the standard definition of the genre of Old Comedy — only Athenian
plays, both complete and fragmentary, of the 5th— early 4th centuries BCE are
included.

In the first Chapter Setting the Scene: Problems and Approaches to Ritual in
Drama, I discuss existing methodological frameworks for the interrelation be-
tween ritual and theatrical performances. I observe that previous interpre-
tations tended to disregard the distinction between ritual as part of the real
life and representations of ritual in drama as part of the fictional imaginary
world. Scholars stressed the similarities and overlaps between ritual and the-
atre rather than the difference and distance that exists between them. By con-
trast, in this study, the difference between the actual historical cult and its de-
piction in the theatre (as well as the ability of the audiences to discern this
difference) is my main methodological premise. I base my argument on an ap-
proach to comedy as a fictional dramatic genre which interacts with real world
ritual experiences of the audience through dramatic representations. However,
this approach does not mean that the structural similarities between ritual and
drama, such as the performative and representational nature common to both,
are not important. In the following chapters, I show how these are exploited by
playwrights to achieve a comic effect, to show the importance of their dramatic
art, and to achieve success in the theatrical competition.

In the second Chapter Ritual Speech in Old Comedy, I analyse the utterances
in the plays which are marked as ritual: hymns, prayers, ritual exclamations

9



and shouts, and the recitations of oracles. I regard hymns, sung by the comic
khoros, as a powerful tool to ritualise the dramatic performance and to persuade
the audience that the specific play is highly significant and relevant for the city
and its religion, deserving victory at the festival. Prayers, shouts, and oracles
in Old Comedy are also used to mark the moments of particular importance
within the plot and to involve the audience emotionally. The discussion of
these utterances allows me to demonstrate that comedies are a unique source
for the study of the forms of Greek ritual speech since they are not just reported
or referred to in narratives but enacted on stage. The comic imitations of real
cultic performances allow us to see the prayers and other types of utterances in
action. The performative aspect shared by drama and ritual hence can be used
to reconstruct the functions of ritual speech in the real-life ritual practices.

The third Chapter Ritual Space and Time in Old Comedy addresses the phys-
ical and temporal dimensions of ritual. The main question is how ritual space
and time are constructed in the imaginary world of comedy and how the dra-
matic representations reflect or exploit the actual ritual spaces of sanctuaries
around the theatre as well as the ritual calendar of the Athenian festival year
of which the theatrical events formed a part. As in the previous chapter, it is
concluded that the comic dynamics consists of two simultaneous processes:
on the one hand, to ritualise the themes and the dramatic action of the play
through ritual representations and, on the other hand, to reflect, in a creative,
often subversive way, the basic religious attitudes and experiences of the au-
dience.

Finally, in the fourth Chapter Sacrifice in Old Comedy Beyond Slaughter and
Feast, I explore the religious meanings which sacrifice embodies in comedy and
discuss their relation to the actual attitudes of the Greeks towards their gods
as expressed in ritual practices. In the analysis of the comic representations
of sacrifice and other rituals, one of the main methodological caveats is not to
take it for granted that all comic rituals refer to actual cult as part of the life of
the Athenians. In fact, as my study shows, many of them refer to the literary
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representations of rituals in other genres, such as lyric and epic poetry, and
tragedy. The thesis demonstrates the complex relations between the world of
comedy and the realities it represents and opens path for future investigation

of ancient Greek cult and culture.
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Chapter 1

Setting the Scene: Problems and

Approaches to Ritual in Drama

1.1 Ritual origins: a critical approach to the theory
of the Cambridge school

An outline of approaches to the Attic theatre and its relation to ritual needs
to start with the “myth and ritual” theory of the Cambridge anthropological
school. Although the theory dates back to the beginning of the 20th century,
it continues to influence our understanding of the topic. The major work on
ritual in Aristophanes’ comedies and one of the chief contributions to the topic,
Bowie 1993 acknowledges his inheritance from the ritualists without offering
any systematic discussion of the “myth and ritual” model in its application to
Greek Comedy. A comprehensive analysis of the ritualist theory is beyond the
scope of this work; nevertheless I shall present here a critical review of some
of its key points to clarify my own approach.

The Myth and Ritual theory was developed in Harrison 1903, 1912, Murray
1913, Cook 1914, and Cornford 1914, using the material of Greek drama and
religion. As it is clear from the name of the group used by them and their con-
temporaries, the ritualists concentrated on the connection between ritual and
myth: according to their theory myths and rituals operate together and go

hand in hand with each other. The strong interest in the link between the two
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at that time seems to be partly motivated by the drastic divorce of the studies
of Greek historical religious practices (rituals) and Greek literary texts, espe-
cially poetry (myths) — the rationalistic approach which had dominated the
scholarly landscape since perhaps as early as the Alexandrian philologists.! In
this regard, Harrison’s rediscovery of Greek literature as myth that originally
functioned as a script underlying the ritual events was very productive and
opened a new perspective on the history of Greek religion and culture. The
problem of the myth and ritual was taken up by major scholars and prepared
the basis for the performance theory which revolutionised the field of Greek
poetry in the 20th century. The interrelation between the literature (myth) and
ritual ‘reality’ is important also for the present study which aims to explore
the literary texts of Old Comedy as performed in their religious and historical
context.

As far as Greek drama is concerned, the theory of the Cambridge ritual-
ists followed in the footsteps of Aristotle’s evolutionary framework of the rit-
ual origins of theatre, imbuing it with anthropological models typical of the
beginning of the 20th century.? According to ritualists, drama originated in
the ritual of Death and Resurrection of the Year-Daimon. Dionysos was re-
garded as one of the incarnations of this Year-Daimon, a dying god of the type
identified by Frazer.® Originally the ritual enacted in Greek tragedy was only
Dionysiac. Later, however, influenced by other genres and rituals tragedy in-
corporated other, not necessarily Dionysiac rituals. Following this theoretical
model, Cambridge ritualists strove to interpret every tragic play as an aetio-
logical enactment of a ritual with a ritual sequence underlying its plot. Thus
the Prometheus represents a foundation of a ritual torch race, Aiskhylos” Sup-

pliant Women - an aition of the ritual of reception of suppliants at an altar. The

1 As stated in Harrison 1903, vii.

ZHere and further in this chapter I mean by drama and theatre both tragedy and comedy, if
not stated otherwise, partly because the majority of scholarship concentrated on tragic material
and partly because I am going to discuss problems that are common for both dramatic genres.

$Murray 1913, 60-69, and Murray’s Excursus on the Ritual Forms Presented in Greek Tragedy in
Harrison 1912, 341-363.
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main pattern of every tragedy was seen by Cambridge ritualists in the death or
pathos of a hero. This included six stages: 1) agon, the fighting of the deity with
his enemy; 2) pathos or disaster: his sacrificial death through sparagmos, tearing
apart; 3) the arrival of a messenger with the news of his death; 4) lamenta-
tion; 5) the discovery or recognition of the dismembered god, and finally 6)
epiphany or resurrection.* Cornford 1914 applied the Year-Daimon theory to
comedy. In his book he analyses the structure of comic plots as built of canon-
ical formulas that reflect a ritual sequence. Cornford postulates that every one
of Aristophanes’ plays ends with a triumphant exodos combining a revel pro-
cession, komos, and a wedding procession to be followed by the marriage of a
protagonist. He sees in this pattern a survival of the fertility ritual of sacred
marriage led by the god of fertility himself, Dionysos or Phales. The motif of
inversion of the existing order present in Aristophanes’ plays is interpreted by
Cornford as the annual accession of a new god or king to the throne of the old
Zeus. He argues also that the content of the parabasis corresponds to the con-
tent of the phallic songs that according to Aristotle stood at the beginning of
comic genre.” In Chapter 5 he concentrates on agon, sacrifice, and feast as the
main ritual elements of a comic plot that result in the sacred marriage at the
end of the play. The comic agon stands for the ritual contest between Summer
and Winter, Life and Death. The agon is followed by a scene of sacrifice and
prayer with cooking and eating at a feast designed to celebrate the victory of
protagonist in it. These parts of the sequence contain, according to Cornford,
some traces of an older ritual where the god himself was the victim, passing
through death to his resurrection and apotheosis.

The main principle of the Cambridge school, the evolutionary framework
of the phases of the development of religion and the emergence of the theatre,

partly derives from the general 19th-century preoccupation with the origins of

*For instance, the appearance of gods in the end of the plays was interpreted as epiphanies
of the resurrected deity, the final part of the original ritual: Murray 1913, 112.

5On the parabasis as a nugget of unassimilated ritual embedded in the structure of the play,
see Murray 1933, 12.
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Greek drama fuelled by Nietzsche’s renowned essay Geburt der Tragddie aus dem
Geiste der Musik (1872) and partly rests upon Aristotle’s powerful account of
the emergence of dramatic genres from ritual performances. In a short section
of his Poetics, Aristotle stated that tragedy was derived from dithyramb with
a strong element of satyric mood and dance while comedy arose from phallic
songs.® Stimulated by Aristotle (and Nietzsche), scholars for long time debated
the origins of Greek tragedy. A great variety of theories about the original (rit-
ual) form of tragedy have been suggested.” To name only a few hypotheses
scattered over the 20th century, Ridgeway argued that tragedy arose from the
worship of the dead and funeral games in honour of kings and heroes;® Thom-
son postulated that its origins were in initiation rituals;’ Burkert saw the ori-
gins of drama in a sacrificial ritual basing his argument on the etymology of
the word tragoidia as ‘song at the goat-sacrifice’;'° Sourvinou-Inwood regarded
drama as part of the ritual of entertainment and welcoming Dionysos at the
Prytaneion as a xenos."

What was crucial, however, for early ritualists, is not the answer to the ques-
tion of origins but the implications it had for their interpretational framework
of dramatic works as a whole. According to Harrison, Greek drama of the fifth-
century is the final stage of the development of the ‘basic’ religious ritual. At
this stage no real ritual event is happening and the performance has been com-
pletely transformed into a piece of aesthetic literary entertainment. The ritual
elements in tragedy and comedy are — for ritualists — mere atavisms of forgot-
ten practices which prove their general thesis that Greek mythical narratives

arose from practiced ritual activities. Harrison draws a clear chronological

61449a. For analysis and deconstruction of Aristotle’s evidence see Scullion 2005, 23-37.

’See the overview of the scholarship on ritual origins of comedy in Csapo and Miller 2007,
7-32; Lesky 1983, 1-25.

8Ridgeway 1915.

“Thomson 1946.

0Burkert 1966, 87-121.

Hgourvinou-Inwood 1994, 269-290. The discussion continues into the twenty-first century.
For instance, Rozik 2002, 336-347 rejects existing theories and proposes a psychoanalytic theory
of theatre as institutionalised daydreaming that spontaneously creates images and allows one
to experience the unconscious in a legitimate social context.
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boundary between art and ritual: the two cannot coexist. Drama, in her view,
is a literary phenomenon that came to being when the religious belief in the
efficacy of the ritual had already decayed.!? She justifies this assertion with a
philosophical claim that we cannot live and look at once: where contemplation
and spectatorship of the art begins, all practicalities of the ritual and magic in-
evitably have already been lost."® The fifth-century drama is hence ‘an end in
itself’ that brings aesthetic pleasure to the spectators, the enforced product of
recycling by the society of a ritual practice that has lost its meaning and efficacy.

What Harrison left out of account in her discussion was the embeddedness
of the fifth-century dramatic plays in the context of the religious Dionysiac fes-
tivals. One of the first scholars to challenge the evolutionary theories of myth
and ritual school and to highlight the importance of the synchronic ritual con-
text of drama was Pickard-Cambridge.'* The performance theory proposed by
Richard Schechner further reinforced the simultaneous coexistence and unity
of ritual and art in the fifth-century drama and suggested a new theoretical
framework for studying ritual and drama.!® It assumed the inseparability of
social drama (ritual) and aesthetic drama (theatre) within one performance.'
In Schechner’s view ritual and theatre are two polarities, the former associ-
ated with efficacy, the latter with entertainment. Ritual is aimed at results,
provides a link to an absent Other, and refers to symbolic time; its performers
are possessed and its audience is involved through belief and collective cre-
ativity. Criticism and reflection are discouraged. Theatre, on the other hand,
emphasises the time of "here and now” and its aim is to generate enjoyment.
Performers are conscious of what they are doing while the audience watches
and appreciates. Criticism and individual reflection are encouraged. However,

ritual and theatre never exist in isolation. The functions of effectiveness and

2Harrison 1918, 73.

BBHarrison 1918, 71.

4Pickard-Cambridge 1968.

155chechner and Schuman 1976; Schechner 2003. A discussion of performance theory in its
relation to ritual in Bell 1997, 73-76.

18The concept of ritual as social drama was proposed in Turner 1982.
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pleasure-giving are always interwoven in living forms of theatre, such as the
Athenian theatre of the fifth century. The combination depends on the context
and function of a specific performance.!” Bierl 2009 applied Schechner’s ideas
to Aristophanic comedy. In his analysis of the choral dance and song in Aristo-
phanes” Women at the Thesmophoria he rejects the model of diachronic genesis
and discusses the structural commonalities of drama and ritual and the rela-
tionship of interdependency between them. In his paradigm, the resemblance
and overlap of the two phenomena are based on their performativity: both the-
atre and ritual are staged in a spectacular fashion in front of the whole polis.'®
Bierl argues that a dramatic performance in fact is a ritual in the contemporary
framework of the festival and that the text of the plays reveals their agents as
worshippers performing at a ritual event.

Even though the diachronic aspect of the ritualist theory was ultimately
rejected by the scholarly consensus, ritualist ideas have not ceased to be popu-
lar.”” They were in fact revived by Burkert in his highly influential essay “Greek
tragedy and sacrificial ritual” (1966) where he argued that ‘the essence’ or the
‘pattern’ of sacrifice is present in the plays by three tragic poets.*® The gen-
eral idea of a unifying pattern derives from the assumption by the ritualists
that myth is the plotline (script) of the ritual — something that pulls the ac-
tions together into a tale.?! The ritualist approach to drama was adopted by a
great number of scholars.?? In the more recent studies (labelled ‘New Ritual-
ism” by Friedrich 2000), while the teleological ritualist model is dismissed, the
synchronic connections between ritual and drama are stressed.?

Concerning Greek comedy, Bowie 1993 also renounces the search for the

17Schechner 2003, 134-162.

8Bierl 2009, 267.

YThe question of origins and the synchronic relations of ritual and drama have been sepa-
rated in the scholarship. The former still remains highly debated.

20Burkert 1966, 87-121.

ZFor dromena as equivalent to drama in the ritualist terminology see Harrison 1912, 328-330.

22For example, Adrados 1975, Seaford 1984; recently Sfyroeras 2004, 259-262.

2 A summary in Csapo and Miller 2007, 32. Also Foley 1985 and Easterling 1988 for tragedy
and Bierl 2009 for comedy.

17



origins of Greek drama and rejects the idea of one overarching ritual on which
all comic plots were based. Nevertheless, he looks for mythical and ritual pat-
terns behind the plots basing on them the interpretation of each play.** The
structures are different for each play but the idea of ‘mythical symbolism” that
is hidden in every single comedy prevails in his method. Bowie opens his
analysis with the discussion of the myth of Christ’s death and resurrection en-
coded in Beethoven’s opera Fidelio as an illustration for his method — an exam-
ple of interpretatio Christiana which was common for the ritualist school.® The
methodology applied by Bowie makes him leave out a lot of material in come-
dies that does not fit in the proposed structure of the mythical interpretation
of the plays. In fact, despite the title of the study, Bowie does not examine the
representations of ritual in comedy and is mainly focused on myth which he
rather loosely defines as ‘a wide spectrum of different kinds of story and dis-
course’.?® This approach derives from Cambridge ritualists’ concentration on
myth and not ritual itself. Ritual for them was something simple and primitive
which is of no interest and needs no explanation. This might sound paradoxi-
cal since ritualists saw their mission in restoring the significance of ritual and
introducing the framework in which cult practices are crucial for religious con-
ceptions. However, although they claimed the primacy of ritual over myth they
were not interested in ritual as such, its mechanisms and complexities. Instead
they were keen to understand the myth, the stories, which, according to them,
could be best explained only through the ritual practicalities. Ritual itself was
not studied but was employed as the means of interpretation of myth.?” As

Harrison writes in the opening of Prolegomena: “‘What a people does in relation

ZBowie 1993, 5; Bowie is following the school of structural anthropology of Jean-Pierre
Vernant, Pierre Vidal-Naquet and Marcel Detienne.

PBowie 1993, 1-6. E.g. Robertson Smith’s notion of sacrificial meal was modelled on
Eucharist and Frazer’s Dying god drew on Christ-figure, as well as Harrison’s concept of
monotheism, see Schlesier 1991, 218; also Murray 1913, 60-62.

2Bowie 1993, 7. However, his later articles on the topic of ritual in comedy Bowie 2010, 2000
include overviews of rituals that were staged in comedy.

2’Noted by Ruffell 2011, 165: “Whereas, however, Levi-Strauss uses myth to explain ritual,
for anthropological literary criticism the reverse is the case — stories are explained through, or
more strongly, derive their meaning from, their interaction with ritual.”
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to its gods must be one clue [...] to what it thinks’.?® The religious thoughts (in
the form of myth) remained the focus of her attention.

Bowie’s preoccupation with mythical structures rather than with ritual re-
ality resulted in the absence from his book of many essential episodes in plays
where Old Comedy interacts with ritual. Thus, for instance, his discussion of
Aristophanes’ Peace is concerned more with the pattern of the returning god
than with the sacrificial scene mentioned only in passing® and in the chapter
on the Akharnians there is no discussion of the ritual procession organised by
Dikaiopolis. Although the book contains valuable insights that contribute to
our understanding of the plays, it deals mainly with myth and plots, not with
ritual and performance which are the focus of the present study (discussed in

more detail in 1.3.1).

1.2 Nothing to do with Dionysos? Searching for
cult in drama

Despite the dismantling of the ritualist theory, attempts to link drama to cult
never stopped. One place to look for it was the Dionysiac festivals in which
performances were embedded. The Great Dionysia were celebrated in hon-
our of Dionysos Eleuthereus while the Lenaia worshipped Dionysos Lenaios.*
Festivals consisted of a sequence of ritual activities in which theatrical perfor-
mances were incorporated. The priest of Dionysos was present at the shows
sitting in the centre of the front row and presumably the cult statue of Dionysos
was brought into the theatre.®! The theatre in Athens was dedicated to Dionysos

and was situated next to Dionysos” precinct on the southern slope of Acrop-

olis. The sanctuary was the final destination of the great procession on the

28Harrison 1903, vii.

DBowie 1993, 146.

3The Great (or City) Dionysia were more international. On the difference between the au-
diences at these two events: Revermann 2006b, 165.

31See, for example, Ran. 297, Eq. 536. Pickard-Cambridge 1968, 268; Csapo and Slater 1994,
105; Revermann 2006b, 30.
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first day of the City Dionysia. Here, the sacrifice was performed at the altar,
and the next day the public gathered at the same place to watch the perfor-
mances of the dramatic khoroi. Theatrical buildings and theatrical festivals in
Attic demes were also associated with the worship of Dionysos. Plato says that
the spectacle-lovers visit every festival of Dionysos in all the demes.** The old-
est stone theatre in Greece in Thorikos has a small sanctuary of Dionysos in
the western parodos® and the theatre in Rhamnous was situated in Dionysos’
precinct as well.3

However, the insightful discussions of the festival context of the plays do
not answer the question in what ways the drama itself is related to ritual. In
fact, the rich ritual framework of the plays actually makes more noticeable the
absence of the direct relation to the cult in the dramatic action. This contrast
was noted already in antiquity: as reported by lexicographers a proverb ‘noth-
ing to do with Dionysos” originated from angry cries of the audience disap-
pointed in their expectations of Dionysiac rituals in the theatre.*® The lack of
obvious links between the cult and theatrical performances did not discour-
age scholars from searching for Dionysiac patterns, metaphors, or models hid-
den in the text of the plays.*® While Murray and other ritualists interpreted

tragic heroes as embodiments of the god Dionysos, more recent critics saw the

32Resp. 5.475d.

3The archaeological site is described in Musshce 1968, 105 and Mussche 1974. In Kolb’s
opinion the original function of the theatre building was of a meeting place as of an agora.

3There is a dedication of the 4th BCE of the seats to Dionysos: IG II? 2849. The stibadeion-
shaped building situated next to the theatre indicates the link with Dionysos according to Kolb
1981, 69, Pouilloux 1954, 72. A stibadeion was a semicircular building presumably for dining
in honour of Dionysos, Picard 1944, 127-157.

%Zen. 5.40 and in the Suda. Thematically only one extant tragedy, the Bacchant women, deals
directly with the god and his cult. Although it is relatively late (the end of the fifth century)
and probably composed in Macedon, it has received a lot of attention in terms of interpreting
the god Dionysos and his worship reflected in the play. Overview of scholarship in Mills 2006
and Bierl 1991, 177. Also Winnington-Ingram 1969; Segal 1997; Seidensticker 1979; Henrichs
1993; Seaford 1996; Henrichs 1978. There are also a number of titles and fragments of lost
tragedies that must have represented Dionysos in some way. See the list in Bierl 1991, 11.

%See Schlesier 2007, 307, Segal 1997, Seaford 1994. A typical ritual pattern of Greek festival
pompe-agon-komos is identified by several scholars in the Bacchant women: Seidensticker 1979,
also Seaford 1996, 226, Foley 1985, 211, Thomson 1946. Seaford argues that the structure of
the play contains an aetiological story of the foundation of the Dionysiac mysteries at Thebes,
Seaford 1996, 35. Schlesier reveals maenads as models for female characters in tragedy Schle-
sier 1993.
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Dionysiac qualities of ecstatic states, strangeness, metamorphosis, and ambiva-
lence manifested in Greek theatre and regarded the god Dionysos as the exem-
plary Other which every tragic play celebrates.” Dionysos” ambivalence pro-
vides a link between the god and his theatre because the nature of the dramatic
art and mimesis is itself ambivalent in its simultaneous reality and fictional-
ity. Like wine, one of the forms the god can take, it creates illusion through
which humans can be enlightened or deluded.® Moreover, Dionysos” lack of
identity and fluidity,® his ability to transform and adopt different epiphanic
appearances, make him the god of metamorphosis* and metamorphosis is es-
pecially appropriate for the god of drama where actors adopt fictional roles,
personae. Theatrical masks and costumes are key means of losing one’s identity
and transforming oneself into the Other.* Masks were closely associated with
Dionysos in Greek culture. On vase paintings the god himself is represented
as a mask in ritual context and the so-called Lenaia vases represent cultic
masks of Dionysus suspended from pillars.* In modern scholarship the mask
has become the symbol of the god’s otherness and strangeness.** For example,
Schlesier argues that the mask transforms the actor into a Bacchic figure thus
revealing the manifestation of the god to the audience.* The whole idea of the
masked theatre therefore expresses one of the crucial aspects of the god.

Furthermore, different dramatic genres reveal their associations with Dionysiac

%Vernant and Vidal-Naquet 1981, Goldhill 1986, Segal 1986, 48-74.

38Segal 1997, 215, Mills 2006, 87. The Bacchant women can be taken as an example of Dionysos’
ambivalence which is reflected in tragedy as the play represents religious fanaticism and at the
same time manifestation of truly divine power.

30tto 1965, Henrichs 1982, 158, Henrichs 1984, 234-240.

40Tn the Bacchant women he is transformed in bull, snake, lion; see Segal 1997, 231.

“'Wiles 2007, 2008.

2Wrede 1928.

#Frontisi-Ducroix 1991.

#Henrichs 1993, 36. The anthropological function of mask to remove one’s identity and lead
into the mythological and sacred reality is emphasised by Calame 1986, 97, 107. He also argues
that mask is characteristic of cults of divinities who ‘on the margins of civilisation guard the
path between the interior and the exterior, between the self and the other’, namely Dionysus,
Artemis, Demeter. Mask has a protective function too. Dionysos is the god of possession and
the mask assures that the citizen representing himself and the actor representing the Other
can coexist and that the actor will be restored as citizen after the performance; see Calame
1986, 114.

45Gchlesier 1993, 97.
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worship in different ways. Thus, the genre of satyr play has even been pro-
claimed by some scholars the embodiment of the Dionysiac cult in the the-
atre.*® Indeed, the genre of satyr play reveals itself as related to Dionysos in
some aspects. The khoros of this dramatic genre always consists of a group of
satyrs, mythological companions of Dionysos. Thematically, satyr play tends
to represent mythological plots where either a group of satyrs or an individ-
ual hero is insulted with axenia or disrespect which is a typical motif of myths

about the god himself.*

The khoroi of satyric drama are often regarded as re-
vealing their ritual Dionysiac identity more directly than those of the other two
dramatic genres.48 The satyric choral identity of Dionysiac servants, however,
remains within mythological, dramatic space of the mythical plot. They are
bound by the genre of satyrplay to perform as Dionysiac companions and act
as his worshippers within the boundaries of the imaginary world, not in the
real "here and now’ of the Athenian theatre.

The similarities with Dionysiac cult are also evident in some aspects of com-
edy. One obvious feature is phalloi that formed part of comic costume and
were carried by actors in comedy. The phallos is, along with the mask, one
of the main symbols of Dionysiac worship. It is ubiquitous in the iconogra-
phy of satyrs and was carried in Dionysiac processions as a symbol of the god

and as the manifestation of his presence.*’ At the City Dionysia according to

epigraphical and iconographical evidence, the phalloi were brought to Athens

#Easterling 1997, 37. This view goes back to Aristotle and Cambridge ritualists. According
to Aristotle’s disciple Khamaileon (fr. 38 Wehrli), satyr play was added to tragic trilogy to
satisfy people disappointed with the lack of Dionysiac content in the plays and to reintroduce
it into the tragic performances. See discussion in Seaford 1984, 11; also Seidensticker 2003,
120, Voelke 2001, 394. Murray claimed that satyr-play was originally the epiphanic part of the
whole tragic sequence revealing the god of the theatre to the audience in his satyr-servants;
see Harrison 1912, 344.

47Voelke 2001, 381; on axenia: Limmle 2007, 345, 337. Dionysos acts as a xenos in many
myths, and axenia is a crime directly against him. Moreover, the Great Dionysia celebrate
Dionysos Eleutherios who comes from a deme on the margins of Attica integrated in the polis
very recently and therefore at this festival he is a guest received in Athens. On the connection
of the ritual of Dionysos’ xenismos and the festival of Dionysos in Athens: Sourvinou-Inwood
1994, 273.

48Geaford 1984, 10, Seidensticker 2003.

49Cf Semos of Delos fr.20; Rothwell 2007, 25-28.
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as tribute by allies and presumably were carried in the procession on the first
day.™ This similarity of cultic and comic performances is also reflected in Aris-
totle’s theory of comedy’s origins according to which it derived from revels,
komoi, indecent processions in honour of Dionysos.!

Phalloi in the Dionysiac cult were an instance of ritual aischrology, which
was considered as a further point of affinity between comedy and cult. The
term aischrology (literally, “shameful speech’) is used to indicate the special
mode of speech and behaviour — obscene, abusive, and invective — which is
normally unacceptable in real life situations but is sanctioned in ritual contexts.
It was associated primarily with worship of Dionysos and Demeter.”

Aischrologic rituals include gephyrismos, joking ritual at the Eleusinian Mys-
teries, tothasmos (ritual mockery), some rituals at the Thesmophoria, phallic
songs, and comastic performances. Apparently, aischrology was sanctioned
at the Athenian dramatic festivals and cultivated in Old Comedy. The affilia-
tion between comic mockery and ritual mockery has been explored by Halli-
well who regards comedy to be a form of ritual laughter and argues that the
obscenity and abusiveness of comedy is, in fact, a form of religious piety.”
Others have emphasised the sociopolitical and literary dimensions of comic
laughter and shame arguing against the ritual interpretation.* In general the
evidence of cultic aischrology is not sufficient to allow us to draw conclusions
about the extent to which comedy functioned in the same way or was linked

to it genetically.™

G 1P 46.17; SEG 4.31, 67.2-6; Csapo 2013.

SMurray 1933, 10; Rothwell 2007, 7-21.

>2The evidence for the use of laughter in rituals was collected and analysed by Halliwell
2008, 155-206.

3Halliwell 2008, 206-214, 262.

54Gtark 2004, 322-325; discussion of Halliwell’s view in Rosen 2015, 23 who insists that de-
spite the seeming similarity with ritual obscenity, aischrology in comedy is a phenomenon of
literary mimesis.

Rosen 2015, 19-33, esp.27-28 makes a strong case that functionally comic aischrology was
different from cultic aischrology.
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Finally, a solution to the “Nothing to do with Dionysos’ challenge has been
offered by the polis religion model. This framework was applied to drama in
the collected volume Nothing to do with Dionysos? (1990). As explained in the
introduction to the volume, this approach is based on the material collected
by Pickard-Cambridge who demonstrated the embeddedness of Attic drama
in the Athenian festivals. The editors of the volume, however, observe that an
interpretative framework is virtually absent from Pickard-Cambridge’s work.
The new interpretation they offered regards the god Dionysos as well as the
rituals connected with him as social entities defined and derived from the polis
religion. According to Sourvinou-Inwood, the ordered community of the polis

plays for Greek religion the same role as the Church organisation in Christian-
ity:

The polis was the institutional authority that structured the uni-
verse and the divine world in a religious system, articulated a pan-
theon with certain particular configurations of divine personalities,
and established a system of cults, particular rituals and sanctuaries,

and a sacred calendar. >°

The Athenian social and political system manifests itself in the dramatic festi-
val. Since the cult is part of this system, it is, therefore, inherently present in

the performances. The authors of the volume claim:

“[...] if we turn to consider the circumstances of the festivals that
centered on the god brought into the midst of the polis and the
citizens, then we might propose the contrary — ‘everything to do

with Dionysos’.”*”

565ourvinou-Inwood 2000b, 19. Also in Sourvinou-Inwood 2000a, 51: In the classical period
polis religion encompassed all religious activities within the polis. All such activity was per-
ceived as symbolically legitimated through the religious system of the polis, which shaped the
perception of the gods and articulated the relationships between men and the divine... and the
polis was the authority which sanctioned all cult activity within its boundaries and mediated
it beyond them.

57Winkler and Zeitlin 1990, 3.
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In the case of the Athenian drama, the god Dionysos reveals the democratic
nature of the polis and its civic ideology. The function of tragedy and comedy
is, therefore, to provide a space where the polis can be put under inspection

and exposed to itself for reflection:

“The other ritual theme was Athenian civic ideology. It is not alien
to alterity: the polis is the focus of dramatic reflection. The rituals,
furthermore, concentrated not on the city ordered by Athena and
Zeus but on the exploits of its males: Dionysus himself was a mil-
itary leader whose maenads and satyrs conquered the east. Thus,
the rituals of the City Dionysia opened a liminal ritual space that
allowed reflection on civic ideology, on Athens, its values and its

destiny.”*8

In recent scholarship Ruffell 2011 applied the approach to comedy:

“Dionysian contexts... are sites for managing the relationship of in-
dividual and/or oikos to polis, in terms of both the logical structure
of the fictional world and the thematic poles of inclusion and exclu-
sion. ... The Dionysian represents the transcription of the polis into
the comic sphere, but also links the techniques of the comic sphere

back to the political.”>

The approach opened up a broader perspective on tragedy and comedy as
having a number of cultural, social, political, and ideological functions, and
introduced the theatrical audience as one of the key participants of the perfor-

mance who contribute to its cultural reception and interpretation. However,

58 As summarised in Graf 2007, 56. See also Seaford 1994. Cf also Sourvinou-Inwood 2003,
513 on Greek tragedy: “The fifth-century audiences did not perceive tragedy only as a purely
‘theatrical” experience, a discrete dramatic unit, simply framed by ritual, but also as part of a
ritual performance. Aetiologies, deities, and other religious elements in the tragedies were not,
for them, simply theatrical devices, insulated from their religious realities; they were charged
with religious meanings; they were, in varying degrees and ways, part of those realities. Fifth-
century tragedy was among other things, a discourse of religious exploration, part of the reli-
gious discourse of the Athenian polis.”

¥Pp.310-311.
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the scholars that emphasise the social function of drama downplay its religious
component. Research within the framework of polis religion mostly focuses
on extratextual aspects of tragedy and comedy and the implications of these
aspects for the polis structure.® Dramatic contests are regarded as “political
events, part of the polis’ official celebration of itself and the god Dionysos”,®!
similar to other public performances such as speeches in the Assembly or law-
court. Aspects shared by these with drama are systematically highlighted in
the volume and in later scholarship.®> Dramatic performance is compared with
military, forensic, and political events but for some reason not with ritual ones.
The subsequent scholarship of the social context of theatre paid minimum at-
tention to its ritual aspect: for example, in the volume Performance, Iconography,
Reception (Revermann and Wilson 2008) only one chapter deals with the ritual
in the context of drama. Since the 2000s the approach has been becoming more

balanced and scholars have tended to reintegrate ritual performances in the

discussion.®

1.3 Ritual and representations of ritual

What is common for the majority of the approaches discussed above is that
none of them draws a clear boundary between ritual and theatre. On the con-
trary, they highlight the continuum between the two as if ritual was somehow
diluted in drama or as if drama was some form of Dionysiac ritual. Indeed,
the theoretical argument about how this line can be drawn proves to be a dif-
ficult one.** However, if we shift our focus to the rituals enacted within dra-

matic works, a clear and discernible difference for the audience between them

ORuffell 2011 presents an exception looking at the internal mechanisms of comedy and their
political function.

61Winkler and Zeitlin 1990, 5.

62E.g. Wilson 2000.

3E.g. Csapo 2010; Wilson 2000.

®Various solutions to the problem are discussed in Csapo and Miller 2007, 4-7. The view
on the difficulty or impossibility to draw the line derives from the performance theory which
“fails to account for the way in which most cultures see important distinctions between ritual
and other types of activities” (Bell 1997, 76).
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and the Athenian actual practices is necessarily present. The rituals enacted
in comedy cannot be the same thing as the real ones performed as part of the
worship of the gods — this is something of which any Athenian sitting in the
theatre of Dionysos would be aware. This suggestion is corroborated by the
evidence of the plays that do not present accurate replicas of any actual es-

tablished ritual events but rather amalgamations of them.®®

The perception
of ritual representations would be generally the same as the perception of the
Athenian Assembly or other civic institutions, represented in comedy, as well
as actors playing Athenian politicians and celebrities — no one would think of
them as ‘real’. The spectators apparently were not expected to act in the same
way as if they would do if they were present at a cultic performance. During
the performance of a sacrifice or any other ritual on the comic stage, the spec-
tators would not switch their code of behaviour to the one they usually would
adopt during a religious ceremony. This presupposition does not exclude the
similarities between literary dramatic forms and ritual practices. These sim-
ilarities would be known for the audience and consciously exploited by the
playwright. Deliberate play with the resemblance of dramatic forms to ritual
practices was possible, however, only in so far as they belonged to two different
realms.®® Moreover, rituals enacted in drama as part of the theatrical perfor-
mances resist an approach which seeks to link the ritual dimension in drama
exclusively with the Dionysiac cult. The representations are not limited to the
rituals of Dionysos: playwrights draw on a rich range of ritual experiences in
the audience to create resonances.

In this study I draw a clear line between ritual as a social and religious prac-

tice and a representation of it in drama. Unlike the authors of previous stud-

65Rosen 2015, 30, Graf 1974.

%Discussed in Rosen 2015, 23, 30-33 who argues compellingly that although even the audi-
ence and the playwright could take interest in the similarities between the two kinds of ais-
chrology, a ritual one and a comic one, they remained two different realms for them. See also
in his earlier work on the parodos in the Frogs, Rosen 2007, 31: “Indeed, the parodos specifically
encourages the audience to view comic and religious mockery as phenomena that require a
special understanding, precisely because they are not what they seem to be.”
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ies, I start with the difference, not the resemblance. I adopt Aristotle’s (and
Harrison’s) division between the dromenon of religion and the dromenon of art
(drama) but in the present study this division does not suppose any genetic or
chronological continuum between them or any idea of one emerging from an-
other. The criterion I am using is not something objective that can be observed
by a historian of the theatre but rather the subjective relationship of the audi-
ence to the performance. The audience collectively interprets a performance
as a fiction in cooperation with the author.®”” My general methodological as-
sumption is that the audiences in the Athenian theatre in the fifth-century were
able to distinguish between different types of drama such as non-fictional so-
cial mimesis of the ritual and fictional literary mimesis of the theatre. With this
methodological principle established, I shall explore the interrelationship be-
tween the two. In the following, I discuss what I understand by ritual and by

its representations in drama.

Ritual in cult

When referring to rituals, I refer only to those religious practices that were alive
and active in the fifth-century Athens and were part of the everyday life of the
audiences in the Dionysian theatre and therefore part of the historical context
of Greek comedy. From the formal perspective, by ritual I mean social activities
that were established and accepted within the polis cult of the gods. The focus

of my research includes sacrifices, processions, libations and offerings to the

7Ruffell 2011, 39: “If fiction is a mode of communication involving two consenting parties,
then the audience has a much more active, constructive role than in models that rely on illu-
sion or beguilement or charm. [...] The audience [...] actively constructs a fictional world or
worlds on the basis of the fictional utterance (performance). That is to say, fictionality is not a
matter of semantics but of pragmatics — not a matter of truth values, but an act of communi-
cation. [...] Exceptionally, an audience can interpret anything fictionally, but, as a rule, it is an
act of cooperation. Gregory Currie argues that fiction operates on the basis of recognition of
mutual intentions between author and audience: that is, the author makes a fictional utterance
understanding that the listener will interpret it correctly and coherently, while the audience in
turn interpret the fictional utterance on the understanding that this is how the author intends
it. [...] On this model, the audience then are not passive, are not victims of a predatory, illu-
sive text, or merely suspending disbelief, but positively constructing fictional worlds along the
lines encouraged and anticipated by the text or, in the case of Old Comedy, the production.”
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gods, including rites conducted in the household. I shall discuss them taking
into account the following aspects of Greek ritual: their dramatic performance
and visuality, the emotional interaction and physical involvement of the partic-
ipants, social and polis structures that lie behind the cult, religious and social
meanings which they communicate, and the role of the rituals in the construc-
tion of the communal and individual identity. Ritual must be approached as
part of the religious system, that includes also other elements such as beliefs,
myths, ideologies, and can be understood only in the interaction with them.®

Ritual as an action has a physical dimension of embodiment which includes
ritual space, movements, bodies, gestures, and material objects. It also gener-
ates, articulates and communicates meanings and represents the reality of the
communities through words, images, signs, and other media. In many cases
these ritual meanings as well as details of the physical ritual event are lost to
us which nevertheless does not mean we should not try to reconstruct them.®
As a communicative system, ritual is unique in human society, as “communi-
cation through rituals is not just an alternative way of expressing something,
but the expression of things that cannot be expressed in any other way”.”” The
messages which rituals transmit include messages between the participants

71

as well as self-referential messages.”” Rituals are also dynamic and liable to

change even if they claim to be static and canonical.”

The communicative aspect of the ritual includes the idea of communicating
with the divine. The religious function of rituals is to establish the relationship
between the world of humans and the world of the gods. Ritual is an activity

that unites mortal celebrants with the addressees and recipients of the worship.

One aspect of this is that gods and ritual agents do things together. Gods are

6 According to Yatromanolakis and Roilos 2004, 12, ritual is “a dynamically enacted commu-
nicative system of collectively shared, or collectively marked out, cultural, religious or secular,
constructs. Ritual employs a variety of symbolic and indexical media, both verbal and, mainly,
representational —visual, sensory, acoustic.”

9See discussion of methodology in Sourvinou-Inwood 2005b.

7Stavrianopoulou 2006, 8.

7IRappaport 1999, 69-101.

2Rappaport 1999, 70.
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invoked and invited to come and share the meal, to perform a libation, to take
part in a ritual dance or to assist and inspire a ritual hymn. By performing
rituals and celebrating festivals, humans imitate gods’ activities.”> During the
ritual event, the divine figures are present as recipients and objects of address
and prayer and also as agents themselves.

Ritual primarily interests me as a real world practice which comedy uses
to construct its own imaginary worlds. From this point of view, ritual is in line
with other major polis institutions ridiculed in comedy such as the assembly,
lawcourt, music, education, and festivals. On the other hand, ritual must be
distinguished from them. For this study it is significant that ritual shares many
core characteristics with dramatic performances.”* Performance, explored by
Schechner (see above) is one fundamental aspect of ritual. Being performances,
both ritual and drama have actors, spectators, special space and time, secluded
from daily life and ordinary environment and marked as special arrangement
(sanctuary, theatre).” Another function shared by ritual with drama is to refer
mimetically to the world which is not immediately and physically present and
tangible but has to be imagined. This aspect helps both theatre and religious
cult to construct the collective identity, communitas, of the audiences through
the feeling of being together, sharing experience and participating in the cre-
ation of one same make-believe.”® The difference which is hard to pin down
theoretically (but which seems to be obvious), lies in the conventional attitude
of the audience that acknowledges and accepts the performance as a theatrical
one or as the one belonging to the cultic system.” I shall show that although

comedy is aware of the difference between itself and cult, it is constantly play-

73Cultic reciprocity and divine reflexivity of Greek religion is expressed in iconography were
gods act as exemplary worshippers and performers of the ritual; see Patton 2009, 161-180.

7Summarised by Graf 2007, 58-59.

7>Rosen 2015, 24: “Both ritual and Old Comedy are governed by protocols and postures that
mark them off as specialized types of speech, different from that of the real world.”

760n the connection between ritual practices and poetic texts as means of creating cultural
and social codes and constructing meaning; see Yatromanolakis and Roilos 2004, 16-28.

7’The issues of fictional /non-fictional and reality / fantasy in comedy are discussed in Ruffell
2011, 30-52.
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ing with it, pretending to be a ritual and metatheatrically transcending it for
dramatic purposes.

The dramatic festival of Dionysos in which the theatrical performance is
embedded will be treated as the ritual frame which is significant for the in-
terpretation of the plays. The focus of my study, however, will be not on the
frame itself, but on the representations of religious cult in the plays. The main
aim of the present study is to explore the interaction between the ritual con-
text (both in the narrow sense of the dramatic festivals and the broad sense of

Greek religion as a system) and ritual representations in Old Comedy.

Representations of ritual in comedy

In the real world ritual is a complex phenomenon which combines multiple
social, cultural, psychological, and anthropological aspects. What is it when it
is enacted in comic plays? Sacrifice performed as part of a comic plot is not the
same thing as when it is performed as part of a ritual offering to the gods.” It
is a representation, that is, according to one of the definitions, ‘something that
is in at least some sense equivalent to some other thing, most often because it
resembles that other thing, but which is not the same as the actual object’”
In other words, when we call something a representation we mean that there
is some relation between the representation and its object. But how can we
describe or define the relation between the representations of ritual in comedy
and the ritual? In a sense, my whole thesis attempts to provide an answer to
this question. Here I shall give some preliminary theoretical grounds for the
further analysis.

One term that can be encountered in scholarship with regard to represen-
tations of ritual is parody. It has rich a theoretical background introduced by

Aristotle already and used by Aristophanes” ancient commentators. Despite

the fact that some scholars, for example, Kleinknecht 1937 and Horn 1970, use

78 Already in Aristotle’s theory of representation — mimesis, Poet. 1448b.
7Buchanan 2010.
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the term ‘parody’, I shall avoid using it with regards to ritual representations
as misleading for one particular reason. Both in ancient and modern scholar-
ship, parody is a term that is more or less limited to the imitations of literary
works, not of real world practices. In the context of Old Comedy, parody usu-
ally refers to parody of tragedy, so called paratragedy, and of other literary
genres. Literary parody and representations of historical practices can over-
lap in some aspects and then parody can be a legitimate term. For example,
this is the case of the comic parody of ritual texts such as hymns and prayers
which are on their own a type of poetic composition.® It is also true that comic
representations of ritual share many aspects and potential functions with lit-
erary parody and, therefore, the theory of parody can clarify the mechanisms
of such representations. I would like to outline two features of parody that are
instructive for understanding of the representations of ritual.

First, according to the school of Russian formalism, in the process of par-
odic manipulation the work is taken out from its usual context and decon-
structed as a system. In this process, particular aspects of the work which
previously were only parts of the system are being clarified. The system can
be deconstructed by changing just one element of the parodied text. This ele-
ment can be verbal or even non-verbal, such as intonation or musical accom-
paniment. Substituting this element with a sign of another system is enough
to destroy the whole system because it lays bare (another important formal-
ist term) the conventional techniques of the system. Tynyanov illustrates his
argument with an example from a dramatic play by Ludwig Tieck who in a
metatheatrical scene introduces the space of the theatre (a sign from another
system) to the space of the stage (the literary work). Tynyanov does not use
the term ‘metatheatre’ but it is clear that parody for him includes an element

of self-reflexivity because it lays bare the literary conventions not only of the

80Thus, Tynyanov 1977 in an article on parody, mentions in passing that literary parody can
also imply the parody of speech behaviour and speech practices and utterances on which lit-
erary works are based. Although parody manipulates a piece of literature, it also manipulates
the real-world speech activity on which literature is based.
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particular work but the conventional nature of literature in general and there-
fore the parody’s own conventions to a certain extent, too.3! Self-reflective and
metatheatrical aspects of parody are potentially useful for the present study,
given the ubiquity of metatheatricality and self-referentiality in Old Comedy.

On the semiotic level, parody is a tool for creating new meanings because
every element displaced from its context to a new context acquires the new
meaning and also changes the meaning of the whole. The comic effect that is
created by the incongruity between the new elements of the parody and the
system of the parodied work can be regarded as one of those new meanings.®
Thus, the comic effect is created by the controlled evocation and destruction of
audience’s expectations when the quoted texts are placed in an ironic context.
This principle of deceiving and destroying the expectations was described by
Kant in his definition of laughter and goes back to ancient scholarship (Trac-

).8% It covers the broad field of the comic and

tatus Coislinianus and Quintillian
can be applied to the representations of non-literary events and institutions
such as ritual. Instead of the literary system which is deconstructed in the case
of the literary parody, we can speak of the deconstruction of the social perfor-
mance of a religious ritual in Old Comedy.

Another function of parody according to Tynyanov is the special orienta-
tion or direction of the parody towards its object. The parody can be directed
towards various aspects: to the specific genre, author, or a group of literary
works, but this direction is emphasised in parody. While the deconstruction
of the system of the imitated work is done deliberately and openly, it also in-
tensifies the audience’s awareness of the features of the parodied literary style
or genre. Parody is thus a powerful tool for reflection on literary genres and

techniques and provides space for commenting on them, criticising them and

hence stimulates the development of the genres. In this aspect, parody comes

81Tynyanov 1977, 284-309.

82Rose 1993, 29-33, 36.

83Rose 1993, 32-34. Graf 2007, 61 also notes that rituals as part of the scenic performance are
‘tools to shape the audience’s expectations and perceptions’.
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close to another concept, satire, that provides the society with critique of itself.
One of the expressions of satire in Greek culture is iambography, a genre of
archaic poetry. lambography, however, is targeted at individuals, whereas in
the case of comedy the polis with its institutions becomes the object of comic
abuse.®* Although iambographic elements can be also found in Old Comedy,
the whole genre should not be defined as satire. As Rose explains, satire, un-
like parody, does not place or incorporate its object in its own system.* The
social criticism of the Athenian civic institutions in Old Comedy is far from
being external or additional within its structure. On the contrary, it is essential
and lies at the heart of comic plots.

Whether the aggressive censure of Old Comedy on the falsity and injus-
tice of the real-world situations should be classified as satire or parody they
are clearly present in comic representations. The comic potential to criticise
provides an important healing function for society and its institutions.® The
mechanism that makes this process possible is known in literary and theatre
theories as “alienation”, another important theoretical concept in literary and
cultural studies.”” The comic representation by deconstructing and exposing
the devices and conventions of polis institutions distances the audience from
their everyday practices and provides space for reflection. In this sense, in
agreement with the framework of polis religion, comedy functions as a polis
institution that offers the society the opportunity for self-reflection via repre-
sentation. This function of alienation is fully applicable to the representations

of rituals in comedy.®®

84The polis is the object of the iambography of Old Comedy, the civic institutions are mocked
on stage and religion is here among other such as education, assembly, lawcourt.

8Rose distinguishes parody both from burlesque and satire: for satire the object is external,
does not become incorporated, while parody makes it its constituent part; Rose 1993, 81-82.

8Parody can be seen as useful criticism or destructive ridicule: Rose 1993, 26. The posi-
tive function of parody explained by Stone in his book Parody, London, 1914, quoted in Rose:
‘Ridicule is society’s most effective means of curing inelasticity. It explodes the pompous,
corrects the well-meaning eccentric, cools the fanatical, and prevents the incompetent from
achieving success’.

8 Alienation is also a feature of parody, distancing from the quoted text, formulated as
priyom otstraneniya by the Russian formalists; see Shklovsky 1929, Rose 1993, 79.

8The alienating function of dramatic representations of choral performances has been dis-
cussed by Swift 2010, 369-370.
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1.4 From ritual to ritualisation

Old Comedy is a unique literary genre that combines in itself elements of par-
ody, satire, irony, and the grotesque providing space for attacking individuals
and institutions of the city in a special mode of comic aischrology, ‘shame-
ful speech’. The comic representations of rituals are built upon the audience’s
real world lived experiences of actual cult. At the same time, comedy goes
beyond criticising attacks (satire) and playful deconstruction (parody) of the
existing practices by creating new meanings and communicating them back
to the audience. These new meanings are created both for the entertainment
and pleasure of the public (the comic effect) and for transferring messages.®
Comic representations restructure models which they imitate while incorpo-
rating them into the world of imaginary.” I shall demonstrate that in the case
of representations of cult, Old Comedy constructs its own system of comic
ritual. The imitations of rituals in drama pretend to be ‘real’ rituals. This self-
claim of Old Comedy to actually perform rituals of Greek religion triggers the
process of ritualisation of the performance of a specific play at the festival.”!
The concept of ritualisation has been developed by Bell 1992 and Humphrey
and Laidlaw 1994 and applied to Greek lyric by Kurke 2005. Bell studies ritual
as a practice shifting the view from looking at an activity as the expression of
cultural patterns to looking at it as that which makes and harbours such pat-
terns. Therefore, rituals are a set of activities that construct particular types

of meanings and values in specific ways.”? Ritualisation, according to Bell, is

8Rose 1993, 29. See also Auffarth 2007, esp. p.407 where he introduces the special term
‘interrituality” to indicate the creation of new meanings through ‘citing’ real ritual practices
on stage.

9Rose 1993, 79, Ruffell 2011, 28. In the Russian formalist framework it leads to the evolution
of new genres and in Bakhtin’s theory of carnival it renews and transforms the society: Rose
1993, 125-170, esp. 160.

9IRosen discusses this false pretence of comedy also using the term ritualisation. He argues
that the goal of the comedy’s appeal to ritual is to seek for the divine authorisation of humour
and mockery which would be otherwise threatening and abusive. He also argues that Aristo-
phanes did not believe that comedy in fact needs such an authorisation so it is a faux-apologia
and the aischrology of comedy remains secular: Rosen 2015, 32-33.

92Bell 1997, 82.
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a process of differentiating itself as a practice and activity from any other ac-
tivities in a particular culture; the way of acting that establishes itself as more
important and powerful than other practices.”® It is based on producing con-
trast with other forms of cultural activity and with other ritualised acts.” It is
also situational and strategic which means that it creates the very powers and
authority on which it claims to rely.*> The concept of ritualisation challenges
the traditional notions of ritual, religion, and the sacred as something stable
and preexisting to which human acts are addressed. It emphasises instead
the dynamics of acting in a way that is capable of creating meanings and val-
ues. The ultimate goal of ritualisation as a strategic way of acting is to endow
the agents through their embodied actions with new capacities and sources of
power to reinterpret reality ritually. In this framework, ritual is a quality that
action can come to have rather than a category of distinctive kinds of events.
According to the theorists of the model of ritualisation, what makes a ritual act
ritual is the displaced intentionality of the act so that the participants both are
and are not the authors of their ritual actions.?

As the concept of ritualisation highlights human creativity, ritual appears
not as something fixed and presupposed but rather as something which people
can choose to do.”” On the one hand, people generally tend to ritualise some-
thing which is important to them. On the other hand, a ritual can emerge as
a result of ritualisation initiated by one person as a conscious creative endeav-
our. Bell gives an example of a professor of black studies who invented and
promoted an African-based new year ritual for African-American people in
1966 which was successful and efficacious in uniting the community because
it was built on shared cultural traditions and symbolic actions.”® Furthermore,

Bell’s theory stresses the relationships of power channeled by ritualisation. It

BBell 1992, 90.

%Bell 1992, 118.

%Bell 1992, 197-223.

%Humphrey and Laidlaw 1994, 88-97.
97Bell 1997, 81-82.

%Bell 1997, 235.
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makes the nonhuman power of the god or of the tradition amenable to indi-
vidual and communal appropriation. Hence, according to Bell, ritual is not an
expression of authority but rather a vehicle for construction of authority.”

If we apply these aspects of ritualisation to the comic poet and his agency
at the dramatic festival, he can be seen as an individual who chooses to ritu-
alise the environment by creating values and channelling conflict, negotiating
power relations, and forging images by which the participants (including the
audience) can think of themselves as embracing collective identity. Part of the
poet’s strategy to achieve success in the dramatic competition is to establish his
ability and authority to present the daily life of the society. The art of the play-
wright is to manipulate the audience emotionally and intellectually by merg-
ing the polis of the fictional world of the play and the real polis of the people
attending the theatrical event. This can be done through incorporating in the
plot enacted rituals constructed upon the models of the existing polis cult. The
ritualisation is multi-faceted. The representations of cult ritualise the theatrical
performance by imbuing it with elements of real religious practices. Comedy
pretends that its rituals are real rituals, especially in contrast with tragic rituals
which comic characters ridicule as unreal (4.3). The poet engages the audience
by drawing on their personal ritual experience (and thus ritualising their the-
atrical experience) every time when there is a strong meta-theatrical intrusion
like sprinkling grains over the audience (4.2) or inviting the spectators to join
in a ritual shout (2.3). Through the ritualisation in the parabatic hymns, the
comic performances are revealed as important events in the religious life of
the polis (see 2.1). Thus by presenting itself as a ritual performance, comedy
‘activates’ the ritual dimension of drama. In a sense, the comic representations
of rituals become — through the dramatic art — real rituals for the audience. The
present approach, by using the concept of ritualisation, offers a perspective in

which the ritual is not something that precedes comedy but in fact is created

%Bell 1997, 82.
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by it. At the same time, as I have stated in the beginning of the chapter, part of
the theatrical convention is that the spectators, although being driven by the
illusion, simultaneously remain aware of its artificiality and perceive the famil-
iar religious practices performed on stage as part of the comic system. Hence

we can speak of a special type of comic ritual which is both true and fictional.
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Chapter 2

Ritual Speech in Old Comedy

2.1 Introduction

Although some types of Greek ritual speech such as prayers or acclamations
have been under investigation, the general analysis that would bring them all
together under one category of ritual speech has never been done. The con-
cept of legomena, words pronounced during the ritual act, was introduced al-
ready by Cambridge ritualists and Jane Harrison in particular in the begin-
ning of the 20th century. The dichotomy of dromena and legomena, however,
was interpreted by ritualists as the dichotomy of ritual and myth. The legom-
ena understood as mythical narrative eventually overshadowed the actual ut-
terances that were pronounced in ritual contexts — ritual speech. At the same
time the ritualist framework, which implies that ritual is non-verbal and action-
orientated, was adopted by major scholars in the field, for example, Burkert.
This approach started to be systematically challenged only recently! and the
relation of prayers and other ritual utterances to sacrificial offerings and acts
which they accompany still remains largely unexplored. It is generally agreed
that the two aspects of a ritual occasion (speech and action) complement each
other. Ritual speech expresses and explains the sacrifice whereas the act of

offering completes and confirms the request formulated in the prayer.?

1See the discussion in Pilz 2011. Also Naiden 2013.
2Depew 1997, 250; the discussion of the role of speech in the ritual in Pilz 2011; and in more
general perspective: Podemann Serensen 2014.
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Ritual speech has been inadequately studied partly due to the scarcity of
evidence. We are very poorly informed about Greek ritual procedure in gen-
eral, and Greek prayers and hymns are present in very few sources to build the
study on. The studies of prayers and other ritual utterances are usually based
on the evidence of literary works, including comedy, as well as on (often late)
epigraphic evidence.® Despite the elusive evidence for Greek ritual speech, it is
certain that cultic oral performances included a variety of utterances: prayers,
oaths, curses, proclamations, songs, supplications, advice given during the
sacrificial ceremony and others.* Old Comedy is a valuable source for Greek
ritual speech as it shows that it was not secondary but actually crucial to every
ritual act. The objective of this chapter is to set out the variety of Greek ritual
speech and its functions as reflected in comic plays. I have selected four types
of ritual speech for my analysis: cultic songs, prayers, cries, and oracles. A
study of dramatic representations is essential for understanding these types of
ritual speech. Although prayers and hymns have received a lot of attention in
terms of their formal structure and language, there are very few studies that
look at religious and social functions they had within the context of particu-
lar rituals in which they were embedded. Formal analysis is useful but does
not get us very far in that. For instance, the model of the tripartite structure
of prayers consisting of invocation-argument-request does not explain in a sat-
isfactory way the rich variety of hymnic openings. Thus, the “invocation” part
often can be called so in a very loose sense as it takes the indirect form with the
name of god in the form of the accusative (‘I invoke the god’, ‘I pray the god”)
and the cletic addresses in the third person instead of the second as well as the
self-referential meta-ritual hymnic openings announcing the intention to sing
(‘Let me sing of’ ), appealing to other participants (‘Let us begin to sing’ ) or

even asking about the correct speech of the hymn (‘How should I sing of...?").°

3Pulleyn 1997, 2-3; for inscriptions: Depew 1997.

4Hitch 2011, 113-114.

5West 2007, 305-306, 316-317, Metcalf 2015, 131-139. For the tripartite structure see Furley
2007, 122; Meyer 1933, 2; Pulleyn 1997, 15, 134.
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This problem has fundamental implications for the study of Greek prayers be-
cause ritual speech as such exists only in its performative aspect.® Although to
achieve a full picture we would actually need to discover suddenly a number
of previously unknown ancient texts on the subject, we should nevertheless
make an attempt to explore the performative aspect of Greek prayers from the
evidence we possess. Comedy comes in here as an important source because
as a dramatic genre it does not represent prayers as texts but in fact stages them
as part of the dramatic action, usually within a broader ritual scene.

Using a performative approach that regards ritual utterances not as texts
but as elements of a ritual event, I shall focus not on the formal aspects of the
text but on the functional aspects of hymns and prayers. I examine the rep-
resentations of ritual speech in comedy from a number of perspectives. The
relation between words and acts, dromena and legomena, within a ritual event
has an important place in my study. Speech act theory offers useful theoreti-
cal models that allow me to discuss the extent to which words constitute the
ritual act. Secondly, I look at the ways ritual speech is announced, framed and
embedded in the dramatic action of a play and how this framing reflects the
performance of ritual speech during actual ritual occasions. Thirdly, I discuss
the function of prayers and other types of ritual speech using the broader con-

text of Greek religion studies.

6See Depew 1997, 229-231; Pilz 2011, 154, 151: “In the absence of detailed descriptions of
ritual practices in literary sources, it is therefore difficult to reconstruct whole ritual sequences,
which would greatly facilitate their interpretation as performative acts.”
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2.2 Hymns

2.21 Comic hymns as part of Greek khoreia

Among different types of ritual speech in drama, hymns have been the most
studied. About one hundred years ago Cambridge ritualists saw in hymns the
ritual core of previous stages of evolution of dramatic genre. The most recent
framework for dramatic cultic songs is that developed by Henrichs and Bierl
who suggest that the self-referentiality of the dramatic khoros reveals the per-
formance as a ritual in honour of Dionysos. Taking Greek culture of choral
performances and the existing theories as a starting point, I offer an approach
that implies a more conscious attitude of the playwright and his audiences to
the theatrical performance. I discuss hymns in the parabasis which stand out
compared to the rest of comedy being fully-fledged ritual elements of a reli-
gious practice. My argument is that Aristophanes intentionally builds them
using the formal structure and vocabulary of actual cultic hymns and charg-
ing them with the same ritual functions as at a cultic event — they ritualise the
performance making it attractive and pleasing for the gods. The ritual poten-
tial of the choral performance in the case of comic hymns is so powerful that
it transcends the limits of the dramatic representation and creates a ritualised
performance with a religious meaning.

Being cultic songs, Greek hymns ensure communication with gods as they
usually contain direct invocations accompanied with requests. The praise of
the gods produces aesthetic pleasure, the feature which characterises a hymn.
Hymns are the non-material counterpart of animal sacrifice, an embelished
offering to the gods from mortals who expect to receive help and benevolence
from them in return.” Together with sacrifices, hymns constitute two essential

cult elements — offerings and praise — and establish a relationship with the

7Cf Willi 2007, 14: “a hymn is designed just like a sacrifice to win or retain divine favour so
as to create conditions under which a prayer is likely to be heeded. The encomastic or aesthetic
element has therefore priority over the request.” See also Naiden 2013, 33,39,327, Parker 2007,
181, Calame 2011b, 336.
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divinity whom they are praising.® Kowalzig has recently demonstrated that
hymns also have an important ritualising function. While they tell stories of the
mythical past they transcend time and place and transform the here and now of
the performers and spectators into the religious space and time of ritual.’ They
unite in one ritual activity the narrative and performative aspects of religion.
Khoreutai sing in honour of gods and about gods and thus offer society the chief
medium through which myth and ritual interact.'

The ritual functions of Greek choral performances are inseparable from
their social contexts. From the social and cultural viewpoint, hymns embed-
ded in musical performances and poetic contests are a crucial part of the so-
called Greek song-culture and society,!! being powerful vehicles for producing,
transmitting and reaffirming social and religious values of the society during
significant moments of communal life."”? The fundamental social function role
of Greek khoros in the archaic society has been explored by Calame 1977. In
social terms music and dance relate participants to the tradition and bring into
relation with past generations as well as with each other, shaping civic iden-
tity of the group. These capacities enable the educational potential of choral
performances for the young of the society.”

An access to the performance contexts of Greek hymns is hindered by the
literary nature of our evidence. Recent scholarship has put a lot of effort in
reconstructing the performance context of Greek lyric and emphasising its es-
sential role in our understanding of Greek hymns. Despite considerable in-
sights, the studies of the performance context remain tentative due to the lack

of evidence.

8Kowalzig 2004, 49f; Hdt 5.67, Thuc. 3.104, P1. Leg. 804a, 803e1-3.

9Kowalzig 2007b, 80.

10Kowalzig 2007b, 3-5, 68, also Calame 2009b.

The term appeared for the first time in Herington 1985.

12Gee the discussion of various socially and culturally significant aspects of choral perfor-
mances in Kowalzig 2007b; also in Swift 2010, 36.

BDiscussed already in Plato’s Laws; on the initiatory functions of khoroi: Calame 1977, 189ff,
361ff, Shapiro 2004, Winkler 1990, Rutherford 2004, 69, Nagy 1995.
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The ritual aspects of the choral performances of poetry have often come to
the attention of scholars working on performance. Although it is hardly possi-
ble to deny the religious function of Greek hymns, the specific expressions of
this function as seen in the extant texts remain problematic and debated. With
some literary hymns, Pindar’s works for instance, we can be almost sure that
they were performed at religious festivals and occasions that involved ritual
activities. With other hymns, like Homeric Hymns, their Sitz im Leben remains
obscure. Even if the texts of the hymns contain many components characteris-
tic of ritual, such as addressing the god by name and attributes, cletic requests,
repetition, speech-acts, and deictic utterances,'* one can never be sure whether
these are imitations of a ritual undergone through a number of literary adapta-
tions or genuine scripts of invocations that took place in Greece during public
and private events. On the other hand, the hymns composed by Pindar and
Bakkhylides to be performed at specific occasions are elaborate pieces of po-
etic work that go far further in their mythological and encomastic narratives
than the immediate cultic context would require of a hymn to the gods, that is,
praise and prayer. The interaction between literature and ritual is a complex
one, revealing a lot of processes of mutual influence, rather than a straight-
forward dependency of “real event / its imitation in literature”. The extent to
which Greek choral lyric was perceived by the audiences and performers as re-
ligious or secular is, therefore, not something immediately obvious, even more
so that the boundary between secular and religious was in general less rigid in
ancient Greece than in modern societies. This problem is further hindered by
the fact that we have vanishingly few non-literary, ‘purely’ cultic hymns at our
disposal (and usually preserved in quotations by later authors) for a congruent

comparison with the literary hymns.'

4On deixis in Greek hymns in general see Depew 2000; on deixis as essential aspect of Pin-
dar’s hymns see Bonifazi 2004; on hymns in the Indo-European perspective see West 2007.

This problem was indicated already by von Wilamowitz-Moellendorff 1921, 242. See also
the discussion of the case of the dithyramb in Swift 2010, 22-26 and in Ford 2013, 315-317.
Devlin 1994 has attempted a case study comparison between literary and cultic hymns in epic
genres and concluded that the classification is misleading.
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When the context of the performance is lost the classification of cultic and
literary hymns cannot be applied and we cannot judge about the function of
a hymn in the society.!® In the case of the Attic theatre we are well informed
about the performance context of poetry but lyric hymns embedded in dra-
matic plays have been treated in scholarship separately from other choral lyric
as an institution on its own. As a consequence, the aspects shared by dra-
matic hymns with other performances of choral songs have been to a large ex-
tent overlooked.!” In recent decades the tendency has appeared to revisit the
generic interactions of dramatic choral poetry and other types of lyric poetry
through a more integral approach that re-contextualises the dramatic khoros
within a broader framework of choral performances in Greece.'®

The interpretation of hymns embedded in drama presents complex method-
ological problems that have to be addressed in a separate study and on no
account can be resolved in this work."” These problems are further compli-
cated by general issues of relationship between parody, representation, and

real-world practices in Old Comedy discussed in 1.3. Some principles of my

approach to comic hymns specifically can be outlined as following;:

* As part of choral culture, choral songs when enacted in tragedy or com-
edy, actualise in the audiences (both consciously and unconsciously) all

social and religious meanings of choral performances. The choral cul-

16The context is crucial. Devlin discusses hymns quoted in Athenaios which have all formal
features of a cultic hymn but were performed at a party, therefore, belonged to the genre of
scolia, sympotic songs (Page, PMG 884-7 = Ath. 694c-d).

17Swift 2010, 2 writes in the introduction to her study of the relationship between dramatic
and non-dramatic khoroi: “For the tragic chorus is still often regarded as an institution in its
own right, and one which requires an explanation to make sense of it, whether this is as ‘the
ideal spectator’, ‘the voice of the polis’, or ‘marginalized other”.

18In tragedy: Nagy 1995, Nagy 2013, Swift 2010; in comedy: Bierl 2009 and Calame 2004.

YTo illustrate how perplexing the problem of a comic hymn can be let us consider Agathon’s
hymn in Thesm. 101ff. Scholars do not agree on whether the language of the hymn is exag-
gerated or normal: Kleinknecht 1937, 101ff; Rau 1967, 104; Furley and Bremer 2001, 352ff;
Horn 1970, 94ff. Agathon is described in the text of the play as composing lyrics (52-7, 67).
Yet, no piece of Agathon’s work is available for comparison and it is hard to tell to what ex-
tent the hymn resembles Agathon’s tragic poetry or imitates something else, for example, his
non-tragic poetic works, dithyrambs and other lyric hymns. It has been interpreted also as a
dramatic adaptation of a cult hymn which is for some reason ascribed to the comic character
Agathon to perform: see commentary in Austin and Olson 2004.
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ture is always on the background to a dramatic play.® In other words,
the spectators in the theatre of Dionysos, either Athenian or from another
Greek polis, even though they acknowledged the conventions of the gen-
res of tragedy and comedy;, still expected the dramatic khoros to be part
of a celebration with certain musical, poetical, social and religious con-

notations.?!

¢ The distinction between ‘ritually authentic” and literary hymns must be
recognised as highly problematic and addressed with caution. These
categories, when understood as sharp and final classifications, limit our
understanding and dismiss the cultural overlap between ritual and lit-
erature in ancient Greece and their mutual transparency. On one hand
the form of a hymn would evoke religious overtones and ritualise even a
purely secular context (of a symposium, for instance). On the other hand
the cultic texts and performances were influenced by and incorporated

the cultural and poetic tendencies of their time.

* Based on this misleading distinction is the approach that demands to
categorise all hymns in drama as imitating either literature or ritual oc-
casions. As noted above, it is problematic enough to find criteria of dis-
tinction between literary and purely ritual elements for the poetry of Pin-
dar and other lyric poets. In drama, it becomes even more complicated
as multiple levels of intertextuality and meta-chorality (Swift’s term) are
simultaneously at play. Hence, it will be more helpful to speak about rit-
ual components (direct addresses to the divinity, prayers, self-referential
elements) that can be shared by a poetic hymn in drama, lyric and epic
poetry with cultic occasions, and about the function of these components

in a particular dramatic passage.?

20Kurke 2007, 64 on tragedy: “[...] we need to think about choral performance in its complex
social and religious embedding as the substrate or background to tragedy, to be able to see
what is the same and what is distinctive or different about tragedy’s appropriation of choral
forms.”

ZSee also Carey 2013.

22Devlin 1994, 107-134 comes to a similar conclusion. Since the literary analysis is her pri-
mary focus, she calls these shared Componerg% ‘hymnic topoi” and analyses them across the



¢ The distinction between ‘serious” hymns and parodies of cultic hymns
in comedy is also problematic and should be avoided even though it is
the starting point of standard classifications of hymns in comedy.” This
terminology, however, is methodologically naive since it is based on the
subjective assumptions about seriousness and humour made by the 19th
and 20th century scholars. The idea that some hymns in comedy are par-
ody which is meant to evoke laughter and some are genuine addresses
to the gods full of religious awe ignores the fact that in ancient Greece
one did not contradict the other. Humour, mockery, and laughter were
embedded at some religious celebrations as part of the ritual (See on ais-

chrology 1.2).

To recapitulate, the classifications of hymns in comedy that attempt to label
them as secular or religious should be abandoned as too simplistic and ignor-
ing the complex dynamics between literature, theatre, religion, and society in
ancient Greece. In my analysis I apply to hymns in Old Comedy a perspective
that re-contextualises them in these dynamics.

The dramatic khoros consisting of 24 khoreutai is the main performer of hymns
in comedy. They draw their activities on the tradition of Greek choral per-
formances, present themselves as ritual agents, and claim the continuum of
their performance with ritual khoroi at cultic events.** This phenomenon has
been examined by Henrichs 1995 in his pioneering discussion of the choral self-
referentiality, or ‘the self-description of the tragic khoros as performer of khoreia’,
in regards to Greek drama. He considers two tragic scenes: the Erinyes’ pre-
lude to the first stasimon in Aesch. Eum. and the second stasimon of Soph. OT.
In the latter case the khoros of the old men of Thebes are not physically strong

enough to dance yet they refer to their khoreia and thus ‘step out’ of the play

corpus of Greek hymns without applying the ritual/literary classification to the texts.
ZKleinknecht 1937; Horn 1970; Furley and Bremer 2001. This approach appeared already
in Crusius 1894, 21.
#To highlight this aspect of comedy I use the spelling khoros and not the more traditional
‘chorus’. See for example Nagy 1995 who uses the spelling khoros to include both song and
dance as performance activities.
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in the act of choral self-referentiality. Another way of tragic or comic khoros to
refer to its own ritual activity is choral projection, that is, recalling model ritual
performers and performances in choral odes. Thus the Theban elders in Eur.
HF compare themselves with the performance of the Delian Maidens singing
the paian on Delos.?

The ritual self-representation of the comic khoros has been studied by Bierl
2009 who has examined the choral parts, especially the choral song in Thesm.
947-1000, and their ritual function. Bierl has demonstrated that the khoros per-
forming in comedy balance between the two levels of representation: on one
hand, their role assigned within the dramatic plot, and, on the other hand, their
social role of the khoros of citizens celebrating in the theatre the gods of the city.
In the example of the scene in the Women at the Thesmophoria, the khoreutai dance
in the orchestra acting as a fictional cultic khoros at the Thesmophoria festival
and at the same time they refer to their activities as performed in honour of
Dionysos, the god of the theatre, inviting him to become the leader of their
performance. According to Bierl, the self-referentiality is the technique which
allows the khoros to act not only in its fictional role but also as a ritual agent.

The ritual self-representation of the khoros in the plays is built on the ex-
tensive experience of choral performances in the audiences. At the festival of
the City Dionysia, the Athenians and their guests enjoyed dancing and singing
by twenty eight khoroi of which only eight were dramatic.?® These khoroi were
recruited from citizens and it is likely that many Athenians had personal expe-
rience of khoreia during their life. Singing and dancing in a khoros was a duty to
fulfil in the presence of the society and on behalf of it and to represent the city
that trained the khoros on the interstate occasions, for instance of ritual theo-
riai. The occasions of choral performances all had a religious dimension. The

dramatic khoroi at the Dionysiac festivals in Athens also had a religious role

ZHenrichs 1996. On the tragic khoroi drawing on the circular dances in honour of Dionysos
see an article by Csapo fthc.
26Wilson 2000, 22. 20 khoroi for the dithyrambic agon, 3 for tragedy and 5 for comedy.
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being involved in the festive ritual activities during the pre-performance and
post-performance phases of the festival.”’ Presumably they were led by their
khoregoi in the Dionysiac procession which was one of the major events of the
Great Dionysia.?® It is possible that they performed during the procession as
well: Xenophon mentions khoroi that dance for the gods on the agora during
the procession at the City Dionysia.? The members of the khoroi perceived
themselves as fulfilling a service for Dionysos and expressed their ritual iden-
tity through dedicatory monuments that often represented close relationship
of victorious khoreutai and khoregoi with the god. Commemorative reliefs that
decorated the monuments show artists of Dionysos as his worshippers per-
forming a sacrificial procession while the god himself is depicted feasting.*
Walking along the street with these choregic monuments before the perfor-
mance allowed the participants — citizens-khoreutai and citizens-spectators — to
enter the religious context of the dramatic agon through creating a link with
the list of past winners who gained their place among Dionysos’ friends.

I shall show in the following that the ritual context of Greek khoreia, in
which every dramatic khoros was rooted, makes the choral hymns the primary

means of ritualising the comic performances.

2.2.2 Hymns in the parabasis

The ritual dimension of comic hymns has been associated largely with the
hymns in parabasis, parabatic odes. These odes have been studied by scholars
as a separate group that is closer to the ‘real” cultic worship than other hymns
embedded in comedy.* Indeed five Aristophanes” extant comedies and one

fragmentary include parabatic odes that contain direct addresses to the gods:

2’Revermann 2006a, 162f.

28Wilson 2000, 97f.

Xen. Eq.mag. 3.2. It is not clear whether these khoroi are the same that perform later at the
festival or some other specially trained for this particular purpose.

390n choral imagery of choregic dedications see Csapo 2010.

31This assumption is shared by Fraenkel 1962; Gelzer 1993, 207; Furley and Bremer 2001;
Horn 1970.
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to the Muses in the Birds (737-751, 769-781), Frogs (674-685), and Akharnians
(665-675), to Athena and Poseidon in the Knights (581-594, 551-564), and to a
group of gods in the Clouds (563-574, 595-605). There is also a fragment of
lost comedy by Aristophanes which includes a hymn presumably addressed
to Apollo (Kassel-Austin, PCG 590 = POxy. 2737). These odes closely authen-
tic ritual hymns metrically, structurally and thematically.®> The khoros in them
pray for victory in the comic contest and for the divine aid for the performance,
reflecting the status of comedy as an element in the state religious festival.*
These hymns are central for the relation between ritual and drama and require
careful investigation.

The Cambridge ritualists regarded the hymns in the parabasis as relics of
the original ritual sequence that later developed into the dramatic genre of
comedy.* In their view, parabatic odes, being the core of the original ritual
performance, were initially addressed to Dionysos even though in the fifth
century comic plays these hymns were preserved in the form of songs ad-
dressed to other gods. The assumption that lies behind the theory of ritual
origins is that the ritual precedes secular drama chronologically and, conse-
quently, songs in the parabases are to be interpreted as atavisms of some forgot-
ten practices. The ritualist interpretation has received a lot of criticism. Bierl,
criticising this model, has shifted the focus from the particular group of para-
batic odes to comic choral performances in general and has made a compelling
case that ritual and theatre can exist simultaneously without originating one
from another. However, in doing so, Bierl dismissed the special role of the
parabasis as ritual environment claiming that the khoros in comedy can repre-
sent the ritual tradition of cultic songs whenever it performs song and dance

in the play.®®> Hubbard, meanwhile, has offered an interpretation that retains
play p

#Gifakis 1971, 69, Fraenkel 1962, 194-5, 214, Zimmermann 1985, 209.

33Devlin 1994, 133.

3 Detailed analysis of previous scholarship can be found in Bierl 2009, 310n.116. One of the
best and most recent summaries on the interpretations of the parabasis also in Imperio 2004,
3-104.

$Bierl 2009, 310-312. However, that the scene in the Women at the Thesmophoria that Bierl
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the special status of the parabasis within a play as a fifth-century literary inven-
tion, but dispensed with any ritual relevance of the parabasis. Equally Sifakis
has argued that parabasis is not a primitive element but a sophisticated poetic
development.*

I suggest an approach that retains the significance of parabatic odes as a
special group of performances within a play. I build my argument both on
Hubbard’s and Bierl’s studies, developing Hubbard’s ideas about the impor-
tance of the parabasis for the poetic competition as well as applying to the
parabasis Bierl’s findings about the ambivalent identity of the comic khoros. 1
also combine the methodology based on the context of choral performances as
outlined above (1.4) with the conceptual framework of ritualisation. Looking
at the parabatic odes from the perspective of the Greek khoreia, I argue that the
intense rituality of these hymns must be explained by the prominence of the
khoros in the parabasis which is, in its turn, determined by the specific goals of
the comic genre. At the same time the ritual function of parabatic odes lies not
in the evolutionary process of the Greek drama, but in the here and now of
the theatrical performance. They ritualise the comic plays, showing them as
beneficial for the city and bestowing ritual and poetic authority on the khoroi
and the poet behind them.

The parabasis is indeed a special environment in comedy. It is the moment
in the play when, according to the orthodox description, the dramatic action
is suspended, the khoros ‘steps out’ of its fictional role and addresses the audi-
ence directly on behalf of the playwright. As demonstrated by Hubbard and
other critics, in the parabasis the poet invites the audience to reflect on the play,

to compare it with other poetic works, to assess it and to form their judge-

chose as central for his analysis is quite exceptional in this respect as is the play on the whole
(see 2.2.3).

36Gifakis 1971, 20, 59-70, 68-69. Nevertheless, while denying the original cultic relevance of
parabasis, Sifakis still thinks of the parabatic hymns as relics of Kultlyrik that go back to the
early ritual stages of history of comedy without giving any explanation about the function of
these hymns in the fifth-century drama.
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ment (a benevolent one) on it.>” The major elements of the parabatic thematic
content are praise and defence of the poet and self-praise of the khoros aiming
at captatio benevolentiae.®® The main theme of the parabasis is comedy as part
of the dramatic competition between poets which reveals ‘drama’s cognitive
self-realization as both a literary and social event’.%’

Since the parabasis referred to the dramatic contest, which was seen largely
as the competition between khoroi, the comic khoros become the focus of the
parabatic performance. The khoros was central to the contest from the very first
stages of the play’s production. It was the main responsibility of the khoregoi,
rich citizens who funded the theatrical performances, to recruit and train a
khoros for the competition. The poets had to compete to receive a khoros along
with funding for the production of their play and those successful in the se-
lection process were ‘granted a khoros” by the archon. The khoros was among
the main recipients of the award. After the contest the victorious khoros with
their khoregos and poet were awarded tripods, ivy crowns and animals. The
awarding ceremony consisted of a procession and a special victory-celebration,
epinikia which was a form of ritual thanksgiving for the victory.*> The members
of the khoros were main recipients of these epinikia celebrations as can be con-
cluded from Plato’s Symposium, an example of a sacrificial meal given by the
khoregos.*! The tripods, victory-prizes for khoroi, were placed on the choregic
monuments along the street of tripods that the khoroi passed before the start
of the dramatic contest as they approached the theatre in a procession.*? The
street gives a strong sense of the value of victory in a dramatic agon and the

monuments communicate that the khoroi were main agents in it.*?

%The reflection on poetry is present not only in Aristophanes’ plays but also in parabases
in Kratinos and Eupolis; see Kratin. Dionysalexandros, test.i = POxy. 663, and in Heath 1990,
Luppe 1988, although Storey 2003, 300-303 argues against the identification of Eup. fr. 392 as
part of the parabasis.

3See Imperio 2004.

%Hubbard 1991, 17.

OWilson 2000, 102, Bierl 2009, 66.

HWilson 2000, 102n.243; cf Pl. Symp.173a. References to this type of feast can be also found
in plays as comic claims for the victory in advance: e.g. Pax 1017-22.

2Wilson 2000, 198-235.

#30n the value of victory and sense of competition expressed by this street Revermann 2006a,
1144f.
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The khoros are the main agents of the parabasis both formally and themat-
ically. Only the khoros are present on stage in the parabasis and they celebrate
their own performance as a real event happening in the theatre.** The paraba-
sis consists mainly of self-representation, self-glorification and self-celebration
by the khoros. They present themselves not as general practitioners of khor-
eia but as a particular khoros taking part in the dramatic competition here and
now. The khoros therefore does not “step out of its role” but rather takes on the
standard role of any khoros within the context of choral performance culture
in Greece. In other words, the khoros acts in the parabasis in a sense as other
khoroi competing at a Greek religious festival would do. It is significant for my
discussion that parabatic hymns appear in this context. I argue that by taking
on in the parabasis the usual functions of the khoreia, the dramatic khoros re-
gains the power to transform the performance into a ritual one. To do so they
employ a number of traditional choral strategies and techniques, such as the
ambivalence of identity, self-referential utterances, and meta-chorality. As a
real Greek khoros they also have the authority to address the gods in hymns
to establish communication with them and to present their own performance
as a form of worship pleasing to the gods and therefore beneficial for the city.
The comic play undergoes the process of ritualisation through the choral per-
formance of parabatic hymns, that is, the khoreia in the parabasis enables the
poet to present his play as a ritual offering to the gods being part of the city’s
communal worship. Parabatic hymns, therefore, are indeed core to the ritual
aspect of comedy because they fulfil the function of ritualisation within a comic
play by combining the standard choral strategies with the content specific to
the particular play. The goal of this ritualisation is to establish the authority of

the khoros that ensures their victory in the dramatic competition.*

44Imperio 2004, 22-23, Sifakis 1971, 69.

A similar idea about parabatic ode is presented in passing by Hubbard 1991, 21, without
any further development though: “The request for audience favor is thus paralleled and rein-
forced by a prayer for divine assistance to the chorus, serving to confirm the role of the chorus,
and ultimately of the poet, as agents of public benefaction in the city’s cultic system.”
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The execution of this poetic authority appear in the parabatic songs. The
motifs of worthy and unworthy poetry and of poetic rivalry also appear to be
interwoven in the prayer. The hymns praise the performance of the khoros and
mock other poets, such as tragic poets Karkinos, Morsimos and Melanthios in
Peace or Phrynikhos in Birds. The idea is to discredit them and to prove that
the khoros of the present play deserve the Muse’s assistance at the festival while
other poets do not as, for example in the antode in the Peace. The khoros names
the ‘bad” poets, Morsimos and Melanthios and concludes with a prayer (815-
817):

oV xotoypeddouévn uéya xol TAoTO,
MobUoa Ved, pet’ guod Eounale Ty €opThv

Spit at them abundantly, o goddess Muse, and assist me with my perfor-

mance at the festival.*6

The hymns can also refer to the comedy’s rival plays in the dramatic contest.
The enemies in the last line of the hymn in the Knights (discussed above) are
competitors; earlier in v. 528 the same word éyvpof is used in the context of
poetic rivalry.

More importantly, the khoros refer to their ritual and poetic authority in the
rest of the parabasis, especially in the epirrhema, the part which immediately fol-
lows the hymn. In the epirrhema, they address the audience communicating the
idea of the play’s superiority over the other two comedies in the competition
and also over other past and future performances. By the means of a choral
hymn, a non-religious non-ritual message (“this play is great”) is ritualised

and charged with religious value.

“Throughout this study I quote Aristophanes’ plays following the Greek text in Wilson
N.G., Aristophanis Fabulae, Oxford, 2007, with minor digressions. Translations are mine unless
stated otherwise.
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Double identity of khoros in parabatic odes

I shall now consider these strategies in more detail. The ambivalence of choral
identity in parabatic hymns is used by the comic poet for a specific purpose.
In order to comment on the dramatic contest happening in the theatre, the
khoros act as the group of citizens performing at the festival. At the same time
they refer back all the time to the dramatic action and reflect on their fictional
character which makes them balance constantly between the two identities.
The references to the fictional identity of the khoros within the framework of a
hymn performed by the khoros as a group of ritual agents, take the dramatic
plot to the new level by linking it to the idea of dramatic competition and the
testival of Dionysos.

The double identity of the khoros permeates all parabatic hymns. It is
present first of all in the addresses to deities. In Greek hymns addressing the
gods and calling them by their names in the beginning of a hymn was a crucial
matter that required a lot of attention to the right choice of words. As Fur-
ley notes, the “tricky part of polytheism was first to establish to which god(s)
one should address oneself in prayer and sacrifice”. Comic hymns represent
a ‘lyric conceptualisation of the process of selecting gods as helpers in a given
task’, Furley continues.*® The khoros address a mixture of divine powers that
are able to help them as participants in the dramatic competition but also as
the patrons of the fictional khoros of the play. Opening the hymn with an in-
vocation to Muses is a standard element of hymnic style — a Greek singer calls
on Muse to assist him in performing praise of the gods.* At the same time the
emphasis on the Muses in the comic hymns and elaborate invocation of them
can be explained by their special association with poetry and performance par
excellence and their special power to assist the khoros in the musical and poetic

competition. Athena and Poseidon are addressed in their capacity of granting

#Scholars have attempted to classify some of them as performed by the khoros in their fic-
tional role and vice versa but this approach does not seem to work.

BFurley 2007, 123-124; see also West 2007, 305-306.

PMetcalf 2015, 138-141.
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victory in the Knights: Poseidon is presented as helper in chariot races; Athena
brings Nike with her. These meta-theatrical addresses are intertwined with
the fictional role of the khoros.®® The deities are invoked as patrons of a par-
ticular khoros with appropriate attributes and characteristics corresponding to
the khoros’ comic character. The Muse in the Akharnians is the Acharnian Muse,
the fire deity of the demesmen who engage with charcoal. Equally, Poseidon in
the Knights is addressed as the god dealing with horses, inm’ dvag (551), which
corresponds to the khoros as inneic.>! In the Birds the khoros invoke the “‘Muse
of thickets’, Motoa Aoypata (737). In the Frogs the word terpsis alludes to the
Muse invoked as Terpsichore, the goddess of the dance in particular. In the
Peace the Muse invoked is the one that puts away war (775-6). These are not
just poet’s inventions for the sake of comic puns and word play. In fact, the
name of the deity within the invocation and cultic song has a ritual meaning.
As West notes: “in certain cases the god’s name or one of his titles — at least, as
understood by the worshipper — itself implies his power to act in the manner
desired, and this is pointed out by making an etymological play on it”.>?
Singing a hymn to deities that are invested with particular characteristics
according to the fictional role of the khoros shows that the khoros do not com-
pletely abandon their fictional identity (they do not ‘step out of the role”) but
on the contrary incorporate it within the other — ‘real’ —identity of the khoreutai.
An illustration of this process can be observed in the ode and antode in the
Clouds. The khoros of cloud-goddesses invoke the gods that are connected with
the sky and weather: Zeus, Poseidon, Helios, and Aither — a non-traditional
deity that has a particular significance in the play.®® These deities correspond
to the fictional role of the khoros but they are also ambivalent since they were

all (except Aither) worshipped in Athens. The inclusion of Aither indicates the

See the discussion in Imperio 2004.

51Furley and Bremer 2001, 2, 333.

>2West 2007, 324-325.

%3 Apparently, this deity is ridiculed as part of Euripides’ ‘teaching’, Nub. 265, also in Eur. fr.
941.
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choral identity of performers as the Clouds within the plot. In the antode, the
khoros address the gods of the khoreia and of Athens — Apollo and Artemis as
patrons of choral performance in particular, and Athena as the city-goddess.
The invocation of Athena as their patronness (1 t" émywptog fuetépa Vede, 601)
contradicts the dramatic identity of the khoros as the Clouds who just came to
the city as visitors. Finally, they invoke Dionysos, the patron of the theatre and
comedy, calling him ‘reveller’, xmwow’]g.“ The sequence of deities reveals the
intention of the khoros to ritualise their fictional identity within the framework
of the Dionysiac festival. They start with the deities who are patrons of their
comic identity and they pass on to the deities of the khoreia, to the patronness
of the city that hosts the dramatic competition, and finally to the god of the
theatre himself.

In the parabatic ode in the Birds the khoros, stress their fictional role as they
invoke the Muse that is particularly benevolent to them as birds. They describe
their choral activity as addressed to the gods of the wild nature: Pan and the
Mountain Mother. Their dramatic identity of birds is emphasised also through
onomatopoetic utterances. At the same time, the multiple self-references to
their choral activity distance them from their fictional role and highlights the
role of the khoreia in their performance. They sing of dances, yopeluata, which
reveals them as a khoros of Dionysiac worshippers rather than birds because
for the birds are associated mainly with music and song, not dance (see on the
dance as characteristic of Dionysiac cult 2.2.3).

The choral ambivalence is also present in the parabatic ode and antode in
the Knights: Athena is invoked as the most sacred both in war — essential for
the khoros of Athenian young males, knights —and poetry. The khoros ask her to
come and bring the Victory which is simultaneously military and poetic (586-

590):

S4Cf Thesm. 987. Dover interpreted the mixture of deities in the two hymns as the invitation
of the triad of Zeus, Poseidon, and Athena to come to the festival.

57



octp’ apixol hafBoboa Ty

€V OTEATLONC TE ol Udyoug

NUETEPOY CUVEQYOV

Nixnv, 1} yopwésv eotv ETalpa

Toic T’ €ydpoiol ueld’ Nudv otactdlel.

Come hither, bringing Victory who is our assistant in military campaigns
and battles and who is the companion of choral performances and strives

with us against or enemies.

In the parabatic hymns, the dramatic contest becomes the theme of the invo-
cation and prayer. The khoros ask the deity to come and assist them in their
performance, and to grant them the divine power of song and dance so that
they could win the award. The dramatic contest becomes the reason for the

deity’s epiphany as in Eq. 591-4:

vOv olv 6ebpo vt Bel
Yo TOlg AvOpEdot TOIoOE Td-
oy €y v Toploon oe Vi-
xnV elnep ToTE, xol Viv.

Come and appear then now; for you should by all means grant victory to

these men performing here if you have ever done so before.

The deity is invited not only to help the khoros but also to take delight in their
performance and to join it which is a typical feature of a Greek hymn.” In the
Frogs the Muse is addressed with an ambivalent request to delight in their song
which can also mean ‘make song delightful’, €x0’ énl tépv doiddic eudic (674).
The gods are summoned to bring the song or the victory with them (haBoboa
in Ach. and Eq.). Again, it is significant that this is not a random song, but

the song corresponding to the plot of the play and to the fictional role of the

55Depew 2000, 74-75.
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khoros. Thus, in the Akharnians the song has to be violent, vigorous and rustic-

sounding (coBapdv, ebtovoy, dypowdTEROV).

Meta-chorality

The techniques employed by the comic khoros in their self-representation in the
parabasis can be defined as, to use Swift’s term, meta-chorality. Swift uses it in
her study of lyric genres in tragedy (2010) to describe a technique of generic
interaction that ‘draws our attention to the fact that the tragic chorus still rep-
resents a chorus and does so by alluding to choral song in other contexts and
the social role it can play’. For the present study, meta-chorality means that
the intensified chorality presents the comic khoros as ritual agents. In parabatic
hymns the khoros draw on other choral performances to affirm themselves as
performers of the khoreia and to activate a range of social and religious mean-
ings encoded in the practice of choral performances.

The meta-chorality in comic hymns is achieved by using the high style lan-
guage of the lyric genres and the structural patterns of ritual speech. This fea-
ture of parabatic hymns has been studied by scholars in detail who were inter-
ested in finding intertextual parallels with other hymns written by lyric poets,
Pindar, for instance.”® The parallels include the invocations of Muse in high-

57 A direct citation of Stesikhoros’

style manner reminiscent of lyric poetry.
Oresteia is identified in the Peace by the scholiast.”® In the Clouds the opening
of the hymn is a dithyrambic formula according to the scholia: grant me thy
presence too, Phoibos Lord (595 el pot olite, ®oify’ &val).” In the Knights the

formulaic pedéwv, ruler, in 560 and 585 indicates parallels with lyric hymns.®

In the parabatic ode performed by the Birds the vocabulary of high style lyric

%See, e.¢., Kugelmeier 1996, 83-95, Willi 2007, 35-37, also Fraenkel 1962, Gelzer 1972.

Kugelmeier 1996, 95.

58V. 775 and 797; analysis and discussion in detail in Kugelmeier 1996, 84-90; also in Horn
1970, 17-18.

¥Kugelmeier 1996, 90-91. Dover 1968, 175 translates the phrase as ‘let me also sing of’. The
expression occurs in Terpander fr. 697 PMG, Hymn.Hom.Pan. 1, Eur. Tro. 511, Kratin. fr. 67.

0Furley and Bremer 2001; also discussed in Fraenkel 1962, 194.
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songs is used: mowxiAn (intricate), puihoxduou (thick-leaved), Coudiic (twittering),
dvapaive (proclaim).5! The image of the bee used in their song as the symbol
of a poet is also very common. Dunbar notes that the form of the invocation
without the actual prayer to come or self-reference of praying is normal for
lyric poetry.®?

The lexical, metrical, and structural parallels between the parabatic hymns
and Greek lyric poetry have been often interpreted as intertextuality, that is,
references to a specific choral performance or author.®> However, the identifi-
cation and attribution of quotations embedded in comic plays are very prob-
lematic. First of all the search for the particular lyric source of the citation is
hindered by the insufficiency of evidence. For ancient readers the provenance
of the citation was already not obvious. This can be illustrated by a papyrus
fragment of Aristophanes (fr. adesp. 590 = POxy. 2737).

The text of the papyrus presents a commentary on a passage of Aristo-
phanes’ lost play hypothetically identified as Anagyros. It contains lemmas
that come from the parabasis to judge from the metre and content, as identified
by Fraenkel 1962. Two lemmas belong to the openings of the ode and antode
respectively. The other two lemmas coming from epirrhema and antepirrhema
discuss the circumstances of staging and details about the appointment of the
khoros at the Lenaia festival and the Dionysia, mentioning ‘new didaskaloi’, pro-
ducers, and dramatic contests, — the content which is typical for these parts of

comedy.

1. ode: 1. 19-20 x0[xv]og OO mtePUYWY TOLOVOE (Swan from under the wings this

(song?));%

2. epirrhema: 1. 27-28 &N eypfiv yopov [01]ddvtac tov €ml Anvoi[wt] oxoreli]v

1Cf rowihoc Huvoe in Pind. OL 6.87 and Nem. 5.42.

©2With examples in Theogn. 15-18, Pind. Pyth. 1. 1-4, Aesch. Ag. 1470-1. Soph. Ant. 781-6.

3See especially Hubbard 1991, 32.

®Here and further the Greek text of the fragments of comedy follows Kassel-Austin, PCG.
Trojahn 2002, 63-65 excludes tol6vde from the lemma and prints it in the text as the first word
of the commentary following Calame on Alkman fr.231, cited in Trojahn. However, Gelzer
1972, 148 gives reliable parallels for toi6c6¢ in hymnic language.
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(but those who were assigning the khoros in the Lenaean competition should

have considered...);
3. antode: 1. 52 ypucoxoéua guiopoine (o golden-haired lover of song and dance);

4. antepirrhema: 1. 53-56 c>¢ dixarov evdéwe/ xotanaha|ijety €6t ToUTOU[C T0]UC
véoug ddaoxdholuc. (So that it is simply fair to overthrow these young produc-

ers).

The lemmata from hymns suggest that both ode and antode of the parabasis
are hymns to Apollo, and the antode opens with a cletic invocation of him. The
language of the two openings present images, epithets and structures typical
of the hymns in honour of this god. The commentary to the hymns confirms
this. The author lists the lyric poets who are likely to be the source of citation

in the ode (20-27):

. Jt0 pev Apiotopyeiov do-
xo0]Uv 61t Tepndvdpou €oTi(V)

1) deyn, Edgppdvioc 8¢ 6t éx
|6y Tlw]voc per&v, o 8¢ Thy
Tjapomhoxny 6Tt TV Al-
x|udvoc. €ott 8'éx eV eic “Opn-

elov (Gvopepouévwy) Duvev.

Avristarkhos’ opinion is that this is the opening of Terpander’s poem, but Euphronios
says that this comes from lon’s songs, and the author of ‘Poetical quotation’ says it
comes from Alkman’s poetry. And the expression is also in one of the hymns attributed
to Homer.%®

Adxpdvoc 1) doyn (The beginning of Alkman).%

This ancient commentary shows that although the ‘lyric” style was felt by

the recipients of the hymn, even the educated authors of commentaries, who

50f the poems mentioned here only Homeric hymn to Apollo is extant. It has indeed a
parallel phrase that opens the song, 21.1: ®oi3e o¢ pev xol xUxvog UmO TTepLYwY Ay’ deldel.

66— Davies, PMGF S1; deyn is a technical term for a hymn opening; see Race 1982, 5-8; but it
probably means here the beginning of the book of poems. See Gelzer 1972, 141-144.
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had a considerable number of poetic texts at their disposal, could not agree on
the source of citation. The range of the opinions is likely to mean that all the
mentioned poets could use the phrase in their songs.”” The language in the
antode is also very typical with parallels in Pindar, Bakkhylides, Stesikhoros,
Alkaios and Anakreon.®® The hymns in the fragment, therefore, exhibit the
shared hymnic language employed in a variety of poetic works. Ancient schol-
ars, however, disregarded this possibility and were instead preoccupied with
the search for literary allusion. Hence, despite explicit indications in the scho-
lia, we should not take the lexical parallels to be deliberate citations of other
poets positioning the hymn in the literary milieu by the means of intertextual-
ity. Comic hymns rather exploit the basic ‘cultic’ language of hymns in order
to produce ritualised speech.

To bring the discussion to a close, parabatic hymns share a common style
with other existing ritual practices or literary works but are not dependent on
them. Instead, they fulfil the function of ritualisation within a comic play by
employing a set of choral strategies such as the ambivalence of choral identity
and meta-chorality, combining them with the content specific to the particular
play. The cletic invocations of the parabatic hymns are a powerful ritual form
that the khoros use to present their performance as relevant for the polis cult at
the public festival and therefore deserving of an award. The khoros” self-praise
and drawing attention to their own choral performance through deictic mark-
ers is a ritualising tool as it transforms the song into a ritual offering inviting
the god himself to assess the choral art and take delight in it.* This corre-
sponds to the main function of the parabasis to present the competing khoros
to the audience in the most beneficial light. The goal of this ritualisation is to
establish the authority of the khoros which will ensure their victory in the dra-

matic competition. The ritual mastery and efficiency of the khoros (in the art

7Cf. also Av. 769.
%8Gelzer 1972, 143.
%These features is typical for Greek hymns in general: Depew 2000.
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of the hymn) has a strategic aim of establishing the poetic mastery of the poet
(in the following epirrhema). In conclusion, the parabatic hymns are indeed the
ritual core of the comedy but not in the sense proposed by the ritualist school.
It is the part of comedy that makes the audience reconsider the fictional plot

and imaginary setting of the play as integrated into the polis cult of the gods.

2.2.3 Songs accompanying cultic dance

Whereas in the parabasis the khoros present themselves as agents of ritual song,
in non-parabatic contexts the choral performance highlights the ritual aspect
of the dance. The two examples of such songs outside the parabasis in the ex-
tant corpus of comedies are present in the Women at the Thesmophoria and Frogs.
Both passages have parallels with parabatic environment. The two choral songs
serve as a kind of parabasis substitutes in the plays. There is no lyric song in the
parabasis in the Women at the Thesmophoria while in the Frogs the epirrhematic
speech, normally performed in the parabatic environment, is instead moved
to the parodos and placed after the choral hymn. Scholars have noted that the
parabatic tone and mode of these hymns.”’ In these two scenes, the khoros
also present themselves simultaneously as a group of performers at the festi-
val and a fictional character of the comic plot. In the Women at the Thesmophoria,
they address the gods of the city, of the dramatic festival and choral activities,
Dionysos, Pan, Apollo and Artemis, as well as refer to their performance in
honour of the goddesses of the fictional festival, Demeter and Kore, and recall
the activities corresponding to their fictional role such as fasting on the sec-
ond day of the Thesmophoria. In the Frogs, the khoros of initiates invite the
god lakkhos, who is the god of the Eleusinian mysteries but also one of the
names of Dionysos, to join them in a ritual dance. Their choral performance
indicates the comic nature of the khoros: they play, dance, jest, and pronounce

both funny and serious things. At the same time, their choral dance is repre-

"Dover 1993a, 239; Horn 1970, 129-138; Bierl 2009, 186ff.
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sented as a processional journey to Eleusis, part of the celebration of the Great
Mysteries.

The khoroi in these two scenes do not affirm their poetic authority through
reflections on poetry and requests to grant victory as explicitly as in the paraba-
sis. Although some references to the dramatic competition may be present (like
the prayer to Artemis to grant victory in Thesm. 972), the focus of these hymns
is not on poetry and the divine assistance in the poetic competition but rather
on the dance as the main choral activity. The choral song in these scenes con-
centrates on the dance as well. References to it are so numerous that the hymns
essentially become the ‘scripts” of a dance. In the Frogs: the khoros describing
themselves: é\d¢ ...yopebowv 326; ayvny, icpdv ocloc pbotaug yopeiov 335-336;
guhomadypovo Ty 334; E€ay’ T dviinpov EAeloy BATEBOY y0pOTOLOY, Udxap, T3NV.
351-352; natlwv 375; ndilcal te %ol yopeUoon 388; maloavta 392; tficde tfic yopelag
396; in the refrain "Taxcye @uhoyopeutd 403, 408, 413; nailewv te %ol yopevety 407;
ouprouc teio 411; and Dionysos” final consent: nailwv yopeley Bovioua 415;

In the Women at the Thesmophoria: ooty &y’ eic xUxhov 954; puduov yopelag
956; [oive xapmaiipoy Todoly 957; xuxholoav yopol xatdotacty 958; yopouavel
961; eixixhou yopetag 968; mpdBave oot 969; toic yopoioty eunailel 975; yopévta
yopetag 981; ydpw yopelac 982; prhoydpolot 990; yopaic Tepmduevog 992; dvaryopebimv
995; xOxhew 1000.

Almost every line of the song contains a self-reference to dancing. Remark-
ably, in both scenes the khoroi allude to circular dances that were mainly asso-
ciated with non-dramatic cultic performances, such as Dionysiac dithyrambs
and perhaps Eleusinian rites. Tragic Euripidean khoroi often associate them-
selves by choral projection with circular khoroi when the ritual aspect of their
choral activity is highlighted.”! Dance is especially prominent in the cult of

Dionysos. Dionysos is reputed to be a choral leader himself and imagery shows

IThe khoros in the Women at the Thesmophoria, therefore, refers not only to the cultic models
but also ridicules Aristophanic dancing and searching khoroi. See the discussion in Csapo fthc.
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his followers as dancers.”? The verb nailw which is another Greek term for
dance is often associated with Dionysiac religious practices, and personified
Paidia appears in iconographic representations among dancing maenads and
satyrs as a female companion of the god.”

Therefore, the references to dance in the scenes highlight the ritual function
of the khoros as worshippers in the plot.”* At the same time, associations of the
khoros with Dionysos establishes the ritual character of the performance and
situates it within the cultic environment of the dramatic festival.”

The song which accompanies the hymn reveals an important function of
ritual speech — to describe the ritual action, to direct it, to comment on it,
and to establish the link between the worshippers and the deity through ex-
plicit self-referential utterances. The rich self-referentiality of the song pre-
sumably imitated the actual content of the choral songs accompanying danc-
ing. The dithyramb was, for instance, a highly self-referential genre that re-
flected on its own performance and function.”® Another example is Alkman’s
Partheneion in which the khoros refer to their own performance and make it the
theme of the song. The khoros name themselves, describe their appearance,
their actions, their intentions, and state their authority as a khoros to praise
and blame Agido in a series of deictic utterances.” The self-description of
performers as khoros is frequent in Pindar’s paians, partheneia and dithyra-
mbs. Self-referentiality and enunciative references to choral performance are
encountered also in Bakkhylides’ epinikia.”® This function of the ritual speech

will be explored in more detail in the next section discussing prayers.

72Bur. Hel. 1362-1363; Soph. OC 678-80, Ant. 152; Xen.Symp. 9, 4. In imagery: LIMC III
Dionysos 151, 415, 472.

73For personifications of Paidia see Smith 2011, 64ff. The terms noilw and noudid are difficult
to translate as they include fun, laughter, enjoying oneself, and festivity. See Dover 1993b,
173ff.

74References to the choral dance serve to emphasise the ritual activity of the khoros also in
tragedy; see Davidson 1986, Henrichs 1995.

7SHenrichs 1995, 90.

76Kowalzig 2013, 4, Calame 2013, 340-345.

770On the khoros of maidens contesting a rival group of girls: Page 1951, 52-57 and Ferrari
2008, 109-118.

78Gee Calame 2011a, 128-137.
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In this section, I claimed that we should understand choral performances
on stage as the process of ritualisation that transforms a comic performance
into a ritual performance by the means of khoreia and its standard techniques.
From this perspective comic hymns have a function similar to other Greek
hymns at any religious festival. Greek hymns link the here and now of the
event (for example, the athlete who has won in the agon or the arrival of a the-
oric embassy to a sanctuary) with the mythical narratives of the superhuman
beings preexistent in the reality of the ‘eternal’. The comic hymn has the same
dynamics: it associates a particular comic play which is being performed in
the here and now of the theatre with the ritual reality of the Dionysiac fes-
tival and its dramatic contest of the khoroi in honour of the gods of the city.
The comic hymn therefore is not something secondary in its relation to the
cult. Itis not just a literary imitation of existing practice but is in fact a creative
type of ritual speech with specific religious and social meanings. In the case
of the parabasis, the performance of a hymn endows the khoros, the competitor
at the festival, with the authority to praise themselves as performers both of
high-quality poetry and ritually significant activity. The representation of the
ritual performance on stage transmits the message about the comedy as some-
thing religiously relevant. By claiming to be a ‘real’ religious ritual, comedy

becomes, in a sense, what it represents.

2.3 Prayers

2.3.1 Performative aspect of prayers

While hymns are artistic performances and have a distinct poetic and musical
form, prayers are ritual utterances without additional embellishment. They
lack aesthetic dimension and express more direct requests to the gods than

hymns.” Because prayers are more embedded in a religious occasion as part

7See the discussion in Furley 2007, 118-119, 121.
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of the ritual communication between humans and gods and within the group
of worshippers, the performance context is more important for this type of
ritual speech. Comedy presents prayers within the performance context of
the imaginary comic world.®’ Since prayers are enacted in plays as part of the
scenes that imitate the real-world cultic performances, the evidence of comedy
can be used to reconstruct the function of prayers in actual Greek rituals.

In order to study the prayers in their performative aspect, I have selected
five scenes — in the Wasps (860-890), Birds (846-1057), Women at the Thesmophoria
(295-371) and two scenes in the Peace (428-458, 937-1125) — where prayers are
embedded in a larger ritual sequence. Two of the scenes under analysis, in the
Wasps and Women at the Thesmophoria, represent the ritual that precedes the
opening of a civic event, a law court session and the meeting of the Assembly,
respectively. The other three, in the Peace and Birds, imitate the ritual sequence
involving an offering, sacrifice or libation. I shall concentrate on the role that
prayers play in the (fictional) ritual environment in these scenes.

As outlined in 2.1, the relation between speech and action within one ritual
event has not been studied sufficiently. Old Comedy contributes to the ques-
tion some important evidence showing prayers as essential part of the sacri-
ficial offering and of Greek ritual in general. In comic scenes ritual speech is
represented as an indispensable part of a sacrifice or libation. Moreover, a rit-
ual offering is always accompanied by prayers in comedy. It is remarkable that
prayers and not hymns are mainly chosen for the representation of sacrifices.

The ritual speech in these scenes are distributed between various speakers.

80Representations of prayers in comedy are more direct than in its tragic counterpart. For
example, one of the most frequent formulas, that mark rituals in comedy is the proclamation of
euphemia: Ach. 237-8, 241, Pax 46, 434, 1316, Thesm. 39, Ran. 354, Nub. 263, Plut. 758; see Willi
2007. In comic plays it is embedded in the dramatic action whereas in tragedy we find mainly
reports or descriptions of euphemia: Aesch. Ag. 28, 595; IT 1403, IA 1469, 1564, Soph. fr.893. A
detailed discussion of the symbolic of euphemia in tragic contexts can be found in Godde 2011,
95-288. The concept of euphemia is often used in tragic contexts not as ritual formula, but as a
description of the quality of the speech. Such use of the adjective ebpnuoc is typical for tragedy
in or out of ritual context Aesch. Ag. 636, 1247, Soph. Aj. 362, 591, OC 132, El. 630, Eur. Ion
98, Bacch. 70, Tro. 1072. A direct announcement of euphemia as part of the performed ritual in
tragedy can be found in Aesch. Eum. 1035, 1039, and Cho. 386.
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The khoros — in contrast with the scenes representing the choral performances
— does not play any central role but only joins in the prayers pronounced by
the dramatic characters. In the two selected scenes the main prayers are spo-
ken out in prose (Av. 864-88, Thesm. 295-311), which makes them stand out for
the audience in a noticeable way. In the other two plays, the metre is changed
to anapaests (Vesp. 875-879, Pax 975), and extrametrical ritual formulas (Vesp.
874 ifue Houdv, Pax 433-434 omovdt| onovdr ebgnueite evgrueite) are used. The
breaking of the theatrical convention of metrical speech emphasises the role
of prayers in the ritual representation. The structure of the scenes reveals the
close connection between the ritual speech and ritual action, as I am going to

demonstrate below in detail.

The Peace

There are two scenes in the play which include prayers. In the first one Hermes
announces the libation, proclaims euphemia, and utters a prayer to Dionysos
and the goddess Peace which is repeatedly interrupted by Trygaios” comments

(434-457). The prayer concludes with a libation (453-457).5!

EP. fuiv 8 ayadd yévorr'. i Houodv, i),

TP. dpehe 10 nofey, AN i) uovov Aéye.

EP. i) i) Tolvuy, i) povov Aéyw.

‘Eouf}, Xdpiowv, "Qpauoty, Agpodity, [Ié60e.

TP. "Apet 6¢ pn. EP. ux. TP. und’ Evuakie ye. EP. ui.

HERMES May the blessings be upon us. Ie Paion, ie. TRYGAIOS Omit
the ‘striking’ part, say ‘I¢” alone. HERMES Ié ié then, I'm saying ie alone.
To Hermes, Graces, Seasons, Aphrodite, Desire [libation]. TRYGAIOS
But not to Ares. HERMES No. TRYGAIOS Neither to Enualios. HER-
MES No.

811 follow the assignment of lines by Sommerstein 1985, 153.
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In this scene, the ritual acclamation of Ie Paion accompanies the ritual act of
libation (on libation see below on the scene in the Wasps). The scene implies
that the words of the prayer and the ritual acts have equal impact on the ef-
ficacy of the ritual. Trygaios corrects Hermes: the verb ‘to strike” (which he
mishears instead of Paion) should not be used in a prayer to the goddess of
Peace. By correcting the ritual speech, Trygaios prevents Hermes from mak-
ing a libation to Ares on the grounds that it is inappropriate for the purpose
of their endeavour.

The second relevant scene in the play represents the sacrificial sequence
in which prayers and actions are also closely associated. It starts with the
preparation of a sheep and the altar along with all necessary ritual parapher-
nalia: basket, barley-grains, garlands, knife, lustral water (937-938, 948-9, 956-
7). When everything is ready, the water and the barley-grains are sprinkled
over the altar and the animal. Then Trygaios begins the sacrificial ritual with
an exhortation to pray (967), followed by a long prayer to the goddess Peace
(974-1015) which is concluded with the sacrifice (1016-117). As in the libation
scene, the end of the prayer is supposed to correspond to the ritual act itself,
in this case of the sacrificial slaughter. At that point the language of the prayer
becomes the focus of attention as having direct impact on the efficacy of the
ritual act which it describes. Trygaios orders the slave to take the knife and to
perform the sacrificial slaughter. The Slave, however, objects that it is forbid-
den to kill the victim on the altar of the goddess of Peace and suggests to kill
the victim inside the house. The verbs for sacrificing which are used here il-
lustrate the close connection of ritual speech with the acts. The verb of bloody
slaughter cgdlewv cannot be accepted for the ritual in honour of Peace (1016-

1020):

TP. tabt’ & mohutlunt’ , ebyopévolg Niv 6idou.
o3 TV pdyanpory' €107 ETeg Loy Etpdde

o@d&elc Tov oiv. OL. aA\” o0 Véug. TP. tun Tl 6%;
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OI. ovy fideton drfmovdev Eiprvn ogoyai,

0ud” alpotolTon PeUog.

TRYGAIOS Give us all this, o the most honoured one, as we are praying.
Take the knife. And try to slaughter the sheep as professionally as you can.
SLAVE But this is forbidden. TRYGAIOS Why is that? SLAVE The

goddess Peace certainly does not take pleasure in slaughter nor the altar is

bloodied.

The verb ogdlew was in particular associated with cruel and bloody murder of
tragic poetry (see 4.3.3) and it corresponds well to the paratragic style of Try-
gaios’ speech. His long prayer to the goddess Eirene about shopping and trad-
ing in the agora ends with a passage about a tragedian Melanthios at which
point he sings a lyric aria from Euripides” Medea (1012-1015). It is possible
that having cited the tragic play Trygaios has not changed his tragic intona-
tion and gestures and carries on speaking in the same tragic manner. He uses
the tragic vocabulary of animal sacrifice: ogoydic, aipatottor.® The Slave’s cor-
rection makes Trygaios aware of inappropriatness of the tragic type of sacri-
fice. He changes immediately the stylistic register and drops the vocabulary
of slaughter, cgayoic, substituting for it the verb ¥0cag, the standard and un-
marked word for the sacrificial ritual. The interruption and correction of ritual
speech would be perhaps impossible during real ritual events. However, comic
representations express human concern about correctness of speech and reveal
the significance of utterances in the cultic performance. It is crucial that ritual

words are correct and correspond to the message of the ritual.

The Wasps

In the Wasps the prayer accompanies a libation. Libations — ritual pouring out

of liquids — are general offerings that all Greek gods received. Probably the

82 Aesch. Eum. 187, Soph. El. 37, Eur. Andr. 399, El. 123, Ion 616; Aesch.Ag.1656, Eur. Andr.
260, Phoen. 1149, Bacch. 1135.
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most usual ritual in Greek religion, they are ubiquitous both on private and
public level. Libation is closely associated with prayer, especially personal
(and sometimes spontaneous). In comedy, libation affirming the words of the
prayer is represented in the Wasps and Peace. It is usually followed by drink-
ing up of what remained of the liquid (cf in the Akharnians).?® It was an act of
piety and consecration showing respect to the gods.® In public sphere liba-
tions accompanied animal sacrifices and affirmed the efficacy of other rituals
and statements such as oaths, contracts, and peace treaties.®®

Libation comes into special focus also in the Akharnians when Dikaiopolis
makes a personal and spontaneous peace treaty for himself and his deme. The
libation in that scene plays with several meanings of the Greek word cnovdai
which is simultaneously a ritual libation, wine used in it, a peace treaty, and the
peaceful life as the result of the peace settlement. In other scenes in comedy
where libation is represented, its liquid nature is emphasised as well. Since
Old Comedy employs obscene and scatological humour among its comic tech-
niques the ritual outpouring of libations can serve as euphemism for lubrica-
tion and ejaculation®® as well as excrement (Ran. 479).

In the scene in the Wasps the act of libation and mixing different substances
of honey and milk paraphrases the prayer and the desired aim of the ritual to
soften the old man’s character. In the passage the word “prayers’ can refer to
‘ritual” as a whole including both ritual words and acts. At all stages of ritual
preparations and performance speech and action interact with each other and
the words of prayers are in fact themselves ritual. The scene demonstrates this

in several ways:

1. Ritual objects are physically manipulated in preparation for prayers which

means that prayers were not perceived as something separate from the

85Hdt. 7.192, Xen. An. 4.3.13. Cf Socrates’ pious intention to make a libation with the poison
he is about to drink in Plato’s Phaedo; see Patton 2009, 33.

84Patton 2009, 28.

85Patton 2009, 56.

86Seaford Fthe.
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ritual act but on the contrary were central to it. When Bdelykleon com-

mands the preparation of fire, wreaths, and incense he says (860-2):

AN (¢ Tdyto o e TIC EEEVEYHATL

xal Lupptvog xol ToV AMBavwTtov Evboley,

omwe av evEmueoio tpdsta Toic Yeolc.

Now will someone bring fire as quickly as possible and myrtle-wreaths

and the incense from the house so that we can first pray the gods.

2. Libation and prayer are referred to as one event. The khoros recognise
this suggestion as a start of the ritual and assert that they will join the

libations and the prayers with an appropriate speech (863-865):

xol Uny NUelg Enl Tolg omovddic
xall Tolc evyolle

ANV dryordy AéZouev Lty

And we joining these libations and prayers shall utter good words for

You...

3. The words of prayer describe and paraphrase the ritual action. After the
formula of euphemia (868) and a short hymn (869-874), Bdelykleon pro-
nounces the second prayer to Apollo (875-884)%. The offering is sup-

posed to be performed during this prayer. This can be seen from the con-

tent of Bdelykleon’s request which is parallel to the ritual act of libation

itself (875-878):

>’ Z y ~ > ~ S ~ / 7
& déomot’ Gvol yeitov Ayued, tovuol npodipou mpombiate,
0€&on TEAETNY xouvhy, OVag, NV T¢ TaTel XoUVOTOUOTUEY.

~ / 9 2 ~ \ \ 7 \ \ 7 -4
moloov T adtol Toutl TO Alay oTELEVOY xal Tpivivov fdog,

avTl otpafou YEATOC ouLxpov T6 Yuudie Tapoueiloc.

871t was probably addressed to the stone pillar Agyieus, which is present on the stage.
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O master lord and neighbour Agyieus, the one standing at the en-
trance of my door, accept this new rite, o lord, which we are introduc-
ing for my father. Stop him from being to harsh and tough, mixing a

bit of honey in his dear little heart just like in newly boiled wine.

In the last example the request to assuage the father’s character paraphrases
the ritual actions of mixing libations.®® Therefore, the words share the ritual

power with the act itself.

The Birds

The sacrificial scene in the Birds features a long prayer to the birds pronounced
by the priest. The prayer is represented as deliberately close to authentic prac-
tices: Hestia is invoked first as was the case of historical prayers.* Further-
more, it is significant that the priest says the prayer in prose while Peisetairos’
remarks throughout the scene are in iambic trimeter. The prayer is in this scene
is part of sacrificial preparations: Peisetairos orders the slave to fetch the basket
and the lustral water and organises a procession (846-859). As in the passages
in other plays, the scene reveals the direct impact of the words of prayer on
the sacrificial rite. At one point Peisetairos realises that the gods invoked —
some very large bird species — will hinder the sacrifice. The threat of a ‘wrong
prayer’ is so serious that he makes the decision to drive the Priest out and to

carry on sacrificing himself (890-894):

Tl Tolov, 6 XxaxO0ULUOY, LEPETOY XAAEIC
alonétoug xol ylmac: ovy Opdc 6Tt
ixtivog €ic av T00T6 v’ oiyold)’ dpndoog;
o 9 0 9 S~ \ \ \ \ Z
amehd’ dp” MUY %ol ob ol To o TEUUaT

EY® Yo aUTOC TOLTOYL VUOW POVOC.

8The ritual speech as paraphrase is discussed in Podemann Serensen 2014.
% Av. 864. Plat. Cra. 401b-d; 3¢’ ‘Eotioc dpEeodon became proverbial meaning ‘begin at the
beginning’; Dunbar 1995, 510.
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To what sacrificial victim, o miserable fool, are you inviting vultures and
ospreys? Don’t you see that one single kite could grab this animal and
leave? Go away from us and take your wreaths with you. I am going to

sacrifice it on my own.

This shows — though in a comic way — that the words of prayers were perceived
very seriously by the Greeks as the means to evoke the presence of the gods
and to initiate the ritual power related to their presence. The khoros confirms
this in a short hymn (895-900): you must summon only one god if you don't

have enough meat to offer for many (see also below 4.2.2 and 4.2.3).

The Women at the Thesmophoria

The protagonist and the leader of the women Kritylla pronounces a solemn
prayer in order to open the meeting of the improvised women’s Assembly with
it. She starts with the proclamation of euphemia and concludes it with an Ie
Paion formula (295-311). After a short hymn, there follows the second prayer
to the gods in which a solemn curse is embedded (331-351). It imitates the
Athenian fifth-century practice of opening the meeting of the Assembly with
a curse upon enemies and traitors.”’ There is no sacrifice or libation in this
scene but the curse itself must be regarded as a ritual speech act. The function
of the prayers which frame this curse is to summon the gods who ensure its
efficacy and ‘ratify” it. Thus the khoros respond to Kritylla expressing their

consent with the curse (368-371):

AN, O Ty HEUTES
Zel, Tabto xupnoetag, “o’
AUty Yeobe mapao TaTelY

xainep yuvoully oboouc.

O almighty Zeus, give force to these so that the gods assist us although we

“The curse is attested in oratory prose Isoc. 4.157, Din. 2.16. Another typical formula of
the opening of the Assembly to follow in 372: €50&e tfj Boukj.
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are womnien.

The function of a prayer to ensure the efficacy of human rituals can be par-
alleled also in the libation scene in the Peace where the first Trygaios” request

to the goddess Peace is to accept the sacrifice (974-977):

o ogpvotdtn Pooctheo Yed,
ot Elprivn,
OEoTOWVA YOREEY, DECTIOVA YOUWY,

0¢&an Yuolay Ty NueTépay.

O most revered sovereign goddess Lady Peace mistress of choral dances,

mistress of weddings, accept our sacrifice (tr. Sommerstein)

The prayer hence does not only frame the sacrifice but it also operates on
the meta-ritual level asking the gods to recognise the act as efficacious.

The analysis of the scenes show that prayers represented in comedies are
closely associated with the ritual actions which they frame. Prayers are not
secondary or just explanatory utterances but on the contrary they are crucial
for the fulfilment of the ritual act. An incorrect prayer has power to ruin the
sacrifice just like an appropriate prayer can construct the ritual with words de-
scribing and paraphrasing the agent’s actions. The ritual act by itself is not
enough: the gods must be addressed with a request to accept the offering or
to ratify the ritual act. The prayer is shown in comic scenes as something that
actually makes an action ritually efficacious.”’ Old Comedy imitates the close
relation between prayers and ritual acts presumably because this was a feature
characteristic of Greek ritual in general. The analysis allows us to revisit Greek
prayers and to regard them not as texts on their own but as utterances embed-
ded in ritual performance and to study the dynamics and function of spoken
words within a ritual sequence. Given the very limited evidence for the topic,
comedy serves here as a valuable source for the performative aspect of Greek

ritual.

910n the function of sacred texts to make the act ritual Podemann Serensen 2014.
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2.3.2 Prayers as ritual communication

One of the main functions of prayers in religion is to establish the communica-
tion between humans and gods. However, ritual communication has not only
vertical direction but also a horizontal one, that is, to unite the participants of
the ritual and provide them with a new group identity of ritual agents.”? This
horizontal aspect of ritual communication is also self-referential because the
agents of the ritual communicate important ritual messages to themselves as
a group and individual worshippers. As a result, ritual fulfils its fundamental
social function of constructing collective identity.

The performance of prayers in the scenes under analysis is based on the dia-
logic exchange between two or more speakers. The ritual speech is distributed
among the characters of the play, namely, between an individual, usually the
protagonist (Bdelykleon, Peisetairos/priest, Kritylla, Trygaios/Hermes) and
the rest of the assembly of worshippers (khoros). The leaders have some ritual
authority over the rest of the assembly. The khoros leader, the protagonist of
the play or a specially appointed character with some ritual proficiency, such
as the Priest or the god Hermes can take on this role. The assembly primarily
consists of everyone else present on stage but it is implied that this commu-
nality extends beyond the ‘fourth wall” to all the spectators gathered in the
theatre, too. This can be seen through meta-theatrical gestures of involving
the audience in the ritual: when the barley grains are thrown at the spectators
in the Peace (962) or when the hero invites all the theatre to shout the paian in
the Knights (1318).

Usually the leader of the ritual marks the beginning of the ritual and ex-
horts other participants to join him in prayers and ritual activities. He pro-
claims the beginning of the ritual while the khoros express their consent and
join him in prayers and hymns. This structure is attested for the historical rit-

ual of the beginning of the civic meeting in the law court and in the Athenian

920n ritual as communication Rappaport 1999, 50-54.
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assembly, the two occasions represented in the scenes in the Wasps and the
Women at the Thesmophoria. We know from the literary and epigraphic evi-
dence that during these ritual events, the herald usually shouted out the eu-
phemia proclamation and then pronounced prayers.” The structure of dialogic
exchange between the leader saying the longer parts and the congregation re-
sponding to it with shorter refrains ensures communication within the ritual:
one person, who is in charge of delivering a ritually correct utterance, directs it
to all the others who in their turn express their approval and consent in order
to take part in what he is saying. A similar structure can be also seen in lyric
hymns where it was classified as amoibaion.’* The leader, exarkhos, instructs
his or her khoros what to do, how to perform and praise. The assembled con-
gregation takes up the theme introduced by the leader. This ritual pattern is
reproduced in two comic amoibaia: Agathon’s hymn in the Women at the Thes-
mophoria, 101-129.%

The communicative and self-referential function of ritual speech is also re-
vealed in meta-ritual utterances — the worshippers include in their prayers
comments on and references to their own actions and words. These comments
are usually positive. Thus, for example, in the Wasps the khoros approve of the
character’s intention to pray by saying that they will also utter a ritual speech
(863-865). At the end of the sequence of prayers, the khoros conclude with a

final expression of approval and consent (885-890):

Euveuyduecio <TaUTE> GOl XATYOOUEY
VEALOLY 00 Y0ilC EVEXOL TGSV TPOAEAEYUEVOV.
ebvol ydp €opev €€ oD

TOV bfjuov flovduecid cou

% Aeschin. 1.23, Din. 2.14, Thuc. 6. 32 and inscriptions IG II? 112, 6-12, IG 11* 114. 6-8.

%4Gee Zimmermann 1985, 228; Aubriot-Sevin 1992, 40n.23.

%Furley and Bremer 2001, 352. Apparently, the dialogic model of the distribution of the
ritual speech between participants is cross-cultural. It can be seen in the Indian and Hittite
ritual traced by (Watkins, 1995, 135-144) and in the people’s response in form of short formula
Kyrie eleison to the priest’s prayers in early Christian liturgy; see Baldovin 1987 and a letter
of Gregory the Great to bishop John of Syracuse in 598 CE, Ep. 9.12 p.244; as well as in the
dialogism and dramaturgy in medieval liturgic lyric; see Kowalik 2010.
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PLhoDVTOC (S OLOELS AVIE
TV YE VEOTEPWV.
We join you in prayers and sing for the new institution because of what

has been said. We favour you since we understood that you love the people

like no other man among the young does.

In the Women at the Thesmophoria the khoros respond with consent (5 éucdo)
to Kritylla’s prayer and again approve of the curse at the end of the sequence
(ouveuyopeoio...). A negative response is also possible. Thus, in the Peace, as
I have shown above, Trygaios comments disapprovingly on Hermes’ prayer
and takes the liberty of stopping and to correct it. He does this twice: when
he misunderstands the paian-formula for naiew, a verb inappropriate for the
goddess of Peace, and then when he forbids Hermes to perform the libation to
Ares. In the second scene, the Slave corrects Trygaios” words (1016-1020) (see
the Greek text above). %

In the Birds, both types of meta-ritual speech are present. The khoros re-
spond to the protagonist’s announcement of the sacrificial ritual expressing

their eagerness to join the ritual (852-856):

OpopE0YEs, GUVIEA®,

CUUTHEAULVETAC €Y 0

TPOCOOLN UEYdAa GEUVA TPoGLEVAL VEOT-

oW, duo 0E TPOGETL YdptTog Eve-

%o TEoPdTiov TL Ve,

1w Tto Ttw 6¢ ITudhac Bod,

cLVaAeiTe 6 Xolple OO

I agree, I consent, I approve that I shall approach the gods with great
solemn processional hymns, And at the same time sacrifice some sort of

sheep for the sake of divine favour. Let go, let go, let go the Pythian shout,

%This almost looks like a ritual explanation of a ritual. For the explanatory function of ritual
texts see Podemann Serensen 2014 and Assmann 1999.
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And let Khairis accompany the song with the pipe.

Later in the scene, the same scenario is employed as in the Peace: Peisetairos
at first approves of the Priest’s prayers and expands them with additional ut-
terances. However, when he recognises the utterances of the cult official as
inappropriate he takes the liberty to stop his ritual speech and drive him out.
The ritual speech becomes the medium of communication through which the
participants affirm, control and direct both the prayer and ritual actions.

The dialogic structure of the comic representations possibly reflects the as-
pects of communication and meta-ritual in the performances of prayers in the
actual historical contexts. These aspects are encoded in ‘to pray’, ebyouo and
‘prayers’, euyoi which became the principal verb of praying in fifth-century and
was reserved for spoken prayers as opposed to hymns.”” Through this verb the
ritual action and words are linked together constructing the illocutionary act of
prayer. It has communicative power since the enunciative references to ‘pray-
ing” announce to all the participants and spectators that the ritual is happening
making it a public act. The verb c0youa has great performative potential and
semantically it is associated with the public character of an utterance. The anal-
ysis of the earlier Homeric usage, undertaken by Corlu and Pulleyn, shows that
elyouot is used to make an affirmation about oneself with a range of meanings
from ‘vow’ to “‘promise” and even ‘boast’. The semantics of the verb combines
the personal and public aspect of speech.”® Utterances described with the verb
ebyopar are open and public (at least virtually).” From the analysis of a wide
range of texts, Corlu concludes, that prayers introduced with the verb ety oua
either appear within ritual context: sacrifice, libation, or accompany hymns.

This reveals the performative power of the verb to frame ritual acts.

97Willi 2007, 25.
%BCorlu 1966, 117.
%Chapot and Laurot 2001, 7.
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In all the analysed scenes “to pray” ebyopon and “prayers’ e0yai occur very

often:

1. Wasps

(a) 863 omwe av eviwucota mpdta toic Veolc: Bdelykleon initiates the

ritual asking that fire and incense be brought in.

(b) 864 eml toic omovdaic xai toic evydic: The khoros joins Bdelykleon’s

actions and words with their own speech.

(c) 885 Cuveuyodueobo <tabtd> col xanddouev: After Bdelykleon’s long
prayer and libation, the khoros expresses their consent and assert

their participation in the ritual.

2. Peace

(a) 432 ev&duevor toiow Veolg: Trygaios gives the bowl to Hermes so that
they could perform a ritual of libation and prayer before releasing

the goddess Eirene.

(b) 435 onévdovteg elywucodo: Hermes performs a libation accompa-
nied with the euphemia formula and then a prayer of blessings for

all the Greeks.

(c) 973 a\’ o¢ tayota edyduecva: In the second ritual scene Trygaios
opens up the performance of the sacrifice to Eirene with an exhor-

tation to pray.
(d) 973 evyouecda 8r: The Slave responds with affirmation.

(e) 1016 todit’, & mohutiunt’, ebyouévols Hulv didou: Trygaios summarises
the long prayer to Eirene with the repetition of the request and pro-

ceeds to the sacrificial slaughter.
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3. Birds

(a) 864 chycote 17 ‘Eotia tf] opwideiw: The priest starts performing the
sacrifice with a long prayer that opens with an exhortation to pray

and then carries on with the list of the bird-gods.

(b) 903 Hoovtec ebnuecda tolc ntepivolg Yeoic: Peisetairos takes over the

performance of the ritual and starts it anew with this formula.

4. Women at the Thesmophoria:

(a) 295 ebyeole Tolv Ocoudgoporv: Kritylla invites women to pray to the
gods. She names the gods and then continues the exhortation with

a list of requests.

(b) 310 tabt’ ebycole: after the long exhortation, Kritylla sums it up in

a brief formula to grant them blessings.

(c) 313 toiod’ en’ elyaic yopévtac: the khoros expresses consent to Kritylla's
prayer. They ask the gods to take pleasure in these prayers. After

that they start invocations of the gods.

(d) 328 layroeiey en’ ebyoiic nuetépauc: the khoros conclude their hymn to
the gods with a wish that the golden lyre will sound in response to
their prayers. The final concluding wish follows to hold the Assem-
bly without blemish — the main request of the ritual that is being

performed.

(e) 331 ebycole toic Yeolou Kritylla starts her second prayer with an-
other exhortation to pray gods. After the list of the gods who are
to be invoked, comes the list of betraying actions and traitors to be

cursed.

(f) 351 tolc Veovg ebyeocte morhd Sobvar xdyadd: The prayer is once
again summarised in one line. Krytilla bids women to pray the gods

to grant many blessings.
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(g) 352 Zuveuyodueoa téhea...tdd’ ebypota yevéoiu: “We pray together
with you that these prayers may be fulfilled.” The khoros respond
with a consent and the summary of the prayers above including

wishes for the city and the people and curses for the traitors.

This list reveals a number functions that the verb ‘to pray” which corre-
spond to the functions of prayers in the scenes discussed above. The main
function is to frame the action of libation and sacrifice, thus giving it the status
of a ritual act. The verb ‘to pray’ does not distinguish between ritual speech
and ritual acts within one ritual performance. This can be seen especially in
the examples 1b, 2b, 3b where the actions (libation or sacrifice) and the prayers
are referred to as two aspects of the same action. In all other examples, it can be
also seen from the context that it is used to refer to the idea of the ritual offer-
ing in general without distinguishing prayers as something separate from the
act. It is especially evident in 1a, 2a, 2c, 3a where the verb ‘to pray” marks the
beginning of the sacrificial offering. The request to the gods starts or concludes
with a summarising formula containing deictic references and descriptions of
the speech as prayer (2b, 3a, 4a, 4e for the opening and 2e, 4b, 4d, 4f for the
conclusion).1%

The verb “to pray’ in the sequences also provides communication between
the participants. Through the means of this verb the on-lookers get an oppor-
tunity to play a full part in the ritual by saying ‘we join in prayers” as in 1c and
4¢g and build their communal identity as a group around it. The verb chan-
nels the communication between different agents of ritual speech and links
the parts of the sequence together. The leader uses it to exhort other partic-
ipants to pray, to control and communicate the content of the request and of
the ritual being performed. For the worshippers this verb becomes the means

of expressing consent and taking over the ritual speech.

100 A5 Kleinknecht 1937, 38 suggested, these representations reflect as well the ritual practice
to start and finish prayers with elyouan.
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2.4 Shouts

2.4.1 Ritual shouts in Greek religion

If prayers are a type of ritual speech that provide communication and unity of
the worshippers cries are even more significant in this respect. They appear
to be a powerful ritual vehicle of exhortation and approval. Ritual cries and
acclamations are forms of utterances well attested for the Greek religious rit-
ual in the classical period and beyond. They are encountered in various rites,

101 and

such as, for example, sacrifice, all-night celebrations at the Panathenaia,
Dionysiac celebrations.!® The most common shouts are i7) toudv, dhohuyr), and
dhahot. !9 Others include eboi, Ehehel, o0, THvehha xakhivixe, and double invoca-
tions of divine names. The expressions onovor onovdr and eugpnueite Eugnueite
can be also included into the category of ritual cries and exclamations.'*

The semantics and functions of these ritual utterances are still very rarely
explored. Burkert related them to the sacrificial slaughter, implying that they
served as an emotional counterpoint to the moment of shedding blood. As
he describes the sacrifice in his book Greek religion, at the blow of the weapon,
when the animal is being killed, women raise a shrill cry.'®® Despite the empha-
sis on guilt in Burkert’s theory, Greek ritual shouts do not necessarily express
anxiety or grief of death.!® On the contrary, they are usually represented as

exclamations of joy and jubilation.!” Neither do cries belong exclusively to the

contexts of animal sacrifice. They are closely related to and are usually emded-

101Eur. Heracl. 781-783.

102Eur. Bacch. 689-90, 142, Dem. 18.260: Demosthenes claims that a cry ebol cafol was uttered
by Aeschines along with another cry 0fic dttne dtng Uijc) and in military rituals (one comes
across a paian-cry addressed to the god Enialios before a battle (Xen.An. 6.5.27, 5.2.14) and
shohoryn (Schol. Pind. OL.7.68).

103 Although 6\oluy# is not a shout but a noun derived from the cry; how the shout itself
sounded is uknown. The formal distinction between them is that the paian-shout and dohod
are usually performed by men, while 6loluyY, is associated with female ritual activities. See
Rutherford 2001, 18-23, Pulleyn 1997, 178-184, and Porta 1999.

104porta 1999, 129. In later times we are informed of acclamations that may include a whole
sentence, for example, ‘Great is Artemis of Ephesos’.

105Burkert 1985, 56.

106See for instance Aesch. Sept. 267-70 and Ag. 594-6).

107For example, on the paian-cry: Rutherford 2001, 19.
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ded in prayers and hymns.!%

The paian-cry, for example, is used to round off
ritual utterances serving as an analogue of the Christian ‘“Amen’.!”” In this case
it has a function of confirming and ratifying the prayer, ‘a marker performing
the speech-acts of closure and endorsement’, almost like a signature or seal at
the end of a document.'”

Ritual cries are not just chaotic emotional outbursts. They construct the
nonverbal ritual experience by creating, channelling and controlling emotions
of the participants. Cries and acclamations exist in a borderline zone of lan-
guage, lacking fixed semantic content. This is why they easily become a means
of expressing affect and of creating phonetic symbolism. The special ‘magical
language’ of ritual shouts being a marginal linguistic space ‘seeks to dismantle
the analyticity of language and to return to the density of the experience’.!!!

The magical potential and emotional charge of ritual cries make them apt
for grounding the sense of group participation.!'? Easy to pronounce and to
repeat together, they are often uttered in response to the priest’s actions, by
the whole group of participants, who take part in the ritual. Their lack of ver-
balised meaning gives them a kind of magical power to confirm the fulfilment
of the ritual. A good illustration of how this function works in ritual perfor-
mances can be found in Clement of Alexandria. He describes how the crowd
recited a special set of short formulaic utterances that do not have any clear
meaning but clearly express consent and approval of the priest’s actions as
well as some magic potential.!’® The crucial role of emotional power of ritual

shouts and acclamations in grounding the community has been acknowledged

and studied by Chaniotis.!'*

1081 epic poetry: Hom.Il. 6. 301, Od. 4.767.

109Willi 2007, 45f; Rutherford 2001, 21; Thesm. 295ff, Vesp. 874, Pax 453, Thesm. 310-11; cf Xen.
An. 3.2.9. See discussion in Pulleyn 1997, 182.

10Rutherford 2001, 21.

MTheodoropoulou 2012, 446-447.

20n this function of the paian-cry Rutherford 2001, 21 and ololuge-cry: Pulleyn 1997,
178,183.

13Gtrom. 5.8.48: And Apollodoros of Corcyra says that these lines were recited by Brankhos the seer,
when purifying the Milesians from plague; for he, sprinkling the multitude with branches of laurel, led
off the hymn somehow as follows: Sing Boys Hekaergus and Hekaerga. And the people accompanied
him, saying, Bedu, Zaps, Khthon, Plektron, Sphinx, Knaxzbi, Khthyptes, Phlegmos, Drops.

4Chaniotis 2012, 172-173, Chaniotis 2009, 200201, also Knottnerus 2014, 319.
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As with other types of ritual speech, the emotions connect participants not
only with each other but also with the superhuman powers.!"> Some parallels
with Hittite rituals suggest that cries of joy and triumph at the sacred events
were meant to honour gods or to summon them to attend the sacrificial feast.!1
Shouts are used in warfare rituals to commend oneself and one’s fighting to the
gods. Cries may also serve as a human response to the divine presence.!’” The
emotional intensity of a cry corresponds to the feeling of the divine presence at
the high point of the ritual and may have deeper apotropaic functions to avert
the dangers that the presence of the god may cause.'®

In this section, I analyse how the functions of ritual cries are reflected and
used in comic performances. Occurrences of ritual cries in comedies are im-
portant evidence of how these utterances were performed outside the theatre
in historical rituals. At the same time specific ways in which cries are repre-
sented and employed demonstrate strategies of handling the ritual speech and
ritual in the comic genre. Ritual cries in comic representations appear to be an
essential part of ritual scenes. They are accompanied by music of the aulos (Av.
222, 683, 858) and performed during the dance (Av. 222, Lys. 1291-4) or asso-
ciated with processional hymns (Av. 858). They are means to celebrate deities
serving as a kind of refrain in a joyful triumphant song as in Lys. 1291-4, and
in the sequences of cries in exodoi: Eccl.1180-3, Av.1763-5, and Ach.1227.1% A

cry can frame a prayer starting it off (Vesp. 874) or finishing it (Thesm. 311).1%°

15Davies 2011, 67: “The intensification of emotion in combination with core values enhances
the self as a social being and frequently aligns the devotee with a transcendent ‘other”.”.

1eCollins 1995 analyses the parallels between Greek éhoh0lw and Hittite palwai-; Jameson
1988 also regards the ololuge cry to be a means of summoning the gods, as in Eur. fr. 351.

17Rudhardt suggests this hypothesis concerning the ololuge-cry Rudhardt 1992, 179f. In
Hymn.Hom.Ap. 119, 445-447 goddesses and mortal women greet the god with this cry.

18pylleyn 1997.

9The expression tfvehho xahhivixe as a refrain of a ritual song is attested in the Schol. Pind.OL.
9.1

1200n this function: Willi 2007, 46 and Rutherford 1991, 4.
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2.4.2 Terminology: the case of the ‘Pythian shout’

Comedy reflect an overlap that exists in Greek terminology of cries and hymns.
Cries, prayers, and songs are closely interrelated in Greek ritual performances
and can be performed by the same choral group with musical accompaniment.
Furthermore, it is difficult to distinguish between them because usually the cry
concludes the cultic song or is embedded in it.'*! A cry then functions as a part
of a cultic song playing the role of a refrain, or an ‘amen’, as noted above. Quite
often in comedy, cries are not uttered at all — but they are referred to as part
of poetic imagery and embellishment (as in several passages in the Birds, 221
and 857, discussed below). In this case they still contribute to the emotional
effect of the ritual performance by alluding to the experience of the ritual use
of cries. The noun Bod or Béaua can mean both shout and any loud musical per-
formance including lyric poetry.'?> The verb fodv with various prefixes means
‘to lift one’s voice, to say something loud, to shout’. Greek public prayers as a
rule were pronounced in a loud voice so it can refer to any kind of emotional
address to the gods.'? At the same time, the verb is used as a technical term

of uttering a cry in a ritual context'**:

gy et xamBoo Tpltov moudsv’, GG vouog £ty
pour in [wine for libation] and shout the third paian according to the cus-

tom 125

When the verb refers to cries it can also mean to invoke, honour, or thank the

deity with a cry as in Plut. 633-640 (see below).!?

1210n the close relationship between the cry and the song in the case of paeanic utterances
Rutherford 2001, 21-22.

122Nub. 967, Pind. Pyth. 1.13,10.39, Ol. 3.8, Bacchyl. 9.68; Dunbar 1995, 507.

123Jakov and Voutiras 2005, 123.

124pherekrates Persians fr.138.5. On the custom to shout the paian-cry three times: PMG 933;
also see Porta 1999, 142-3.

125Cf. Aesch. Ag. 246 TpLt60TOVDOY ... TOLEVOL.

126Cf Av. 1504 where Peisetairos acclaims Prometheus in a loud voice and Prometheus asks
him not to shout. In tragedies Soph.Trach. 212, Eur. Med.168, Phoen. 679, 1036, Bacch.524, Tro.
335.
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The overlap between shouts and hymns brings us back to the problem whether

comic representations reflected the actual ritual and not the literary conven-
tions of lyric (including tragic lyric) genres. As I outlined earlier in the discus-
sion of hymns in comedy, the coexistence and overlap of ritual and poetry in
ancient Greek culture led to the constant interchange and mutual enrichment
between the two. As one consequence of this methodological assumption, it is
necessary to approach with caution the scholia where ritual cries are labelled
as paratragic elements. As I showed above (2.2.2), the ancient scholiasts were
usually keen to look for literary parallels and tended to assign a citation to a
particular poet or work whenever a typical lyric formula was used. There are
several occurrences of ritual shouts in comedies that are labelled by the scho-
liasts as modelled after tragic poetry: Av. 857, Nub. 1154, Plut. 637. I shall
discuss in detail the shout in Av. 857.

The sacrificial scene in Birds starts with the protagonist’s announcement of
a sacrifice to which the khoros responds with a short choral song and, presum-
ably, choral dance. The ‘Pythian shout” is proclaimed by them although not

directly pronounced in the end of the song (851-858):

‘Ouoppod®, cuviélw,

CUUTHRULVETUS EY 0

TEOGOOLL EY S GEUVA TTPOGLEVOL VEOT-
oLV, Qo OF TPOCETL YJEITOC EVe-

%o TEof3dTioY TL VUEW.

Ty Troy T 6¢ ITudae Bod

cuvaAeite 08 Xolple KO

See the translation above.

Schol. ITudiag Bod. Pod 6 avintrc. elpnton 6Tt Eml Toidc Yusioug nHAoLY.
AMoc. 1 yet’ abrol yvouévn Bor. To IOy péhoc. Eviev xol
TudadANg yivetar. oltw 0e EAeyov Tov Toudva. xol tolto 68 Ex IInhéwe.
Pythian shout. The piper shouts. It is said that they played the pipe at
sacrifices. Or: the loud sound prodgced by the pipe. The Pythian song.



And from this derives pythaules. And so they called the paian. And this

is from Peleus.

The expression ‘Pythian shout” is not attested elsewhere. The contextual mean-
ing of the noun Bod is not clear: is it a paian-hymn or a paian-cry? Should it
be identified with the choral song (©6q) in 858? Or, perhaps with the great
prosodia mentioned by the khoros? The scholion is controversial and the at-
tribution to Sophokles” Peleus does not help much because it lacks a precise
quotation. Most likely, the tragedy had a similar or identical line but as it is
usual in this case both tragedy and comedy borrowed it from a common pool
of hymnic language. In Soph.E[.630 the shout, Bod, is an element that accom-
panies sacrifice. It is plausible that both Sophokles and Aristophanes embed
a ritual formula that was used in hymns. A reflection of this formula can be
found also in Eur.El. 879: itw &Ovaulog Boa yopa (Let the shout go with the pipe
joyfully). In the passage in the Birds, tragic parody and literary allusion are not
in any way emphasised and consequently there is no need to suggest that the
comic representation contains an allusion to a particular tragedy or an element
of tragic style in the first place. Even if the cry was taken as a citation from a
particular literary hymn and alluded to a particular tragic context unknown to
us and well-known to the audience, the cry has important ritual functions of
its own in the ritual scene in which it is embedded, as I shall show.

What is the meaning of this reference in the context of the play? In the
strophe the khoros in a short response express their willingness to take part in
the sacrifice and describe in a nutshell the ritual sequence in which they agree
to participate. The rite starts with processional hymns performed by the khoros
while the worshippers approach the gods leading the sacrificial victim to the
altar. Then, the sacrifice is fulfilled accompanied by the sound of the pipe and
of the shout.

Although the primary meaning of the Pythian shout in the song is to ac-

company the sacrifice (which is not yet happening in the scene), it also has a
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self-referential dimension. The hymns and the shout which the khoros promise
to utter in the future overlap with their performance in the present. Further-
more, the final position of the reference to the shout in the song is probably typ-
ical for a cultic hymn and can serve as a sort of ‘amen’. For example, Hoopoe
finishes the song by portraying gods responding to Apollo’s music with a har-

monious shout (Av. 220-222):

0L &7 AfovaTWY GTOUATOY YWEEL
E0UPwvOg 6ol
Velar poxdipwyv 6GhoNLYT)

The divine cry of the blessed ones goes in harmony as one voice through

the immortal lips.'¥

The performative and self-referential aspects of the Pythian shout in this scene
are strengthened by the onomatopoeic beginning of the verse, the triple itw
which works on several levels. It imitates the birds’ twittering and emphasises
the resolution and participation of the khoros of bird performers in the enter-
prise by the repetition of a strong imperative. Earlier in the play, the same se-
quence imitates the birds” twittering in the beginning of Hoopoe’s lyric hymn
(227-228). The representation of the Pythian shout can be also compared with
the parabatic hymn of the birds (770-784) in which the shout also ‘goes forth’
(fiMde Bod, 776). Furthermore, the imperative of the verb to ‘go’ is characteris-
tic of liturgical language of processions and sacrificial rituals. The formulaic
repetition of ite occurs in the Dionysiac procession in the Bacchant women.'?
There are three later literary reflections of this expression in rituals dedicated
to various deities.””® As a refrain ito 1o yopdc is used in the hymn to Deme-

ter: POxy. 2625.1% These parallels indicate that the triple ‘let go” in the Birds

127The shout of the gods must serve as a ritual model for humans. The self-reflexive image of
gods performing rituals and uttering prayers is an important one in Greek religion. See Patton
2009, 116-117, 177.

12883, 151, and 992, ¢£.977, 1020.

129 Anth. Pal. 9.147 and in Ap. Rhod. Argon. 4.1410, Callim. Hymn. 5.1; Porta 1999, 148-152.

130= Page, SLG 460, 461, 462, 465. See Rutherford 1995.

89



has ritual meaning. The expression is part of the ritual representation of the
sacrificial scene.

The analysis shows that Aristophanes consciously constructed the repre-
sentation of a ritual cry which taps into the scene on several levels:
— aritual cry performed by birds is onomatopoeic;
— the khoros” approval and participation in the ritual is emphasised by a strong
emotional sentence which includes a repetition, a reference to a ritual cry, and
a diction of liturgical style;
— in the khoros” description of the ritual sequence which is about to take place,
the cry anticipates the sacrificial act prescribing that it should be performed
accompanied by auletic music and shouting;
— the strong association with choral performances through the use of lyric lan-
guage affirms the participation of the khoros in the sacrificial ritual. This re-
flects the historical practice of choral performances accompanying public ritual

events.

2.4.3 Shouts as ritual communication

As discussed above, the primary function of cries is to create and communi-
cate emotions in ritual contexts. This function is well presented in comedy.
Thus, the good news of Ploutos” healing and announcement of his arrival evoke
the emotions of joy, awe and thankfulness which need to be communicated

through shouts (Plut. 633-640):

KA. 0 Seomdtne mémpayev evTUyéoTaTA,
udhhov 6’ 0 IThoUtog adtog avtl Yo TugAoD
E€UUETLTAL X0l AEAGUTPUVTIL XOPOC,
Acxhnmot mawesvog e0pevolc TUYOV.

XO. Ayeig pou yopdy, Aéyelg pot Bodv.

KA. mdpectt yalpewy, Av 1€ folhnod’ fiv te un.

XO. Avofodoopo tOv ebmondo xai
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KARION My master has had a great fortune and rather Wealth himself,
he is not blind any longer, but he has his sight restored and shines with
his pupils, since he found a good-willed healer in Asklepios. KHOROS
What you are saying is joy for me, what you are saying makes me shout.
KARION It’s time to rejoice, whether you wish or not. KHOROS I shall

shout aloud Asklepios with many fine children, the great light for humans.

Here the exclamation i1 moudv is implied by the news of healing and the
mention of Asklepios Paion, but it is not included into the text of the play.
However, the shouting performed in this scene is — in reality or in imagination
— quite loud. It is heard inside the house by the Wife who comes out with a
question: tic 1 Bor not’ éativ; What on earth is this shout? Similarly, the khoros
in the Knights express their joy about the Sausage-Seller’s victory by inviting

everyone to shout a ritual cry (616):

vOv 8o’ 8&16v ye mdioty oty EmoAoATEon

And now it befits that everyone shouts a shrill.

This scene of epiphany of Demos after his miraculous rejuvenation in the Knights
is very similar to the announcement of good news in the Wealth. The Sausage-
seller proclaims Demos” arrival and invites the audience to act as if it were a
ritual occasion. He announces the euphemia, ritually correct utterance (1316),
and proclaims the interruption of law courts, as during some sacred festival
(1317). Then he instructs the audience in the theatre to shout paian at the good
news which he brought (1318):

e0PNUELY YT ol OTOUA XATEW Xl HoRTUELESY améyecan
%0l T Do THELAL CLYXANEY, Ol¢ 1) TOAC Hoe YEynley,

€l xawvaioty &7 ebTtuylanoy Touwvilew T Véatpov.

Keep reverent silence and close your mouth and restrain from giving ev-
idence and close down the law courts, in which this city delights, and let

the theatre shout the paian for the sake of the good news of success!
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The invitation to the audience to join with a paian-cry, mauwviCetv 1318, (and
later 6Aoh0Cewv 1327) contributes to the ritual-like representation of Demos” ar-
rival. The ritual cry here is a means of communicating emotions and respond-
ing to them in a ritually correct way. Shouting a paian involves the participants
physically and emotionally in the event and makes it highly ritualised. The
cry immediately evokes the idea of sacrifice: the khoros reacts to the Sausage-

seller’s invitation by mentioning sacrificial meat (1319-1320):

6 Tolg iepaiic péyyog Adrvoug xol Tolg viioolg Emixoupe,
TV Exwv QAuny dyadnv Axelg, €@’ 6Tw XVIGHBUEY SyULAS;
O light of the sacred Athens and protector of the islands, with what good

words have you come for whom we are going to smoke the streets with

sacrifices?

These two lines are ritually charged implying festive dance or procession through
the street’® and a divine command that a whole city should join in religious
testivity. This passage in the Knights is the evidence that the congregation
could respond to ritual acts and events with cries. In the case of the theatrical
play, the response is expected from the audience of the theatre. This meta-
theatrical gesture transforms the spectators into participants of the ritual per-
formance.

Ritual shouting brings participants of a ritual together, It is stressed in comic
representations that loud ritual utterances are unanimous and harmonious:
Eougpwvog opol (Av. 209-222) and in the bird’s parabatic hymn cuyury#j Sony
opol (771). In Hoopoe’s song the formula it (also used in the sacrificial hymn,

see above) is used to summon the participants (227-229):

"Enononol tonol, tortononol monot,
2N

o o Tt fto fto ftw

{1t TIc MOE THV EUBY OUOTTEQWY

B3lef Eur. Bacch. 87, Pind. Pyth. 8.55, 258, 9.83, Bacchyl. 3.16, Soph. Ant. 1135, Eur. HF 782,
and Av. 1233, Dem. 21. 51, Dem. 43. 66, Lucian Prom. 19.
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Epopopoi popoi, popopopoi popoi! Io io let let let let let everyone of my
fellow-feathered folk come here!

Hoopoe continues the invitation to come and join him with imitations of

birds’ cries (258-262):

ANV 17 gl Aoyoug dmava,
oelpo debpo debpo Bebpo-
TOPOTOPOTOPOTOROTIE
xexaBod xxxoBod,

TOPOTOPOTOPOAMALL.

But come to this speech all of you hither hither hither hither! Torotorotoro-

torotix! Kikkabau kikkabau! Torotorotorolililix!

As with other types of ritual speech, shouts have to correspond to the situ-
ation in general and to the gods to which the participants address. In comedy
shouts are adapted to the fictional plots. One example discussed above in 2.3.1
is the libation scene in the Peace which shows that paian-cry has distinct mili-
tary connotations and cannot be pronounced in honour of the goddess Peace.
In the Birds, the sacrificial shouts of the khoros (see above on the hymn in 851-
858) as well as the shouts of the goddesses Kharites and Muses resemble birds’

twittering (781-783):

‘Ohupmiddeg oe péhog Xdptteg Mob-
oot TETWAGALEQY,

TloTOTIOTEYE.
Olympian Graces and Muses shouted a song, tiotiotiotinx!
The cries of birds in Greek religion have a special status of divine omens.'*

Birds were an important means of receiving information from the divine world

because they move between earth and the celestial realm.”® Divination by

132Gtidied in detail in Dillon 1996.
133]ohnston 2008, 129.
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bird cries is attested in Homer (II. 10. 274), Xenophon (An. 6.1.23), Sophokles
(Ant. 999), and Menander (fr. 844.11). Aristophanes deliberately plays with
the ominous nature of birds in his comedy. In the parabasis, the khoros address
the spectators explaining their mantic character through the pun on the word

opvig, ‘bird’, which can by metaphor also mean ‘omen’ (719-722):

"Opviv 1€ vouilete mdvd doanep mepl pavielog Sloxplvel:
@AuN Y OUlv bpvic €otl, mTapudy T dpvida xahelTE,
E0uBohov Gpviy, @wViy Gpviy, Vepdmovt’ Goviy, GVoV GEVv.

"Ap’ o0 qovepic MUl PV Eopev pavteiog ATOAGY;

And you call “a bird” anything that in any way is significant for divination;
an utterance is ‘a bird’ for you, you call a sneeze ‘a bird’, a chance encounter
‘a bird’, a sound ‘a bird’, a servant ‘a bird’, a donkey ‘a bird". Is it not

obvious that we are prophetic Apollo for you ?

Part of the humour is that birds are the creatures that are normally responsi-
ble for spontaneous and ominous cries but in comedy they are producing con-
trolled ritual cries instead. In fact the Greek world was full of signs and any
spontaneous sound made by a creature could become a superstition including
human sounds of sneezing, farting, or speech.’® Another joke revealing the
tension between the controlled ritual shouts and unexpected sounds (farts) is

present in Pax 96-101."° Trygaios explains:

Evgnuelv yer xad un grabpov
undev yeulety, AN 6AoNOL ey
Toic T’ avipnnolol gedoov orydy,

TOUC TE XOTPGVAS %ol TUC Aodog

134A late source informs us that there was a superstition concerning braying of a donkey,
John Chrysostom, In Epist. ad. Eph., Migne 62.92.31. Melampous was said to have written a
poem on the art of divination by human bodily twitches Peri Palmon Mantike. On the type of
divination by chance utterances called cledonomancy: Dillon 1996, 101.

135PFarting appears to be an omen in Hymn.Hom.Merc. 293-303; cf. farting compared to a
divine sign also in Nub. 291-298.
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xawvailc TAlvIoLoLY dmoLXodouElY

%0l TOUC TEOXTOUG ETUXATEW

Keep reverent silence and don’t utter anything disparaging, but shout!
and tell all people to be silent and to fence off all lavatories and sewers with

new brickwork and to close their arses.

The onomatopoeic cries of the khoros in the Frogs can be also seen as a par-
ody of unexpected animal sounds that turn into institutionalised religious ut-
terances. Dover 1993a, 219 rejected the ritual interpretation of the koax of the
frogs without any further explanation. Having stated that the frogs’ cries re-
semble hymnic refrains, paian-cries, and magic spells, but nevertheless they
have nothing to do with invocation. I would like to return to the possible rit-
ual meaning of the koax and explore it in the context of the scene in Frogs. The
context, in which the khoros start croaking, is a hymn to Dionysos. It is full of
indications of ritual style and is clearly represented as a cultic song; cf Ran.
209-220. As Wills 1969, 313, 316 notes, ‘the Frogs base their right to sing on
the divine favours” and ‘on the reeds (év Aluvouc) they cherish’, that is, in the
sacred domain of the Dionysiac festival (¢uov téuevoc). They also employ ex-
alted poetic vocabulary (ebyneuv, Buvé), doricisms (Bodv, Euay dowddy, aidhav),
and hymn-terminology (layicoua ... duept). While for Wills these features rep-
resent the poetic pretensions of the frogs’ song, it is clear that at the same time
they have very strong ritual connotations. I quote the frogs” hymn in full. In
the play this is the moment when Dionysos and Xanthias notice the frogs and

hear the koax for the first time:

Boexexexel x00& %0dE,
Beexexexsl x0d& %0dL,
Awavollar xpnvasv téxva,
EOvavhov Duvwy Body
pOeymued’, ebynpuy Euay

A0V, X04E KOJE,
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fiv apel Nucrov

Aoc Aidvucoy gv

Alpvanowy oy foouey,

nviy’ 6 xpamahOXmUOC

Tol¢ lepoiol XOTpolol

YWEEL AT’ EUOV TEUEVOS Aaidv Gy hog.

Boexexexel x0d& xods

Brekekekex koax koax! Brekekekex koax koax! Marsh-dwelling children of
springs, let us utter the shout in accordance with the pipe, my harmonious
song which we sang in honour of Dionysos Nysean son of Zeus while
during the sacred day of Pots the crowd of people passes through my holy

precinct in drunken revelry. Brekekekex koax koax!

Frogs are servants of Dionysos, they sing the hymn to him, they belong to his
sacred precinct and fulfil ritual duties of song for the worshippers, who pass by
the place during the festival of the Anthesteria. Moreover, the onomatopoeic
koax has characteristics of ritual cries discussed above. It is placed in the begin-
ning and the end of an utterance as in Av. 783, 227, 262. It is referred to with
the noun Bod, loud utterance. In this case we can speak of a poetic use of the
meaning ‘shout” metaphorically applied to hymns — ‘let us utter the harmo-
nious shout of hymns’. The koax is accompanied with a pipe in a harmonious
way like the shouts in Birds (857, 221, 782).

The meaning of the contest between Dionysos and frogs in this scene is
debatable but it is evident that part of the humour lies in the idea of the god
meeting his own “cult personnel’. A ritual hymn with embedded cries is sup-
posed to invoke the god and attract his attention. The frogs’ hymn undoubt-
edly achieves this goal. The communication with the god takes a form of rit-
ual imitation which reverses the normal situation: while during a real sacred
event mortals imitate divine rituals and learn from them, in comedy it is the

god himself who takes his ritual khoros as a model for his own utterances.
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2.5 Oracles

2.5.1 Oracles as ritual speech

In this section I consider oracles as part of ritual communication with the gods.
This approach can be justified from several points of view. Like other forms of
ritual speech, such as prayers or hymns, oracular consultations establish con-
tact with the world of divine through the medium of human language. The
process consists of an exchange of spoken and written texts. Consultants sub-
mit their questions to the sanctuary formulated orally or written down and
receive the answer from the god which can be then interpreted by an indi-
vidual or passed on to the community for discussion. At all stages, it is the
verbal communication that enables people to connect with the wisdom and
omniscience of the gods. Oracles, being verbal messages, stand out from other
divinatory practices in that respect, such as observation of sky and stars, birds,
animals’ entrails, and interpreting dreams. Moreover, oracular texts conform
to the conventions of the language and style, such as the metrical pattern of
hexameters which makes it possible to speak of oracles as a specific genre of
ritual speech.'®® The interpretation of divine answers explains and extends the
texts of the oracles helping the community to decipher and interiorise the di-
vine words. The correct interpretation is crucial for the safety of the society.
The exegetic part of the consultation including debate about the true meaning
is therefore no less important than the text of the oracle itself.

Divination was most relevant in the situations when decision-making and
divine confirmation of the future benefit were required, such as marriage or
a journey (at the individual level) and military campaign or foundation of a
colony (at the state level). While oracles provided divine authority for deci-
sions they were also used as a powerful vehicle of political manipulation and

could become subject to forgery and charlatanism. An image of a corrupted

1361n that respect, oracles overlap not only with divinatory practices but also with hymns and
oral epic tradition.
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religious expert, a false prophet, or a greedy soothsayer is one of the recur-
rent motifs associated with oracles in the corpus of Greek literature.’”” The
use of oracles in politics has become the focus of many studies including the
scholarship on oracles in comedy.'*®

For the purpose of this study the problems of manipulation and authen-
ticity of oracles will be included in a broader context of divine revelation and
ritual speech, its performance, re-performance and interpretation. I shall con-
centrate on the aspects of the representation of oracles in Old Comedy that
have been largely neglected or downplayed. These are: the circulation of ora-
cles outside the mantic events in the places of consultation; the ritualised re-
performance of oracles; and the importance of exegesis for oracles as sacred
messages of the gods. I shall analyse the agonistic tradition of oracular inter-
pretation reflected in comic plays paying special attention to the potential of

oracular performances to produce ritual authority by establishing the ‘true’

meaning of the divine message.

2.5.2 Oracular language

There are ten oracles recited in Aristophanes’ comedies: Knights (197-201,1015-
1020, 1030-1034, 1037-1040, 1055-1057), Birds (967-968, 983-985), Peace (1064-
1079, 1090-1098), and Lysistrata (770-776). Comic representations reflect the
tradition of the oracular genre with its themes and figural language. Oracles
in comedy retain the metre of dactylic hexameters which makes them stand out
from the rest of the dramatic dialogue and sound as belonging to the actual ex-
tradramaric tradition.”® An extensive study of the language and formal struc-

8140

ture of oracular texts is offered by Fontenrose 1978 who distinguishes for-

'37Bonnechere 2007, 147.

138See Smith 1989 who concludes that the negative representation of oracles was due to the
political situation of the Peloponnesian war and the unattractive role of soothsayers in this
current political context of the time. On the political interpretation of the oracles in comedy;
see also Nilsson 1972.

139n the Peace the dactylic hexameters even continue during the whole scene 1063-1114.

140He classifies recorded Greek oracles into three categories: historical, quasi-historical and
legendary and concludes, that historical oracle texts tended to be simple and directive, while
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mulae, devices, diction, and structural patterns of the oracular texts.!*? Among
some hallmarks of oracular language, that Fontenrose discusses, are:

— the use of concrete pictorial images for abstractions.

— use of the traditional store of gnomai and proverbs; these show a fundamental
affinity between oracular and gnomic poetry.

— partiality for animal metaphors and similes; the favourite animals are the
lion, bull, snake, boar, mule, eagle.'®

—assonance and alliteration.

— use of Homeric language, epic, vocabulary of Hesiod, Theognis, Pindar.

— compound epithets.!*

Comic oracles bear many of these features including also formulas, conven-
tional openings, and structural patterns of transmitted verse oracles. Such typ-
ical features as animal imagery (Lysistrata, Knights, Birds, Peace), the first-comer
motif (Wealth, Birds) and recourse to proverbs (Peace) are present in comic or-
acles. Linguistic and thematic patterns found in oracles can be traced in Hi-
erokles” oracle of Bakis in Pax 1063-1086. Hierokles’ oracle shows the same
components as, for example, Kadmos’ oracle: salutation, statement of mantic
authority, the message, reason for the message, the conditional preceden’c.145
Some standard openings of oracles can be found in comic examples. The Birds
(967-968) feature the Soothsayer beginning his oracle with the traditional 6\ 8torv. 14
In the Knights (197-201) Demosthenes reads out an oracle also starting with

g\ 'ondtav. The same opening is found in Lys. 770-776, where Lysistrata reads

out an oracle to the group of women. Other traditional openings are ¢oti/ciot,

other, legendary or ‘non-genuine’ oracles were more obscure and ambiguous. This difference
leads Fontenrose to suggest, that the tradition of oracular narrative constituted a special genre
of mantic poetry that differed from authentic verse oracles.'*! Maurizio 1997 compellingly
challenges Fontenrose’s interpretation claiming that being part of an oral tradition oracular
texts undergo a completely different process of authentication than a modern historian applies
to his sources.

“ZFontenrose 1978, 174.

143See also Desfray 1999.

14 Eontenrose 1978, xxiv.

145Eontenrose 1978, 176.

146Cf Hdt. 8.77 on the oracle of Bakis.
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followed by tic (Eq. 1037) and ¢pdleu/@pdleo (Eq. 1030, Pax 1099). The Bakis’
oracle in the Peace starts with a typical address ‘O wretched...".

The oracular language has been further examined by Dougherty 1992 using
the material of foundation oracles. Foundation oracles usually contain direc-
tives to go to a place and a description of that place.'*” This description might
include geographical and climatological details, mention animals, that inhabit
the place, and give other details of the environment.!*® An example of such
a foundation oracle is perhaps a fragment of Theopompos’ comedy Theseus
where someone is told to go to a certain place with further description and

characteristics of this place (fr.18):

{€el 08 Mrpwv yoaiov, Evio xapdduwy
Thelotwy motgitan xal Tpdowy aBupTdxn
Go to the land of Medes, where sour sauce is cooked of plenty leek and

mustard seeds.

The adverb évia used in the fragments appears frequently in oracular re-
sponses.'* The landscape of the land, its animals and vegetation often are
included in the oracle. They are often obscure since, as Dougherty wrote: “rid-
dles within colonial traditions defamiliarize the familiar as a way to represent
Greek occupation of foreign land in terms of intellectual prowess and the di-
vine authority of Greek Apollo. Colonization traditions make the act of foun-
dation mysterious in retrospect; they reorganise the commonplace process of
founding a colony and make it temporarily alien.” For comedy it is natural to

parody the style of the oracle using the culinary language.'™

47Paus. 5.7.3; Euseb.Praep. Evang. 5.31.15; Diod. 8.17.1.

148Paus. 10.10.6, Hesych. Mil.Hist.Rom. 32.

49Euseb.Praep. Evang. 6.7; Diod. 8.32.2; Diod. 8.21.3. Fontenrose 1978, 173 states, that it
introduces the defining clause in oracles about cities and places.

1501f this is indeed a colonisation oracle, what city or land could be colonised in the context of
the myth about Theseus? Theseus was not a prolific colonisator: the only colony he founded
was Pythopolis. However, Oinopion who is known to colonise Chios appears to be Theseus’
son in the poem by Ion of Chios The foundation of Chios. There are some indirect details that
corroborate this suggestion. Ion is probably making a political statement by linking an impor-
tant figure from Chian history to Athens as part of the ideological agenda during the time of
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The obscurity of the language of oracles is ridiculed. Oracles in comedy be-
come not just obscure but absurd, pure nonsense."”! The obscurity of oracular
language is one of the main points of the comic effect. The women’s remark
in Lys. 777 about the clarity of the oracle is ironical. In the Peace when the
oracle is read out by Hierokles, Trygaios laughs at the expression“fierce-eyed
monkeys” and at the idea that a wolf can wed a sheep (1066, 1076). He mocks
the prophetical style predicting the future: 1083-1084 olnote detnvriceic.... In
the agon of oracles in the Knights the excellent parody of oracular style plays
upon the obscurity of the mantic poetry. Demos is genuinely puzzled with the

oracle’s obscurity and formulates a legitimate question after one of them, 1048:

AH. n@¢ ofjta Tobt” Egpalev 0 Vedg;

DEMOS So what did the god mean by that?

However funny and exaggerated the obscurity of oracles is, the obscure lan-
guage of oracles has an important function.' It reflects the gap between the
divine and human worlds and expose the mantic skill of interpretation as a
bridge between them.'>®> The message of the gods appears in a form of a riddle
that is not accessible directly, but needs an interpreter, someone who acquired

the techne of divination." The correct interpretation of foundation oracles

the Delian league. One indirect link might connect Theopompos’ Theseus with Chios: fr. 2 fea-
tures the Athenian orator Isaios who taught rhetorics on Chios till 403 BCE. Oinopion became
popular in 4th century comedies. Nikostratos and Philetairos wrote plays with the title Oino-
pion although both seem to represent Oinopion as Dionysos’ son. For comedy as a Dionysiac
genre, Oinopion was apparently a fitting character. If the oracle in fr. 18 is a foundation oracle,
the word kardamon might be a riddle playing with the Kardamyle, the name of a Chian city.
Calling Chios a Persian land would be in that case an exaggeration of oracular style which put
special emphasis on the foreignness of the land of the colonisators’ destination.

BIplato Sophists fr. 161 yenouedoineoc.

152 As shown by Dougherty 1992.

15 Muecke 1998.

134 Flower 2008, 188, Scarpi 1998; Od. 10. 304, 12. 59-72, II. 2. 813-14, 1.403, 14.291. The hu-
man and divine languages differ because gods have more knowledge of the world and there-
fore more words to describe what lies beyond human knowledge. The divine language indi-
cates the nature of the things Maurizio 1998, 141. See also Watkins 1970 and Bader 1989. The
ambiguous language of oracles is an extensive use of metaphor and is never evident (Pythia
indicates, onpaivel, in Herodotos) because of its poetic nature, Maurizio 1998. Oracles serve as
a ‘conversion mechanism between the inscrutable divine and the domain of human delibera-
tion” (Kurke 2009, 438).
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reveals the superiority of Greek colonists which gives them the authority to

found and rule the new city.

2.5.3 Framing oracles in comedy

How are oracles embedded and performed in comedy? The dramatic reasons
for reciting oracles vary. An oracle may introduce the plot (Knights), struc-
ture the central debate of two opponents (Knights) or justify the ‘great idea’ of
the protagonist (Lysistrata). The oracles proclaimed by intruders in sacrificial
scenes (Peace, Birds) are a special case marking an (unsuccessful) attempt to
regulate the sacrifice. The value of these oracles for the society also vary. In
the Knights, by reciting an oracle, Demosthenes introduces the Sausage-Seller,
the benefactor of the city and the saviour of Demos, the allegorical figure per-
sonifying Athenian people. Later in the play, oracles are used by two political
rivals in a long and spectacular agon of oracles to take control over Demos,
thus showing that the oracles are used by both ‘bad” and ‘good’ sides of the
political game. In the Birds and Peace, oracles are recited by itinerant prophets,
khresmologoi (Pax 1085, Av. 965), with some clear negative connotations associ-
ated with them. These oracles are rejected by the protagonists as inauthentic
and lacking authority.

Oracles are represented in comedy as sacred messages (icpov yenouoév, Eg.
116) that come from the gods. People should pay attention to them and follow
what they say. Cf Eq. 193-195:

AH. d\a un mopfic

& oot BWoac’ €v Tolg Aoylotowy ol Yeol.

AA. nic bftd gno’ 6 yenouoc;

DEMOS But do not pass by what the gods offered you in the oracles.
SAUSAGE-SELLER So what does the oracle say?

In Plut. 32-47 Khremylos narrates his journey which he undertook to consult

the oracle about his son’s education and reveals the answer that he received.
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The text of the oracle is embedded in the story as reported speech of the god
himself (Plut. 40):

XP. cagdsc yap 6 Vo €iné ot Todl*
KHREMYLOS Because the god told me clearly the following

and Plut. 45:

KA. €it’ 00 Euving v énivotay ol Heob,

ppdloucay, & oxaudTaTé, ool CopésTaTa [...]

KARION Don't you understand the god’s design conveyed to you, o stupid

fool, in plainest words |[...]

It is highly important to understand oracles and obey them, as Lysistrata

says (Lys. 779-80):

AY. [...] %ol yap aioypodv ToUTo Ye,
6 QlAToTon, TOV YENOUOV EL TEOBWCOUEY.
LYSISTRATA It will be shameful indeed, if we, o dearest friends, abandon

the oracle

To ensure that the proper attention is paid, the delivery of an oracle is framed
in comedies in a way similar to other ritual utterances such as prayers, hymns,
and cries. It is marked by the speaker as speech of high importance requiring

reverence and observance from those present (Lys. 768-769):
AY. [...] ot & 6 ypnouoc obtoot.
I'Y. Réy” abtov v 6 T Aéyel. AT. ovydite o).

LYSISTRATA There is this oracle. WOMEN Tell us what it says. LYSIS-
TRATA Keep silence, then.

The framing in the Lysistrata requires silence which although it is not the ritual
silence of euphemia, still functions as a special framing and communicates the

idea of special reverence towards the reading to follow. A similar framing of
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the requirement to listen can be found in the Knights when the agon of the

oracle recitations begins (1014):

ITA. 8xoue 07) VUV xal TPOOEYE TOV VoUv Euol.

PAPHLAGON Listen then and pay your attention to what I'm saying.

The performance of an oracle starts with a special formula éott 6 yenouoc
which introduces the subject of the oracle (Eq. 1068, 1005, Av. 962, Lys. 768,
with nepl in Eq. 1004-1010).

2,54 Transmission and authenticity

While the performance of oracles is ritualised and the texts in general are rep-
resented as sacred, every oracular performance raises anew the question of
authenticity of a specific oracle. In all the scenes where oracles are recited they
have to undergo the process of interpretation to be accepted as authentic by its
audience. The religious authority of the oracles is debated by the characters
in the plays. One of the main questions in that respect is the provenance of an
oracle and its transmission.

The oracles are brought on stage in written form, perhaps represented as
book rolls with help of theatrical props, and are read out aloud by the per-
formers. This can be seen from the expressions: read out aloud, dvoryryvdoxew
( Eq. 118, 1011, 1064), or fetched, gépw (to fetch the roll/rolls with the oracles
Egq. 118, 961). In Birds the Oracle-monger repeats Aaf3¢ t0 Bi3Alov in response to
Peisetairos” doubts about the oracle (Av. 980-982). The soothsayers who own
these book collections of oracles are particularly fond of insisting on the divine
provenance of their texts. They claim that their oracles come from the author-
itative collection of Bakis, a famous seer who was inspired by the nymphs to
make prophecies which were then codified and circulated in Greece. The idea
of an oracle-monger always relying on a more authoritative prophet is perhaps

reflected in a joke about Apollo who himself gets oracles from Zeus in a frag-

105



ment of Aristophanes’ Heroes (fr.324= Schol. Soph. OC 793).> The succession
of oracles from one person to another, perhaps with negative connotations is
recorded in fr.10 of Ameipsias’ Konnos cited in a Aristophanic scholia about

the soothsayer Diopeithes:

(WO TE TODUVTES YENOUOUE aUTOL

(i oleToMe ToISY;

Atomeliel 16 TUPUUOVOUEVE.

so that they make oracles themselves and give them to that mad Diopeithes

to sing.

The name of Bakis (or Apollo) is built into the oracular text as a kind of sphragis
in order to indicate the authenticity in all the three episodes representing un-
trustworthy seers Hierokles in Peace (1070-1072) and Oracle-monger’s in Birds
(972), and by Paphlagon, the manipulator of Demos in Knights (1015). The
written form serves for professional (and manipulative) seers as an indicator
and guarantee of authenticity.

However, Aristophanes shows that in fact oracles written down are not au-
tomatically authentic. On the contrary, the oracles that are recited in his plays
by more sympathetic characters, the comic leaders Lysistrata, Peisetairos, and
Trygaios, are represented as improvised and less dependent on their transmis-
sion than the oracles of false prophets. Lysistrata takes an oracle out when
she needs a powerful instrument of political persuasion and does not explain
where it comes from (Lys. 767). Trygaios makes up an oracle stitching together
Homeric formulae pretending it to be the prophecy of Homer himself. The hu-
mour of this scene is that Hierokles does not seem to realise that Homer was
not a soothsayer in the same sense as Bakis or Sibylla. Similarly, the Sausage-
Seller, the saviour of the city, in the Knights, when asked about the provenance
of his (Sausage-Seller’s) oracles, quickly makes up the name of the soothsayer

Glanis, the brother of Bakis.

155 Apollo seems to get his oracles from Zeus, as he also says in the Iphikles (= .313) and Aiskhylos
in Priestesses (= fr.86) ... and Aristophanes in the Heroes.
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Peisetairos claims that he has got an oracle written down from the words
of the god Apollo himself which surely must weigh out the authority of the
collection of the texts by prophet Bakis which circulated in Greece at that time

(981-982):

oUdeV dp’ Buoldg Ec’ O YENOUOS TOUTKL,
OV €Y oA TATOMNWYOG EEEYpadUNY*
But the oracle is in no way similar to this one which I wrote down from

Apollo.

The way the comic hero receives his oracles is unclear and somewhat mirac-
ulous pointing to his direct contact with the god. These examples are of course
comic fantasy but they also imply that self-appointed religious experts could
be, at times, more useful for the society than acknowledged professionals. It
is almost as if the improvised character of those oracles make them more gen-
uine and divinely inspired than thoughtful and calculated presentation of the
professional seers.

Historical accounts seem to corroborate this impression presenting political
and military leaders who take upon themselves the role of self-appointed seers
to facilitate the decision making process, like Xenophon in the Anabasis'>® and
Themistokles before Marathon who being just one of the influential citizens
offered his own interpretation of the ‘wooden wall” oracle which turned out
to be ‘correct’.™ In the case of Themistokles the individual leader is opposed

to the body of professional seers, khresmologoi.'®® To whatever extent these ac-

15%6Parker 2004; the discussion of laymen and experts in the divinatory process in Beerden
2013, 55-58, 65-66.

157Hdt 7.143.

158Hdt 7.143.1-3: Now there was a certain Athenian, by name and title Themistocles son of Neocles,
who had lately risen to be among their chief men. He claimed that the readers of oracles (ypnouoléyot)
had incorrectly interpreted the whole of the oracle and reasoned that if the verse really pertained to the
Athenians, it would have been formulated in less mild language, calling Salamis ‘cruel” rather than
‘divine’ seeing that its inhabitants were to perish. Correctly understood, the gods” oracle was spoken
not of the Athenians but of their enemies, and his advice was that they should believe their ships to be
the wooden wall and so make ready to fight by sea. When Themistocles put forward this interpretation,
the Athenians judged him to be a better counsellor than the readers of oracles (t&v yenopoléywv), who
would have had them prepare for no sea fight, and, in short, offer no resistance at all, but leave Attica
and settle in some other country. Tr.Godley.
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counts reflect actual attitudes to different types of seers and oracle-mongers,
it is clear that oracles circulated freely in Greece and anyone interested could
have access to them. This can be seen from a story Herodotos tells about Mar-
donios at Plataea who cited an oracle in order to persuade his generals to give a
battle. However, as Herodotos explains, he attributed the oracle incorrectly — it
was not in fact applicable to their campaign. The historian then cites another,
this time correct, oracle by Bakis about the Persians.”™ Neither Mardonios
not Herodotos were professional soothsayers. Nevertheless, they demonstrate
knowledge of the texts as well as expertise in citing and manipulating them for
their purposes.

This leads us to the point, characteristic for comedy as well, that reciting
an authentic oracle was not enough. The skill of the performer was required
to pick a relevant oracle, to interpret it and apply it correctly to the current

160 Tf the seer is false it is rather because of the lack of their skill, and

situation.
not because the oracle itself is faulty. So, for example, in fr. 1 of Nikokhares’

Agamemnon the skill of a prophet proves the authenticity of her prophecies:

YVWOOT 0 TEYVNY TNV EUNY ETNTLUGC

dqupeudouovTY 0bcoy

you will know from my skill that I am (fem.) indeed no false prophet.

The soothsayer is the true agent of the ritual speech, not just a passive trans-
mitter, and he is responsible for its quality. He engages creatively in unlocking
its meaning thus making the interpretation part of the ritual speech as well.
Old Comedy shows that the soothsayer’s skill is open to the public assessment
by the community. A good oracle must be publicly approved and its meaning

accepted as clear enough.'® To be accepted oracle had to be not only to make

159Discussed in Maurizio 1997, 328; cf Hdt. 9.42-43.

1600therwise the consequences can be disastrous as Herodotos shows passim, see especially
the story of Kroisos.

161This makes oracles resemble other types of ritualised speech, such as prayers which also
required some kind of the expression of consent. On the acceptance or denial of oracles in
Greece: Maurizio 1997, 314-315. The formula in comedy (and in Herodotos) for accepting the
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sense but also to be relevant to the current situation. Thus, when the khoros in
the Lysistrata express strongly their approval of the oracle they do it by stating

that the meaning is clear to them (Lys. 777):

caphc Y’ 6 yenouoc viy Al’, & mdvteg Yeol.

The oracle is clear indeed, by all the gods

The meaning is fully applicable to Lysistrata’s entreprise. It is clear from the
scene that the oracle is understood as referring to the women'’s restrain from
sexual activities and the advantages (understood also in terms of sexual inter-
course) it will bring in the future.

Clearly, not all soothsayers were equally good at the tasks described above
and Old Comedy reflects the competitive market of religious experts that ex-
isted in Athens in the 420s.'®? The comic fragments show that there was a
choice of seers and competition between them. Hierokles is addressed as the
bestlord of all oracle-singers in Eup. fr. 231 Cities : ‘Tepdxheec, BEATIOTE YENOUGOLSY
dval. A character in this play asks advice which seer he should approach

(fr.225):

¢ obv TV EMdw bfjTd ool TESY PAVTEWY;
T6TEPOC duetvwy, Augdtepog 1) BTABiong;
So in your view, to which of the seers I should go? Which one is better,

Amphoteros or Stilbides?

In a play Fishes by Arkhippos, a certain type of fish is characterised as the

wisest of all manteis (fr. 15):

AL Tl Myeig o0; ydvtelg glol yop YardTTiol

B. yoheol ye, TAVTIOVY UEVTEWY COQOTATOL

oracle as an authentic one is the verb d¢yopa, the same verb which used in ritual speech to
confirm a prayer in an amen-like utterance: Plut. 63; Kurke 2009, 429.

162Dillery 2005, 213-214, 217 discusses the flourishing industry of oracle-mongers, khresmol-
o0goi, involved in the representation of oracles or their interpretation at that time which was
probably caused by plague (Thuc. 2.54.2, 6.27.3), mutilation of herms, Sicilian expedition
(Thuc. 8.1.1, 7.50.4).
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A. What are you saying? There are sea-soothsayers? B. Yes, sturgeons,

the best of all soothsayers.

The difference in qualification and trustworthiness of soothsayers is reflected
in the terminology: the term khresmologos designated a less respectable sooth-
sayer than mantis as seen in the dialogue in Peace (1045-1047). In two fragments
the term mantis appears in the context implying that the soothsayer is ‘true’:
Nikokhar. fr.1 see above and Kratin. {fr.505 = (Dem.29) < _ v t6v ¥cov &’ Euot
xhOowv o€fe,/ ¢ Ovta — T UdvTy &upeuBécwrov.l“

Several notorious Athenian soothsayers appear in comedies as komodoumenoi:
Lampon, Hierokles, Diopeithes. Hierokles who appears in the sacrificial scene
in Peace was indeed appointed to supervise sacrifices in 446/5 BCE at Chalcis.
Lampon was satirised in a number of comedies and called exegetes, expounder
of sacred law (Eup. Golden Race 319). He actually acted as an exegetes in Athens
at some point and being Perikles’ friend, became one of the key figures of the
foundation of the colony of Thurii. In the Birds he and Diopeithes are included
by Peisetairos into the text of his oracle as two exemplary soothsayers (988).
Comedy reflects the Athenian industry of prophecies in many aspects close to
the reality and reveals that the main criterion of the authenticity of oracles is
their relevance and applicability to a current problematic situation. The person
who is the most successful in unlocking the value of the oracular text by inter-
pretation gains the ritual and political authority, no matter how ‘professional’

his mantic skills are.

2.5.5 Exegesis as ritual speech

In Greek society the interpretation of oracles is an essential element of their
presentation to the society.!®* Oracles are always open to criticism and ques-

tioning. Competing ideas reconstructing what the gods actually say through

163 Also Av. 724, 594; Plut. 11.
164Parker 2000, 80.
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the oracles are assessed by the society and the exegetic skills and competence
of experts are weighed one against another. In the famous case of the Wooden
Wall oracle the Athenian ambassadors received the Pythia’s oracle, returned
to Athens and recited this oracle before the Athenian assembly. The oracle
demanded interpretation by the community and its leaders while the ambi-
guity of the language left room for correct and incorrect interpretation. The
successful interpretation of an oracle is the condition that the communication
between gods and humans is established correctly leading to the salvation and

165 Failure leads to the illusion of welfare which

prosperity of the community.
later turns into a disaster and destruction.

Oracles recited in comedy all receive some kind of interpretation. In the
Wealth after Khremylos has revealed what the god had told him in the oracle

about his son, the other man immediately offers an interpretation, with which

Khremylos does not agree (32-55) and especially 45-55:

KA. €it’ 00 Cuving v énbvotav tol Yeol

ppdloucay, (5 oXUOTATE, OOl CUPES TUTA

AOXELY TOV ULOV TOV ETULYOELOV TEOTOV;

XP. 18 tolto xpiveig; KA. 6fjhov oTi1) ol TUGAE

yv&Svor doxel 100, kg opdde’ EoTL cuUPEPOV

TO UNndev aoxely LYLEg €V T VOV yeveL.

XP. oux €00 Omwe O yenouog eic tolto pénet,

GAN €ig Etepov TL peiCov. v &7 v qedor

06T ToT’ E0Tiv oUTool xal Tol ydpty

xal tol deduevog Ahde petd vesv eviodt,

mudolued’ v TOV yeNouoY AUEY 6 TL VOEL.

KARION Don't you understand the god’s design conveyed to you, o stupid
fool, in plainest words that you should train your son in the standard way?

KHREMYLOS For what reason you think so? KARION It’s so obvious

165Barker 2006, 15.
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that even a blind person seems to understand that it in these days it is
very profitable not to endeavour anything virtuous. KHREMYLOS But
it is impossible that the oracle is implying that. It is pointing at something
different which is bigger than that. And if this man explains to us who he
is and what the reason is and the need of coming here with us, we might

understand what our oracle means.

In the Lysistrata a comment by the khoros of women interrupts the reading

of the oracle with a sexual interpretation of the oracular metaphor (770-3):

AY. @\ omotay TTAEWOL YEAOOVES Elg Eval y&pov,

TOUG ETOTIAG PEVYOUOAL, AMOOYWVTUL TE QUAATWY,

moDha xoxdSv Eotan, T 6'UEpTERY VERTERL V|OEL

Zebe UBeeuétne — I'Y. Emdivey xatoxeiodued’ HUELS;

LYSISTRATA But when the swallows gather in one place fleeing from
hoopoes and abstain from the phallos, then will be the end of troubles and
Zeus the high Thunderer make what is now above below... WOMEN. [it

means] we’ll be lying on top in future?

There are elements of interpretation of oracles also in the Birds and Peace. In
the Birds Peisetairos interrupts the oracle with a question and the Soothsayer

has to interpret it (969-970).

IIE. i obv mpoorixel 6fjt” pol Kopvdiwy;
XP. fvi€od” 6 Bénae tobto mpog tov dépa.
PEISETAIROS What have I got to do with the Corinthians? KHRES-
MOLOGOS Bakis alludes by this to the air.

In the Peace when Hierokles starts reciting an oracle Trygaios comments at ev-
ery line of it in an unfriendly and disrespectful way. He laughs at the oracular
utterances, and insults the soothsayer. At one point he starts asking him ques-

tions, ironically undermining the relevance of the oracle and implying that it
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is erroneous and should not be accepted because it seems to be pure nonsense

and a satisfactory interpretation would be impossible (1076):

\ ~ > 7 )\/ N A I3 ~
TP. xol mic, & xatdpate, AUXOo¢ TOT AV OV DUEVALOL;

TRYGAIOS and how on earth, you cursed one, could a wolf wed a sheep?
Also 1077-1080:

IE. €w¢ 1 ogovoiin gedyouca Tovrpdtatoy Boel,
%xWOVwY Axohaviic Eneryopévn TuQAd TixTel,
TouTdNIC OUTW Yefiv TNV elprvny nemoifjodon

TP. dhha Tl yefiv fudic; o0 nadoaco Tokegolvrog;

HIEROKLES Until the root-beetle flees and farts most foul and Akalanthis
hurries up in her birth pangs and gives birth to blind offspring, till then
the peace should not be made TRYGAIOS But what should we have done?

Continue the war?

In the Knights after the two slaves steal the oracle from the sleeping Pa-
phlagon, Demosthenes starts reading it, but interrupts himself thrice asking
for his cup to be filled with wine. Nikias misunderstands his request and takes

it for the words of the oracle (120-122):

AH. & Aoy 86¢ dot, 50¢ TO ToTHELOV Tory L.

NI. id00. 1l gno’ 6 yenouos; AH. etépav Eyycov.

NI. év toic hoylowg Eveotiv ‘ETépay EYyeov’;

DEMOS O oracles! Give me give me the cup quick. NIKIAS Here it is.

What does the oracle say? DEMOS Pour another. NIKIAS Is it in the

oracles, “Pour me another”?

This question echoes the question asked by Trygaios and Hierokles in the Peace
as it has the same verb €veott which indicates the content of the oracle. As
the scene in the Knights continues Demosthenes, instead of reciting the oracle,
starts to interpret (125-140). The humour in the scene is in this reversal of

order and in the tension in which the qydience is kept for about 80 lines. The



oracle itself comes only after the interpretation is already announced and after
the person referred to in the oracle, the Sausage-Seller is found. Surprisingly,
the recited oracle is totally different from what Demosthenes reported first in
his interpretation (197-202). We can understand that the first version is either
Demosthenes’ odd interpretation or that he made up the second version. The
second version is read out with solemnity to the Sausage-seller, who is stunned
at this enigmatic version of the oracle, so that Demosthenes has to explain it to

him again (203-210):

AA. 1&c obv mpog gue talT’ Eotly; dvadidooxE Ue.

AH. Bupcaietog pev 6 Iagraywv €0’ obtoot.

AA. 10§ ayxuhoyrhog éotiv; AH. adtéd mou Aéyet,

oTL dyxOhang Tolg yepoty dpmdlwy QEpEL.

AA. 61 Spdnwy ¢ mpog ti; AH. tolto mepipavéstatoyv.

O 0pAUWY YEE EGTL oXEOY O T AAAIG o) UoxEOV”

el aipotondtng €00’ 6 T' GANIC Y BEdXWY.

TOV 00V 0pdxovTd @not Tov BupcagTov

o xpathoety, of xe uf) Yohgif] Aoyolc.

SAUSAGE-SELLER So what does it have to do with me? Explain it to me.
DEMOS The leather eagle is Paphlagon here. SAUSAGE-SELLER And
why is it crook-taloned? DEMOS It speaks for itself — he snatches things
with his crooked hands. SAUSAGE-SELLER And what does the serpent?
DEMOS This is very clear. The serpent is long and the sausage is long.
Then both the sausage and the serpent are blood-drinkers. So the oracle
says that the serpent will overcome the leather-eagle, if he is not made soft

by words.

Finally, the agonistic scene in the Knights is built upon the contested ex-
change of oracles. The interpretation and misinterpretation is intrinsic to the

comic action as it provides humour, jokes, metaphors, and allegories essen-
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tial for the scene.'® The sequence or oracles presented through the debate
over their interpretations invites the audience to participate in the inventive
interplay of the semantic levels of tropes and metaphors. Contest is central
to that scene but the contested subject is not the authenticity of the oracles or

the rational discourse, but their correct interpretation.'®’

The Paphlagon and
the Sausage-seller do not agree about the meaning (o0 tolto gno’ 6 yenouoc
Eq. 1025, 1070-1071. this is not what the oracle says). They contradict each other,
interrupt each other and blame each other of poor practice of divination for
about 100 lines citing oracles and suggesting their interpretations. The correct
interpretation in its turn is the one that is compelling enough for Demos to
accept the oracle. After he asks a series of questions about the meaning of the

Sausage-seller’s oracles and receives satisfactory answers, he concludes (1097-

1099):

9 Y 4 9 9 \ ~ /. 7
oux v 8p” 0LdElg Tol I'Advidog copwTEROG.
%ol VUV EUaUTOV ETUTEET GOL TOUTOVL

YEQOVTAYWYELW XAVUTUOEVELY THALY.

No one ever is wiser than Glanis. And now I shall yield myself to you to

quide me in my old age and educate me anew.

The audience gets involved in the process of interpretation, too, as they
have a possibility to adopt their own perspective and form their own under-

standing of the oracles.'®®

This presumably reproduces the actual practice of
the performance of oracles in the Assembly where everyone could make a
judgement about the oracle which was recited.!®

It is quite natural for comedy to evoke laughter in such a way: comic charac-

ters constantly interrupt each other and comment unpleasantly on each other’s

activity. However, this structure is not just a device of comic theatre, but it re-

166Ruffell 2011, 68-69.
167Muecke 1998, 259.
168Muecke 1998, 270; cf Eq. 233.
19Bowden 2003, 271-272.
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flects the agonistic tradition in which individuals compete in their mantic skill
to interpret the riddles of the oracular language. This tradition goes back to
the poetic mantic contests of archaic times represented in epic poetry of the
Hesiodic corpus. One poem, the Melampodeia, deals specifically with stories
about manteis and oracular institutions. A key episode in the poem repre-
sents the divinatory contest at Claros between the prophet Kalkhas and Mop-
sos in which Kalkhas fails and dies. As Cingano suggests, the Contest of Homer
and Hesiod was modelled upon a divinatory contest of this kind consisting in
verse sequences in oracular style.'”? The pattern of divine wisdom that re-
quires explanation in the agonistic context possibly derives from the earlier
Indo-European tradition.!”! The agon in the Knights, therefore, does not have
to be limited to a political function. It engages with broader connotations of
divinatory practices and poetic traditions. It is to these ritualised practices that
Aristophanes refers his audience in the contest of oracles in the Knights.
Oracles are represented in comedy as ritualised performances of sacred
texts that mediate communication of messages from gods to humans. This
communication sometimes requires active questioning, interpretation, and even
contest to measure the skill of understanding the words of the god. I suggest
that comedy dramatises elements of real performances of oracles which the
audience could encounter in ritual and civic contexts of public sacrifices, po-
litical debates, and poetic contests. The agonistic and interpretational aspects

of oracular performances as represented in comedy demonstrate that these are

170Cingano 2009, 121-123.

71The prophet Zarathushtra of the Iranian tradition exchanges questions and answers with
Ahura Mazda. The alteration of questions and answers is a model present also in the Edda and
Rigveda. The recurrent type of question in Avestan hymns has a recognisable folklore structure
of a question or riddle with a superlative embedded in it: who is the best/most...? which
is present both in the Contest of Homer and Hesiod and in Hesiodic Melampodia. The obscure
language of riddles that finds its place in the oral tradition requires the special skill of an Indo-
European poet to understand metaphor. As West 2007, 364-365 writes: “... the Indo-European
poet was master of a special language and style that often obscured the plain identity of things
under periphrases and symbols, a language that was in fact sometimes ‘riddling’ , presenting
to hearers unfamiliar with the code a challenge to comprehension. It is not surprising that
we find stories of poets measuring themselves against one another in contests both of riddling
language and of mythological learning.”
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a type of ritual speech grounded in the Indo-European poetic and ritual tra-
dition. Within this tradition it is essential for an individual to be able to deci-
pher the sacred message as well as to win out over rival interpreters in order
to communicate with divinity successfully.!”? The significance of contest and
interpretation for oracular performance suggests that oracles had ample po-
tential for conveying ritual authority to their performers and listeners. The au-
thority contained within oracles made them powerful political vehicles which
is well-reflected in Old Comedy. The stylistic features of oracles as well as
their religious and political relevance for the society made them a good object
of ridicule for comic poets. Oracles are used in comedy for characterisation —
sympathetic characters exercise their religious and political leadership by recit-
ing oracles whereas ‘bad guys’ fail to present a compelling case for the authen-
ticity and relevance of their oracles. The audience get engaged in the dramatic
action by listening oracles and relating to the attempts of the characters in the
play to interpret them. Comedy thus encourages collective interpretation of

oracles which was part of the Athenian religious and political life.

Concluding observations

I have shown in this chapter that the ritual speech is represented along with
sacrifice not only accompanying it but also controlling and constructing the rit-
ual experience both on the fictional and meta-theatrical levels in various ways.
Hymns in the parabasis are highly significant for the representation of the play,
its khoros, and the playwright himself in the dramatic competition; prayers are
represented as important ritual utterances ensuring that gods receive the right
message about the sacrificial offering; cries are shown in all their compelling
emotional force and potential to engage the participants of the ritual and unite

them with each other and even with gods; oracles transmit the divine will to

172Muellner 1976, 132-134: prayer and ritual are decidedly agonistic in Indic and Iranian,
a characteristic which can be paralleled for institutions based on reciprocity in other archaic
cultures
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mortals which if interpreted correctly, can be impactful in ritual and civic con-
texts. These imaginary speech acts, although as imitations they are devoid of
ritual power, have potential to transcend the theatrical conventions and regain
their performative efficacy through meta-theatrical gestures. This can be seen
in the scenes where the audience is invited to shout a paian or participate in
the interpretation of an oracle. The ritual speech is represented in Old Comedy
through imitations but these imitations possess the necessary set of character-
istics for functioning as a ‘real’ ritual which means that every re-enactment of
a ritual utterance on the comic orchestra might in one simple meta-theatrical

step become religiously efficacious.'”

173 Perhaps, reminding of late antique hagiographical narrative of the actor Genesius who im-
itated the rite of baptism on order to mock the Christians and suddenly experienced the power
of the ritual speech act finding himself converted into the Christian faith; see Panayotakis 1997.
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Chapter 3

Ritual Space and Time in Old

Comedy

3.1 Introduction

Performances, both ritual and cultural, are special occasions that require tem-
poral arrangement and spatial embodiment. The spatio-temporal dimension
of performances is built into the wider social framework of space and time,
the two universal categories that structure human lives and practices. Ritual
practice, in particular, can be defined as the physical embodiment of religious
systems and beliefs in the here and now of the performance. Ritual events take
place in spaces that are marked as extraordinary and sacred, opposed to other,
profane spaces, being dedicated to the gods. Through these spaces, be it a
temple building, a natural sanctuary (for example, a cave), or just an altar, the
divine is channelled for the benefit of the society.

If the spaces of a temple or an altar physically express the notion of sacred,
the special time of ritual events is also seen by the participants as invested
with the hierophanic potential. The time of ritual performances and festivals is
systemised according to the life cycles of the society — agricultural, ecological,
economic, political. Such a systemisation is usually codified and presented
in the form of ritual calendar, a complex meaningful system of events where
single performances receive additional importance respective to their place in

the calendar. One of the main functions of the ritual calendar is to link the
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system of ritual events with the mythical past of the society. As Calame 2009a,

15 notes:

“While organising a social space, calendar time thus offers a com-
posite and rhythmical temporality. It is in its realization that the
conjunction between all the cultural representations of the past which
we class in the vague category of ‘myth’, and all the regulated and
recurrent symbolic practices which we place under the no less vague

name of ‘rite” take place.”

It is important, as Calame continues, that performance has the potential to
“transform individual apprehensions, prefigured by the time and space of the
world, into a shared knowledge and practical collective memory, performed as
cultic songs. These apprehensions, felt as psychic time and space based on the
development of organic time and the deployment of physical space, are trans-
formed in mythico-ritual configurations and realized as ritualized collective
memory.”! The calendar time thus configurates socially and symbolically the
cosmic order according to which the social and ritual behaviour is in its turn
structured. In sum, the ritualised space and time (hic et nunc) of the perfor-
mance secures the identity of a social group.

In drama, as in ritual, the construction of time and space is at the heart of
the performance. The following observation of Seaford is true mutatis mutandis

for ancient comedy*:

“Drama is action in space and time that represents action in another
space and another time. It transcends itself, both spatially and tem-
porally. And beyond the space and time of a represented action (in
Argos, say, in the time of Agamemnon), Aeschylean poetry imag-
ines other spaces and times that may be more remote (Troy, the un-

derworld, the time of Kronos).”

1Calame 2009a, 16.
2Seaford 2012, 1.
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The dramatic performance operates on several spatial levels including the "here
(and now)’ of the performance (theatrical space), the scenographic space deriv-
ing from the staging, the mimetic space of the dramatic action communicated
visually (fictional space onstage), the diegetic space of the narratives communi-
cated verbally (fictional space offstage). All these levels operate not separately
but in interaction with each other.

One of the special features of any dramatic performance is the meta-theatrical
potential that derives from the difference between the performance and the fic-
tion.> The meta-theatrical meaning rooted in the spatial dimension is implic-
itly present in any self-referential utterance or deictic gesture. In the particular
case of the representations of ritual in Attic drama, this means that the sim-
ulations of ritual space and time onstage signal the ritual context ("here and
now’) of comic performance, that is, the time of the Dionysiac festival and the
space of the theatre adjacent to the Dionysos’ temenos and situated amid other
sanctuaries on the slope of the Acropolis.*

Time and space, both in drama and ritual, are inseparable constituting the
integral spatio-temporal framework of the performance or text, the chronotope,
to use Bakhtin’s term. Representations of time in ancient Greek poetic texts
are integrated into space, as they refer to the ritualistic action done in a precise
place. On the other hand the festivals often present the ritual setting for move-
ments and ritual events mapped onto network of spaces. Although spatio-
temporal unity and interconnection is common for religious (ritual) and cul-
tural (dramatic and poetic) performances,” for the clarity of argument I shall

divide the analysis of ritual space and ritual time in Old Comedy.

3Lowell 1996, 32-33:“In the theatre, it is the peculiar relation of instances of discourse to
an already given stage space and an already given theatrical fiction that creates the meta-
theatrical potential.”

“Worman 2014, 224-225: “On the dramatic stage quite generally any referential or deictic
gesture points up a here and now that is first and foremost fictional mimetic of some other
time and place, and secondarily resonant with the actual space of the theater — say on the
south slope of the Acropolis, in the ritual swing of the spring-time.”

>Seaford 2012, 4: “In its spatiality, especially as a performance in which a community is
present as spectators (or even as choral participants), drama resembles ritual, and may embody
the same chronotope.” On the pragmatics of Greek poetry combining spatial and temporal
aspects in the extra-discursive time and space of the ritual performance also: Calame 2009a,
6-8.

121



3.2 Constructing ritual space

I explore here to what extent space is important for dramatic representations of
ritual. The focus of analysis is on the interaction between multiple spatial levels
of the dramatic event. Such an interaction includes not only comic stagecraft
(that is the construction of the comedy’s dramatic space through special uses
of the orchestra, scenery, entrances and exits, doors, buildings, stage props
and technical devices) and spacecraft (that is, setting of a play, scene changes
and location, the identity of skene and other conventions of space which acts
as a ‘shaper of narrative and theme’),® but also the ‘real’ places and spaces of
worship to which Old Comedy refers and which evoke in the spectators their
own ritual experience of sacred space.

The dynamics of this interaction is complex. A comic playwright uses the
elements of real ritual practices to reflect the notion of ritual space in come-
dies. These real elements are represented in a new subversive context and
invested with new meanings. At the same time they continue to convey val-
ues and ideas assigned to them in ‘normal’ contexts. As Worman argues: “[...]
though primarily fictional and only secondarily directly referential, these set-
tings are not abstract spaces in any true sense; rather, they are deeply rooted
in the ground of civic practices, organized and assigned value in relation to
recognisable transactions in familiar places.”” Hence, comedy creatively en-
gages with the ritual reality and transforms it by building its own imaginary
world of ritual through narratives, imitation of embodied ritual practices, de-
ictic elements of speech and gestures. This new comic ritual space is different
from the normal expectations and experiences of the spectators. However, in
a certain sense it refers to them directly, offering to the society room for self-
reflection on its own ritual practices.

Three particular types of spatial representations will be the focus of this

5Lowe 2006.
"Worman 2014, 202.
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section. Firstly, the role of the Athenian urban environment and sacred spaces
visible for the audience sitting in the theatre in the construction of comic rit-
ual space. Secondly, the ritualisation of the theatrical performance space (or-
chestra) and the construction of fictional ritual space onstage with non-verbal
means, such as props (e.g. altar), and verbal references (explicit references to
a sanctuary as setting of the play). Thirdly, the diegetic and mimetic represen-

tations of the processions and other types of religious movement.

3.2.1 Sanctuaries around the theatre of Dionysos and comic

ritual space

Attic drama interacts with the urban sacred space due to the location of the
theatre of Dionysos on the South slope of the Acropolis, the major symbolic
space of the gods” presence within the city. The theatre is open air with no
physical boundaries that would isolate dramatic performances from the rest of
the surroundings. In particular, spatial overlaps between the cult of Dionysos
and the theatre in his honour include the location of the theatre adjacent to the
Dionysos” precinct; the procession at the Great Dionysia that moved from Pi-
raeus towards the sanctuary of Dionysos on the slope of the Acropolis where
the dramatic performances were held®; the location of the altar on which the
opening sacrifice to Dionysos was performed either in proximity to or even
within the theatrical space. All these are highly relevant for the understand-
ing of the theatre as part of the Dionysiac cult and the Athenian polis cult in
general.

In Attic demes theatres were also located next to Dionysos” precincts. The
oldest stone theatre in Greece in Thorikos has a small sanctuary of Dionysos

near the western parodos.The theatre in Rhamnous presumably was situated

8The procession at the Great Dionysia and its generic overlap with comedy in particular
has been studied by Csapo 2013. Other Dionysiac processions were likely to end in the theatre
(as in the case of the theatre in Thorikos argued by Wiles 2003, 64-66).
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in Dionysos’ precinct as well.” Outside Attica theatre was frequently associated
with another divine figure, Asklepios. Performances were dedicated to Askle-
pios in the theatre of Epidaurus that was visited by many spectators who came
to the sanctuary to receive treatment. Asklepios’ sanctuaries in Pergamon, Kos,
Messena, and Dion include theatre buildings (odeons) as well.'? In Athens, the
Asklepieion was built next to the theatre of Dionysos in the 420s and the choice
of this place was purportedly deliberate and revealing Asklepios’ connections
with theatrical performances.!!

This spatial vicinity of Greek theatres to a sanctuary is significant: it demon-
strates the need for distinction between the space of cult and the space of the
theatre (otherwise why create two different spaces) but at the same time it testi-
ties to their overlap and interaction. The god may be perceived as the recipient
of the theatrical performances since he takes delight in the dramatic contests.
However, the division of the theatrical and cultic spaces shows that the Greeks
perceived the dance and song on the orchestra as a phenomenon not linked
directly to sacrificial offerings. These had to be performed elsewhere and, as
archaeological evidence shows, there was no altar on the orchestra that would
be used for sacrifices (on the altar see the next section).

The space of dramatic performances is not, therefore, cultic space in the
strictly ritual sense: it is neither an appropriate space for sacrifice nor the space
controlled solely by priests or other cult officials. It cannot be called secular ei-
ther since it is a public space where polis religion reveals itself through various
ways of civic participation in the dramatic contest presented not only to mor-
tals but also to the gods of the city. I argue that Old Comedy;, its poets and
audiences were well aware of both the overlap and distinction between ritual
and theatrical spaces, so that they could enjoy the interaction of the two in

comedy.

There is a dedication of the 4th c. of the seats to Dionysos: IG I 2849. Also the stibadeion-
shaped building situated next to the theatre indicates the link with Dionysos: Kolb 1981, 69;
Pouilloux 1954, 72. A stibadeion was a semicircular building presumably for dining in honour
of Dionysos: Picard 1944.

10Melfi 2007.
1 Melfi 2007, 324ff.
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The dynamic interaction of the real landscape and fictional setting of the
play can be illustrated by several scenes including the arrival of the khoros in
the Clouds, an address to Athens in the fragment of Aristophanes’ fragmentary
play Farmers, and the arrival of Ploutos in the Wealth. All these scenes involve
a direct address, apostrophe,'? to the surrounding landscape which as it seems
extends the dramatic space of the play beyond the physical boundaries of the
orchestra into the ‘real” sacred and civic spaces. The most revealing in this
respect is the scene in the Wealth which will be discussed in a separate case
study (see below).

The staging of the khoros entering the comic stage in the parodos in the Clouds
implies interaction with the landscape around the theatre. The cloud-goddesses
are new to the city and they reveal in their song that they have come to Athens

to praise it and to take part in its sacred rites (300-304):

Endwpey Mropav ydova Iahhddoc, ebavdpov yov
Kéxpomog odouevor molurpatoy:

ol oéfag dppritwy iepdy, tva

MUC TOOOXO0C BOUOC

€V TEAETOIC arylong avadeEvuTAL

Let us come to the glowing land of Pallas to look upon the much-loved soil
of Kekrops, rich in fine men; where there is the awe of ineffable sacred rites,

where the house receiving initiates is opened during the holy celebrations...

In their praise they mention the Eleusinian Mysteries, the cult which gave
Athens an international importance in religion and attracted visitors from other
places. At this point the khoros of Clouds themselves strongly resemble a the-
oric khoros of visitors who come to a city to perform hymn and dance. The
style of their hymn imitates the addresses in Pindaric hymnic poetry that cel-

ebrates a particular location in the context of ritual praise. It is significant that

12For the apostrophe in tragedy and comedy see below the section on the Wealth and in
Wagener 1931.
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the visual aspect is emphasised in the scene. The Clouds describe in detail the

landscape that they ‘see” around them (275-284):

aevaol Negéha,

ap¥aSuEY gavepal dpooepdy QOGLY LAY TOV
Toteog an’ Nxeavol Bapuayéog

UPMAGSY Opéwy xopupag Emt

OEVOPOAOUOUS, Vo

TNAEQAVELS OXOTIAS ApopGUEda

xapmolg T’ apdouévay tepav yova

%ol ToTopY Codémy xehadruaTo

%l TOvVTOoV xeAddovTa Boaplfpoutov:

and (287-290): A\’ arooeioduevon VEpog SuPelov
adavdtog id€ag EmdOUeda

TNAEOXOT OUUATL Yooy,

Eternal Clouds! Manifesting our watery bright nature, let us arise from the deep-
roaring father Ocean to the tree-crowned peaks of high mountains, in order that we
may behold clearly the far-seen watch-towers, and the fruits, and the fostering, sacred
earth, and the rushing sounds of the divine rivers, and the roaring, loud-sounding sea;
[...] Having shaken off the rainy mist from our immortal forms, let us survey the earth
with far-seeing eye.

We may suggest that the staging of the scene included some deictic gestures
of the khoros towards the landscape around them extending the imaginary dra-
matic space of their vision from the orchestra where they are physically per-
forming to the city as their destination and to some particular places around it
like the Sacred Way towards Eleusis, the countryside surrounding the city and
the sea that is visible (or easily imagined as visible) from area on the slope of

the Acropolis.”

13Before the parodos there is a scene in the play in which one of Socrates” students shows
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The hymnic style similar to the passage in the Clouds can be found in a frag-
ment of lost Aristophanes” comedy Farmers fr. 112, where the Pindaric word

Mnapoc is used in an apostrophe to Athens:

& moht piin Kéxpotmog, avtoguéc Attux,

yoilpe Amopov ddmedov, obdap dyadfic ydovog

Dear city of Kekrops, self-grown Attica,

hail, the shiny plain, the most fertile land

It is hardly possible to restore the context but the fragment implies that the
character who utters the address would perform some kind of a gesture and it
would be difficult to imagine this address without involving the physical space
around the theatre. The city is invoked as sacred entity in a solemn hymn. By
addressing the ritual space beyond the stage comedy engages with the city
landscape, the Acropolis hill and the land, all of which can be seen from the
seating space, and opens up the theatrical space into the natural environment.
At the same time it creates the fictional space of the dramatic action.

The technique of apostrophe appears to be very effective in construction of
ritual space. This can be illustrated with a scene in the Wasps where Philok-
leon wants his improvised court to be placed near the shrine of the hero Lykos.
The shrine of Lykos in Athens was indeed situated near an Athenian law-court
called “the court at Lykos”.!* The dramatic space of Wasps is closely associated
with law-court and Lykos is addressed as the ‘neighbour hero” earlier in the
play (389). When Philokleon prepares his improvised court hearing he needs
a portable shrine of Lykos to brought in. Bdelykleon points at something claim-
ing that the altar is visible and the hero himself is present at it. Philokleon’s
first reaction upon ‘noticing’ the shrine is to address it immediately in a prayer

(821):

the map of Greece illustrating the advantages of studying geometry and pointing to Athens,

Euboea and Sparta on it (205-215). A similar scene of mapping real places onto some imaginary

space in comedy can be found in Lys. 1162-1172 where Greece is visualised as a girl’s body.
14Po]l. 8.121; MacDowell 1971, 184.
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6 0éomol)’ Npwe, O yohenog dp’ ol oty

O Lord hero, how difficult it is to see you..."

The object to which Philokleon addressed his prayer is no real sacred space
but by the performative act of naming it as the space of the god the comic ritual

space is constructed.

3.2.2 Altars in the orchestra

The altar appears in comedies as the visual centre of the audience’s attention
and the physical point of gathering for the participants of the comic ritual. In
Aristophanes” extant comedies it is used for the staging of sacrificial scenes
in the Wasps, Peace, Birds, Women at the Thesmophoria, Frogs, Lysistrata, Akharni-
ans.'® A fragmentary comedy Danaids presumably had an altar on stage as well:
fr.256 mentions special pots for the consecration of an altar to Zeus. Other frag-
ments also may suggest use of altars. Fr.381 of Aristophanes’ lost play Lemnian
women, in which the cult of the goddess Bendis appear to have been significant,
refers to Bendis” altar “‘which now is warm’. Many comic fragments mention
sacrifices and we can assume that the altars could be used in them.!”

The altar in them was probably represented by portable stage props in-
stalled ad hoc in different locations in the orchestra, not by a permanent the-
atrical construction. There was perhaps a theatrical agyieus-altar standing on
the raised stage as token of a house'® but, despite the traditional view, there is
no certain literary or archaeological evidence for a large permanent sacrificial

altar in the middle of the orchestra in Greek theatres.!® Even if the actual sac-

15The Greek allows for ambivalent meaning of the phrase. It can be also taken as ‘how stern
your aspect is’. Lykos could be represented in a form of wolf (Poll. 8.121).

1Qrfanos 2001, Arnott 1962, 49-50.

7Theopomp. Penelope, fr.49; Kratin. Bousiris, fr.23; Aristoph. adesp. fr. 648; Eup. Demes,
fr.99, 41-48; Aristoph. Bangqueters fr. 236; Theopomp. Barmaids fr. 29; Hermipp. adesp. fr.76;
Pherekr. Deserters fr. 28, 33; Plato The little kid fr. 98 and Phaon fr.188.

8Poe 1989, 137.

9The centre stones found in several theatre orchestras were building bench marks, not altar
bases. The hole in the orchestra of the theatre of Dionysos belongs to the construction of a
Christian basilica of the 5th CE. The only Attic theatre with archaeological evidence for an
altar within the theatrical space is Thorikos where an altar base is found to the side of the

128



rificial altar of Dionysos was present within the area of the orchestra (perhaps
in front of the seat of the priest of Dionysos) it was most likely a small one used
for nonanimal offerings and libations and was not used in the stagings of the
plays. The altars of tragedy and comedy existed in their own fictional space
which did not overlap with the sacrificial space of the city festival.

What role did the altar play in the comic representations of the ritual? Or-
fanos offers a classification of altars represented in comedies regarding their
function. There are three main types: (1) altars as scenery decoration, a stage
prop that is never actually used (Wasps, Frogs) for offerings and do not cre-
ate any cultic context; (2) altars used for the representations of blood sacri-
fice in the Peace and Birds; (3) and altars used in the parodies of famous tragic
scenes that contribute to the paratragic representations (Akharnians, Lysistrata,
and Women at the Thesmophoria). In the analysis below I show that the comic
scenes representing the altar of Orfanos’ type 1 contribute to the ritualisation
of the dramatic space. In both types 1 and 2, the altar is the focal point of the
episodes. As such, it is significant for the dramatic action and conveys mean-
ings important for the episode and the entire play. There is a drastic difference
between the altars of ‘real” sacrificial offerings (Orfanos’ type 1 and 2) and al-
tars as part of the tragic poetic strategies (type 3). While the former are treated
as ‘serious’ ritual objects within the fictional plot, the latter are substitutes for
an altar meant to evoke laughter. Aristophanes recognises in such tragic al-
tars the metaphorical system of sacrificial symbolism representing death, dis-
tortion, and destruction, and ridicules tragedy by exaggerating the metaphor:
the altar is not a normal altar but the metaphor of an altar which is exposed
to the audience as an odd replacement: a shield (Lysistrata), a chopping block

(Akharnians), or a tomb (Women at the Thesmophoria).

rectangular 6th century orchestra. Ashby 1999, 42-61 bases his argument on this lack of clear
archaeological evidence arguing for a peripheral position of the altar, most likely in front of
the seat of the Dionysos’ priest. He does not exclude that the altar could be absent altogether
from the theatre and the sacrifices were held in the adjacent sanctuary.
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Ritualisation of space: The Wasps and Frogs

In the Wasps a small altar was presumably part of the setting of the skene. It is
the stone pillar altar dedicated to Apollo Agyieus standing in front of the house
door which is present also in the dramatic stage-setting in Thesm. 748 and in
Pherekr. fr. 92.° In the scene of the sacrificial offering in 859-890, this altar
becomes the focus of attention. Bdelykleon addresses Apollo under the name
of Agyieus in his prayer to soften his father’s heart (See 2.3.1). The epithets
chosen for Apollo show that Bdelykleon addresses the deity in the form of the
pillar altar (875-876):

~ ’ -4 ~ L) ~ b ~ 7 ’
& déomot’ aval yeltov Ayuel, Tobuol npodlpou tponliae,

0¢€an TEAETNY xouv)y, GVag, 1)V T8 ToTEl XUVOTOUODUEY.

O Master and Lord neighbour Agyieus, standing at my door, accept the

new rite, o Lord, which we are instituting for my father.

After the prayers he makes the libation at this altar. The scene in which
the pillar altar features is ritually charged. The ritual character of the scene is
emphasised for the sake of the comic effect: preparations for the law court are
shown as some kind of sacred rites which would not be the case in the usual
Athenian life. The scene combines the elements of animal sacrifice, mysteries,
and a consecration rite for a new cult. The ritual starts with solemn prepara-
tions: various paraphernalia are brought in as in a sacrificial procession. One
such object — railings — is compared to a sacred object shown during the mys-
teries while the jurors in the court are represented as participants watching
it. After that slaves bring incense and wreaths to perform a ritual and Bdelyk-
leon encourages the khoros to pray to the gods. The prayers that follow contain
some authentic ritual elements and involve ritual actions enacted on stage by
Bdelykleon (860-890).

The pompous preparations increase the humour of hearing the case of the

two dogs litigating about a piece of cheese. The altar becomes one of the physi-

20MacDowell 1971, 125, 241.
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cal objects that creates the ritual space for this event. The ritual meaning of the
preparations is carefully tailored through the creation of space (the altar, the
railings) within which the ritual speech (prayers, ritual formulas) and ritual ac-
tions (the manipulation of wreaths and incense) are then performed. Although
the stone altar with the figure of Apollo was probably standing on the skene
from the beginning of the play to indicate the entrance to the house, Bdelyk-
leon “activates’ its religious meaning only in the ritual context of the libation.
The “activation’ is achieved by the direct address to the altar and by integrating
the space into the prayer. We can observe here the same strategy of ritualising
the surrounding space through the apostrophe to landscape surrounding the
theatre and to the shrine of Lykos in the Wasps (see 3.2.1).

Likewise it is difficult to agree with Orfanos that the altar in the Frogs is a
mere decoration and does not have any ritual function. It appears in a climatic
moment of the play in a scene preceding the poetic agon. Dionysos marks the

beginning of the agon with a preliminary offering and prayers (871-874):

0 vuv, MBoavetov 8ebpod Tic xol Tl 861w,

omewe av ebEouar TEO TGV COPIOUATLV

Sy Gvar XEvol TOVOE LOUOIXMTATI

el o€ Tollc Molooug Tt uéhog LTdooTe.

Now, someone, give me here the incense and fire, so that, before the contest
of intellectual devices, I could pray to judge it in the most artistic way.

And you sing a song to the Muses.

Just as in the Wasps, the ritual offering here creates sacred space for the con-
test and institutes it as an extraordinary event of special significance. During
this episode some kind of altar with the fire must have been present on stage.
Dionysos orders the khoros to perform a hymn and makes the two poets say
prayers and offer some incense. The confrontation between the poets is implicit
already in their prayers — while Aiskhylos is a conservative and pious initiate

of the Eleusinian mysteries, Euripides prays to some new ridiculous gods of
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his own. The habitual ritual setting of the scene makes Euripides’ claims about
his “different’ gods sound more comic. The altar in this scene creates special
space to perform the ritual procedure and remains its focal point. It is likely
that the altar was not present on stage but was brought on together with the

incense and fire when Dionysos asked for them.

Sacrificial altars: Birds and Peace

The altars in the Birds and Peace are crucial for the dramatic space of several
episodes since they serve as focal points for the action. In the Peace, Trygaios
wants to celebrate with a sacrifice the hidrusis, the installation of the cult of the

new goddess (923). He starts to look for an altar (938):

EY® OE TOPLE BwHov E@ GTou VUCOUEY.

And I'll provide an altar on which we’ll sacrifice.

It is not entirely clear whether the slave fetches a portable altar or some con-

struction is already there on the orchestra and Trygaios only notices it in 942:

O YAp Bwpog Yopact xol 61

Look, here’s the altar at the doors.

Other equipment necessary for the sacrifice is brought in and all the prepara-
tions are carried out in front of the audience. The ritual space created during
this scene transcends the stage space and extends to the seating space of the
theatre. Trygaios orders the slave to throw some barley seeds (964-966) over
the spectators. The audience are involved with this meta-theatrical gesture
into the ritual space of the orchestra and become the participants of the comic
ritual.

The altar remains the centre of the dramatic action till v.1125. The staging of
the preparation of the sacrificial meat on the altar by Trygaios must have drawn
a lot of attention. The intruder Hierokles is desperate to enter the sacred space

and to take part in the ritual (which would provide him with some free food, of
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course), but Trygaios does not let him to do that. The deictic references imply

that the visual representation must have played an important role (1117-1119):

IE. obtot pa thy I'fjv tadta xatédectov pove,

OAN" apTdcouaL QY aUTA XEToL O €V UECH.

TP. "Q noie nole tov Bévav.

HIEROKLES By earth, this is not to be eaten by the two of them only. I'll
snatch it from them. It lies in the middle. TRYGAIOS O beat, beat Bakis.

The ban of Hierokles from the ritual space creates the contrast with the
openness of the ritual for the audience — Trygaios invites them to share the

sacrificial meat (1115-1116):

TP. dye 01, Veatai, 6cbpo cuomiayyvelte

ueta veyv. TE. Tl ool "yoy; TP. v Mifulhay Eodie.

TRYGAIOS Come on spectators, approach and share the offals with us
two. HIEROKLES And what about me? TRYGAIOS Eat your Sibylla.

The altar in this scene indicates the space of ritual commensality closed
for the intruders like Hierokles who only pretend to be pious but in fact do
not care about the community’s welfare. In the similar scene in the Birds, the
Oracle-monger seeks to control the sacrifice (see above 2.5) and through that
to get access to the sacrificial meat but is expelled by Peisetairos.

In the Birds the altar on stage is also used as a focal point of dramatic action
during a substantial part of the play. The sacrifice introducing the cult of the
new gods and celebrating the foundation of the new city, starts in 848 and
runs till 1057. Throughout the scene Peisetairos refers to the sacrifice which he
is trying to deliver (922-923):

oUx GpTt YUw TV dexdtny autfic EYw,
%ol ToUvop’ Gomep mandiy viv 61) "Héuny;
Isn'’t it that I'm only now making the sacrifice of the tenth day of the city

and I have just given it its name as to a child?
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Asin the Peace, the performance of the sacrifice is suspended because of intrud-
ers (Poet, Oracle-Monger, and the architect Meton) who turn up one by one,
present themselves to the protagonist and enter the sacred space of the newly
founded city. Orfanos” concludes from these scenes that the altar in comedy
is a place of rupture of the community by the intruders.* However, the rup-
ture does not take place since they never succeed in their attempts to interact
with the space of the sacrifice. The altar in these sacrificial scenes is rather the
space of consolidation, the sacred enclosure, which resists the threats of the
intruders and therefore ensures the safety of the community.

The Poet’s failure to glorify the city properly is represented through the
notion of space. In the tradition of lyric poets such as Pindar, the praise of a
particular city usually implies the arrival of the poet or the khoros of the per-
formers at the place. The motif of arrival is often emphasised in poems: the
poet after his prayer to the place explains how and why he arrived to Delphi
and highlights repetitively the fact of his arrival at the place.*?

However, in the Birds the ‘arrival’ motif is parodied. Before leaving the

stage he utters the following verses (948-952):

AmERY OUOL,
%ag Ty O Y’ EMJwV TotRow Toladl:
‘Khrfioov, & ypucdlpove, Tav ToouERdY, XEUERHY"
vigofBoha medior tohlmopd THAVYoV. Alohal.’
I am leaving, and going to the city I will compose these verses: You of the
golden throne, glorify the shivering, chilling land; to snow-blasted many-

pathed plains I have come. Alalai!

Instead of coming he is departing from the space of the city, and instead of

praising he is actually ironical about the city by describing it as snow-covered

210rfanos 2001, 47 concludes from the scenes in the Birds and Peace that the altars in them
are surrounded and approached by the personages that would be best described as bomolochoi
despite the fact that they are never called like that in the context of that scenes.
22Rutherford 2001, 307-308. The pattern of delivering praise upon arrival fits into a larger
pattern of ‘wandering’ lyric poets which was central for many figures in ancient Greece such
as Orpheus, Thamyris, Empedokles discussed in Hunter and Rutherford 2009, 1-22.
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and abundant in harvests at the same time. An apostrophe to the landscape
included in his speech emphasises the physical dimension and constructs the
imaginary space of the new city with the same dramatic technique as in other
passages with apostrophe discussed above. The expulsion of the intruder helps
to demarcate the space of the city from the hostile outer environment.
Cloudcuckooland is closely associated with sacrifice in this scene and the
ritual space of the altar becomes also the symbolic space of the city. This can be
observed even more clearly in the scene with the architect Meton following the
Poet’s departure. Meton wants to manipulate the space of the city transform-
ing it with his measurements.”® He proposes to divide the circular space of the

city into four parts, to ‘square’ it and put the agora in the centre (1004-1009):

0pUE YeTEOW XovoVL Tpoo Tidelc, tvar

O xUxhOg YéVNTal ool TETEAYWVOS, XAV UECE
dyopd, pEpoucat b’ MOV g AUTNY GO0l
opval TEoOg aUTO TO UEcoV, HOoTER O Ao TEROG
autol xuxAotepolic Gvtog 6plal morvTayf

OXTIVES ATOAGUTWOLY.

I'll take measurements with a straight ruler so that your circle will become
square and the agora will be in the middle, and straight streets will lead
to it, right at the very centre like straight rays shining in every direction

from this circle star.

It is plausible that Meton’s verbal suggestions were accompanied with ges-
tures and visualisation within the theatrical space. Dunbar suggests in his
commentary that Meton is drawing circles in the air (cf v.557) while Som-
merstein puts in a stage direction that Meton starts making a diagram on the
ground. In both cases it would be conceivable that the characters refer to a
visual central point of the imaginary city circle which has to be replaced with

the agora according to Meton’s plan. The physical embodiment of this point

ZDiscussion of Meton’s geometry and its role in the play structure Amati 2010.
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could be an altar if it was installed in the centre (¢v yéow which is also the ex-
pression of Hierokles in the Peace). It would remind the spectators of the altar
of the twelve gods in the Athenian agora which was regarded as the symbolical
and physical centre of the city from which the distance between Athens and
other places was measured.?* Furthermore, it would at the same time visually
represent the concept of ‘polos” fundamental for the ‘great idea” of the play to
build a city in the air.®® The theme of polos is introduced in the description of

the hero’s plan in the beginning of the play (178-184):

ITE. oby oltoc olv 8fmou "otiv dpvidwy ndrog;

EIlL méhog; tiva tpémov; IIE. domep einot tic témOC.

OTL 0¢ moAgiton ToUTo xol OLEpyETOL

dmovta Ol ToVTOoU, XoAElTaL VUV ‘tohog .

fiv 8’ oixionte tolUto xol @dpind’ dnag,

ex ol ‘méAov’ ToUToU AEXNOETAUL ‘TOAIS .

PEISETAIRQOS Isn'’t this a pole for the birds? HOOPOE A Pole? In what
sense? PEISETAIROS As one might say, a place. But because it moves
around and all things pass through it, it is called a Pole. But if you settle

it and fortify it one day, it will change its name from a pole to a “polis”.

By using the word polos Aristophanes plays with multiple meanings: ce-
lestial sphere, centre or axis of the circle around which it rotates and hence
the locus of power, as well as the comic pun on polis.?*® The polos is the space
per se, the topos, which is to be colonised by the birds. If our suggestion that
the altar reflected the idea of the polos is correct, the altar is used in the play
to construct not only the ritual space of the sacrifice but to symbolise also the
imaginary utopian space of the Cloudcuckooland. The sacrificial altar hence

becomes crucial for the construction of the newly colonised city.

24Rutherford 2010, 43-44.

25 Amati 2010, 217.

26The word used for Meton’s sundial in the Bangqueters is also polos. On Meton see below
3.3.3.
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‘Paratragic’ altars

The representations of altars in the Lysistrata, Women at the Thesmophoria, and
Akharnians evoke particular tragic settings and patterns familiar to the audi-
ence.

In the beginning of Lysistrata women perform a solemn oath that they will
abstain from any sexual intercourse with their husbands (181-239). The oath
is accompanied with a libation and sacrifice which is modelled upon the oath-
sacrifice in Aiskhylos” Seven against Thebes. The ritual is probably a parody of
the oath which fourteen Athenian women took at the festival of the Anthes-
teria according to the account in Demosthenes.”” It was led by the wife of the
King Archon, the Basilinna, who played the role of Dionysos” bride at the fes-
tival (on Lysistrata-priestess organising her own rites see 3.3.1). The venerable
priestesses (gerarai) swore with this oath to abstain from sex and to celebrate
the rites of the god. The similarity with Lysistrata’s oath is obvious but, as
Seaford shows, the meaning of the oath is in fact reversed by multiple sexual
double entendres.?®

The oath of the gerarai priestesses was part of a larger and spectacular se-
quence.” It had to be performed with the sacrificial baskets in the sanctuary
of Dionysos in the Limnai in front of an altar and it was followed by the rites
which, like mysteries, it was forbidden to disclose to anyone who was not in-
volved. One of the functions of the oath was to make women swear about this
non-disclosure.

In comedy the ritual is represented through the tragic oath-sacrifice which
makes it abnormal and creates the comic effect.’® All the elements of the sacri-

fice are distorted. Lysistrata suggests that they perform a sacrifice over a shield

Z7Dem. 59.78; Fletcher 2014.

2Seaford Fthe.

2Poll. 8.108.

3The ritual actions are not typical for an official civic oath made in a public temple (like the
oath of ephebes) or a pre-battle oath sacrifice. Dipping hands or spear into the blood would
not be a standard Greek oath sacrifice (attested only once in Xenophon and there as the alliance
with the barbarians); see Parker 2004, 137n.17.
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and not in front of an altar3! At this point the tragic imagery of slaughter
and blood shedding is brought in: unhoogoyotoag (189), téuov évteuoiucia
(192), unrocgayoboor Odotov otvou ctauviov (196), ta opdyla (204) (see 4.2.2,
4.3.3). Furthermore, Lysistrata’s suggestion evokes another intertextual link to
Aiskhylos’ tragic poetry — not only in the Seven but also in the Suppliants the
shield metaphorically substitutes for an altar. In v.190 Danaos tells the group
of scared maidens to take their place around the altar using it as a shield (the

same word odxoc is used here for shield as in the Seven):

xpeiocov 0t THpYoU Bwuodg, dpenxTov odxog

the altar is stronger than a tower, a shield unbreakable.

When Lysistrata suggests they swore over a shield she uses the same epithet

of tight alliance, 182

i Ofjtor ToT” 0Ly g Tdyo T, AoumiTol,

EUVLUOCUUEY, OTWS AV BEEAXTWS EYT);

So why don’t we join in swearing an oath about this as quickly as possible,

Lampito, so that it can’t be broken?

The allusion to the Aeschylean female group gathering around an altar could
have been visualised in the staging of the scene.

It is clear why Aristophanes chose both tragic contexts in the Seven and
the Suppliants for his parody of the women’s oath. Lysistrata and her friends
are, like Danaids, a group of women who stay together to resist male sexual
pursuit. The resemblance to the Seven lies in their militant resolution and in
the capturing of the Acropolis. The comic effect of the allusions is also easy to
recognise. While Danaids are indeed virgins who hate the idea of marriage, the
women in the Lysistrata are secretly longing for their husbands and lovers. The

tragic oath in the Seven is not appropriate as a model for their sex-strike because

31 An official oath taken before an altar (lithos) where the tomia are placed is attested also in
Arist. Pol. 55.5.
32Also in Soph. Aj. 576 as an epithet of the shield, oéxoc.

138



they seek to stop the war. In Aiskhylos’ Seven the meaning of the ritual is to
consolidate the bond of the seven kings and empower them in the war (39-49).
Lysistrata’s plot is about peace (v.169, 190) and in this context an outstandingly
martial passage from a war tragedy creates a comic effect. The abnormality
of the shield proposed for the ritual by Lysistrata is noticed by the women.
Kalonike objects that a shield is not an appropriate object, 190: you can’t swear
about peace over a shield.*

Lysistrata then rejects her initial plan and introduces a new version in which
a wine skin is used instead of the sacrificial victim and the wine substitutes
for blood which is collected in a bowl. The women touch the bowl to show
their allegiance to the oath. In the actual ritual oath of the priestesses at the
Anthesteria the object to touch could be the sacrificial victims on the altar in
front of which the oath was performed.* Touching an altar to confirm the oath
is attested in Andoc. 1.126.%

Aristophanes thus mocks the tendency of tragedy to employ metaphorical
symbolism in regards to the sacrificial ritual, like calling an altar a shield or
using a shield for an altar. A similar pattern can be observed in the paratragic
scene in the Akharnians (317-365) where a chopping block takes the place of a
tragic altar. Dikaiopolis seizes a basket of charcoal imitating Euripides” Tele-
phos who kidnapped the child Orestes, and promises to lay his own head on
a piece of wood to be slaughtered as a guarantee of the truth of his speech

(317-318):

3The same joke about a military/bloodshedding ritual performed for establishing peace
can be found in the Akharnians (3.3.1) and in the Peace (2.3.1). The shield is a symbol of war in
the Akharnians 58, 279, 1140, and passim.

34This is a possible interpretation of touching ‘the sacred things’ by the women (nplv dnte-
odou &V ieptv) in the Demosthenes” account; Schlesier 2011, 267n.10, for taking the sacred
things into one’s hand while swearing an oath see Aeschin. 1.114; Lycurg. Leokr. 20; cf. Dem.
23.68.

3See Berti 2006, n.143 on the importance of the physical contact with the victim or the altar.
The bowl the women touch in comedy is also called a boar which is an euphemism for penis
(Seaford Fthc). It is possible that the ‘sacred things” which women had to touch after an oath
in the Athenian ritual of the Anthesteria were not the sacrificial victims but some other sacred
objects, among which there were some symbolising the genitals, male or female. These are one
of the items, as Clement of Alexandria reports, which the initiates had to touch and manipulate
during the Eleusinian Mysteries (Protr. 2. 22). The parody thus might be not so far from truth.
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Ké&v ye un Ayw dixano unde 6 mAriel doxd,
umep Em&rvou Vehfow THY xEPUANY Exwy AEYELy.
and if I don’t say just things nor does it seem so to the people I'm willing

to speak having my head on a butcher’s block.

Two tragic motifs are combined here. The rhetorical argument about the
willingness to be slaughtered imitates the one used in Euripides’ Telephos fr.
706% while the metaphor of chopping block as an altar is used by Kassandra
in Ag. 12773 The altar could be present on stage as physical object since in
the previous scene Dikaiopolis was leading the procession in preparation to
sacrifice (see 3.2.4 on religious processions). In that case pointing to a normal
altar and calling it a chopping block would enhance the comic effect.

The Women at the Thesmophoria ridicules Euripides” Helen by contrasting the
‘normal’ (comic) and ‘abnormal’ (tragic) use of altars. At v. 888 the theatrical
installation of thymele in the centre of the orchestra is called Proteus’ tomb by

Inlaw which causes the resentment of the women (885-888):

ET. Aloll, t¢0vnxe. Ilob 8’€tupPeldin tdow;

KH. Té66’ eotiv adtol ofju’, €9 & xadfueda.

KP. Kaxée dp’ é€6hoto, — xGEoAel YE ToL, —

06 TS YE TOAAC ofjua TOV BOUOY XUAEW.

EURIPIDES alas dead? but where is he buried in a sepulchre? INLAW
This is his very tomb on which I am sitting. KRYTILLA May you be

perished — and you will — for daring to call an altar a tomb.

In the appeal to the tomb that featured in the staging of Euripides” Helen

Aristophanes employs spatial intertextuality or, one could say, inter-spatiality.

30°Ayduepvov, 00d’ el Téhexuy Ev yepolv Exwv
uéMhol i eic TedynAov EUPoalely Euly,
otyfioopon dixoud v’ dvrelnelv Eywv.
Agamemnon, I will not keep silent even if someone with an axe in his hands were going to strike my
neck for I have just things to respond with.
371277-1288, Bé&spob matpdou d° dvt’ énifevov pével,
Vepudd xomnelong Qolvov mpocPdyuaTL.
Instead of my father’s altar a butcher’s block is awaiting for mw, warm with the bloody sacrifice of the
slaughteres.
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The image of Proteus” tomb must have been recognisable for the audience —
Euripides” play begins with a scene where Helen uses his tomb as an altar
for retreat and supplication upon her arrival to Egypt (Hel. 1-67). The tomb
is present on stage throughout the play and is used to mark key moments of
the plot. Proteus” tomb in the tragedy might have been alluding to the altar
by its visual presentation or location within the theatrical space. There are
also explicit verbal indications (Hel. 547, 800) that the association between the
tomb and an altar was implied. In general using a tomb as an altar to seek
refuge is unusual for Greek tragedy and features an exotic barbarian custom
appropriate for the representation of the Egyptian landscape.

The altar which is the focus of the scene in the Women at the Thesmophoria
is the altar of the sanctuary where the women gather to celebrate the festival.
By making Inlaw and Euripides insist that the altar is actually Proteus’ tomb,
Aristophanes ridicules the tragic prologue and the tragic symbolism of space
in general. The audience is invited to reimagine the physical theatrical space
of the orchestra (already set as the ritual space of the celebration) as the tragic
setting of the Helen.

In the three scenes the altars become the means by which comedy engages
in the dialogue of intertextuality and inter-visuality with tragedy. With these
representations of tragic altars comedy reflects and comments on the tragic use

of space through the techniques of dramatic spacecraft.

3.2.3 Imaginary sanctuaries

The altar is the most evident and remarkable stage prop that can be used to
ritualise the space on a more or less temporally basis. Its appearance and pres-
ence marks sacrificial settings. Other means of stage scenery can indicate to
the audience a permanent setting of the play within a ritual space, a sanctuary
or a temple. There is not enough evidence to reconstruct the scenery, but we

can presume that what is available to us only through verbal references and
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testimonies, was presumably represented to the original audience by visual

means.

Extant plays: Women at the Thesmophoria, Lysistrata

Two extant plays the Women at the Thesmophoria and Lysistrata feature civic
spaces that are situationally transformed into sacred precincts in the context
of a ritual celebration. The sacred space in these two plays does not reflect a
particular sacred location but represents an instance of creative improvisation
ad hoc. The ritual space in the two plays is embedded in the temporal setting

of a festival celebration (which will be discussed in 3.3.1).
The Women at the Thesmophoria

After initial scenes in Agathon’s house the action moves to the Thesmophorion
for the rest of the play. The attention of the audience is drawn to the sanctu-
ary multiple times (83-84, 88-89, 277-278; cf also 879-880). The ritual space of
Thesmophorion is, nevertheless, crucial for the plot of the play. It creates the
framework for the women'’s celebration and for Euripides” and Inlaw’s crime of
transgression into the restricted space. The women’s enterprise is introduced
in the beginning of the play through the sacred space dedicated to the Thes-

mophoroi goddesses where the celebration takes place (82-84):

ET. ol yap yuveixeg émBeBouvieinact yot,

xav Ocouogoowy uéAouot Tepl Hou THUEQOV

exoonoudlew En’orEVpe.

EURIPIDES Because the women have conspired against me and they are
going to hold an assembly today in the sanctuary of the Thesmophoroi

about ruining me.

The place of the celebration is highlighted once again in Euripides” plan (88-
89):
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ET. Ayddwva neloar 1OV Tpay(00BL0doHoAOY

elg Ocopogopoty eneiv.

EURIPIDES To persuade Agathon, the tragic poet, to go to the sanctuary
of the Thesmophoroi.

It is visualised on stage for the first time when Euripides and Inlaw are

approaching the sanctuary (277-278):

ET. &xomeude tayéws dO¢ o Tic Exxhnotac

ornuelov €v 16 Ocopogople gaiveTol.

EURIPIDES Hurry up quickly; the signal has been shown at the Thes-

mophorion for the assembly.
The Inlaw then addresses to his girl-servant (280-293):

KH. & ©pdtta, Véaoo, xoopévwy 16V Aaumddny

ocov 10 yefju’ avépyed’ Umo THg Ayviog

ANV, @ mepiXahhel Ocopopopw, 6¢acdé e

aryardf] TOyn xol 8ebpo <xol> ALY olxadE.

INLAW Look, Thratta! How many people are coming in the smoke while
the torches are burning. O the two beautiful Thesmophoroi, receive me

with good fortune here and then back home.

Inlaw’s address to the deities serves an introduction to the meeting that women
are going to hold which they start with prayers and hymns (295-371; see on
prayers 2.3).

Later in the play, a paratragic scene from the Telephos takes place in a sacred
space in which the altar plays the key role: Inlaw kidnaps the child and wants
to kill it like a sacrificial victim (3.2.2). Aristophanes makes fun of the tragic
metaphor of murder-sacrifice. When Inlaw is carried away by the Scythian
guard, the khoros of the women start celebrating the Thesmophoria with dance

and hymns within the space of the sanctuary. The gods they address in their
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prayers are a mixture of figures — Hera, Hermes, Pan, Dionysos — which proba-
bly would not be present as statues in a hypothetic sanctuary of the two Thes-
mophorian goddesses. Aristophanes constructs the ritual space of this temple
showing it as a place for ritual and sacrifice, which is indicated by the presence
of the altar.

The identification of this Thesmophorion with some particular place in
Athens is problematic. The unique mentioning of a sacred location with this
name in Attica dates from the mid 4th BCE and belongs to a sanctuary in Pi-
raeus (IG II? 1177, IG II? 2498). In a decree of the deme of Melite which lay
in the centre of Athens the sanctuary where the Thesmophoria were presum-
ably celebrated is officially called the temple of Demeter and Kore, not Thes-
mophorion.®® There is no archaeological site in Athens either that could be pos-
itively identified as the Thesmophorion, the central Athenian sanctuary where
the festival was celebrated.®

In the play the only direct topographical link of the Thesmophorion is the
setting of the action on Pnyx in 658. The women, after exposing Inlaw, start

searching the Pnyx area with lamps in order to find other intruders (655-658):

Auog Tolvuy Yeta ToUT’ 101 Tag Aounddag dpouévag yen
Eulwoopévac e xavdpelwe T@v §'idatinv drodioog
Cnely, et mou xdAhog Tig avie EmeAfiule, xal teprdpédon

TV TOxvo Tdoay xol TG oxNVAg xal Tag Btédoug dodpficot.

Now after that we must take the torches, hitch up well our clothes, bravely
take off our mantles and search in case any other man has come here and
run around the whole of the Pnyx and the tents and examine the passage-

ways.

However, no trace of such a sanctuary has been found on the Pnyx and it is un-

likely that the Thesmophoria were celebrated anywhere near the Pnyx.** The

38Clinton 1996, 120-122, 123-124.
3 Clinton 1996; Broneer 1942.
40Broneer 1942, 258-259. As Broneer argues, the festival was one of the oldest and most
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silence of the sources about the Pnyx being the location of the Thesmophorion
made scholars reinterpret the direct reference to the Pnyx in Thesm. 658 of the
comedy metaphorically, ‘assembly’ called like this by the women in accordance
with the nature of their gathering.*! However, it is clear that 655-658 empha-
sise the spatial aspect of the place which they should run around. Besides this
explicit reference to the Pnyx/Assembly-place in 658 there are also indications
of the location of the Thesmophorion high on a hill. The ascent from the Agora
to the temple is stressed several times in the play (281, 585, 623, 893).

As Clinton shows in his analysis, there was no temple in central Athens that
would be used for a national celebration of the Thesmophoria for the whole
polis, the impression that arises from Aristophanes’ depiction.*? Instead, the
testival was administered by the demes and the celebrations took place in many
different places in Attica (Piraeus, Eleusis, Halimous, Cholargos, Pithos, Oe)
with possible variety in the dates of the celebration. One possible location that
could be used by the Athenian women was the Eleusinion in the City on the
north slope of the Acropolis.®

All that said, it can be concluded that the space of the Thesmophorion in
Aristophanes’ place is imaginary. It is called with a generic name which could
be applied to any temple where the festival was celebrated and did not imitate
a particular location in Athens.** There was no such a location in Athens that
would host all women during the Thesmophoria and the festival was not cel-
ebrated at the national level. At the same time the women’s gathering which
represented the meeting in the male Assembly would evoke the space of Pnyx,
later corroborated in the play in the episode of searching the space around the
sanctuary. As Clinton indicates, part of the joke could be in the use of the

Ekklesia as a Thesmophorion whereas in reality the City Eleusinion where the

well-known while the Pnyx was a relatively new area of the city

HBroneer 1942.

£2Clinton 1996.

#Hill 1953, 94, Judeich 1931, 398-399.

#(Clinton 1996, 125: “The generic happily allowed the scne to be set in a more imaginative
realm than if it were tied to a particular sanctuary in a particular deme.”
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Thesmophoria presumably took place was used as a Bouleuterion for meetings
after the Mysteries.*> The ritual space thus constructs the comic plot and devel-
ops the major themes of the play — the presentation of the women’s gathering

as both a religious and political event.
The Lysistrata

The transformation of a familiar cityscape into a space for ritual celebration can
be observed also in the Lysistrata. The women seize the Acropolis, the sacred

space of Athena, and establish themselves there (341-345)%:

g, @ Ved, pn mot’ Eyd mumpauévag doyut,
AAAG TTOAEUOL ol LoviEsy puoauevas EAAGDa xal Tolltoc:
€@’ oloTep, K YPLCOAOPU

Toholye, odg Eoyov Edpac.

So that, O Goddess, I may never see them burnt up but see them rescue
Greece and the citizens from war and all madness for which purpose, o

Golden-crested Guardian of the City, they have occupied your abode.

The Acropolis is a cultic space in comedy where the gods live: Ploutos and
Demos are to be settled as gods on the Acropolis.

Just like in the Women at the Thesmophoria, the women led by Lysistrata de-
fend their sacred space from men and guard it. The enclosed space embodies

the idea of sex-strike and is intruded by men longing for sex (847-849):

AT tic oltoc obvtog 6V QuAdnwy Eotwg; KI. £yo.

AY. avrp; KI. avnp 6fjt’. AT. olx dnet 6fjt” éxmodwy;

KI. ob 8’ €l tic fxBdhhovod u’; AT. fuepooxodTog.

LYSISTRATA Who is that person standing within the guards. KINESIAS

It’'sme. LYSISTRATA A man? KINESIAS A man indeed. LYSISTRATA

45Clinton 1996, 125.
46Gee Martin 1987.
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And you are not going away from here? KINESIAS And who are you to
send me off? LYSISTRATA I am a daytime sentry,.

At the same time, the space of the women'’s gathering is embedded into
the Athenian topography. Kinesias first approaches the Acropolis passing the
shrine of Demeter Khloe. The scene is represented in detail with the sanctuary
being the marker of space. The staging must have included gestures pointing to
the imaginary temple which would construct the dramatic space of the scene.
The women gather around Lysistrata to watch the man approaching and get
prepared to defend their sacred space when Myrrhine recognises her husband

in him (829-838):
AY. ToU {00, yuvoixec, ite 8elp’ Mg Eue
Tayéns. I'Y. Tl 8’¢otiv; Einé poi, tic 7 for);
AT, "Avop’, Gvdp’ 0plS TEOCLOVTA TURUTETANYHEVOY,
Toic Tfic Agpoditne opyloic eihnuuévoy.
Q) métvia, Konpou xal Kudrewv xol Ildgou
uedéoua’. 1’ opiny fvrep Epyel THV OBOV.
I'Y. [To¥ & éotiy, 6otic €otl; AY. ITopd T6 tfic Xhome.
I'Y."Q vy Al éotl ofjta. Tic xdotiv note;
AY. ‘Opdite. T'yvooxer tic Dudsv; MY. N7 Aia
Eywye xdo Ty obuog avie Kinolog.
LYSISTRATA alas o women, come here to me quickly. WOMEN What's
the matter? tell us, why are you shouting? LYSISTRATA I see a man,
a man approaching striken and possessed by the secret rites of Aphrodite.
O lady mistress of Cyprus, Cythera and Pathos come to the straight road
which you have taken. WOMEN Where is he whoever he is? LYSIS-
TRATA By the shrine of Khloe. WOMEN Oh yes by Zeus he is. But who is
he? LYSISTRATA Watch. Does any of you recognize him? MYRRHINE

By Zeus I do. This is my husband Kinesias.
Later, Kinesias suggests that they go to the shrine of Pan, Pan’s cave, to have
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sex and the whole scene is set there (911-958). In this scene much attention is
drawn to the space of the cave. Myrrhine pretends to dislike the bare ground
and keeps going to and fro fetching cushions, blankets, and other objects in-
stead of lying down with Kinesias. Later Kinesias suggests that Myrrhine can
wash herself in Klepsydra, which was situated next to Pan’s sanctuary.

Both Pan’s and Khloe’s sanctuaries were real places of cult on the north
and west slopes of the Acropolis*. They could not be seen from the theatre
of Dionysos but they were reachable within physical distance of walking and
were locations well-known to the spectators and could be referred to with a
gesture in their direction. When the women notice Kinesias approaching their
‘Acropolis’ they observe his movement from one place to another which had
to be more or less realistic.

The setting of the play in the sanctuaries (the Acropolis and sacred loca-
tions nearby) contributes to the portrayal of the sex-strike as sacred rites per-
formed by the women. In the very first lines of the play, Lysistrata compares
the women'’s secret meeting which she organises with a ritual gathering in the
shrine of an orgiastic deity (v.2) : eic Poxyciov, to the place of Bacchic revelry, and
1) ‘¢ Havoe, 1) 't Kwldd’ 1) ‘¢ I'evetulAidog, to the shrine of Pan, or to the sanctuary
at Kolias, or to the shrine of Genetyllis.*® All the three sanctuaries were associ-
ated with Aphrodite and sex. Pan’s cave will feature in the play as the place
for the sexual intercourse of Kinesias and Myrrhine; Kolias hosted a sanctu-
ary of Aphrodite, probably in the deme of Halimus or Anaphlystos; Genetyl-
lides who were women’s goddesses of child birth, mentioned as responsible
for seductive kissing in Thesm. 130, had a shrine possibly at the Aphrodite’s
enclosure at Kolias. The representation of the sex-strike as sacred rites is fur-
ther revealed in the choice of the two female leaders’ names: a priestess of

Athena Polias in the 5th century was called Lysimache. She had a residence on

Judeich 1931, 285-286.
48] follow the text of the manuscripts accepted by Henderson. See also 3.3.1.
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the Acropolis and held her office for 64 years.*” Moreover, the participation in
Lysistrata’s endeavour requires ritual purity (v.912) which is characteristic of
ritual celebrations.

To recapitulate, in the Lysistrata and Women at the Thesmophoria the group of
women improvise a sacred space where they perform their celebration which
appears to be an enclosed space located in some known area of the city. The
locations in Athens are used to ground the improvised sacred space of the
comic plot within the familiar topography. Aristophanes tends to present the
religious activities of marginal groups through the representation of enclosed
space of their activities. Another example is Socrates” Phrontisterion in the
Clouds which is represented in the play as a sacred location: it is a separated en-
closed space accessible only to the initiated; it is first introduced in the play as
a sacred precinct where the character is heading (127-8);% it serves also as the
temple of the newly introduced gods, the Clouds, where the worshippers can
meet and converse with them. The Thinkery is compared to Trophonios’ cave
(506-508), a well-known location of mystery rites.”! There is a sacred bed (v.
254) which Socrates offers to Strepsiades to sit on. The space of the Thinkery is
suitable for performing ritual: Socrates wants to lay a wreath on Strepsiades as
a preparation for his initiation and Strepsiades recognises the ritual meaning

of this gesture (v. 256).

Fragments

There are a number of other Athenian and Attic sanctuaries mentioned in frag-

ments as part of the comic imaginary space:

* The sanctuary of Demeter Khloe is mentioned in Eupolis” Marikas fr.196

¥See Henderson 1987, xxxviii-xxxix. It has been suggested that Myrrhine’s name also hinted
at a priestess of Athena Nike.

5080\ eb&duevoe toloty Yeoilc BiddEopan
a0UToC Badilwy elc TO ppovTioThAplov
praying to the gods I am going to learn myself and go to the Thinkery.

SIKratinos” Trophonios featured intellectuals as one of the main themes of the play (fr. 239
says something about ‘coiners of the speeches’, dpyugoxomo tiipag Adywv).
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in a context that would suggest some dramatic use of the space

AN e0U TOAewe el Yoo ydp ue Ol

xplov Xho1 Aruntet

I'm on my way straight to the Acropolis;>* I must sacrifice a ram to Demeter

Khloe).

* In Polyzelos’ Birth of Muses fr. 8:
lepdd yap evtetOynxac Enaxplou Aide
for you have reached the shrine of Zeus Epakrios
a scene might have been set in the temple of Zeus of high places on

Hymettos which is attested in the Erchia calendar.”®

¢ In Strattis” Potamians fr.38 is an order to go to the Pythion:
Uueic te mdvteg €&t émt to IIodoy,
6col ThpeoTe, un haBévteg hounddag
und’ dAho undev Eyouevov GuivAAov.
You all who are present here go to the Pythion, without torches or anything else
which Philyllios has.
There are two possibilities of the identification of this shrine. One sanc-
tuary of the Pythian Apollo was located on the north slope of the Acrop-
olis, called also the sanctuary of Apollo Hypoakraios. This is presum-
ably where Thargelia were celebrated and from where the Attic Pythais
departed to Delphi.®* The other possibility is the Pythion between the
temple of Olympian Zeus and the Ilissos river to the south of the Acrop-

olis.”®

* The Theseion which was probably situated at the east end of the Acropo-

lis where Theseus” bones were laid (Plut.Thes. 36.2-3, Cim. 8.5-7; Dontas

>ZWithout an article 6\ usually mean the Acropolis in Classical Attic; cf. Nub. 69.

]G 1I? 1294; SEG 21.541 col.5.60-2.

54 Travlos 1971, 100.

% As possible starting point of the Pythais, this temple is discussed in Rutherford 2013, 177;
cf Travlos 1971, 91 and Thuc. 6.54.
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1983, 62n.42) could be a setting for two plays: Pherekrat. Slave-trainer fr.
46 mentions Kallaiskhros who is sitting in the Theseion:

Kdihouoypov év 16 Onoéw xodfuevov

Kallaiskhros sitting in the Theseion.

This precinct was used by slaves and people in distress as a place of
refuge (cf Eq. 1312, Plut. Thes. 36.4). As the main theme of the comedy
was education of slaves, the choice of the temple seems justified. Another
mentioning of the same sanctuary is in Aristoph. Seasons fr. 577 where a

slave is going to take refuge in the Theseion.

Euol xpdTIoToV EC TO Onoelov Spouely
EXEl 07 Ewe av mpdioty ebpwUL UEVELY

I think it’s best to run to the Theseion and wait there till I arrange the sale

The temple of Poseidon is mentioned in Eup. Helots, fr. 149:

tepevog Iotedd movtiw

the precinct of Poseidon, the sea god.

As some scholars note the title of the play does not require a Spartan
setting and the khoros could well represent suppliants that come to a Po-
seidon’s temple in Athens. The khoros probably represented slaves mis-
treated by Spartans who came as suppliants to the shrine in Sounion.
Storey 2003, 177 suggests also that fr. 149 was spoken by them on arrival
to Sounion, hence at least some part of the action was set in the temple. In
another fragment 147 a ritual Spartan feast (kopis) is in the middle of cel-
ebration ‘here and now’ (of xo yévnton 10U6e odpepov xomic) which makes

the setting in a sanctuary possible.

In Krates” Wild beasts fr.17 we find a description of the temple of Asklepios
Mounikhios in Piraeus, perhaps the same one where Ploutos was healed
in the Wealth. The sanctuary is attested in the inscription IG I1* 4962 of the

second quarter of the fourth sanctuary, so the comic fragment is probably
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the first attestation of the temple.*

AN avtivec Tou Tyd Yo ab Tpaméunahly

To Yepud AouTEd TEESTOV 3w TOIC EUOLC

eml xuovwy, Gonep ot tot Touwviov,

amo Tiic Yohdttng (o’ ExdoTe pedoeTon

elg Ty mhehov" £pel Be V00w ‘dvEyeTe’.

€10 ahdPBaocToc ebléme REet wopou

oUTOUATOC O OTOYYOC TE Yol TO OUVOUAAL.

But just consider the other side. I shall do the exact opposite and provide hot
baths for my people on columns, just like at the House of Paionios, so that it will
flow from the sea into everyone’s bathtubs. The water will say, “Turn me off”
and then immediately will arrive on its own a jar full of unguent, a sponge, and

sandals.””

¢ the shrine of Curse in Athens (Aristoph. Seasons fr.585 = Hesych. o 6978)
Apdic iepov: iepov Apdic Adrvnov. Aplotopdvne “Qpouc.
Shrine of Curse: Shrine of Curse, at Athens. Aristophanes in the Seasons

* atemple in Theopomp. adesp. fr. 74:
0 0t Talipdg EOTV AYOUEVOS TPOC TE VEQ
The bull is being led beside the temple

¢ According to test.iii, the khoros in the Banqueters come from the Herakles’
temple after ritual dining:

xol Aoutoele dpdipa Aplotopdvoue, Emeldt) €v iepé Hpoxhéoug deimvolvreg
X0l AVAC TAVTES Y0POC EYEVOVTO
The Banqueters is also a play by Aristophanes when feasting in a shrine of

Herakles and then standing up, they formed a khoros.

Judeich 1931, 441.

The fragment reflects the theme of utopia, see below on the Seasons and reflects the am-
bitions of the Athenian leaders. The luxurious baths to be constructed for the pleasure of the
Athenian people feature in Ps.Xen. 2.9-10; see Ceccarelli 1996, 148.
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There were several sanctuaries of Herakles in Athens. Herakles’ shrines
were usually attached to gymnasia which were centres of education and
of cultural life and place of meeting of different clubs and the khoros of the
play could represent one of them. Possible locations include the sanctu-
ary at Kynosarges and the sanctuary in the Academy. There was also the

temple of Herakles Alexikakos in Melite mentioned also in Ran. 501.%®

Unfortunately the fragments are too short and isolated to tell anything cer-
tain about the contribution of these sacred locations to the creation of comic
ritual space. All the temples represented in these fragments are Attic. Rare
occurrences of temples outside Attica include Kratinos” Trophonios which dealt
with visiting the oracle of Trophonios in Boeotia and the Ephesian temple of
Artemis in Autokrates” Tambourine players, 1.%°

These spaces were familiar for the audience and presented possibilities for
play and parody. The resemblance of dramatic representations to real sacred

locations helped the poet to achieve the verisimilitude of the ritual and to en-

gage the audience with it emotionally by evoking their own experiences.

3.2.4 Dynamics of ritual space

So far I have discussed only how comedy constructs static ritual space, that is
the space of sanctuaries and temples as well as the space of sacrifice focused
around the altar. The analysis would be incomplete without turning to the
dynamic aspect of ritual space — ritual journeys.

Old Comedy is a genre known for unstable and complex settings, as Lowe
demonstrated for Aristophanes’ comedies.® While in tragedy journeys are

usually narrated, comedy tends to visibly enact space.®! Journeys, being one

58Travlos 1971, 274.

The fragment suggests a ritual dance that Lydian girls perform in the temple of Artemis
of Ephesus. It does not necessarily imply that the action was set in that place and could be just
a reference like in Nub. 598 where a Lydian dance in the Ephesian temple is also mentioned.

80T owe 2006; see also Bakola 2010, 246-248.

61Bakola 2010, 239.
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of the key themes in Old Comedy,®* are incorporated into comic plays as ‘itin-
erant spectacles’ with consecutive change of images and landscapes.®® Aristo-
phanes’ plots in the Birds, Frogs, and Peace are structured around a journey
that connects the familiar world with some unknown fairyland while Eupolis’
Demes feature a katabasis to the underworld. One of the fragments of Kratinos’
Odysseuses represents a scene set on the ship in mid-voyage which was possi-
bly staged during the parodos symbolising the transfer of the setting to some
exotic and distant land.**

Comedy features also a special kind of procession — the joyful komoi, rev-
elry, with which the plays usually end. They mark the departure of the khoros
from the stage, exodos, marking the final point of the plot, a wedding or the
protagonist’s triumph. These partying processions also contain ritualising ele-
ments such as hymnic addresses to deities and triumphant shouts. The choral
activities during the exodoi have been studied as examples of ritual processions
on stage by Calame 2004. Within a play they have the function of conven-
tional endings reminding the audience of the ritual value of the dramatic per-
formance and evoking the victory which the poet hopes to achieve (see 2.2.2
on the ritualisation of the play in the context of dramatic competition). The
comic exodoi have cultic elements incorporated in them, such as ritual excla-
mations addresses to the gods, and elements of prayers and others. However,
their function in the comic spacecraft is straightforward — they mark the happy
end of the play praising the gods for the victory of the hero and greeting the
audience while leaving the orchestra. In this section, I am going to discuss
other representations of ritual travel and processions embedded in the plot of
the play and contributing to the dramatic action that have been overlooked in
the scholarship. By ritual travel I understand representations of theoria, state-

embassy to a sacred destination, and journeys at a shorter distance, such as

620n the ‘Wegmotiv’ in comedies see von Moellendorff 1995, 135-148.

63Russo 1994, 210.

4Bakola 2010, 235-246. In fr.143 characters speak to one another about an approaching storm
with cues to the ship present in the scene.
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processions.

Theoriai and processions in fragments

Sacred state-pilgrimages known as theoriai are well represented in the comic

plots, as the analysis of fragments reveals.®

* Aristophanes wrote a play Women put their tents which could portray a
ritual travel to see the Isthmian games with which putting tents was gen-
erally associated (Schol. Ar. Pac. 880). A testimonium claims that in fr.487

Aristophanes himself is speaking about his experience of the journey:

.. Mpxutov
TV ENTAXOTUAOV, TNV YUTEEeloy, THY XOARY,
fiv Epepduny v’ Eyoyut cuviedtotoy
[...] the flask, the one holding seven kotylai, the ceramic one, the beautiful one,

which I brought with me so that we could watch the show together

* Kratinos’ Trophonios could have contained a journey to the oracle of Tro-
phonios in Boeotia. Trophonios was popular topic in Greek comedy:
Kephisodoros, Alexis, and Menander all wrote a play with this title. Kratin.
fr. 235 is an invocation of the gods of the Boeotian land which was at-
tributed to the play Trophonios by Runkel. If the attribution is correct, the

khoros uttered these verses upon their arrival to Boiotia:
yodpete daipovee ot Aefddetay Bowhtiov obdap dpoleng
Hail, deities who <guard> Lebadeia, Boeotian fertile plain.

This fragment is in anapaestic tetrameters so this could be the khoros’

arriving to Boeotia in a parodos as Quaglia suggests.”® A good paral-

®Rutherford 2013, 341-345. Outside the chronological frame of Old Comedy the titles of
Sicilian and Athenian comic plays point to theoriai and their participants: Epikharmos’ Specta-
tors, Sophron’s Women Viewing the Isthmian Games, imply that the khoros might have consisted
of the delegates of state pilgrimages. A poet of Middle comedy, Plato produced a play about
returning from a ritual journey, Women on their way from sacrifice.

%Quaglia 2000, 461f.
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lel would be Nub. 356.4 Other fragments may indicate the ritual pro-
cedure of oracle consultation: 233 mentions abstinence from food and

sleep, snakes and lighting of the lamps appear in 241 and 245.

* Aristophanes’ Amphiaraos probably featured pilgrimage to the Amphiareion

at Oropus in North Attica including the consultation of an oracle there.®®

* Kratinos” Run-Aways might have represented some kind of procession or
journey either to the Underworld or to Eleusis or both. Fr.65 is a mention
of Sacred way between Eleusis and Athens:
lepd 006¢ oty Tjv ol uootar mopedovton ano tob doteog én’ Eleuoiva. |...]
uvnuoveler 6" adtiic Keotivog év Aparétiow
is the sacred road along which the initiates travel from the city to the Eleusis...

Kratinos mentions it in the Run-Aways.

Fr.53 refers to Kerkyon, ruler of Eleusis who was killed by Theseus.

* Fragments of Hermippos” Gods suggest some kinds of ritual celebrations
with a public procession enacted or narrated in the play fr.25:
A. domep ol xoavngopol
Aeuxoloty Ghgitoloy EVIETELIUEVOC.
B. &y®d 67 évéxada Aavidvmy ThHY dSLppopopov
A. [...] like the basket-bearers powdered with bleached barley dust. B. And I

grabbed secretly the stool bearer

Another fragment mentions a festival in Laconia: fr. 32: nopatawvopilety.

xoll ot Tl 1 napotouvapllew;, Why must you act madly at the Tainaria. Tainaria

69

is a Laconian festival of Poseidon.”” The prefix para- probably means

some abnormal way of celebration.

671t is likely that this address preceded the descension to the cave which was the practice
of travellers to the oracle of Trophonios suggests this based on the assumed parallel with the
scene of entering the Thinkery in the Clouds 506-508 Quaglia 2000, 459. We know about the
practice to descend into the cave from Paus. 9.39.5.

68Rutherford 2013, 343.

89Cf Thuc. 1.128.1, Soph. Satyrs at Taenarum fr.191-198, Aristoph.Ach. 510.
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* Kratinos’ Delian Maidens came to us in scattered fragments (fr.23-37). The
Delian Maidens are known to be a khoros of Apollo’s servants who mas-
terfully sing hymns to Apollo, Leto and Artemis on Delos” They also ap-
pear as ritual performers in two tragedies by Euripides, where the danc-
ing and singing khoros of Delian maidens becomes a model for the tragic
khoros along with other ritual personal such as girls weaving the peplos
at Athens.”! In the Hellenistic period the sacred group of young women,
Deliades, are well documented as performing on Delos for pilgrims and
visitors.”? Delos was known in the antiquity for its rich choral culture,
created by locals and foreigners from other cities.”” The name of the play
and the presence of the Hyperboreans in fr. 24 indicate that the play
may have dealt with Apollo and Delos and probably with the Athenian
festival, the Delia, that was reintroduced under the Athenian empire on
Delos in 426 /425 BCE. The Delia was held every four or six years and the
second celebration of it in 422/1 BCE or 418/7 BCE, led by Nikias was
particularly splendid.”* The main event of the Delia festival was theo-
ria, the pilgrimage from Athens to Delos.” It was organised by Athenian
officials”® and brought offerings and sacrificial animals to Delos. The the-
oroi sent to Delos also took trained khoroi with them who performed in
honour of Apollo. The Delian part of the festival included a procession,
a sacrifice, an agon and a banquet. The fragments indicate that the Krati-
nos’ play depicted some kind of public celebration (fr. 24, 32, 33). Fr.32

suggests a procession enacted on stage.

TouToloL 67 6mioev TTw digpov pépwy Auxolpyog,

"Hymn.Hom.Ap. 151-164. On their professional virtuosity: Peponi 2009.

"TEur. HF 687-690, Hec. 464. See Henrichs 1996.

2The performances of Deliades in Hellenistic time were even funded by visiting theoroi. See
Rutherford 2013, 148,238.

7We know of at least 12 religious songs performed on Delos in the 5th century. The majority
of those songs were of the genres of paian, processional paian or processional song (prosodion),
See Kowalzig 2007a, 57 and Calame 1997, 104-110.

7*Plut. Nic. 3.5. See Rutherford 2013, 221-223.

7Rutherford 2004.

7®IDélos 1.43 (426/5 BCE) lists five magistrates — arkhitheoroi.
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P4 /
EY OV XUNAOLOLY.

Let Lycurqus march behind them, carrying a stool and wearing a kalasiris.

This fragment must belong to the passage with instructions given by
someone arranging the procession. This is indicated by the form itw,
which additionally may allude to the processional formula, as mentioned
above (2.4.2). If the plot of the play was structured around the Delia fes-
tival it could reflect the sacrificial procession on arrival to Delos or, alter-

natively, a depiction of the whole sacred pilgrimage sent to Delos.

Extant plays: the Peace, Frogs, Akharnians
The Peace

The Peace starts with Trygaios traveling on a beetle to heaven to reach Zeus’
house. The action then continues in the heaven until Trygaios rescues the god-
dess Peace and flies back to earth with girls Oporia and Theoria whom he re-
ceived from Hermes. Theoria is the symbol of peaceful life and its pleasures
associated with spectacular games and festivals, theoria (894-905). Several jokes
are focused on Theoria as the personification of ritual journeys. The aspects of
festival time and religious journey are intermingled in the figure of Theoria.

When the slave learns about her he exclaims (v.873):

ol Oswplo 'oTIy, v NUEC ToTE
enatouev Bpavpwvdd’ bnonenwxdteg
Is this the Festival-going we used to bang to Brauron after a few drinks?
and then he finds that she is npwxtonevtetneide, a sexually charged epithet,
hinting at the five-year interval at which large theoriai happened in Athens.
Slaves start to fantasise about their journeys, 879-880:
10 0V, el¢ Todua

oxnVNY Euautol ¢ Téel xaToAopPBAve.
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Well, actually, I'm making a space for my tent for the Isthmian games with

my prick.

The scene when Theoria is handed over to the Councillors who were sitting
in the first row in the theatre is full of sexual connotations but at the same time
suggests the practice of theoroi reporting to the boule after being abroad.”” As
Trygaios returns Theoria to the Council, hisjourney receives the ritual meaning

of a state-sanctioned journey to a sacred destination.

The Frogs

In the Frogs, too, the plot is structured around Dionysos” journey to the un-
derworld.”® It starts with the god knocking at the door of the hero Herakles
asking him to consult him about the quickest path. The playful dialogue about
the route takes a significant part of the play’s opening scene. Dionysos leaves
Herakles following his advice to take the road to Hades that goes through a big
marsh where he meets the frogs in the rowing scene. Upon crossing the wa-
ter, he meets the souls of initiates who enjoy the blessed life in Hades singing
and dancing on the meadows. Where are these places to be located on the
mimetic map of the play? The way to Hades, of course, has to be imagined
as passing by mythical places: the Acheron lake and the Elysian fields. How-
ever, the symbolic route may be not enough for the comic poet who inten-
tionally combines mythology with the actual Athenian cityscape. It has been
suggested that Aristophanes alludes to the real places in representing fantas-
tic locations.”” The route of Dionysos can be mapped on the topography of

Athens where each place (Herakles” house, marshes, meadows, Hades” door)

77Rutherford 2013, 345.

78See, for example, Thiercy 2000, 21; Russo 1994, 209.

7Worman 2014, 201-202: “Such orchestrations of place and space engage a mapping of
schemes, within topographies that are usually quite well known, that are imbued with intellec-
tual and political significance, and that constitute a unique intermingling of the aesthetic, the
ethical, and the spatial. ... Frogs traces the route to the literary judgement as passing through
a landscape that is grounded in local topographies and rituals of aesthetic and religious im-
port.” A similar comic device in the Birds where the centre of Cloudcuckooland alludes to the
altar in the Athenian agora; see above on altars 3.2.2.
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corresponds to a particular Athenian location through the relation with fes-
tivals held in them.® It is hardly possible to prove this hypothesis because
the staging of the play which could help the audience envisage the particu-
lar sanctuaries cannot be recovered. However, it is not to be doubted that the
encounter with the frogs evokes the ritual space of the sanctuary of Dionysos
Limnaios which was the setting of the Anthesteria, an important Dionysiac
festival. The sanctuary in the marshes was associated with the Lenaia festival
and hence evoked the ‘here and now’ of the theatrical performance.®!

The journey continues passing along the meadows where the khoros of the
blessed souls of the initiates “play” and rejoice. The identity of the khoros re-
mains highly debatable.®? According to one view, the second, principal khoros
of initiates appear on the orchestra in 316-322 after the khoros of Frogs have
left.3 Their parodos represents a ritual procession with elements of the centrifu-
gal procession from Athens to Eleusis being part of the Eleusinian Mysteries
festival. The main indication of the procession in the Frogs is the invocation of
the god Iakkhos, usually identified with Dionysos. The processional sung on
the way to Eleusis was called iakkhos after this god.®* The procession was ac-
companied with dance, song, sacrifice, and libations. The parodos is naturally

focused on ritual dance and movement. The processional movements of the

80Purportedly, he starts at the temple of Herakles at Kynosarges or of Herakles Alexikakos,
then proceeds to the sanctuary in the marshes close to Ilissos, then moves to the meadows asso-
ciated with Lesser Mysteries rituals and finally arrives to the door of Hades which corresponds
to Agrai where the temple of Demeter and Kore was situated, the place of the celebration of
the Lesser Mysteries. Both Ilissos and Agrai could be seen from the seats in the theatre of
Dionysos; see Worman 2014, 224-225.

81The Frogs were staged at the Lenaia in 405; see Worman 2014, 223.

82The comic grotesque seems to combine elements of several different ritual chronotopes
including the Eleusinian mysteries celebration, the Anthesteria, the Lenaia festival and the
Lesser Mysteries; see Segal 1961. The scenes with the khoroi of Frogs and Initiates and their
relation to the Athenian festivals in the Frogs has been analysed in the following works: Bowie
1993, 2271f, Lada-Richards 1999, 87f, 100, 224-5, 279-80, Furley and Bremer 2001, 561ff, Biles
2011, 211ff, Tierney 1935, Dover 1993b, Dover 1993a, 53ff. The opinio communis is that elements
of the Eleusinian mysteries are interwoven in the scene. Further bibliography in Biles 2011,
219 n.32.

83Dover 1993a, 57.

84Hdt. 8. 65.1-4; Plut. Phoc. 28.2, Alc. 34.4; IG 11> 1078.19. The statue of Iakkhos was
presumably carried in the procession from the sanctuary in Athens to Eleusis. See Dover 1993a,
61, Richardson 1974, 214.
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khoros are referred to first in 372 indicating their march around the orchestra.
The movement is continued (377) and develops to the full extent in the second
hymn to lakkhos. The khoros summon him to join the dancing of the procession
and to show how to walk the long way without difficulties. This invitation is
emphasised in the refrain Iakkhos dance-lover march with me and help me on my
way (see also 2.2.3).

The initiates” processional movement in this scene is embedded in a larger
journey of Dionysos and Xanthias which is central for the dramatic action of
the play.®* When Dionysos on his way to the Underworld meets the khoros
in a ritual procession, he becomes himself an observer and participant of sa-
cred rites performed in his honour. The travel to the Underworld symbolises
the journey that initiates experienced during the mysteries as described by
Plutarch (fr.178) and Apouleios (Met. 11.23.6-8), with the same end of salva-
tion in view.*® The dancing procession enacted in the Frogs visibly embodies
the metaphor of religious salvation and at the same time the idea of the god

travelling together with his worshippers.

The Akharnians

A centrifugal ritual procession is represented also in the Akharnians (on the
festival celebration of which it is part, see 3.3.1). In the first part of the play
Dikaiopolis performs a sacrificial procession to celebrate the Rural Dionysia.
The focus of the scene is on the movement and procession, not the sacrifice.
When Dikaiopolis asks Dionysos to rejoice in the procession and the sacrifice
the word pompe comes first in the phrase jointly with the word xeyapiopéveg

and is emphasised by the deictic demonstrative pronoun t#vde, 247-250%:

8 As Russo 1994, 209-210 notes, ‘the progressive representation of a voyage, and of the land-
scape through which it passes, is unique in the extant corpus of ancient drama’.

86Cf Lada-Richards 1999, 87-88 who also suggests that the pilgrimage from Athens to Eleusis
was a cultic analogue to Dionysos” quest.

87Kavoulaki 2010.
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o Alovioe déomota,
AEYAPLOPEVWC GOL THVOE TNV TOUTNY EUE
méudavto xal YOoovTo UETA TEBV OIXETEBY

dyoryelv TuYNE@S Ta Xt dypouc Aoviota

See the translation below.

The staging of the procession presents a problem which currently remains un-
solved. Dikaiopolis explicitly states his intention to perform the Rural Dionysia
and goes inside the house to make preparations for it (202). At 267 Dikaiopolis
proclaims in the hymn that he has arrived at his deme which is outside Athens.
Where is this house situated then? If according to Dikaiopolis” intention the
house is in the countryside, the setting of the play must have been suddenly
relocated from the centre of the city (Pnyx) to some area outside it. Such unex-
plained change of setting is not feasible even within a comic play. Russo and
Olson suggest that Dikaiopolis possesses two houses, one in the countryside
and one in Athens. His house serves as the means of ‘transportation” of the
setting from the city to the countryside. As Olson 2002, 134 writes: “Dik. exits
into the door in the scaenae frons, transforming it momentarily into his own house
and making it clear to the audience that the setting is no longer the Pnyx but the Attic
countryside.”® Thiercy argues that the whole play is set in Athens and that the
procession only starts off to the fields but never reaches them.¥

I suggest a different interpretation — the setting changes during the pro-
cession and the ritual movement corresponds to the change of the landscape.
Dikaiopolis starts off in the city and continues to the countryside. The change
of the setting happens somewhere between 202 where Dikaiopolis enters his
house in Athens and 267 where he states in the hymn that he has arrived to his
native deme and the ritual movement stops there. The house of Dikaiopolis is

now his rural house and it reappears as such again in 365. He moves back to

8 Also Russo 1994, 45-47. Bakola 2010, 248 recognises the difficulty which cannot be solved.
At 719 and 729 his house is again in Athens.
89Thiercy 2000, 18f.
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the city when he decides to go and see Euripides at 393. Although Dikaiopolis
makes preparations for a procession to go to the countryside, some of his ini-
tial orders point out to an urban context of the processional movement rather
than a rural one. Watching from the roof would be more appropriate for city
streets.” There is also a crowd mentioned in 257-8 which implies that the pro-
cession is being held in a city.”’ The time and space is transformed during the
procession and at some point the audience has to imagine that the orchestra
now represents the rural deme. The ritual procession constructs the change of

the setting in this scene.

Dynamics of ritual space in the Wealth

Aristophanes’ play Wealth illustrates how ritual space is constructed in com-
edy on different levels, both imaginary and ‘real’, being embedded in the dra-
matic action and evoking various contexts of the performance. The setting is
remarkably static — the action takes place throughout the play at the door of
Khremylos’ house. Nevertheless, space plays essential role in the plot and the
‘great idea’ of the play. The theme of movement and travel marks key phases
of the establishment of the new utopian order including the discovery of the
god Ploutos, his miraculous healing, and his installation in the city of Athens.
The door of the protagonist’s house is represent the important liminal space
which introduces the theme of moving across the spaces of oikos and polis.*?
At the end of the play Ploutos is finally transferred to the public space of the
Acropolis and his blessings are transmitted from one household to the polis as
a whole.

There are two ritual journeys in the Wealth embedded in the narrative of

the play and serving as essential points of the plot. During the first journey

PLys. 389, 395. On the stage representation of the roof in comedy see Mastronarde 1990,
258-262.

91See Olson 2002, 147: “here the idea is that the imaginary crowd lining the street is so large
that Dikaiopolis” Wife must get on the roof to have a good view of the procession...”

921 owe 2006, 51.
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the protagonist meets the god Ploutos and takes him back to his home. The
journey is narrated in the prologue of the play drawing on nostoi-stories of
tragic heroes. An Athenian citizen, Khremylos is returning from Delphi which
he has visited for an oracular consultation. Following the oracle which he has
received, he meets there a blind beggar, the god Wealth himself and persuades
him to go live with him in his house. The theme of ritual journey reappears
in the play for the second time when Ploutos is taken by Khremylos to Askle-
pios’” sanctuary and returns back to Khremylos” house with his sight restored.
The diegetic space of the temple of Asklepios where Ploutos comes to seek di-
vine healing is constructed in many details (659-747). Khremylos tells his wife
how they reached and entered the sacred precinct (temenos), approached the
altar with some offerings, and then made the patient lie down on a bed. He
describes other people who were at the sanctuary at that time and narrates
how a minister extinguished the lamps inside. His description mentions ob-
jects and spaces within the temple: he speaks about the pot located near an old
woman'’s head, about the offerings on the sacred table and many altars. The
described space might have been recognisable for the audience referring to the
interior of a particular sanctuary or a type of sanctuary. One possibility is that
Khremylos recreated in his narrative the space of the temple of Asklepios in
Piraeus. It is also likely that he made verbal references and physical gestures
towards the temple of Asklepios located on the Acropolis next to the theatre
and visible from the theatrical space.

The narrative receives visual fulfilment when Ploutos appears on stage. He
is represented returning from the journey cured of his blindness. The scene of
his arrival and welcoming into Khremylos” house in his new status of the just,
‘seeing’” Wealth, is the key episode of the plot. Reminiscent of tragic arrivals, it
removes the tension of the audience’s expectations and confirms the installa-
tion of the Wealth in the protagonist’s house. The spatial and ritual dimensions

are central to the construction of the scene. Upon arrival Ploutos pronounces
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a ritual greeting to the sun, the hill of Pallas and the whole land of Attica (771-
773):

%0l TPOGXLVE YE TEHTAL UEV TOV TiAloV,
gnerto oeuviic HaAlddog xAgwov medov

yweav te ndioav Kéxpornog 1) p’edé€ato.

And first I prostrate myself before the sun;
Then before the famous plain of august Pallas,
And before the whole land of Kekrops which has received me.

This triple invocation has been interpreted as a paratragic allusion to the
Messenger’s speech in Aiskhylos” Agamemnon®® which opens with a praise to
the land of Argos and to the gods. The resemblance to tragic pattern is evident
but the comic passage has one crucial difference. Whereas in Agamemnon and
in tragedy in general the emphasis lies on the speaker’s return home and his
‘familial” affection,” in comedy there is no indication that Ploutos’ relation-
ship with Attica was intimate. Ploutos’ arrival evokes rather theoric contexts
arriving at the sacred destination: he comes as a foreigner who asks to be wel-
comed — this is shown by the verb ‘receive’, 5¢youa he uses. This verb is used in
Pindar’s Paian 6. 3: the poet delivers a prayer to Delphi asking that the deified
place receives him. Additionally, the verb npooxuvé, ‘to make obeisance to the
gods or their images, fall down and worship” expresses strong ritual meaning
in fifth-century texts, indicating either the worship of gods or the barbarian
custom of proskynesis, prostrating oneself in front of men of power, a practice,
that is generally condemned in Greek texts.”®> Ploutos’ apostrophe, therefore,

reinforces the ritual context of the journey which he has just made.

9By Fraenkel 1950, 257. Cf Ag. 503-509: All hail, soil of Argos, land of my fathers! On this happy
day in the tenth year I have come to you. Many hopes have shattered, one only have I seen fulfilled; for
I never dared to dream that here in this land of Argos I should die and have due portion of burial most
dear to me. Now blessings on the land, blessings on the light of the sun, and blessed be Zeus, the land’s
Most High, and the Pythian lord (tr.Smyth).

%The address to one’s homeland is typical for tragic apostrophe of this kind, as Wagener
1931, 86-87.

% An example of it in Xen. An. 3.2.13. Also in Hdt. 1.119, 8.118, 3.86. In tragedy this verb is
used to express the idea of honouring the Earth together with other gods: Soph. OC 1654, EI.
1374, Aesch. Pers. 499, as well as Eq. 155-6
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The Messenger’s invocation in Aiskhylos’ tragedy is focused on the fictional
space of the tragic action, that of Argos which has to be imagined by the au-
dience. The scene in the Wealth, however, opens up to the space outside stage
surrounding the theatre. Stretching out to the hill of the Acropolis (and per-
haps to the temple of Asklepios in Khremylos’ narrative) it creates a continuum
between the orchestra and the landscape and uses real physical space around
the theatre for constructing the fictional land of Attica of the play (See above
on sanctuaries around the theatre 3.2.1).

The arrival and greeting is followed by the induction of Ploutos into Khre-
mylos” house. His entrance is represented as a ritual of reception of a newly-
bought slave into the household. Lines 768-9, 789, 801 allude to the custom,
according to which the mistress of the house threw sweetmeats, nuts, figs,
dates over the head of a newly-bought slave when he first arrived at the house.
Ploutos’ entry into the house in this scene has more emphasis in the play than
his hidrusis in Athena’s temple.”® Apparently, the apostrophe to the Acropolis
and to the land of Attica in this scene gives a clue to the audience about the
induction into Khremylos” house and its meaning. Ploutos’ invocation of the
landscape anticipates his official foundation as a god of the polis pantheon at
the end of the play. In this scene he becomes not only Khremylos” slave but,
through involvement of the surrounding landscape, the slave of Athens which

receive him into their ‘oikos’.

9%Bowie 1993, 290, Dem. 45.74, Plut. Mor. 753d.
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3.3 Performing ritual time

While ritual space is configured in comedy mainly through sanctuaries, ritual
time is represented through the theme of festivals. Festivals are default time
periods for ritual performances and celebrations. In the Greek religious sys-
tem festivals structured the ritual year. The relation of Old Comedy to festivals
is multi-layered and can be approached from different perspectives. It is well-
known that comedies were performed as part of the Athenian public festivals
of the Great Dionysia or Lenaia. In the festival context comic performances ex-
isted within the same temporal frame as other cultic activities, for instance, the
Dionysiac procession on the first day of the festival. The comic genre, unlike
tragedy, shared with the festival culture the general atmosphere of joyful festiv-
ity and with the Dionysiac cult in particular playfulness and dance, grotesque
costumes and carnivalesque cross-dressing. The leather phalloi and the god
Dionysos with his companions in satyr’s disguise were characteristic of both
the Dionysiac cultic procession and the comic plays.”’

The prominence of the festival theme in Old Comedy has been recognised
by scholars.® Some extant plays, like the Akharnians and Frogs include vari-
ous festival scenes while others, like the Women at the Thesmophoria, have their
plots framed by a particular festival. Judging by fragments, many Greek comic
plays are set during a specific festival, for example, Pherekrates’ Stove or All-
night Festival, Kratinos” Pylaia, which was perhaps a festival at Thermophylai;
Philyllios” Twelfth Day, the Day of Pots which was the second day of the festival
Anthesteria and the twelfth day of the month. Among them we can distinguish
plays with khoros representing a celebrating group: Aristophanes” Women at the

Thesmophoria, Women at the Thesmophoria I, and Women Bagging Tent-sites.”® The

97Csapo 2013.

%Hall 2014, 310, Parker 2007, 148. Some even regarded the general structure of comic plots
to reflect the structure of dramatic festivals including procession, sacrifice, preparation of the
meal and feasting; see Sfyroeras 2004, 259. I do not think, however, that there is enough evi-
dence in the plays to ground this suggestion.

We do not know what festival in particular features in the Women Bagging Tent-sites but it
is likely that preparing tents would for a special time of a festival, although it is not certain if
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theme of festivals would be presumably central in Krates” and Plato’s plays the
Festivals and Women returning from the Sacred rites.!® Later, in New Comedy, the

festival setting of a play becomes typical.!!

In this section, I shall argue that
Old Comedy (1) alludes to the festival context of the theatrical performances by
embedding the festivals in the dramatic plots and (2) reflects and manipulates

the notions of festival time and calendar fundamental for Greek religion.

it was a religious festival or athletic one

100Bowie 2000, 330 notes that Phrynikhos’ Initiates and Philyllios” Herakles could well have a
festival as their major theme too. For the former, the suggested festival would be the celebra-
tion of the Eleusinian mysteries, for the latter we can suggest the Anthesteria, as it featured as
one of the characters Dorpeia, the first day of that festival.

1011n Men. Col., Sam., Epitrep., Kitharista.
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3.3.1 Festivals on stage

In a number of extant plays elements of celebrations are enacted on stage.
The recognisable festive activities that are imitated as parts of festivals are
processions (Akharnians, Frogs, Strattis” Macedonians'%%) dance (Frogs, Women at
the Thesmophoria), ritual drinking (Akharnians, Women at the Thesmophoria, Ly-
sistrata), ritual bans and proclamations (Akharnians, Frogs, Women at the Thes-

mophoria),*®

oaths (Lysistrata), offerings (cake and soup at the Rural Dionysia
in the Akharnians), libation (to start the Rural Dionysia in the Akharnians, to per-
form the oath in the Lysistrata), hymns and prayers,'® and night celebrations
(Frogs).'® My analysis of the representation of festivals and festive elements in
the extant plays and fragments will concentrate on the temporal aspect of these

representations in order to study how ritual time is represented, or rather, con-

structed in the plays.

The Akharnians: the Dionysia

The play incorporates a representation of the Rural Dionysia contributing to
the crucial theme of the play — peace.'’ The representation of the Rural Dionysia
in the first part of the play establishes the explicit link between the festival
and cult of Dionysos on one hand and the theme of peace on the other hand
through the idea of regular celebration without any impediment.

The idea of temporal regularity of festivals linked with the theme of peace is
introduced during the performance of the ritual procession. When Dikaiopolis
starts it off he proclaims the establishment of peace for thirty years as the main

reason of his celebration (247-252):

102The Panathenaian procession was perhaps depicted in Strattis’ Macedonians as we can see
from the fragment 31 where somebody speaks of a peplos lifted on a ship mast (cf adesp. 73).

103There are a ban from the participation in the sacred mysteries in the Frogs, the proclama-
tion of euphemia in the Rural Dionysia in the Akharnians, and the proclamation of the beginning
of the assembly during the Thesmophoria in the Women at the Thesmophoria.

104T Phales and Dionysos during the Rural Dionysia in the Akharnians, to lakkhos and Deme-
ter in the Frogs, Women at the Thesmophoria.

105Gacrifice is not represented as part of any festival. It is intended in the Akharnians at the
Rural Dionysia but never fulfilled.

106The festival theme discussed in Habash 1995; Fisher 1993; Kavoulaki 2010.
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o Alovuoe déomoTa,
AEYAPLOUEVWS GOL THVOE TNV TOUTNY EUE
méudavto xal YOoovTo UETA TEBV OIXETEBY
dyoryely TuyNE@S Ta Xt dypouc Awoviola,
oTpaTldc dnoihoydévTor TdC oTovodC BE Uot
HAAGC EUVEVEYXELY TAC TELIXOVTOVTIONC.
O Lord Dionysos, may be pleasing to you that I hold this procession and
make a sacrifice to celebrate with good fortune the Country Dionysia with
my household, being freed from the war campaign. And may the thirty-

year peace libation turn out well for me.

In the hymn addressed to Phales, which is the essential element of the pro-
cession, Dikaiopolis stresses that the normal yearly cycle of celebrations was
interrupted because of the war and it is only now, after six years of such dis-
order, that Dikaiopolis resumes the tradition. The celebration of the festival
is presented as the direct consequence of the protagonist’s ‘individual” peace

treaty (263-270):

Polfic, Etaipe Bancyiou,

EOYHWUE, VUXTOTEQITAGVT-

TE, UOLYE, TOUOEQUC TA,

EXT O'ETEL TPOOEITOV ElC

TOV bfjuov EMddV Bopevoc,

OTIOVOAC TOLNOAUEVOS EUOL-

TEY, TEOYUATWY TE %Ol Moy SV

xol Aoudrywy amohharyeic.

Phales, comrade of Dionysos, fellow-reveller, night-wanderer, adulterer
and pederast, I have addressed you after six years, having returned happily
to my deme, having made peace for myself, freed from businesses, battles

and Lamakhoses.
In the second part of the hymn (271-279) Dikaiopolis describes the festive
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activities: drinking (277-278), encounters with young girls (271-275), and ne-
glect of weapons (279), opposed to the war-time full of toils and discomfort

(269, mparyudtov te %ol yay&v) and characterising the time of peace:

TOMAG Ydp €c¥)” Adlov, & PdAnc Pdng,

xhEmToucay POV’ oty UANPOEOY,

TV Ltpuuodnpou BOpdttay Ex ToU eEAénC,

uEonv AaPBovT’, dpoavto, XoTo-

BokovTa xartayyoptioan.

Dding, Pding,

gav ped’ NuEY Euuming, éx xpoumdhng

Ewlev elprvng pognoel TeuBAoV!

1 0" doTmlg Ev TG Qeddhw xpeURoETOL.

For it’s much more pleasant, O Phales, Phales, to catch a blooming slave-
girl stealing wood, Thratta of Strymodoros from the rocky hills and seize
her about the waist, and lift her up and throw her down and stone her
fruit. O Phales, Phales, if you drink with us, after the party in the morning
you will slurp up a bowl of peace. And the shield will be hung up in the

chimney.

The same idea of sex with young girls on the days of festivals being charac-
teristic of the peaceful times is developed by the khoros further in the play when
they address a personified girl Reconciliation (Atoahray?). The old men boast
about their sexual capacities and fantasise themselves celebrating the festivals

of New Moons together with the Reconciliation (999):
WoT dhelpecVal o7 dm’ adTEY XAPE Tolg vouunviaic.
[...] so that you and I could be anointed from them (olives) at the new-moon
festivities.
Immediately after this claim, the herald invites everyone in the theatre to cel-
ebrate the day of the Pitchers, which was the second day of another Dionysia
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festival, the Anthesteria (1000-1003; cf also 1076). Dikaiopolis joins the herald
in encouraging people to participate (1004-1007).

The theme of peace and ritual celebration are united on the linguistic level,
too. For the first time Dikaiopolis refers to the festival of the Dionysia in the
discussion with Amphitheos in the line 195. The key topic of this dialogue is
onovdai meaning both wine, ritual libation of wine, and a peace treaty made
through libation (Ach. 179-202).!%”

The quality of spondai, meaning simultaneously wine and peace, is defined
through the time period. Dikaiopolis tastes three samples of a five-year, ten-
year and thirty-year libation, respectively and chooses the last. Immediately
after tasting it, he decides straightway to make peace and perform the Rural
Dionysia, being inspired by ritual drinking. The themes of festival, time, peace,
and ritual appear to be closely interconnected with one another in his speech

(195-202):

& Awoviolar
abton pev 6Lous’ aufpoactog xol véxTapog
xal U 'mTneely “Cottl’ Nuepdsv Tetsv”,

%Ay 16 oToUoTL Aéyouot “Bolv’ oy deherg.”

TaOTOG OEYOUL Xl OTEVOOUAL XOXTiOUL,

yoibpe xeAelwy TOAAG ToUC Ayapvéag.

EY® O TOAEUOU ol Xox @BV AmaUhAAYElS

GEw & xot dypoug eiotidv Atoviota.

O Dionysia! This [thirty-year libation/peace/wine] smells of ambrosia and
nectar and not of looking for “three days provision” and as if it says to my

mouth: “Go where you like”. I accept this and I'm making the libation and

I'm drinking of it, and I bid farewell to the Akharnians. Myself, freed of

170On the ritual character of Amphitheos, a god-sent mediator for a peace treaty. Cf
Kavoulaki 2010, 235: he ‘seems to embody to a certain extent and in theatrical terms - the
sacredness which surrounded the very notion of spondai in classical Athens. Far from being a
neutral term, spondai literally means libations - an important ritual act - and discloses the cultic
associations that the concept and practice of making peace treaty entailed’.
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the war and troubles, I shall celebrate the Country Dionysia going inside.

The theme of the festival as drinking wine is continued at the end of the play
in the announcement of the competition of the Pitchers. Dikaiopolis in 1068,
1202 and 1211 repeatedly associates drinking with the day of Pitchers at the
Anthesteria.

Dikaiopolis” decision to celebrate the Dionysia and the preparations for
the Anthesteria are problematic in terms of the temporal setting. At the start,
Dikaiopolis gives an impression that he himself is attending a theatrical per-
formance. Although it becomes clear soon that Dikaiopolis finds himself in the
Assembly, not in the theatre, the audience has already got a feeling that the dra-
matic action is set somewhere in the year very close to the dramatic festival.
Later in the parabasis, Dikaiopolis explicitly states that he is celebrating the
Lenaia together with the spectators (504). The Lenaia were celebrated in Jan-
uary whereas the Rural Dionysia were held in the month Poseidaon (roughly,
December) and the Anthesteria in January-February. The fictional festivals cel-
ebrated on stage are incorporated into the context of the theatrical performance
as part of the Lenaia. Different festivals are united into one chronotope of the
Dionysiac celebration full of joy, drinking, and peace.

Since the representation of festival time in the Akharnians emphasises the
protagonist’s utopian idea of freedom and everlasting paradisiacal life, the po-
tential of the ritual in honour of Dionysos to bring peaceful life to the city is
meta-theatrically transferred from the fictional plot to the ‘here and now’ of the

108

theatrical audience."™ The idea of the everlasting festival as symbol of peace

and prosperity transcends the fictional ritual time of the play towards the ac-

108Fisher 1993 in his article gives a different explanation of this multiplicity of festivals and
shifting of settings. He claims that “they all help to suggest the complexity, the Dionysiac
ambiguities,of the comic voice embodied in this hero, and the sustained ambivalence of his
‘peace’ and of his relation to the city [...] his participation in three Dionysiac festivals, Rural
Dionysia, Lenaia, and Anthesteria, all serve to emphasize his independence and isolation from
the communities of the deme and the city rather than celebrate his solidarity or re-integration”.
In fact, the character of the Dionysiac celebration is quite uniform, highlighting drinking and
pleasure; Habash 1995 argues that the representation of the festivals adds to the ‘peaceful
theme’ the motifs of generative fertility and vegetative bloom.
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tual ritual time of the theatrical performance. At the end of the play Dikaiopo-
lis is invited to the ritual feast by the priest of Dionysos, who was present in
the theatre. The spectators see the preparations start which stresses the feeling
that the festival is happening here and now. The winter time of the festival
(which corresponds to the time of the Lenaia) is emphasised but the time of
joyful celebration has the potential to prevail over the winter cold, for those

who celebrate it. The contrast is shown in the following joke (1140-1142):

AA. v aomid’ ofpou xal BASWL’, 6 mol, AaBv.

velpel. Bofondl: yewéplo To TEYUATAL

Al aifpou 16 O€iMVOV. CUUTOTIXG TA TEAYUATAL.

LAMAKHOS Take the shield and walk, o boy. It is snowing. Ah! The
things are wintery. DIKAIOPOLIS Take the dinner. The things are drinkery.

The toils of war are associated with the hardships of ordinary time and winter

weather whereas the festival is the means to overcome it (1143-1145):

XO. fre o1 yolpovteg €ml oTEATIAY.

¢ avouolay €pyectov 606V

TG YEV TVELY OTEQUVOCUUEVE,

ool OE PLYEY ol TEOPUALTTELY

KHOROS Go then on your campaigns and good luck to you both. How
different are the ways for you to go! For one it is to drink with a wreath on

his head, but for you it is to keep watch in the freezing cold.

Since the Lenaia took place in winter, the scene has meta-theatrical dimen-
sion and references to wintertime evoke the here and now of the dramatic per-
formance. The fictional festival celebrated by the protagonist is presented here
as the same Dionysiac festival which is celebrated by the audience. The Ru-
ral Dionysia and the Anthesteria took place also in winter and must have been
chosen by Aristophanes deliberately to allow for such interplay of the dramatic

plot and its theatrical context.
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At the end of the agon the ‘today’ refers to both festivals Lenaia and the An-
thesteria. When Dikaiopolis’ opponent Lamakhos shouts the paian-cry lament-

ing his fate, Dikaiopolis notes that today is not Paionia (1212-1213):

AA. To o, Houdy Tondy.
AL A" oyt vuvl ThAuepov Tancvia.
LAMAKHOS O Paian, O Paian! DIKAIOPOLIS But it's not a festival

of Paion today.

The joke consists in word play with the ritual cry O Paian, associated with war,
and with the derivation of the names of Greek festivals from the names of the
gods to which they were dedicated.!” The time of the festival is the time of a
particular god, and this time necessarily acquires the god’s characteristics and
attributes. The deictic reference to the here and now (reinforced by the repetition
of “now” and “today” in Greek) confirms the association of Dikaiopolis” cel-
ebration with the celebration of Lenaia and invites the audience to enter with
him the eternal ritual time where there is no need to work or do the military

service and one can booze and have sex all time.

The Frogs: the Eleusinian Mysteries

In the Frogs the first part of the play represents a number of changing scenes of
Dionysos’ journey to the underworld which involves meeting the khoros of cel-
ebrants.!'? The festival they celebrate is never named although they explicitly
call it “festival” (uéloc €optiic 398, 443 Veogurotic optfic), ‘this festival” (Dueic &’
aveyelpete ORTNV / %ol movvuyidag tae Nuetépac of Tfide npénovoty €optfi370-371),
‘Demeter’s festival” (Arjuntep,... tiic ofic optiic dllwe / matoavta xol oxdpavta
vi-/xfoavta touviobotar 385-391). They repeatedly characterise the occasion as

rites and mysteries (342 tehetr, 334-335 ayvi iepdv / oolowg wboToug yopeiov)

109Presumably, there was no such festival of Paionia in Athens which makes the scene even
funnier.

10The spatial aspect of the procession has been discussed in 3.2.4 and the ritual role of the
khoros in this scene in 2.2.3.
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and are called initiates by Xanthias (318, ot yepunuévol / évtodd tou nailovoty),
worshippers, and mystoi by themselves (327, cic haocotag, pootoc yopoic 370,
456 pepurueda).

Their celebration has some typical festive elements such as dance and all-
night revel but at the same time it draws on more specific patterns like a proces-
sion accompanied with the hymn to Iakkhos, hymns to Demeter, and another
female deity, possibly Persephone or Athena. The prorrhesis, the proclamation
to warn off those who were not permitted, which the khoros utters (354-371), is
arecognisable element of the celebration of the Great Mysteries. It begins with
the ritual formula of euphemia. During the historical festival the prorrhesis was
proclaimed by a Dadoukhos four days before the procession to close access to
foreigners and murderers. However, in the play there is no time interval; the
procession starts immediately after the proclamation. The festival hence is not
imitated in every detail but gives a sort of summary of the main events so that
the resemblance to the Great Mysteries could be recognised by the audience.
At the same time the generic depiction of a festival is applied, appropriate for
portraying the utopian life lead by the blessed initiates.

The temporal aspect of the festival is represented in the parodos as the night-
time. Making a proclamation of the start of the rites accompanied with the ban
to the impious, the khoros states that they are performing the all-night revel
which is suitable for the festival, 371 (also later in 446/7): xal movvuyidog tog
NueTépag, ol Tfide mpémouaty optfi. The fact that they perform the night rituals is
underlined and visualised: the torches are brought on stage which must have

been a spectacular feature of the production (340-352).

gyep’ @ phoygag Aounddag €v yepol Tydp fixelg
Twvdoowy T

Tooy” @& "Tooeye,

VUXTEPOL TEAETTIC Ywopdeog Ao Thpe.

PAOYL QEYYETAL O ASWUOV”
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YOVU TIAAETOL YEQOVTWV

anoociovtor 08 AUToC

Ypovioug TETEV Tahoudy EVINUTOUC

lepdic Lo T

oL GE hAUTEOL PEY YLV

TpoPddny E€ay’ €N’ avineov EAclov BdmEdOY

YOPOTOLOY, Udxap, ABNV.

Rise up! You have come shaking torches in your hands, lakkhos o lakkhos,
the light-fetching star of nocturnal rites! The meadow is radiating with
fire; old men’s knees are leaping; and they shake off their griefs and the
long years of old age because of the sacred honour. O blessed one, lead forth
the dancing youth yourself lighting the way with a torch to the flowering

marshy plain.

The nocturnal setting of the choral celebration increases the dramatic effect of
the comic imitation of rites, emphasises the aspect of mysteries, and makes it
more familiar for the audience to recognise. The time of celebration is repre-
sented here as eternal renewal of temporal circles: the old men are released
through the ritual festive dance of their age.

At the same time, the celebration of the rites in the parodos refers with re-
markable frequency to the here and now of the performance. The density and
intensity of deictic and self-referential utterances of the khoros in this scene is
exceptional. Here I list deictic pronouns and adverbs which build the prag-
matics of the choral song in the parodos: évtotto 319, évidde 323 /4, t6v8’ dva
AewdSva 326, 60TI¢ AnElpog ToedVoE AoYwyv 355, Tfide coptf] 371, yweet vuv Tic...
372 and yweeite viv 440, dye vuv... 382 and 394, 5ctpo 395 and 399 tficde Tiic
yopetoag 396/7, 168e 10 cavdaiioxov 405, viv 61 410. Together with these mark-
ers, the self-description of the khoros” activities (‘we are marching’, ‘we are
dancing’, ‘we are celebrating’ etc) creates a strong meta-theatrical dimension

of the scene. It is further reinforced by the presence of the ‘internal audience’
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consisting of Dionysos and Xanthias who are observing the performance of
the khoros. In the framing dialogue they announce the appearance of the danc-
ing initiates and comment on it, thus implicitly inviting the audience to join
them in watching the ‘play within a play’. The overlap between the theatre
and the festival in this scene is enhanced by the word teAeta, rites, which is
equally used to mean the comic theatrical productions. The trespassers who
sin against the poets are included into various groups who are not permitted

to attend the sacred mysteries (367-368):

XO. 1) Toug wodoig TEv ToNTEY PriTwe GV T ATOTPWYEL,
xwpdndelc ev tolc matplolc TeheTolc Taic Tol Atovioou.
KHOROS [...] or if he being a politician eats away the wages of poets,

having been ridiculed in the ancestral rites of Dionysos.

As in the Akharnians, we can see that the boundary between the fictional

and ritual time is intentionally blurred.

The Women at the Thesmophoria

Among the extant plays, Women at the Thesmophoria is the only one entirely
set during a religious festival: the khoros consists of women celebrating the
Thesmophoria and the plot is built upon their festive gathering. The temporal
frame of the second day of the Thesmophoria, Nesteia, is sustained throughout

the play. Several times it is referred to directly (78-80):

KP. xol mésg; €mel viv 97 olte t& dixao trpLa

uérker dixdley obte Boulfic €ol)’ Edpar,

eéncinep €0tl Ocopogopinv 1) uéon.

KRYTILLA But how? Surely, the lawcourts are not going to hold trials
now nor the Council is holding a session, because it’s the middle day of the

Thesmophoria.

and (983-984):
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XO. naiowyeyv, & yuvoixee, oldnep vouoc:
VNOTEVOUEY OE TAVTLG.
KHOROS Let us celebrate, women, as the law bids. We are fasting by all

means.

The association of the khoros with the festival and their involvement in the
ritual activities is extensively discussed by Bierl.!'! Analysing the structure of
the hymns in the play, Bierl observes constant shifting between the festival of
the dramatic action, the Thesmophoria, and the festival of the dramatic con-
test, the Great Dionysia. I am not going to examine the representation of the
Thesmophoria in the play in every detail as Bierl’s book already contains a con-
vincing discussion. Instead, I shall draw attention to the role of ritual time in
the representation of the festival.

In the beginning of the play, when the women’s gathering is announced for
the first time, the temporal aspect is stressed. Euripides shares with Inlaw his
worries about the verdict about his fate which is going to be decided ‘this very
day’ (76). Inlaw objects that the Assembly does not gather today because it is
the middle day of the Thesmophoria. Euripides explains that this is exactly the
reason why the women gathered their own assembly in the sanctuary of the
two goddesses of the Thesmophoria, presumably, Demeter and Persephone.
The audience learns about the plot and the setting of the play in relation to
the time arrangements concerning the celebration and civic affairs. It can be
assumed that the audience were well familiar with the ritual practices of the
second day of the Thesmophoria, Nesteia. The requirement of ritual fasting
held on that day is reflected also in another comedy in which an unidenti-
tied character speaks of celebrating the Thesmophoria and fasting (com. adesp.

fr.112 = Ath.7.307f):

Ocopogoplwy THv péony,

dryouev Blxny Yo XEOTEEWY VNOTEVOUEY.

H1Bjer] 2009.
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We are celebrating the middle day of the Thesmophoria, because we're fast-

ing like grey mullets.

The theme of fasting on that day must have been a usual object of jokes in
comedy. In Aristophanes’ play the cultic choral performance in lines 947-1000
starts off with the reference to the day of Nesteia.!'? The khoros leader stresses

the annual repetition of the celebration of that day (947-952):

drye vuv, Aueic noalowuey 8rep vouog EvIdde Tolot yuvouliy,

oty Spyla oeuve Vedily lepaic (potg SvVEYWUEY, Bmep ol

Haowy oefeton 1ol votelet,

TOMGXG AUTOAY EX TEV OEEV

€l T OPUC EUVETEUYOUEVOC

TotoDTor HOAEDY Vi EauTE.

All right, now, let’s do a cheerful dance, as is the women'’s custom here,
when at the sacred seasons we celebrate solemn mysteries for the Twain
Goddesses — which Pauson,™3 too, honours by fasting, as he many times
from one season to another joins in our prayers to the Twain that these

celebrations may frequently happen to him.

Bierl 2009, 97 discusses the ritual importance of the choral performance
in this scene by highlighting the performative nature of this self-introduction

pronounced by the khoros:

“The inevitable illocutionary emphasis on the khoros” own activity
of dancing and praising leads to a perlocutionary result, to the com-
munitas of internal and external spectator in a feeling of coming

closer to the gods, which establishes a sense of community.”

The dance is introduced as a ritual activity with explicit characteristics (dpyia

oeuvd; iepoic dpoug; oéBeton), deictic (€vidde, here) references to the sacred space

112947952, the scene discussed in Bierl 2009, 94-150.

3Pauson was an Athenian painter. He is said to be fasting too, not because of his piety,
though, but he is very poor. His name is the future participle of the verb nalw, fo stop, to cease
which could be a pun on his unceasing fasting.
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of the sanctuary, with the emphasis on the ritually correct behaviour (dnep
vouoc, the ritual fasting). By including the choral performance among other
ritual elements the playwright represents it as part of the religious celebra-
tion. The reference to ritual fasting is in this passage coupled with the deictic
concept of time dye vuv, just as the emphatic évidoe is a deictic gesture of space.
The spatio-temporal pragmatics of the speech reinforces the performative as-
pect of the utterance.

It is significant that in such intense ritual context the concept of the annual
repetition of the festival is emphasised. The khoros leader says that Pauson of-
ten prays to the goddesses together with the women ‘from season to season’,
Ex 1BV bpdv eic tac dpoc. The idea is that he never ceases fasting but because it
coincides also with the annual celebration of the Thesmophoria, he also “joins’
the women in their fasting every time they celebrate the Thesmophoria. The
notion of the annually repeated cycle of the celebration is built into the rep-
resentation of the festival. It is, however, like in the Akharnians, ambiguously
coupled with the idea of the festive continuum, the ritual time of eternal cele-

bration.!1*

The Lysistrata: the Adonia?

In an implicit way, Lysistrata, too, is structured around a festival. The play

opens with the protagonist complaining to the audience (1-4):

AN €l Tig elc Bacyelov adtag Exdieoey,

7 ¢ Havog 1) "1l Kwhdd’ ) '¢ I'evetuhhidog,
0B &v BlEAVEWY v dv OO TEY TUUTEVLY.
VOV 8’ 00depia tdpeoTv Evtaudol yuvry

But if someone invited them to a Bacchic revelry or to Pan’s shrine, or to

Kolias, or to Genetullis” shrine, it would be impossible to walk through

M4Perhaps, the idea of this passage is that a correct ritual performance according to the nomos
is defined through the regularity of time whereas Pauson who symbolises incorrect non-stop
celebration which does not distinguish between different seasons is ridiculed.

181



with the drums around. And now none of the women has come here.

The first lines of the play have distinct meta-theatrical meaning. Lysistrata ob-
serves the audience of the theatre the majority of which were men and moans
that the women have not come to the gathering. Her words flatter the spec-
tators by rendering them superior in comparison with women who engage
themselves in less socially appropriate entertainments, the orgiastic cults of
foreign origin accompanied with loud drums and music.!”® At the same time,
the implication is that the gathering in the theatre is in itself — metaphorically
and literally — a religious festival.

Furthermore, very soon it is revealed that Lysistrata herself organises a
ritual-like gathering and hence her opening words can be referred to that one,
too.1® The protagonist’s enterprise is equivalent to a festival in several ways.
She invites women to occupy the sacred space of the Acropolis where they stay
together secluded from men and restraining themselves from sexual activity
which resembles the practices of ‘female’ festivals like Thesmophoria, Adonia,
and Skira.'” In the play they perform ritual activities of swearing an oath and
making a libation. The oath might be a parody of the ritual performed by 14
Athenian women selected to act as gerarai, venerable priestesses of Dionysos
at the Anthesteria. They were led by the Basilinna, the wife of the King Ar-
chon and symbolically the bride of Dionysos.!'® Lysistrata’s association with
the priestess of Athena Polias, Lysimache, makes her a suitable figure for this

kind of ritual leadership.'"

5This is the usual comic self-boasting about the sophisticated character of the performed
play distancing itself from cheap slapstick; cf the parabasis in the Clouds.

116Reitzammer 2008, 292: “The first lines of Lysistrata signal the centrality of religious festival
in the play as a whole and they warrant careful scrutiny. An irritated Lysistrata appears on
stage, muttering under her breath. The women she has convened are late.”

U7Parker 2007, 173-177; Reitzammer 2008; Burkert 2000.

118They swore with the oath to celebrate the rites of Dionysos in the appropriate time (Dem.
59.78). See 3.2.2 on altars.

9 ysimache was holding this honourable office in 411, the same year when the play was
performed. Lysimache’s career was a long one — she served Athena for 64 years according to
Plin. HN 34.76. The priestess had a residence on the Acropolis and was a public figure in the
Athenian society Henderson 1987, xxxv, xxxviii.
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What is then this festival of hers, of which she takes the leadership? The
play Lysistrata according to the scholia had another title Women at the Ado-
nia.?® The scholiast’s note about the title indicates that the audience in antig-
uity recognised the reminiscences of the Adonia festival in the play. The ele-
ments characteristic of the Adonia celebration have been traced by Reitzammer
(2008) who argues that the women'’s sex-strike on the Acropolis is a metaphor-
ical celebration of the Adonia. Among the allusions listed by Reitzammer are
the Acropolis that symbolises the rooftops of the city, the main space of the
Adonia celebration; the boar, the animal which killed Adonis, appearing in
the oath-taking scene (202-204);'! myrrh which Lysistrata suggests using to
attract men and consequently to stop the war, a substance that also had sig-
nificance for Adonis’ myth;'?* Gardens of Adonis reflected in the Magistrate’s
metaphor of plant vegetation in regards to the women’s plot (404-406); the old
women’s claim that they will water the old men so that they grow again (383-
385); the symbolical representation of the women as the powerful Aphrodite
and the feeble men as Adonis. One of the most explicit passages in which the
women’s plot is compared to the celebration of the Adonia festival (and where
the scholiast makes his comment on the title) is the Magistrate’s speech in 387-

396:

G’ E€EhaE TV YLVUXEY 1) TEUPT

Y@ TUUTOVIOUOG Yol Tuxvol Lofdliot,

6 T Adwwviaouog olitog ol TEV TEYHV.
ol Y& ot &V Axovov ev ThHxxAnciy

EheYEY O UN Gpaot uev Anuoctpatog

120 A scholium to Lys. 389: & t* ‘Adwviaopdc: Eopthy ydp énetéhouy 165 ABowidL o yuvoixec xol
xATOUS TVAG Eig TG BUaTa AvEPeEpOY. TIVES B8 €x TOUTOU TO Bpdia Adwvialoloug Entypdpoucty
o0 xahéc. The Adoniasmos: women celebrate the festival in honour of Adonis and put gardens on the
roofs of the houses. Because of that some report the title of the play as Women celebrating the Adonia
which is not correct.

121 ysistrata invites women to seize the jug with wine which she calls a kapros, a boar, hinting
at the sacrifice which was to be performed to confirm the oath; see Reitzammer 2008, 305.

122 Adonis” mother Myrrha was turned into a myrrh tree and myrrh was used into his cult as
shown on vase paintings; see Reitzammer 2008, 309. Note that the second important character
in the Lysistrata is called Myrrhine.
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TAELY €l MixeAloy, 1) YuvT) 87 GpyOUUEVN

‘adoll "ABwwvty” gnoty 6 88 Anudoteatog

Eheyev OTALTOC XaTOAEYEWY Zaxuviimy,

1 0" Umomenwxul’ 1) Yuvr) ‘Tl Tol téyoug

‘rxomtecy)’ "Adwwy’ gnotv:

So again the women’s extravagancy has kindled and the drum-beating and
their constant Sabazios-cries, and the Adonian rites on the roofs. I heard
them once when I was in the Assembly. Demostratos, curse him, was say-
ing we should sail to Sicily and a woman dancing says “Woe for Adonis”.
Demostratos was saying we should enrol hoplites from Zakynthos, and the

woman on the roof, having drunk a bit, says “Bewail Adonis”.

This passage is problematic in terms of the timing of both events recalled
by the Magistrate: the Assembly meeting and the celebration of the Adonia.
The ancient evidence places the celebration of the Adonia in the mid-July. In
particular, Plutarch states that the Adonia in 415 BCE were held just before the
departure of the Sicilian expedition in July (Alc. 17-20, Nic. 12-13). However,
the Magistrate associates it with the time of the Assembly meeting where the
Sicilian expedition was discussed. This Assembly meeting was held in early
March that year, not in July. Servais and Simms suggest that Aristophanes
moved the date of the Adonia celebration several months earlier and linked it
to the assembly for dramatic purposes.'? Although a shift like this would not
be impossible for comedy it needs some explanation or rationale behind it that
would be clear for the audience.'*

One possible explanation is that the Magistrate in his speech is making a
meta-theatrical reference to an earlier production in the Athenian theatre. The

vivid description of the Magistrate of the women performing at the same time

123See Simms 1998; Servais 1984. Dillon 2003 argues that the summer time for the festival
should be abandoned.

124Tn the Akharnians, for example, Dikaiopolis performed the festival disregarding the usual
time in the year calendar because he suddenly got a revelation after tasting the wine of the
peace-treaty libation.
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as the Assembly is happening is quite exaggerated for an actual historical event
and suits better a comic plot. The presence of Sabazios cries at a festival of Ado-
nis would be strange. However, if the Magistrate is describing a comedy, these
features could be easily combined in one comic plot. The line to line rendering
of the words by Demostratos and the woman could be an example of comic in-
tertextuality which was very popular with playwrights of Old Comedy.'* A
hypothetical comic play on Adonis/Adonia would be produced between 414
and 411. We can speculate that the poet of that play would combine in his plot
the political satire of the events of 415 with the religious festival. Key political
figures in the Assembly would be portrayed along with the women celebrat-
ing ecstatic rites like the Adonia. The link between the Adonia and political
activities is plausible since it was already regarded as an ill-omen before the
expedition in 415 BCE according to Plutarch’s account. The Magistrate refers
thrice to Demostratos who would be a perfect object of political satire in such
a play. He was an important Athenian politician who advocated the Sicilian
expedition in 415 BCE. He is mentioned in Eup. Demes in 412 BCE as one of the
clan of Bouzygai who held hereditary priesthood in Athens.'?* Representations
of chief political figures as followers of marginal cults were popular with Athe-
nian comic playwrights: Alkibiades was a target of Eupolis” play Dyers about
the cult of the Thracian goddess Kotyto and Perikles appeared as a character
in Kratinos’ Thracian Women with the chorus of the devotees of Bendis.

The festival of Adonia was popular with comic playwrights. Plato wrote
a comedy with the title Adonis and Kratinos referred to Adonia in the Cow-
Herders fr.17, in the context of literary polemic as a festival of vulgar culture
not worthy of performance of a good poet. Photios lists under the entry Adonia

also a fragment from an unidentified comedy by with someone announcing the

125For instance, cf the parabasis in Clouds, the opening of the Akharnians.

126Fragments 103 and 113. The scholia report that comic poets portrayed him as crazy, Xo-
hol0yne. Another possibility would be that he was the producer of the play since it is known
that one of Eupolis’ plays Autolykos was produced in 421 BCE ‘through Demostratos’ (Ath.
216¢-d). On Bouzygai see Guia 2009.
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celebration of the the Adonia (fr.181 We are celebrating the Adonia and weeping
for Adonis). Adonis is also referred to in Pherekr. fr.213. 414-411 would be
probably too late for Kratinos, and a bit too early, although feasible for Plato
while Pherekrates would fit. Aristophanes himself would be another plausible
option: Photios mentions that Aristophanes wrote about Adonis (fr.759) in his
plays.'?

Linking three different events together — political (Assembly and war), re-
ligious (festival and ecstatic rites) and theatrical (comparison of the Lysistrata
with another play) Aristophanes would be making a multi-faceted joke per-
haps mocking some of his rivals or bringing in an intertextual link with his
own earlier works. The comparison with a hypothetical play explains why the
events of the Sicilian expedition might occur here in the play. Otherwise, it
is difficult to understand the poetic intention behind the Magistrate’s speech.
Perhaps, the allusion to another play in the passage brought to the scholiast’s
mind its title Women at the Adonia and reminded him that some critics attribute
it to the Lysistrata, too, perhaps out of similarity of the two pieces.

The Adonia, with which Lysistrata’s enterprise is compared, is a festival of
the same ‘foreign’ nature as the ones announced in the opening of the play.
Like Pan’s and Bacchic worship it was associated with Eastern rituals of ec-

static orgiastic character.'®

Other comic poets who incorporated Adonia in
their plays are Kratinos (Cow-Herders), Pherekrates (Adonis), Nikophon (Ado-
nis in 388), Plato (Adonis). It seems that the popularity of the festival among
comic playwrights was quite stable from the end of the 5th century. The au-
thors of the 4th century Middle Comedy were keen to write plays on this topic
as well (Philiskos” Adonis, Philippides Women at the Adonia, Antiphanes’ Adonis,

Araros’ Adonis). Menander, the exponent of New Comedy, chose the festival of

1270On Aristophanes referring to his own earlier plays in a similar meta-theatrical way in the
Clouds: Chepel 2014.

128Other eastern cults representations include: Diokles” Bacchant Women, Kratinos” Thracian
Women, Autokrates’ Tambourine-players, Eupolis’ Dyers, Lysippos” Bacchant Women, Thyrsos-
keeper, Magnes’ Lydians; see Bowie 2000.
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Adonia as a setting for the starting point of the plot, the seduction of Plangon
by Moskhion in the Samia, 30-55. In the Peace (416-420) it is mentioned along
with Panathenaia and the Eleusinian mysteries. It is difficult to assess though
to what extent this reference is supposed to evoke laughter because of the jux-
taposition of festivals of very different type and status. The Adonia probably
was established publicly in Athens but was never officially celebrated by the
state and, hence, remained associated with marginal groups such as women
and foreigners. It was depicted with features that were stereotypical for these
groups as represented in Lysistrata: Tuunaviopdc, drum music used for ecstatic
Eastern cults such as Sabazios and Kybele, tpugr yuvouxév, eastern type of lux-
ury, Sabazios-cries.

Despite the resemblance of Lysistrata’s festival to the Adonia, it is perhaps
more significant for the play that she organises an improvised celebration of
her own which she has invented, not recreating one of the festivals of the Athe-
nians. It reminds us of the Adonia because it is a women'’s festival and its key
theme is the suspension of sex and reproduction that were also included in the
Adonia, the celebration of Aphrodite’s grief for Adonis. I believe, though, that
these features are intended to represent metaphorically Lysistrata’s enterprise
as a ritual-like and festival-like event rather than to make it a clearcut imitation
of the Adonia. The choice of the Adonia as a metaphor for women’s ambigu-
ous sex behaviour is not random. In the celebration of Adonis the elements
of sexual abstinence (the death of Aphrodite’s lover) are interwoven with the
general association of the festival with Aphrodite and her gifts. Similarly, in
the Lysistrata the sex-strike turns out to be only a superficial cover for women’s

sexual desire towards their husbands.
Conclusions:

1. Festivals were a major theme in comedies and contributed to the commu-
nication of important ideas and concepts such as peace, pleasure, sexual

desire, and playfulness.

187



2. The festivals in comedies do not follow the actual events in every detail
although they retain some recognisable features. They can be detached
from their usual time in the year as, for example, in the Akharnians, or

from the usual space, as in the Frogs.

3. The temporal aspect is significant for the representation of festivals. The
regularity of celebrations symbolises the stability of peaceful life. The
time of a celebration is usually represented as a realistic detail of the his-

torical festival which is, however, placed in the comic context of fantasy.

4. The time of a represented festival oscillates between the dramatic setting
of the play and the meta-theatrical context of the Dionysian festival (the
Lenaia or City Dionysia). Spectators are reminded about particular dates
during the festival year but they are also constantly reminded about the

‘here and now’ of the performance.

5. In a way festivals are re-invented and re-created in comedy. Comedy
establishes its own special dramatic time where different cultic occasions
coexist in an unrealistic temporal mixture. The comic ritual time draws
on the calendrical system of the actual festivals but it is not concerned to

recreate it consistently within the play.

3.3.2 Ritual time embodied

Festivals as units of ritual time are physically embodied in Old Comedy through
female personifications. Personifications are in general one of the favourite
devices of the genre: Peace, Opora and Theoria in the Peace; Basileia in the
Birds; Komoidia and Methe (Drunkenness) in Kratinos” Wine-Flask; presum-
ably khoroi of personifications in Eupolis” Cities, Aristophanes’ Islands and Pla-
ton’s Islands; Poiesis, Mousike, and Dikaiosyne in Pherekrates’ Cheiron.'? Among

male personifications there are Ploutos in Aristophanes’ play and in Krati-

1290n personifications in Pherekrates: Henderson 2000, 142, 148 and Hall 2000.

188



nos’ Wealth-Gods and Polemos in Peace. The personifications of ritual activi-
ties related to festivals such as Theoria, Pandaisia (Banquet), Pannykhis (Night
Revel), Pompe, and panhellenic festivals Olympias and Pythias were common
in Athenian vase paintings.”*® Old Comedy tends to make its personifications
of festivals, concepts and activities related to them, female. Female personifi-
cations make it possible to embody the idea of sex with a beautiful young girl.
Thus, Reconciliation (Awdhory?) in the Akharnians (989-999),"%! and Theoria in
the Peace are to be given to the Athenian male society as a symbol of the peace-
ful time of the festivals. Similar figures are the Peace-treaties (Xmovdoi) in the
Knights (1389) given to Demos, the personified body of Athenian people, as a
symbol of peaceful life full of drinking and sex for the period of thirty years.

When Trygaios hands Theoria over to the Council he mentions among sex-
ual innuendos some basic festive elements of which a religious celebration
would consist. He suggests that the councillors celebrate an anarrhusis, hinting
at a sacrifice’ followed by the feast (indicated by the oven) and by the agon
next day (887-891):

Bouky|, Tputdvele, opdte TNV Ocwplay.

oxédocd)’ 667 Lty dryardo TapadmMoL PERWY,

0o T eLUEWS ApavTaC DUAC TG OXEAEL

TAOTNG UETEWEM YT’ AYAYELY AVIQEUGLY.

TouTl ©', OPATE, TOUTTAVIOV.

Council, Prytaneis, look at Theoria. Consider how many blessings I have
brought to give you. You can raise up her legs straight in the air and then

celebrate the Anarrhusis. And, look, here is the oven.

Here the same sex imagery is used as in the Akharnians in the Dikaiopolis’

hymn addressed to Phales about the Thracian slave-girl (see 3.3.1). Theoria is

130Smith 2011, especially 83-89.

BlGee above 3.3.1; cf. Lys. 1114, 1162-1172. She is only mentioned in the Akharnians and a
mute character in the Lysistrata.

132y, 890; the word derives from dvappie, ‘to pull back (the victim’s head to facilitate the
slaughter)’. This is also the name of the second day of the Apatouria festival.
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represented as a girl for sexual pleasures (like Reconciliation) available during
the festival time. At the same time she brings this time with her and personifies
it — those who possess her can hold athletic contests and other festive entertain-

ing activities (894-895):

2 0~ 2 9 2 QN 5T L ~
Enert’ ay@va v’ eddug e€€oton Tolely
Ta0OTNV EYOUCLY ADELOV XUAOV TIEVL,

Then, those who have her will be able to hold tomorrow a beautiful contest...

Other personifications of festivals come from fragments:

(1) Plato wrote a comedy Festivals ("Eoptat) in which conceivably a khoros
represented personified festivals. The Athenian word for festival, €opty, is
feminine gender which suggests that the personifications were female. The
fragments reveal that the play portrayed a sacrifice (fr.27) and other offerings
(fr.32).

(2) The title of Philyllios” play Twelfth day could also refer to the name of one
of the female characters of the play, a personification of the Pitchers, the second
day of the festival of the Anthesteria, which was celebrated on the twelfth day
of the month Anthesterion. Remarkably, the title does not use a standard name
of the festival but the date of the month instead. This must be deliberate choice
of a feminine word (‘day’) to make the personified character female (while most
names of festivals of several days were neuter plural). She would then plausi-
bly be depicted with a habit of heavy drinking since this was the main activity
during the Pitchers. This assumption about the day of Pitchers is corroborated
by the unique fragment of the play (fr.6, containing an apostrophe to an am-
phora) where drinking is apparently the central theme. The second day of the
Anthesteria had some special relevance for the dramatic performances. It is on
this day that contests, dithyrambs and other poems were performed. More-
over, according to Thucydides, the more ancient Dionysia were celebrated on

that day in the temple of Dionysos in the Marshes (Limnai).'®

133Thuc. 2.15.
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(3) A similar personification appears in another Philyllios” play Herakles. In
fr. 7 the character speaking is Dorpia, the first day of the Apatouria festival, a

three-day meeting of the phratries'

Bovkeole bfjt’ Eyd @pdow tic ely’ Eyw;
1 T@v mpoteviay Aopmia xahoupévr).
Do you wish me to tell you who I am? I am the so called Dorpia of the

Fore-Tasters.

During this day banquets were held. Herakles who is known in Old Comedy
for his gluttony would be a suitable character in such a setting.

(4) Hesychius reports that Plato used the name Aletis to indicate the day
of the Athenian festival Aiora in one of his plays (fr.233).° Nothing is known
about the play or the fragment, but as a guess, Aletis could be a female per-
sonification of the festival.

(5) In the Women at the Thesmophoria II, Kalligeneia, the third and last day

of the festival, was one of the characters who spoke the prologue (fr.331):

datuwy mepl TV Afunteay, 1v mpoloyilovcav €v Tolc Etépouc Ocouo-
poptalovoug Enolnoey.
a deity associated with Demeter, whom he made saying a prologue in the

other Thesmophoriazusae.

In the Women at the Thesmophoria (298) Kalligeneia is a deity invoked by the
women-worshippers together with the Thesmophoroi goddesses, Ploutos, Kourotrophos,
Hermes, and Kharites. The scholiast characterises Kalligeneia as a divine per-
sonification associated with Demeter. In Women at the Thesmophoria 1I, she
could be the speaker in fr. 334 who is bidding someone to restrain from wine,
presumably, on the day of Kalligeneia or on some other ritual occasion.

The analysis of personifications of festivals in the plays shows that days

were important time-units for the representation of the festivals. This corre-

34Parker 2007, 458-461.
135This festival celebrated the myth of the Attic heroine Erigone; see Chepel 2009.
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sponds to other practices of Greek religion. Some days were regarded as aus-
picious and some not."*® Days were also quite important within the month cy-
cle.’®” Different days of the month were associated with different deities and
required certain celebrations and rituals. The first eight days of each month
had some festival associated with each of them, and were, therefore, holy days
in the religious calendar.!® The observance of these days was relevant in the
life of the society. For example, the Spartans would not set out on campaign in
the early part of the month (when the important monthly festivals occurred).
There were also private societies named after the days of the month during
which they met and performed rituals together.'*

The most important among these festivals repeated on the monthly basis
was the first day of the month, noumenia.'** Months started with the new moon
because Athenians like all Greeks used the lunar calendar."*! A play by Eupo-
lis, of which only a mentioning in the hypothesis to Akharnians survived, bears
a title New-Moons, Noumeniai. Storey suggests two possibilities of interpreting
the title: (1) the khoros of New Moons or (2) the celebrations during the time of
the new moon. He discusses also the possibility that the MS reading of title is
corrupt and we should read Noumenistai. In that case the play might have fea-
tured a khoros of worshippers performing rituals on the day of the new moon
(Storey 2003, 215). In fact, the first suggestion is quite plausible and there is
no need to suspect a mistake in the transmitted title. Noumenia (fem.) is the
first day of the month. Consequently, the khoros members represented the 12
first-days of 12 months. As the moons are female the khoros members would
be female personifications as well. The other 12 members of the comic khoros

could be, for example, complemented by male personifications of each month,

13 For instance, Alkibiades arrived in the Piraeus on the day of Plynteria and it was consid-
ered ill-omened because business was prohibited on that day. Plut.Alc. 34.1-2. Xen.Hell.1.4.12.

137Parker 2007, 192: “The internal structure of the month was a vehicle of religious meaning.”

138Mikalson 1975, 24.

139They were called Tetradistai, Dekadistai, Eikadeis; see Parker 1996, 335f.

140Parker 2011, 196 (as in Lysias fr.53, Dem. 25.99). In Plut. Mor. 828A it is called the holiest
of days.

141parke 1977, 24. On the calendar see below 3.3.3.

192



menes.'?

A khoros like this is probably depicted on a fourth-century calyx krater at-
tributed to the Oinomaos Painter, dating 380-370 BCE. The female figures on it
are holding attributes of the different festivals and each has a moon above her
head. Smith interprets the figures as ritual events such as festivals, Pompai and
Theoriai represented according to their monthly distribution. This is exactly
what the New Moons could be — a group of female personifications of cele-
brations each attached to a particular moon, in other words, month. Perhaps
some attributes were added to their ‘moon’ costumes to specify a particular
festival celebrated during this month.A later calendar frieze (with a range of
dates attributed to it, from late Hellenistic period to 2 CE) displayed 12 Athe-
nian months with attributes and activities of classical Athenian festivals that

were happening during those months.!#?

If this suggestion is correct Eupo-
lis” New-Moons would be somewhat similar to Plato’s Festivals with a khoros of
women representing ritual events throughout the year.

To recapitulate this section, Old Comedy represents festivals by personified
days and rituals related to them. The personification of festivals in comedy vi-
sualises them and helps the audience to experience ritual time through physi-
cal visualisations. Festivals as marked periods of time are interchangeable with
rituals performed during those periods. For instance, Theoria is a figure that

can be interpreted both as a festive occasion and as rites and spectacles held at

this occasion.

3.3.3 Ritual cycles: calendar

People experience time not statically but dynamically, as the flow of days, months,
and years. Ritual events distributed over the course of the year follow each

other, being systemised in the calendar. The ritual calendars of Greek cities

142 Attic months are personified as young males sometimes accompanied by women that have
been interpreted as personifications of festivals. See Palagia 2008; Wachsmann 2012.

193]t was interpreted as an attempt to coordinate lunar calendar (Athenian festivals) and solar
calendar( zodiac): Palagia 2008.
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were recorded to regulate sacrifices and other offerings.!** The ritual cycle of
the year is built into Greek calendars along with the seasonal and agricultural
cycles. The majority of Greek months had names according to their religious
significance and ritual events happening in that month.'

In Athens there were simultaneously operating more than one calendrical
system. The lunar calendar was based on the movement of the moon and con-
sisted of twelve lunar months each starting with the new moon. The natural
cycle of seasons were also part of the Greek time experience and they were
observed through the natural change of weather due to the movement of the
sun, but also through solstices, equinoxes and visibility of stars.'*® Regular
adjustment of the lunar and solar systems was needed.'¥

The calendar of major public festivals repeated on annual basis was under
the control of the archon eponymous who had the right to shift the events in
the course of the month disregarding the actual dates in the lunar calendar.
The decisions concerning the dates of the month and of religious celebrations
held on them could have far-fetching political consequences in Greece. Thus,
Spartans did not arrive to the Battle of Marathon because they were waiting for
a full moon (Hdt. 6.106.3-107) and waited for a month to go on a campaign so
as not to start it during the sacred month of Karneios (Thuc. 5.54.2-4). Finally,
the meetings of the Assembly were scheduled by the Boule, forming one more

calendar. This bouletic calendar divided the year into ten periods of prytanies

44Hannah 2005, 27. Already a Mycenean calendar in Linear B, for example, records details
of sacrifices to different gods according to the months: Hannah 2005, 16, Gemin. Eisagoge 8.6-9;
also Pritchett 2001, 31, Pl. Leg. 7.809c.

145Carbon 2015, 537-8.

146The value of seasonal system contrasted to the political calendar is argued in Thuc. 5.20.
1-2; see discussion in Hannah 2005, 46.

4 Discussed in Hannah 2005, 30; Persky 2009, 35-36; Pritchett 2001, 35; Parker 2007, 192ff;
Parker 2011, 196; Samuel 1972, 57. The Athenian calendars are complicated and debated mat-
ters; cf Dunn 1998, 1999; Waerden 1960; Meritt 1961; Pritchett 2001. It seems that both the
festival civic calendar (‘according to the archon’) and lunar calendar (‘“according to the god-
dess’) based on the lunar cycle were to some extent irregular and did not follow any strict
astronomical scheme. The calendric system had to be adjusted both ad hoc and on a regular
basis with intercalations. The festival calendar is also called archon’s calendar because the ar-
chon had the authority to regulate it and to insert intercalary days if needed. The changes in
the calendar were allegedly proclaimed through a public notice by special heralds. Cf Makhon
fr. 11; Gow 1965, 86.
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during which each Athenian tribe had service in the Boule.

The Athenians attributed the introduction of the public sacrificial calendar
to Solon, the famous law-giver. Solon’s calendar was recorded in archaic in-
scriptions known as kyrbeis which were still in use in the fifth century along

148 The ritual cal-

with other inscriptions regulating the calendrical system.
endar drew political and social attention and underwent revisions in the last
decade of the fifth century that were documented in the so called Law Code
inscription found on the Athenian Agora.'* The purpose of those revisions
was to put in order the system that must have grown too complicated over the
centuries. The public discussion must have been quite resonant (judging from
the Lysias’ speech, recent discussion in Carawan 2010). In the Attic demes, the
ritual calendars were, too, inscribed in stone as important documents. There
are local calendars from Eleusis, Erchia, Salaminioi, Teithras, Thorikos, and
Tetrapolis dating from second half of the 5th/first half of the 4th century.'
All that said, it can be concluded that following and observing the calendar

was a serious matter of religious piety in Greece which as especially relevant

during the time when Aristophanes’ comedies were produced.

The Clouds

The theme of calendar is prominent in the Clouds.™>! At the beginning of the
play Strepsiades debt and his terror are introduced through the monthly cycle
of time. As the moon makes its way through the month, the day of the return

of debt is approaching (16-18):

XT. eye d'andAlupon

OGSV dryouscay TNV GEAAVNY EX0C.

48There existed also stelai, presumably more recent inscriptions on the sacrificial law and
syngraphai, further instructions how to use kyrbeis and stelai. See the chapter Solon’s Calendar
in Parker 1996.

49Lys. 30,17-22 is the main source for the process of the revisions and the work of the com-
mission appointed to do this: Lambert 2002.

0Four of them are discussed extensively in Ekroth 2002.

>1This has been noted in existing scholarship by Persky in his unpublished thesis: Persky
2009, 58-59.
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ol Yde TOX0L YweoUow.
STREPSIADES I'm dying when I see the moon is nearing the twenties

because the interest is mounting up.

The last day of the month was the day for creditors to collect the interest in the
loans. Literally, the interest is increasing, ‘moving forward’ (ywpoUotv) with the
movement of the moon."? In this and other passages of the play the moon be-
comes a metonym for time,'** and time can be manipulated through the moon.
When Strepsiades seeks to abolish the payment, he plots to invite a Thessalian
sorceress so that she performs a magic ritual of drawing the moon from the
sky in order to hide it and keep shut in a box.** The idea is that the moon will

not be able to rise again and the time of payment will never come (749-756):

XT. yuvoixo @apuaxid’ el mpduevog OeTTakny

xard€hodt vOxTowp THY GEAAYNY, Eita ON

auTNY xodelplouy’ €ic Aogelov oTpoYYUAOY,

(WOTER XATOTTEOY, XL TNEOIMNY EYWY —

202, 7l ofjta ToUT” &V wpehfoeey o’ YT, 6 T

el UMt avatéhhol GEAV undouol,

oUx Qv amodoinyv touc téxouc. XE). ot Tl o1);

YT, ot xata ufjva tépyvplov dovelleto.

STREPSIADES If I bought a Thessalian woman-sorceress I would take
down the moon at night and then shut it in a round case like a mirror, and
then I would guard it constantly... SOCRATES So how would that help
you? STREPSIADES How? If the moon never rose again, I wouldn’t have
to pay the interest. SOCRATES How'’s that? STREPSIADES Because

money is lent by the month.

152The same idea of the money growth according to the time is repeated in 1287-1289

153 persky 2009, 58.

14To trap the moon is a typical magical trick particularly associated with Thessalian women;
cf Pl. Gorg. 513a; Sophron’s mime The women who are said to expel the Moon; Men. Woman from
Thessaly.
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The theme of the calendar is resumed after the second parabasis. Strepsiades
appears on stage fearfully counting days until the debt is demanded (1131-
1134):

TEUTTY), TETEAS, TElTY, META TATNY deuTEPa

€l)” 1y EY® UGAIO T TUOESY NUEPESY

OEDOaL Xal TEPELXA Xl BOEADTTOUL,

e0U¢ peta TadTny €0’ Evr Te %ol VEa.

Fifth, fourth, third, and then second, and then the day which I dread and
loathe the most of all days, right after that comes the Old-and-New day.

Then, in a lengthy dialogue with Pheidippides he shares his fear of the last,
30th (or 29th in the hollow months) day of the month &vn xal véa (1178-1201).
This scene marks Pheidippides” graduation from Socrates’ school and this is
the first instance where we see the outcome of his education. The first task that
Strepsiades sets before him is related to the calendar and time. Pheidippides
turns the word &vn xal véa into an etymological pun delivering a sophistic ar-
gument that the suit will be not valid since the day both old and new, cannot
exist.' Pheidippides then structures his sophistic argument upon his own in-
terpretation of Solon’s law which appointed the day of the payment of loans
to the last, ‘old-and-new’ day of the month.!® He says that by the #vn xai véa
Solon meant not the last day of the month but the last and the first, with the

debts to be paid on the first day, vouunvio (1189-1195):
exelvog oLV TV xAfjoty eig 00 Nuépag
glnxev, elg ye v Evny Te ol VEay,

W ol Véoec yiyvowvto Tf] vouunvia.

15The point is that ‘the deposits should have been made on a fixed day , and consequently
the parties will lose them, since they have not obeyed this regulation’ (Starkie 1966, 257).

156Starkie 1966, 258: “The arguments ano dlavolog Tob ypdoavtoc were permitted in the Athe-
nian courts [...] . When the language of a law was equivocal, the speaker might argue that
the received interpretation was erroneous, or might refer to the motive of the lawgiver.” Cf
Dem. 22. 30; also Sommerstein 1982, 218: “Phedippides’ argument is based on the pretence
that ‘Old-and-new’ in reality a current expression familiar to everybody - is an archaism to be
found only in the laws and requiring interpretation [...] If the deposits are made on the wrong
day, then suits will be null and void. The scene ends with Strepsiades being triumphant.”
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He set the summons for two days, for the Old Day and for the New Day,
so that the lodgings of the deposits happened on the day of the New Moon.

We can see that the calendar theme is crucial for the plot of the play as
Aristophanes represents the main character’s troubles and their solution through
the idea of the specially appointed days of the month. Besides financial and
legal issues of the calendrical system, the Clouds addresses also the ritual cal-
endar. In the parabasis (608-626), the khoros discloses to the audience that the
Moon asked them to remind Athenians that it is very important to calculate
days of the month “according to the Moon’ (xotd ceAfjvnv &yewv yen 10U Blou
T8¢ fuépac) which is the term for lunar calendar in Greek!. The khoros of the
Clouds report also that the Moon complains of being treated poorly by the
Athenians who count the days incorrectly jumbling them up. She also reveals
her own relation with gods who threaten her because they do not in their turn
receive feasts from people during the festivals on the fixed days of the year. The
correctness of the calendar, therefore, has direct impact on religious festivals

and sacrifices and on the relationship with the gods (615-623):

Lpdic B 0Ux dyety TAC NUEPIS
00OEV 0pUEC, GAN dvey T %l X3Tw XUOOLOOTEY"
o T amelhely gnowv adTf) Toug Yeolg ExdoToTe,
nvix’ av Peucdisol deimvou xaminow oixade
Tic €0pTHg W) TUYOVTEC XATA AOYOV TEY NUERHV.
%307, étoy Voewv €y, oteeBhobte ol SudleTe
TOMNNGIC O NUBY AyOVTWY TESY Vetdy amactioy,
Avix’ &v teviduev 1) Tov Méuvoy' ) Xapnndova,
onévoed’ Duegic xal yehdt”
and she says that you don’t celebrate days correctly, but you make a disor-

der of it. So that, she says, the gods are constantly making threats against

157The phrase ‘according to the moon’ is a term for lunar calendars corresponding to the
phrase ‘according to the goddess’ meaning Selene which is attested epigraphically in Athens
and other Greek cities; see Pritchett 2001, 89-91.
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her when they are deprived of a feast and go home without having a festi-
val according to the calendar of days. And again when there should be a
sacrifice you are extracting evidence and judging. and very often when we
gods are holding a fast mourning Memnon or Sarpedon, you are making

libations and laughing.

A similar implication that gods are in a way dependent on the Moon due
to her ‘calendrical duties” is made in the Peace, 406-415 where Hermes claims
that the treacherous Sun and Moon were stealing days biting them out from the

year cycle, conceivably hinting at the irregularities of the Athenian calendar!>®:

TP. 1) yap Yehfvn yo mavobpyog "Hhog

LUV EmPBouietovTe TOADY (01 YpbdVOoV

Toic Popldpotot mpodidotov Thv "Elhada.

EP. tva o7 i ToUto dpditov; TP. ot vy Ala

Auelc uev Ly Yoouey, TovToloL BE

ol BdpPagotl Voouot: i TolT’ endTwg

Bovhowt’ dv Nudc mdvtog ECOAWAEVOL,

tvar Tag TeheTdg AdPBotev avTol eV VedV.

EP. tabt’ dpo mdhon @V NUEPEY TOREXAETTETNY

xal ToU xOxhou TopéTpwyov LE’ duapTWALaC.

TRYGAIOS The Moon and the treacherous Sun have been plotting against
you for a long time already in order to betray Greece to the barbarians.
HERMES For what purpose they want to do this? TRYGAIOS Because,
by Zeus, we sacrifice to you, and the barbarians to them. That’s why they

obviously want that we all perish so that they could themselves take over

158However, Persky 2009, 59 sees the two passages as inconsistent and contradicting each
other drawing on different systems of time counting: “In the Clouds, the moon relayed the
Greek gods’ complaint that mortals have been mismanaging their festival calendars and thus
cheating the gods out of their festivals. Here, it is the moon that is cheating the gods, with
the sun as co-conspirator. Taken together, these passages clearly do not add up to a consistent
critique of Athenian timekeeping, nor does Aristophanes unquestionably regard religious fes-
tivals as divinely ordained to the extent that he has been taken to.” In both passages through
the relationship of the gods with the moon Aristophanes shows the importance of the calendar
for the performance of rituals and celebration of festivals.
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the rites of the gods. HERMES So that it explains it! they have been
stealing since long ago some of the days and nibbling off at the calendrical

cycle because of their wickedness.

The gods are offended because their days are suppressed. It is significant that
immediately after this statement Trygaios offers Hermes that he will organ-
ise traditional festivals of Panathenaia, Eleusinian mysteries, Dipolieia, and
Adonia in his, Hermes” honour, which would disrupt, of course, the normal

calendar of ritual celebrations (416-420):

TeoOC TaT’, & QIN ‘Eoufi, L0AAafe

MUV Teodiuwe TAVOE xal EUVEAXUGOVY,

xol ool To peydh’ Nuele Movardrivon” &&opev
TAoUC TE TAC AANOC TEAETAC TAC TGV Vebdv,

uuothet” ‘Epufj, AtoAiet’, Addviar

Therefore, dear Hermes, help us eagerly with this and join in hauling up
Peace, and we will celebrate in your honour the great Panathenaia, and all

other rites of the gods, the Mysteries, the Dipolieia, the Adonia, to Hermes.

In the Clouds, the main conclusion which can be deduced from the parabasis
is that ‘the festival calendar was seriously out of record with the the moon,
and that the Athenians were aware of that fact’.! I shall add to this that not
only were they aware but, moreover, that Aristophanes considered this topic
important enough to include in his comic agenda in the parabasis which makes
it sound highly significant for the Athenian society. We can also see that the
calendar was a matter of piety in the sense of correct worship of god and that
it ensured the effectiveness of the sacrifices. The gods in the Moon’s complaint

are concerned with the fact that the human festival calendar and the gods’

159Gamuel 1972, 58.
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festival calendar do not coincide and hence the festivals are not performed on
the dates when the gods expect them to be.

A possible interpretation of the passage is that the Moon was irritated with
the adjustments of the festival calendar made by the archon which was a fre-
quent case in Athens.'® The evidence from inscriptions suggests that the ad-
justments were made in connection with the Eleusinia, Panathenaia, Great
Dionysia, and other festivals: the addition of days may have been to allow
more time to prepare for festivals which could still occur on what was nomi-
nally their proper day.'®! In that case it is possible that the minor deities and
heroes (like Memnon and Sarpedon mentioned in the parabasis of the Clouds)
did not get their sacrifices as their days were suppressed in order to provide
more convenient celebration of the bigger ones.'®?

Although the calendar issues are represented in the main dramatic action
of the play mainly through the schedule of legal procedures, the theme of ritual
calendar is not limited to the parabasis but is present in the dramatic dialogues
as well. When Strepsiades and Pheidippides discuss Solon’s arrangement of
the legal procedures and their appointment to a certain day in the month, the
calendar of the payments is juxtaposed with the religious festival calendar and
explained through it. Pheidippides claims that the deposits should be brought
on the day of the New Moon and Strepsiades is surprised that the magistrates
actually accept them on the day before that, the Old-and-New one. Explaining
this fact, Pheidippides compares the magistrates to the Fore-tasters, a guild of

cult officials who tasted food before others at the first day of the Apatouria

160Storey 2003, 215 suggests that Eupolis’ play New-Moons could be also about calendrical
issues of this kind.

161Dyunn 1998, 230-231; Parker 2007, 193.

162The problem described in the parabasis refers to the deviation between the dates of festivals
set by the archon on one hand and the actual time which passed between the same festival
from year to year. Cf Persky 2009, 38: “Festivals took place on specific dates in the festival
calendar, unchanging from year to year, although, in practice, the eponymous archon could
intercalate or omit days from the calendar at his discretion, so even though festivals happened
on set dates, the date does not necessarily indicate how much time had passed since the last
performance of that festival. Set dates, therefore, did not necessarily mean fixed times.”
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festival, and stole the best parts of meats (1198-1200)':

®E. omep ol mpotévion yap doxolol por madeiv:

OTWS TéyloTo TA TELTAVEL LgeloluTo,

o1& ToUto mpoLTévieuoay Nuéea UL

PHEIDIPPIDES 1 think they are up to the same as the Fore-tasters. In

order to embezzle the deposits as quickly as possibly they taste them one

day earlier.
By mentioning the Fore-tasters, the ‘legal” time is compared with the ‘ritual’
time and both appear relevant for the play’s action.'®

Pheidippides acquired his ability to challenge and rhetorically subvert the

notions of time and calendar during his education in Socrates” school. Ob-

serving the sky and celestial bodies, ta yetéwpa (v.229), appears to be among

scholarly activities of the students of the Thinkery (94-99):

ET. YuydSv copdv 10Ut EoTL PEOVTIGTHRLOV.

evtali)’ évoixolic’ dvdpec ol TOV olpavov

Aéyovteg avameldouoty o¢ EoTiv Twyelg,

xdoTv mepl Nudc oltog, Nuelg d'dviponxeg.

o0Tol BWdoxoVG’, dEYlEloY HV TG OGS,

AEyOvTA vy %ol Olxota x3oLaL.

STREPSIADES This is a Thinkery for smart souls. There live the men
who argue in speeches that the sky is a baking-tray and that it is around
us and that we are charcoal. They teach anyone who pays them money to

win in speeches, either the cause is just or unjust.

Socrates himself studies the ways the moon revolves around the sky: tfic ceAfvng

TaC 600Ug xal tag meptpopdc (171-173, cf 1507). Observing celestial bodies and

163The verb npotevdeley means here metaphorically to take money before the proper time.
Athenaios cites a fragment of Philyllios” Herakles (Ath.4.171 c-e = fr.7) where Dorpia, the per-
sonified second day of the Apatouria festival describes herself as ‘Dorpia of Fore-tasters’. In
Pherekrat. Wild men fr.8 the Fore-Tasters are the characters speaking.

164This is not unusual. Noumenia was probably familiar for the audience as both significant
in the ‘legal” and ‘ritual’ calendars. As the special day for business in the Wasps (96, 171) and
as ritual day for religious celebrations in Theopomp. Penelope fr.47.
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astronomical phenomena is paralleled the fragment 227 of Aristophanes’ lost
play the Banqueters. It mentions a monumental sundial which Meton erected in

Colonus as a place for observing & petéwpo.!®

Meton was a prominent Greek
astronomer renowned in antiquity for establishing the so-called ‘Metonic cy-
cle’ in 432 BC in order to regulate to bring the solar cycle in step with the
moon.'%® The Banqueters featured sophistic education and intellectual activi-
ties as its main theme. It is conceivable, therefore, that both plays represented
some kind of philosophical schools interested in astronomy.®”

The intellectuals” astronomical activities relate to some extent to their re-
ligion as well. The Banqueters most likely featured a group of young intellec-
tuals enjoying the same type of sophistic education as Socrates” pupils in the
Clouds, but at the same time they were gathering in the temple of Herakles and
presumably involved in some ritual celebrations (Banqueters, test.i). Socrates’
school is portrayed in the Clouds as a kind of religious association, a thiasos
which celebrate their own ‘new’ gods (see above on hymns 2.2.2). The groups
of this kind in Athens usually either followed their own calendar or had indi-
vidual preferences within the existing calendar system picking some particular
days to celebrate.'®®

Finally, the khoros of the Cloud-goddesses develops the theme of the ritual

calendar in the play. Being deities themselves and belonging to the same celes-

1651t is mentioned also in Av. 997. There is some disagreement about the number of the sun-
dials set by Meton and their location reported already in the scholium. According to the text
of Birds and a fragment of Banqueters, the sundial was built in Colonus while the Hellenistic
historian Philokhoros gives the Pnyx location. Halliwell suggests that there was only one mon-
ument and that Colonus should be understood just as ‘hill": Halliwell 1980, 88 n.16. However,
in this case the audience must have known the pattern of calling Pnyx just a ‘hill” which is not
attested anywhere else.

1660n Meton and his cycle: Hannah 2005, 52-59, Bowen and Goldstein 1988, 78. Meton
as comic figure of intellectual discussed in Zimmermann 1991. A lexical parallel between
Socrates’s and Meton’s occupation with astronomy in comedy is the word nviyeic which both
use for comparison of the dome of the sky with a bread-oven: Av. 998-999, Nub. 95-6, also in
Kratin. fr.167 ascribed to philosopher Hippon. The adoption of Metonic cycle as reason for
Moon’s concern in the parabasis of the Clouds was argued by Guidorizzi 1996, 268-269 and by
Amati 2010, 225.

167The astronomy practised in the Thinkery would be cosmological, not calendrical, strictly
speaking, but at that time the two were independent of one another; see Bowen and Goldstein
1988, 41.

168 Parker 1996, 333-336.
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tial realm as the astronomical bodies, they advocate the abundance of sacrifices
and festivals in Athens and their systematization throughout the year. In the

parodos (302-313), the khoros praises Athens and its religious system:

ol oéfag dppritwy iepdy, tva

HUC TOOOXOC BOUOC

€v teleTolc aylong avadelxvuton:

olpaviolg te Veolg dwprlota,

vaol 07 Oepeqpeic xal dydiuora,

%ol TEOCOB0L YoXAEWY LERMTOTAL

e0oTéavol te Vetdv Yuoion Vaiiou te

TUVTOOUTHICLY (PG,

fiol T7 Emepyopévey Beoula ydpig

eOXENAOWY TE YoV Epediouota

%ol poboa PoapBeopog adAESY.

where there is the awe of ineffable sacred rites, where the house receiving
initiates is opened during the holy celebrations; <where> there are gifts to
the celestial gods and high-roofed temples and statues, and the most holy
processions of the blessed [gods], and the garlanded sacrifices to the gods
and festivities in all and every season; and the grace of noisy Dionysos
at the beginning of spring, and the rivalry of melodious khoroi and the

deep-sounding Muse of the pipes.

They list the sacred rites of the Eleusinia (teAetal ayior), the offerings to the
gods (dwerjuata), processions (tpbécodol), and sacrifices (Yuoion) as ritual activi-
ties that prove the piety of the Athenians. In the end of this list they refer to fes-
tivals (Joion) that happen in all seasons (¢patc) and specifically, to one of these
festivals, the City Dionysia, associating it with the spring season, in particular.
In the second parabasis, they reveal their own contribution to the calendrical
order by giving or restraining rain and controlling the natural agricultural cal-

endar keeping it ‘in season’, év &pq (1115-1125):
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TOUG XEITAC & xepdavoloty, v Tt TOVOE TOV Y0pOv
OPENGC’ Ex TGV dxokwy, foukduec’ Hueic ppdoo.
TE&TAL UEV Y, TV Vedv Bolincd’ év dHpa ol dypolc,
Uoopev mpdstototy DUy, tolol 6 dhholc DoTEpOY.

€lTal TOV XAPTOV TEX0UCUS AUTEROUS QUAGEOUEY,

wote UAT’ adypov méley unt’ dyav Emoufpelioy.

fiv 0 atwdor Tig Nudc Yvntog v oboag Yedg,
TPOCEYET TOV VoUv pog Nuésy ola meloston xoxd,
AofBdvev 00T’ oivov oUT’ dAL” 00deY Ex Tol ywpelov.
fvix’ v yap ol T’ Ehdiion BracTtdvewo’ of T'duneAoL,

amoxexoovIon” TOLDTOUS GPEVOOVALS TOUNCOUEY.

We’ d like to explain how the judges will benefit, if they help this khoros

and do justice them. First of all if you wish to plough and sow your fields in

season, we shall rain on you first and on everyone else later. Then we shall

protect your crops and your vines so that they are not damaged either by

drought or too much rain. If anyone of mortals dishonours us, goddesses,

let him be cautious about the great evil that will fall upon him from us: he

will get no wine nor anything else from the land.for when the olives and

vines are sprouting the shoots will be cut off. These are the slings with

which we shall strike.

I have shown that the theme of calendar is multifaceted in the Clouds. First
of all, there is the traditional calendar of legal procedures with dates fixed by
Solon which is in contrast with the sophistic manipulation of the laws and pre-
scriptions by Pheidippides. His skill to challenge the traditional Solon’s sys-
tem for his father’s benefit might result from his education in Socrates” school
where the astronomical calendar is studied. There is also the calendar of festi-
vals and rites which is usually shared by humans and mortals. Occasionally it
can deviate from the standard as conveyed in the Moon’s speech, causing dis-

order and abnormal relationship between the gods and the humans through
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sacrifices. The khoros of divine Clouds control the natural calendar of seasons
and weather conditions. The theme that unites all these calendars is the ac-
tivity of celestial bodies and, first of all, the moon. The moon is responsible
both for the ritual calendar and for the growth of the interest and approaching
of the payment day which makes Strepsiades panic. The action of the play is,

hence, grounded in the experience of civic and ritual time and calendar.

The Seasons

Aristophanes’ fragmentary play Seasons represents the ‘natural” cycle of sea-
sons which reflects the climatic and geographical conditions of a particular
land. In comedy, this cycle is dependent on the worship of certain gods. The
fragments allow to suggest that one of the main themes of the play was the
conflict between more traditional conservative deities and ‘new’ foreign gods.
The worship of the latter in Athens resulted into the ‘adoption’ of the Egyptian
seasonal cycle (see below fr.581).

The title of the play suggests that the comedy featured personified Sea-
sons, Horai, known in myth and Athenian cult, being also as Dionysos” com-
panions.'® They were responsible for the order of time, born of the god-
dess of justice Themis. In epic poetry they are associated with the organised,
civilised running of time.'”’ They control the coming and going of clouds and
weather in general and the change of the seasons and times of the year.!”!
Although in Hesiod the Seasons have nothing to do with the calendar their
names indicate that they are responsible for order and peace: Eunomia, Dike
and Eirene. As cult figures, they had a sanctuary at Athens with an altar of
Upright Dionysos and there is a record of the sacrifices which were brought

to them.'”? They were associated with fertility and harvesting at the festival

19Delneri 2006, 75n.19.

17011, 22.450; 2.471; Od. 5.485, Od. 24. 344; 9.135. See also Jolles 1913, 2302-2303. The word in
the singular can be used for ‘time’.

17111, 5.749, 6.393.

721G I1° 1.1002 (250/49 BC); cf IG I1/111% 4877. See Smith 2011, 77-78
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of Thargelia which addressed natural and agricultural phenomena related to
ripening corn.!” Scholia to Aristophanes report that there existed festivals of
Sun and Seasons, namely, Thargelia and Pyanopsia as festivals (Schol.Ar.Eq.
729a, Schol Ar.Plut. 1054c). One of the elements of the Thargelia was a festive
procession with first offerings of harvest which is probably identical with the
procession dedicated ‘for the Sun and the Seasons” known from Porphyry’s
account.'”*

In Old Comedy the Seasons seem to belong to the group of deities which
personified natural phenomena like Clouds, Moon phases (cf 3.3.2 on person-
ifications), and Sun. In the Peace Seasons are a symbol of peaceful life together
with other personified deities like Kharites and Desire who receive the peace-

treaty libations.'”

Hermipp. fr. 5 Birth of Athena represents Seasons person-
ified and weaving peploi of flowers, which, given the subject of the play, may
refer to the festival of Panathenaia attached to Athena’s birthday (a role similar

to the one they are given in Hesiod’s Work and days to decorate Pandora with

flowers (v. 75)):

xapoomdinTov aviéwy Dpaouo xouvov Qedv.

Seasons’ fast-woven'’® new garment of flowers.

As natural phenomena, seasons in comedy retain some of their divine quali-
ties. They are referred to as part of the divine institution, not a human inven-
tion: in the Birds the khoros of bird-gods claims to make known the seasons épat
of the year to the mortals (709-715). They are also mentioned as structuring the
cycle of the ritual festival year. The khoros of Clouds is praising Athens in the
parodos for having festivals performed in every season (309-310). The festival

in the Women at the Thesmophoria (950-952) is attached to the annual cycle of

173The festival reveals itself as a having special relevance for fertility and growth. Special
bread, thargelos, was shown at the festival and a sacrifice was offered to Demeter Khloe.

174Porphyry cites verbatim Theophrastos’ On piety 2. 44. (= Porph. Abst. 2.7; see also Parker
2007, 203ff.

175Q01son 1998, 189; Theocr. 15.102-5, Philokhoros FGrH 328 fr.5 and 173.

176The Aristophanic hapax plays with the two words xaipoc, time, and xdipoc, thrum in the
loom, perhaps the parody of the tragic word Aentoondinroc, fine-woven.
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opa (cf. 3.3.1 on the Nesteia day).

Aristophanes” and Kratinos wrote plays with the title Horai (Seasons). We
do not know anything about Kratinos” play but there are a few fragments of
Aristophanes’ Seasons. The consensus on the identity of the khoros is that per-
sonifications were involved. As the number of Seasons cannot be more than
four, the khoros must have been complemented with other divine personifica-
tions, for example, of plants, and nymphs.'””

Judging by the fragments, the religious theme was significant in the play (fr.
577,578,581, 585 deal with religious matters) and there was probably a conflict
between ‘new’ Eastern, Phrygian and Egyptian gods like Sabazios (fr. 578) and
their cult (test.ii) and more traditional figures and practices which included
Seasons. If the attribution of Cicero’s reference to this comedy is correct, then
there were also some night cultic celebrations of those eastern gods.'”® In fr.

581 a dialogue is happening between two gods, one of them possibly an Eastern

deity.

A. & 68 yewdSvog Pécou oixuols, BoTeug, OTHEY,
otegdvoug wv. <B. oluon 6¢ xal> xoviopTov ExTuProUvTa.
A. a0tog 87 avip TwAEl xiyhag, anioug, oyaddvag, EAGIC,
TUOV, YopLd, YEABOVIC, TETTIYAC, EUSpUEL.

uplooug 6" 1dolg av Verpougvoug oUxwY ouob te LopTHV.
B. &€reita xohoxOvtag ouol Tolc yoyyuliow dpoboty,

Mot 0UXET’ 0LBELC 010" OmNViX’ Eo Tt ToUVIaUTOU;

A. <dp’ 00> péyioTov ayadov, einep €oTL OL EviowTol
otou Tig Emupel haBelv; B. xoxov pev obv uéyiotov:

Y

el un v Ay, oOx av Ercdiuouy oUd’ av EdamavidVTo
M1 Yop My, S .

77Moreau 1954, 330; Delneri 2006, 74, 106. Harvey 2000, 107 suggests that since the Horai
were responsible for growth they multiplicity of them is possible. He suggests two options for
the khoros: either of traditional gods or of two groups of new gods and old gods.

178Test. ii = Leg. 2.37: novos vero deos et in his colendis nocturnas pervigilationes sic Aristo-
phanes, facetissimus poeta veteris comoediae, vexat, ut apud eum Sabazios et quidam alii dei
peregrini iudicati e civitate eiciantur. (Thus Aristophanes, the very witty poet of old comedy, at-
tacked new gods and the nocturnal vigils that accompanied their worship, so that in his play Sabazios
and certain other immigrant gods are expelled from the city after a trial. Tr. Henderson.)

208



Ey® 0€ ToUT’ OAlyoV Ypbvov Yehous AQELAOUNY Av.

AL xywye Tl dhhoug mOheot Sp6s Taltar TARY AUnvisy:

TouTOoLC &7 Umdpyel TalT’, Emeldn) Toug Yeolc céfouaty.

B. dnéhaucay dpa oéBovieg Lpdc, kg oL @R, Al Tuf T

Atyuntov adtév ™Y TOAY TETolnxog avt’ Adnvésy.

A. You will see in the middle of winter cucumbers, grapes, fruit, crowns
of violets. B. And the cloud of blinding dust, I think. A. The same man
is selling sea-fish, pears, honeycomb, olives, beestings, haggis, swallows,
cicadas, embryos. You will see baskets with figs and myrtles even when it
snows. B. Then they saw the pumpkins at the same time as turnips, so that
no one knows any more what time of the year it is. A. Isn't it the greatest
good if you can get what you want throughout the year? B. It's the biggest
evil. If it were not like this, they would not want things and would not
spend on them. As for me, I would give them all this for some time and
then take it away. A. And as for me, I would do that to other cities, but
not to Athens. It is like this with Athenians because they worship gods. B.
Well, they"ve succeeded in worshipping you, as you say. A. What is that?

B. You have turned their city from Athens into Eqypt.

The scene represents the normal agricultural rhythm of seasons reverted
by the new gods. One character tells the other that the fruit of all seasons will
be available during the winter emphasising the contrast of the tempest and
snow (xoviopTov éxtughobvta) and the products associated with autumn (fruit
of harvest), spring (violets, swallows), and summer (cicadas). The character,
apparently of divine nature, advocates such supernatural abundance while the
other attacks it accusing the first character of disrupting the natural order and

turning Athens into Egypt. 17

179The reference to Egypt implies not only the lack of seasonal change and excessive fertility
of the land but also barbarian luxury: Storey 2011, 379 n.33; Moreau 1954, 332; cf. Hdt. 2.19,
77. The passage is discussed in Pellegrino 2000, 178 n.7 who provides a summary of interpre-
tations. Pellegrino comes to the conclusion that the episode praises the wealth of Athens. See
also Ceccarelli 1996 on the fragment reflecting imperial ambitions of Athens.
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The emphasis on the richness during the winter season makes the whole
passage sound utopian as if it referred to the Golden Age. Abnormal fertility of
the earth is one of the signs of the utopian orders of the past as in Hesiod’s Work
and days 169, when Zeus gives to the heroes of the fourth generation a blessed
life which includes the earth bringing fruit three times per year.'® The list of
products of the fr. 581 which includes such exotic and grotesque items as nuév,
yopw, Eufpleia reminds of other comic examples of utopian gastronomic fan-
tasies of abundance typical of the Golden Age which was a recurrent theme in
Old Comedy.'®!" As Ceccarelli argues convincingly, the utopian theme reflects
the political claims and ambitions of the Athenian empire in the second half of
the 5th c. BCE.!8? Apparently, the character A makes an attempt to represent
the disruption of the seasonal order in Athens caused by the increase of the
international trade as wealth and harmony of the Golden Age, while the other
one sees corruption and Eastern depraving influence in it.

Like other comic passages, this fragment shows that festivals in comedies
are associated with the people who celebrate them and their cultural and eth-
nic identity. The ritual calendar also varies from one culture to another. How-
ever, different temporal cycles are controlled by the same celestial deities, the
Sun and Moon. In the Peace, they are reported to ‘bite away”’ ritual time of the
year cycle thus suppressing some important days of sacrifices and festivals.
The reason for that is their alliance with barbarian gods and contempt of the
Greek ones (406-415). The idea behind this joke is that the gods and the cultic
events dedicated to them can be either Greek or barbarian and the Moon and
Sun choose which time to be present at them and which to skip according to
their sympathies.

What side did the personified Seasons then take in Aristophanes’ play? The

8020io1v pehindéa xapnov / Telc Eteoc Ve hovia pépe Leldwpog dpovpa.

81 For instance, Kratin. Ploutoi, fr.176, 363, Aristoph. Thesm II fr.333, Pherekr. Basket-bearers
fr.63, Didaskalos, fr.50. See Ruffell 2000 and Pellegrino 2000.

182Ceccarelli 1996, 153 interprets the abundance of all products at every time of the year as
a comic metaphorical parody of Periclean promises concerning thalassocracy. Cf Thuc. 2.38.2
and Ps.-Xen. Ath.Pol. 2.7-9.
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fragment does not allow us to draw decisive conclusions. One possibility is
that Horai took an ambivalent position between the two views, as their relation
to the fertility during the year is ambiguous. Since they belong to the group
of deities who guarantee the agricultural cycle of the year they control it and
have power to shift the traditional order and to bestow fertility throughout the
year. They might not be happy with the change of the normal order of the year
but at the same time they would be the figures responsible for altering it.

The idea of the harvest taking place in abnormal time, not according to the
calendar, seems quite prominent in the fragment. The allusions to the disorder
of the calendar could be one of the themes of the comedy as well as the com-
parison between different (Greek and Eastern) calendrical systems.!® It seems
that Aristophanes reflects here a negative attitude to the Egyptian system of
annual cycles and ritual time. Herodotos, on the contrary, writes about the
Egyptian calendrical system with respect and admiration as being older and

superior to the Greek one (Hdt. 2.4):

"Ayouot 6¢ T00G0e coPKOTEPOY EAAAVLY, Euol doxéety, 60w “ENkn-
VEC UEV Ol Tpltou Eteog Eufolydoy <ufiva> Eneufdilouct T&V GEEwmy
ivexev, AlyOmtiol 0e TpinxovTnuépous dyovieg ToLg Bumdexa Uffvog
Emdryouot dva TV €tog méEvTe Nuépag mdpeg ToU dpriuol, xal oL o
(OUNOC TGV WEEWY £C TWUTO TEPUMY TopaylveTal. dLMOEXS T VeV
enwvuplag EAeyov tpwmtoug Alyuntioug vouioa xol "EAAnvog topd opéwy
avarofely, Bouoide te xal dydApoata xal ynoug Yeolol amoveiua opéog
TeTouS Xal (G v Aot EyyAldou.

And their reckoning is, to my mind, a juster one than that of the Greeks;
for the Greeks add an intercalary month every other year, so that the sea-
sons agree; but the Eqyptians, reckoning thirty days to each of the twelve

months, add five days in every year over and above the total, and thus the

18Moreau 1954, 343-344 suggests that the reference is to the Egyptian calendar as less organ-
ised than the Athenian one. Moreau even speculates whether the dialogue between Trygaios
and Hermes in the Peace could refer to the Seasons as a comedy depicting the calendrical dis-
order in Athens related to the conflict between indigenous and immigrant (barbarian) gods.
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completed circle of seasons is made to agree with the calendar. Further-
more, the Egyptians (they said) first used the names of twelve gods (which
the Greeks afterwards borrowed from them); and it was they who first as-
signed to the several gods their altars and images and temples, and first

carved figures on stone. (Tr. Godley)

In this passage Herodotos reports that the system of twelve (lunar) months
was adjusted by the Egyptians to correspond to the cycle of seasons, that is,
the solar agricultural year. He continues his account by mentioning the twelve
gods and theirs cults invented by Egyptians and then adopted by the Greeks
as if the worship of twelve gods was connected to the division of the year into
twelve months which the Egyptians were first to invent. Both the comedian
and the historian relate the idea of the cycles of time with the cult. (In Aristo-
phanes, the change of the normal calendar in Athens is due to the worship of

new foreign gods.)

Concluding observations

Old Comedy constructs the spatio-temporal dimension of comic rituals using
a number of techniques. The fictional here and now of the dramatic action is
constructed with the help of verbal deictic references (describing the temple
or sanctuary and referring to the specific day of the festival) and non-verbal
stage props (altars) and actions (libations), as well as movements onstage (pro-
cessional, dance). The land- and cityscape around the theatre can be included
in the fictional ritual space of a play. Ritual time can be embodied in comic
characters and khoroi representing personified celestial bodies, days of festi-
vals, or even the notion of festivity (Theoria).

The constructed ritual time and space appear to be highly significant for
the plots of comedies, their major themes, and staging. The altar on stage can
serve as the focal point of attention for the audience and the gathering point for

the characters symbolising the great idea of the protagonist. Festival occasions
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serve as setting for religious and political gatherings which constitute the plot.
Being special events in the life of the society they become associated with ab-
normal flow of time which makes possible comic fantasy and grotesque. Ritual
movement through space frames comic journeys and processions. The move-
ment through the cycles of ritual time bring up the discussion of ritual correct-
ness and normative code of the calendar.

By constructing ritual time and space, Old Comedy evokes the audience’s
general experience of ritual here and now in order to associate it with the here
and now of Dionysos’ theatrical festival. The interplay of the two levels is meta-
theatrical. The fictional setting of the dramatic action refers to the play’s spatio-
temporal context blurring the boundary between the imaginary and real.

Comic ritual space and time does not just reflect passively or imitate slav-
ishly existing ritual settings. On the contrary, Old Comedy transforms ritual
space and time creatively, constructing its own comic places and spaces as well
as its own comic ritual celebrations manipulating elements of existing festivals.
The poetic inventions of time and space ritualise the dramatic performances,
presenting them to the audience as part of the city’s worship of the gods and,

therefore, deserving the audience’s favour and admiration.
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Chapter 4

Sacrifice in Old Comedy Beyond

Slaughter and Feast

4.1 Introduction

Sacrifice is central to many ritual scenes in Old Comedy even though the act
itself is not performed on the stage. It is often inseparable from prayers; it can
be accompanied by hymns and cries and regulated by oracles. It is employed
as an instrument to ridicule tragedy (see 3.2.2 and 4.3.3) or to ritualise space
in which it is performed (3.2.2). The centrality of sacrifice in comedy was ob-
served by the Cambridge ritualists who built their interpretational framework
on it. They believed that a sacrificial performance underlay every dramatic
play and scrutinised tragic and comic plots in search of traces of ritual structure
and patterns. According to their theory, the ritual of death and resurrection of
Frazer’s dying god was enacted in Greek tragedy and the tragic pathos repre-
sented the god’s sacrificial death through sparagmos. Applying this model to
comedy, Cornford 1914 considered agon, sacrifice and feast to be the main rit-
ual elements of a comic plot. In his analysis, sacrifice in comedy either is linked
with the agon of the two opponents and celebrates the victory of one of them
or is represented as a prelude to the following feast reflecting the myth of the
slaughtered deity which is to be distributed and consumed by the members of

the society.! Sfyroeras has recently applied a new ritual scheme to comedy ar-

1Cornford 1914, 93-102.
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guing that comic plots followed a pattern of ritual sequence performed at the
Dionysia, which consisted of a procession, sacrificial slaughter, preparation of
meal and feast which can be traced in the text of the comic plays, though not
always continuously.> However, these rigid models are too generalising and
do not work when applied to the plots of the plays.

A different approach has been recently taken scholars who consider feast
and celebration as central to Old Comedy. Redfield has argued that sacrifice
is in many instances equivalent in comedy to feast and consumption of food.?
Henrichs notes that the sacrificial ritual in comedy is represented through its
pre-kill (preparations and libations) and post-kill phases (cooking the sacrifi-
cial meat and feasting) rather than the killing itself. Both Redfield and Hen-
richs stress that the shift of focus in comedy towards joyful communal con-
sumption as opposed to animal sacrifice of Burkert’s theory as primarily killing
that channels aggression and guilt of Burkert’s theory.* Comic plays, however,
present a much more heterogeneous picture of sacrifice not limiting it to the
aspect of feasting or food. The representation of sacrifice as food for the gods
has a completely different function from human communal feasting as I argue

below.

2Sfyroeras 2004, 252.

3Cf the cooking of meat in Peace; the scene of cooking on stage in Akharnians with sacrificial
overtones, e.g. the word knisa, 1040-6. A direct link between sacrifice and feast is expressed in
Pherekrat. Kheiron fr.162, 4-7:
MUY 8 Av Twvd Tic xokéon Yowv Enl Belnvoy,
Gy doued’ v €Ny ol UmoBAénouev mopéovta,
YGTTL TdyloTo YOpal’ EEeMIEly Bouldpued’ adtdy.
elta Yvoug we told’ Drodeiton, xdtd tic einev

and 9-10: 6 & Gydeton adtog 6 VoLV

6 xatoxwhbovtt xol evdUe ENeE’ Eleyelor
But if one of us is holding a sacrifice and invites someone to dinner, we get upset when he arrives and
scowl at his being there, and we hope he goes back outside as soon as possible. Somehow he gets the
message and is starting to put hide sandals back on, when one of the other guests says [...] The man
hosting the sacrifice gets upset at the person who is interfering and immediately rhymes off those elegiacs
[...]. Also in Aristoph.Gerytades fr.167 (= Hesych. a 8417): adtol dopev: avti tob adtol tivouev
eEvnihaypévee, Tapécov ol xoholuevol eic éatiooty Aéyouot ‘xol adtol Yopev.” Enl yap @V Xo-
houyévwy O Tivev Méyetaw; ‘we’re sacrificing” by enallage meaning “we are at the symposium” inas-
much was those invited to a feast say “we’re sacrificing too” for it is said of those invited by someone.”;
and in Epikharm. fr.148 éx Yuciac Yoiva (from sacrifice, feast). The association of comedy with
sacrificial banquet in scholarship might be overstressed also as a result of the ancient reception
of comedy since many comic fragments can be observed in Athenaios’ Learned Banqueters with
special sections on sacrifice and cooking (Ath. 7.288c-293e, 9.376¢-383f, 14.658e-662d).

*Redfield 2012, 172.
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The interpretations of Greek sacrifice as primarily slaughter and consump-
tion have recently been challenged by Naiden who suggests that we regard the
sacrificial ritual primarily as a performance.” Being a performance, sacrifice
is directed not only to mortal spectators, but to the gods as its primary recipi-
ents. Mortals make a sacrifice with the gods’ reaction in mind, expecting them
to judge it against the standards of beauty and propriety. To ensure that the
gods are pleased, sacred regulations are introduced covering many aspects of
sacrificial rites, such as processions, the quality of the victim, the actions of the
priests, the inspection of the entrails and others. The key role of the slaughter
as well as the feasting in Greek sacrificial ritual is, therefore, overestimated.
Naiden rethinks social and psychological interpretations of sacrifice in terms
of communication. According to him, “sacrifice is partly a form of behaviour,
but partly a renegotiation of the relation between worshipper and god”.® The
vertical communication with the gods does not exclude a horizontal (social)
dimension” which consolidates the group and grounds its life and values in
the divine authority.

In this chapter, I study the scenes in Old Comedy where sacrifices are en-
acted as part of the dramatic action from the perspective of ritual and theatrical
performance. Within this approach the standard view that feasting is essential

for comic representation of the sacrifice will be revisited.?

4.2 Staging the sacrificial procedure

The analysis of the sacrificial scenes shows that Old Comedy tends to repre-
sent sacrifice as a procedure which has to be performed correctly. The aim of
the correct performance is to establish a favourable relationship between the

gods and humans. This representation reflects the attitude of the Greeks to the

5Naiden 2013, Naiden 2015, 467-471.

®Naiden 2015, 471.

"Rutherford fthc, 3.

8Redfield 2012; Sfyroeras 2004; Scodel 1993; Henrichs 2012, 184, 193.
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historical rites and corroborates the recent theoretical discussion of the Greek
sacrifice in Ullucci 2011. In the sacrificial act, as it is argued, human social
patterns are projected onto the sphere of the divine. A sacrificial offering is an
attempt to create a human-like reciprocal relationship with the gods. The logic
of reciprocity in this case is similar to delivering gifts to people and is oppo-
site to the economic exchange because goods do not have definite value and
the balance cannot be measured or achieved. Although sacrifices are free gifts
within this framework, certain social hierarchies are still involved and a wrong
gift can lead to undesirable consequences. As Ullucci observes: “Ancient par-
ticipants in animal sacrifice had similar mastery in the arts of reciprocity. Dif-
ferent gods and different circumstances demand different sacrifices. The ritual
must fit the occasion, and the offering must fit both the giver and the deity.””
The most common scenario of Greek sacrifice includes several phases. Dur-
ing the first, pre-kill phase, instruments and the victim are prepared and led to
the altar in a procession. Prayers are spoken and a libation is made. After the
killing of the animal its parts are burnt on the altar accompanied with libations.
Consumption by the congregation follows. As I am going to demonstrate, Old
Comedy focuses mainly on the preliminary phase. Neither the killing itself or

the feast is ever represented. The representations of the post-kill phase empha-

sise the correctness of the ritual procedure rather than the communal feast.

4.2.1 Announcement

As I have discussed in Chapter 2, characters in comedies refer to their own
ritual actions, such as prayers, announcing and specifying them or reflecting
upon them. The performance of sacrifice is also explicitly articulated in Old
Comedy. Whereas the euphemia exclamation takes place in the beginning of
the ritual, the verb 90w serves to label actions at different stages of the sacrifi-

cial procedure ‘happening’ in the play. Characters use it to announce the ritual

9Ullucci 2011, 63-64.
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that they are about to perform thus marking the beginning of it as an impor-
tant threshold.” The initial announcement is often not enough - it is repeated
throughout the pre-kill phase to remind the audience of the ritual meaning of
the preparations that are taking place at the moment. It is especially explicit
in the Birds where the protagonist (862, 848, 894, 903, 1057) and the khoros (855,
1060) repeatedly proclaim their intention to make a sacrifice to the new gods.
In the Akharnians Dikaiopolis organises a procession which is to be accom-
plished with a sacrifice. He asks the god to rejoice both in the procession and
the sacrifice (247-250). The verb marks the preliminary phase of the sacrifice in
the Akharnians, but it also describes the procedure of the post-kill cutting and
cooking of the meat in the scene in the Peace. The verb 0w is a general term
for sacrificial offerings and can be used also to refer to non-animal sacrifice. In
Thesm. 285 Inlaw uses it when he makes an offering of cakes to Demeter and
Persephone. The verb 30w does not refer to the slaughter specifically but to the
whole ritual sequence labelling it with one concept. As long as the character
affirms that he or she makes a sacrifice the audience can be assured that sac-
rificial ritual is happening. The stages of sacrifice lacking from the dramatic
representation they can be complemented in the spectator’s imagination. The
actual sacrificial slaughter is not shown in Old Comedy which can be explained
by technical difficulties or a dramatic convention not to perform a sacrifice on
stage.

Several fragments contain statements about the performance of a sacrifice
expressed with the verb %0w. Although we cannot be sure, it is conceivable

that the sacrifice might have been included in the action of the play:

e Theopomp. Barmaids {r.29 "Ectiq 00eic (You are sacrificing to Hestin);

* Pherekr. Deserters fr.33 o0 yohadnvov do’ Ov Boewv péliewc (you are not going

to sacrifice a suckling pig then?);

e Eup. Golden Race fr. 301 oUx 6\’ €duov déhpox’ oV Onotia / ol pdha

10Av. 903, Pax 1062, Ach. 249.
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xohyv (no, I was (they were?) sacrificing a pig singer (?) to Hestia and a very

fine one)';

e Eup. Marikas fr.196 6\’ €09 néhewe €l Voo ydp pe Betl / xprov X6

Anuntet (I am on my way to Acropolis to sacrifice a ram to Demeter Chloe);
* Aristoph. Gerytades fr. 167 adtol BWoyev (we ourselves are sacrificing);

e Aristoph. adesp. fr.648 Ve pe uéhher xal xehelel B Ayew (he is going to

sacrifice me and tells me to say “baa”);

4.2.2 Pre-kill phase: the Akharnians and Birds

Large Greek sacrifices are normally preceded by a procession. While its broader
social function is to display the community’s welfare, it also has a practical aim
within the ritual procedure, namely to lead the victim and to carry all the nec-
essary paraphernalia to the altar. When in the Akharnians Dikaiopolis announces
a sacrifice, the actual focus of the scene are the preliminary rituals and sacrifi-

cial procession (247-250; see also above 3.2.4):

") Aitbvuoe déormota,
AEYAPLOPEVWC GOL THVOE TNV TOUTNY EUE
méudavto xal YOouvTo UETA TEBV OIXETEY

dyoryely TuYNE@S Ta Xt dypoug Aoviotla

O lord Dionysos, may be pleasing to you that I am holding this procession
and the sacrifice and let me celebrate with good fortune the Dionysia in the

fields together with my family.

Dikaiopolis begins with the proclamation of the euphemia that marks the begin-
ning of the religious ritual. It makes the khoros realise that a sacrifice is about

to be performed (240):

HEor the verb 90w cf. also Nub. 426, Aristoph. fr. 504, 714, Hermipp. fr.36, Pherekr. fr.28.
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VOowv yap avhp, wg Eoud’, EC€pyeTal.
it seems that the man is coming out in order to make a sacrifice
In comic representations of the preliminary phase, including the proces-
sion, manipulation of objects plays a significant role. The instructions appear
tobe an important part of the ritual language. Dikaiopolis orchestrates the pro-
cession giving directions to the participants. His daughter will play the role
of a kanephoros, the girl carrying the sacrificial basket which usually contained
the aparkhai-offering, the knife,'? the ribbons for the decoration of the victim,
barley grains for sprinkling, and other paraphernalia. He orders the slave to set

up a phallos (241-243):
AL ebgrnueite, edgnueite.
mpolte '¢ 10 mpdoUev OAlyoV 1) xovnpoeog.
0 Zaviiag TOV Quilov 6p00v oTnodw.
DIKAIOPOLIS Silence, silence! May the basket-bearer come forward a
bit. May Xanthias hold the phallos up straight.

After they perform preliminary offerings (of cake) and prayers to Dionysos,
Dikaiopolis gives final instructions and they begin to march. The kanephoros
leads the procession, the slave follows with a phallos, Dikaiopolis himself pro-
ceeds singing a hymn while his wife is watching them from the roof (253-263).
The sacrifice itself does not happen as the celebration is interrupted by the
khoros of angry demesmen.

Some processional elements are present also in the sacrificial scene in the
Birds. After the announcement of the sacrifice in line 849, Peisetairos calls for a
priest to perform the sacrifice starting with the procession. He also orders the

slaves to bring in the sacrificial basket and the lustral water (848-850):

EYm 6 tva MVow Ttolol xawvoioty Yeoic

TOV igpéat TEPPOVTO TNV TOUTAY XOAES.

12Cf Plato Little kid fr. 98, pépe tob1’ éuo,
0oV 1O xavolv Yot debpo’ nfjl udyoup’ Ewi;
bring this basket here to me, show it to me. Where is the knife inside?
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ol Toll, TO xavolv ofpecie xal ThHY yéeviPa.

In order to sacrifice to the new gods, I call the priest to organise the pro-

cession. You and you, lift the basket and the jar of lustral water.

The khoros responds with a short hymn (see also above 2.4). It is not clear
whether the khoros at the same time moves around the orchestra imitating a
procession. At least they refer to the processional behaviour which is closely
related to the animal sacrifice (852-858): they announce processional hymns
(rpoc6dia) which accompany the main sacrificial activity (tpoBdtiov T Goew).
The ritual shouts of the bird-khoros imitates a processional formula ‘let go’.
After the hymn, the priest appears on stage to start the prayers and perform
the sacrifice. First of all he looks around searching for the attendant with the
sacrificial basket (863). In their second sacrificial hymn, the khoros mentions

again that they are singing during the ritual of lustral water (895-900):

elt’ aliic ol tépa ool

O€l pe BebTepOY PEAOC

YépviBL Veooefec dotov EmPBody, xahely
OE Udxapac — Eva TVAL HOVOV, €l
mep ixavov EEeT’ Gov.

Then again I must sound to you a second pious and holy song for the lustral
water, and invoke the gods — just one god, if only you want to have enough

meat.

The jar with lustral water appears once again to resume the interrupted sac-
rifice in 958-959. The jar (yépvu)) and the basket (xavobv) which appear in these
scenes are essential sacrificial utensils that were used in the preliminary rites
performed at the altar. Manipulation of these objects represented with stage
props must have served to attract the attention of the audience. The emphasis

on the two specific items is far from incidental. These are typically used in vi-
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sual representations to indicate the performance of sacrifice.”> Demosthenes
singles out the jar and the basket as the two sacred objects of the sacrificial

procession that require moral purity from those who hold them.!*

4.2.3 Post-kill phase? The Peace

The only play in which the post-kill phase of the preparation of the sacrificial
meat is staged before the audience is the Peace where Trygaios installs the cult
of the goddess Peace (923). However, I show that this is not the only aspect
or the focus of the sacrifice. Other phases are represented in the play in equal
detail. The preparations start with selecting a sacrificial victim and then sprin-
kling of the barley grains over it and over the spectators in the theatre. Trygaios
discusses the victim with the Slave. They consider, at first, an ox, then, a pig,

and, finally, a sheep (925-929):

TP. & dal doxel; Boviecle hapvéd Bot;

XO. Bot; undouése, tvo un Porndelv mou 5.

TP. 6™ Ut maryeio xol peydAn; XO. uh un. TP.
XO. tva 1) yévnrar ©coyévoug Umvia.

TP. 16 dol doxel ool dfjta TV howndsv; XO. ot

TRYGAIOS With which victim shall we install the cult then? Do you
prefer a fatted bull? KHOROS A bull? No way. So that we don’t need
to come to aid. TRYGAIOS Then a big fat swine? KHOROS No, no.
TRYGAIOS Why not? KHOROS So that we do not get the swinnishness
of Theagenes. TRYGAIOS Which other victim then? KHOROS A sheep.

BVan Straten 2005, 22. For vase paintings and reliefs see Van Straten 1995, 31-35 and Her-
mary 2004, 112-116.

1422 78: Ouele 87 el Tobt’, & &vdpeg Adrnvaiol, npofiyd’ edndelog xal paduploc Hot’ 00dE Tolabt’
gy ovtec mopodelyparto tabTo yiuelove, AN Avbpotiev ulv ntoyreiwy émoxevaothc, Avipotiny, &
v %ol Geol. xol 1001 doéfnu’ Erattov tivog Nyelote: Eyd pev yop ofouon delv TOV eic ép’ elotdvta
xal yepviBwv xal xaviy apduevov, xol Tiic Teodg Toug Yeobe empeleiog TpooTdtny Ecduevov olyL
TPOELENUEVOY TUEPEY dpLdUOV ayVEDEY, dAAX TOV Blov fyveuxéval ToloUTwY EMTNOEUNATOY ola
ToUTe PePlwtan.
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The main criterion in this scene is the resemblance of an animal with the
deity and with the occasion of the sacrifice which ensures the efficacy of the
sacrifice. The ox (Bolc) does not fit because it reminds phonetically of helping
allies (Bonveiv) whereas the sheep will help the people who sacrifice it to be

more gentle to each other (935-936):

XO. &ot’ €obpeld’ dAAROIOY duUVOl TOUS TEOTOUS
%0l Tolol GUUUEYOLGL TEQOTEEOL TTOAD.
KHOROS And we shall all be lambs in our attitude towards each other

and milder still toward the allies.

The selection of a specific animal for a new cult corresponds to the Greek
practice of animal sacrifices. Attic calendars prescribe specific animals for spe-
cific gods on specific occasions: a pregnant ewe must be sacrificed to Demeter
according to the calendar of Thorikos (lines 38-39, 44-45) and a black he-goat
to Ge according to the calendar of Marathon (17-18).° In comedy, the resem-
blance of the animal to the intentions of the fictional characters makes the sac-
rifice closely connected to the plot. Other characters in other plays of Old Com-
edy show similar concern about the type of animals which are appropriate for
the sacrifice. Various sacrificial victims for particular bird-gods are discussed

in the Birds (565-569):

ITE. 7iv Agpodity 007, xpriag dpvidl goineidl Yoty

fiv 6¢ Iooewdvl Tic oiv 0y, VATt Tupole xodary (e

fiv 0" ‘HpaxAéer 901 T, AMpwy vaotoug Yoety pyehitobvrag:

xav A 907 Baochel xpLov, Poaciiele €01’ opylhog dovig,

& meoTépe Oel Tol Atog adtol céppov Evopyny oparyidlety.
PEISETAIROS If someone sacrifices to Aphrodite, you should sacrifice
grain to the coot; and if someone sacrifices a sheep to Poseidon, you should

make a burnt offering to the duck; and if someone sacrifices to Herakles,

15Ekroth 2002, 343-346.
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you should sacrifice honey cakes to the seagull; and if someone sacrifices
a ram to the king Zeus, the wren is the king bird to whom an uncastrated

gnat must be slaughtered, before Zeus.

As in the Peace, there is a reason behind the choice of each animal. The
Greek word goAnpic hints at the phallos and works of Aphrodite while the barley
corn xpujdc is Brunck’s conjecture basing on the pun alluding to penis, another
meaning of xprdr. The seagull, being a symbol of greediness, gets a larger
offering than others, and the king bird gets an animal complete with testicles
which was sacrificed only on solemn occasions. The requirement about the
gnat is quite standard to highlight the importance of the god-recipient as it
implies that the less valuable offering is not by all means permitted. The ritual
term &vopync occurs frequently in prescriptions of sacrificial animals.’® Tt is
important that a chosen animal has certain parts of its body present and intact.
Thus, the tail was an important part of the sacrifice because it was burnt as part
of god’s portion. While examining a Megarian girl presented as a young pig,

Dikaiopolis assesses it in terms of sacrifice (Akharnians, 784-785):

AL o\ o0Ude YOouoe Eoty avtnyl. ME. od udv;
T 6’oUyl Voowoe éott; AL xépxov olx Eyel.
DIKAIOPOLIS But she is not even suitable for a sacrifice. MEGARIAN

Why not? In what way she is not suitable? DIKAIOPOLIS She doesn’t

have a tail.

A similar pattern of reflecting on the sacrificial victim can be found in the
beginning of Lysistrata (see 3.2.2) where the women debate which animal is
more appropriate to accompany their oath of loyalty (Lys. 184-202; also Seaford
Fthc). The idea behind the right choice of the victim is that the honour of the
sacrificial gift corresponds to the status of the god to which it is offered. In

comedy one of the criteria of correspondence is size."” The size of the animal

16Van Straten 1995, 183-186. See also below on Plato Phaon fr. 188.
17Van Straten 1995, 179-180.
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resulting in the quantity of meat, hints at the idea that gods consume the sacri-
ficial meat (see below on theory of sacrifice in comedy 4.3). At the same time it
reflects the practice of getting away with smaller victims for financial reasons
which was probably quite common. Peisetairos promises to the embassy of

the gods in 1618-1621:

€dv TIc avlpwnwy igpeldy T ety

e0&duevog gita dlacoilntan AEywy:

‘uevetol Yeol’, xol Yamoddss womntiy,

dvampdgouey xal TolTa.

If any of the men vows to one of the gods a sacrifice and later tries to trick
them saying “the gods are patient”, and out of greed does not fulfil the

vow, we’'ll demand these as well.

In Hermipp. Kerkopes fr.36 quoted in Ath. 12.551a someone is speaking to

Dionysos:

VOV yap mevouevol

avdmned ool Yoouoty #or Boldia,

Aewtpogidou Aemtotepa xal ©ouudvTidoc.

but now being poor, they sacrifice to you stunted little cows, leaner than

Leotrophides and Thoumantis.

Going back to the Peace, the primary reason for the careful selection of an-
imal is to please the goddess Peace with the victim that suits her. This rea-
son is behind the slave’s warning not to slaughter the victim because it would
not be correct for the cult of Peace. After the decision on the animal is made,
the preparations start. Trygaios orders the slave to bring the sheep in (937-8);
then an altar is set (943); and he brings in the basket with barley grains (é)a,

xewad)'8, ribbons (otéppa), and a knife (udyoupa); the fire is prepared (948-949).

8Barley was sprinkled over the head of the sacrificial animal; see discussion of evidence in
Van Straten 2005, 38-39. The grain features also in Kratin. fr. 23: 6 Bol¢ éxeivog y7 porylc xol
dhuto ( that ox and the sacrificial tray and the barley grains).
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The khoros respond with a hymn, while Trygaios orders that they sprinkle the
altar and the sacrificial sheep with lustral water (yépvu)). The barley grains are
thrown onto the spectators (950-965) and a long prayer follows (974-1005). The
meta-theatrical sharing of the sacrificial grain involves the spectators directly
making them the participants in the performance.

The scene in the Peace is the only one in the corpus of extant comedies that
demonstrates in detail the cooking of the offals (liver, kidney, heart, lungs), to
omAdyyva after the slaughter. The cooking takes place on stage (1039-1127). It
continues the performance of the sacrifice — this is how Trygaios refers to his
own actions (1062): Eigrivn yop icpa YOoyey, for we are sacrificing sacred things to
Peace. The libation is poured into the fire (1102-1110) as Greek animal sacrifice
was normally accompanied with several libations: marking the beginning of
the sacrifice and poured onto the meat while it was being cooked on the altar.

The cooking of the meat is represented through the contest of sacrificial
expertise between Trygaios and Hierokles, the oracle-monger, who appears as
an unwelcome intruder, pretending to be a religious professional (1052-1059).
However, Trygaios acts himself as a skilled and experienced in the sacrificial
procedure. Throughout the scene he controls the cooking activities giving or-
ders and performing necessary rites. Observing the process he comments on
the specific portion: the tail is doing nicely (1054). “Nicely”, xal&c, is a ritual
term indicating a successful sacrifice accepted by the gods."” Trygaios also
regulates who takes part in the sacrifice and who is excluded. The distribution
of the portions is an important marker of social inclusivity. The audience are
invited to approach the rite and to share the offals with the characters on stage,
whereas all intruders are to be excluded (1115-16). The ritual transcends the
dramatic conventions, expands from the orchestra to the theatron and unites

the external and internal audiences of the sacrificial performance.

YNaiden 2013, 114.
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Sacrificial regulations, correct procedure, and compliance with the divine
sanction are the focus of the scene. Hierokles wants to take part in the rites
and assume control using his knowledge of rituals. He asks Trygaios and his
attendants about the type of sacrifice so that he can offer an appropriate oracle
and advise on the sacrifice as an expert: tic 1| Yucio 00" abTnt xol & Veddy;
(1052); then he comments on their actions and instructs them with some “pro-
fessional” advice (1056): &ye vuv dndpyou, xdto 60¢ TAmdpYUATY, Come now, sepa-
rate the first share and then give it to me; he insists that there must be some ritual
prescription — an oracle — according to which the sacrifice is to be performed
(1088): motov ydp xatd yenouov eéxadoote pijpo Yeoiowy;; as he himself pronounces
solemn oracles according to which the sacrificial meat must be cooked. It turns
out, however, that his professional expertise is a cover for greediness and in-
tention to snatch the meat (1058-9): d\A& towtayl / #0n ‘otiv 6ntd. but these
[offals] are already roasted; and in 1060: 1) YAwtta ywelc téuvetan. the tongue is cut
separately. The tongue was treated as a meat portion separate from offals and
was set aside for the priest.?

All that said, the emphasis is on technical details regarding the portions of
the meat rather than the idea of the communal feast. Establishing the correct
performance of sacrifice is the main concern of the participants. The cutting
of meat into portions is important because it ensures that everyone (including
the gods) receive their portions. For this reason, the procedure was usually
trusted to a professional, a priest, who is in charge of performing the sacrifice
on behalf of the community. The topic of the distribution of meat portions
has a long tradition in Greek literature and mythology going back to Hesiod.
In comedy, the core of the problem is the gods” portion and its relation to the
portions assigned to humans, especially to the cult personnel. The plays reflect
the distribution of meat portions to the priests and assistants of the sacrifice,

parasitoi?! as well as the question of the price of the sacrificial animal which

20 Av. 1704-1705 and in Plut. 1110.
2 Naiden 2013, 205-209.
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had to be paid by the community.?? The priest’s portion and god’s portions
are interrelated in comedy, and the greediness of gods is represented in the
same way as that of priests (see on the Wealth below).

In later, Middle and New comedy, cooking and feasting becomes more im-
portant. The stock character, the "boastful chef", demonstrates his erudition
and skills in the sacrificial context, the art of cooking that includes also sacri-
ficial cooking paryeipif.?® This image of a sophisticated cook developed from
earlier comic representations of sacrifice with emphasis on technical details.?*
However, despite the later development of the genre, for Old Comedy sacrifice
is never primarily about dining. Sacrificial meat tends to be the focus of scenes
involving negative contexts such as fraudulent itinerant freelance prophets and
priests.® The comic hero with whom the audience is supposed to emphasise
is more concerned about the sacrificial preparations, the choice of appropriate

animal, the regulations of the procedure than the consumption of meat.

4.3 Comic interpretation of sacrifice

As I have shown above, comic scenes represent the urge of human agents to
provide the best offering to please the gods. The selection of a suitable ani-
mal, the concerns about the legitimacy of the sacrifice, the correct distribution
of meat portions, the staging of the procession and appropriate utterances all
contribute to this aspect of the ritual. In what follows, I argue that the correct

performance of sacrifice in comedy aims at the establishment of favourable

22Naiden 2013, 209-211.

ZWilkins 2000, 369-379.

24The practices described in the Peace concerning offals receive attention in Ameips. Konnos
fr.7: évteudevt d{dotan udhiol’ lepdouva, / xwhij, T Theupdy, Auixpoup’ dplotepd, and from this
beast the priest’s portion is offered: haunch, ribs, left half of the head; see Van Straten 1995, 154-155.
The fragment implies that the character speaking reveals his knowledge and expertise in the
subject; see Carey 2000, 420-422. It seems from other fragments that the themes of the play
were oracles (fr.10), professional experts in various areas including religion. The knowledge
and professionalism is, therefore, part of the requirements for a sacrificial performance.

ZThe inversive representation of sacrificial space in comedies distorted by intruders has
been observed by Orfanos 2001, 55-56 with regards to the role of the altar in the scenes in the
Birds and Peace. See on altars 3.2.2.
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relationship with the gods. It is revealed first of all through the place of the
sacrifice in comic plots: it is usually performed as part of the protagonists’ pri-
vate initiative of creating a new utopian order. The comic heroes need to secure
the gods’ blessing so that their endeavour is successful. The choice of the gods
to whom the sacrifices are offered in comedies fits the extravagant ideas of the
comic plots — they are not standard deities of the Athenian religion. The sac-
rifice becomes a tool for the comic hero to succeed in his or her endeavour. It
works in both horizontal and vertical directions building the relationship be-
tween the protagonist and the gods on one hand and on the other hand that
between the protagonist and the community on behalf of which he performs
rituals.

Secondly, I shall show how the concept of the sacrifice as a means to es-
tablish a relationship with the divine entities (which was standard for Greek
religion) is reversed in comedy. In fact, comedy offers its own theory of sac-
rifice representing the gods as dependent on human offerings and thus trans-
forming the fear of rejection into the feeling of superiority. Finally, the comic
interpretation of sacrifice is different from its representation in tragedy. In the
last section, I am going to analyse how the comic genre demonstrates its aware-

ness of and uses the tragic techniques of sacrifice.

4.3.1 Sacrifice as private initiative

No sacrifice in Old Comedy is performed as part of an established festival or
any other familiar ritual framework. In all scenes where the sacrifice (or prepa-
rations for it) is enacted, it is spontaneous and initiated by the protagonist in
order to pursue their project.

The Akharnians: Dikaiopolis makes the decision to celebrate the Dionysia
after he tastes the wine libation. His intention results from his private inter-
action with Amphitheos, a god-like figure, and, through him, with Dionysos.

Although Dikaiopolis performs the rituals in the public space and they are vis-
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ible for his fellow demesmen, he engages only the members of his household.
The celebration is spontaneous and happens not on the day usually assigned
to it (See on festivals and ritual time). The individual character of Dikaiopolis’
peace treaty is asserted by the private character of the ritual celebration. In
celebrating the Dionysia, Dikaiopolis wishes to please Dionysos, to secure his
favour and to establish by that a peaceful life for the years to come (See above
on festivals 3.3.1). Although the Akharnians resist this plan at first, by the end
of the play they acknowledge Dikaiopolis’ victory and join him in enjoying the
time of peace and avoiding the toils of war.

The Peace: Trygaios is represented in the play as an efficient sacrificer. He
is successful in securing the help of the god Hermes by offering him a libation
and promising more sacrifices in future (416-425). Although the liberation of
the goddess Peace is a private initiative, it eventually benefits the society and
the audience in the theatre (539-559, also 914-915). After the goddess is re-
leased, Trygaios seeks to establish contact with her in prayers (560) and to get
her response (657). The conversation between Trygaios and Peace is mediated
by Hermes (658-705) resulting in the goddess’s sanction of the marriage of Try-
gaios and Opora and the reintroduction of Theoria to the council. In the next
scene Trygaios is back on earth and after handing Theoria over to the Council
he announces the sacrifice to celebrate his success. The prayers are addressed
and sacrifice is offered to the goddess Peace and it is crucial to make sure that
she enjoys them (see on prayers 2.3). The sacrifice accomplishes the protag-
onist’s undertaking to liberate the goddess for the benefit of the people. His
ritual authority is closely connected with his role as benefactor to the commu-
nity (918-923): The celebration is a communal offering led by Trygaios. It is
represented as a new rite — the installation of the cult of the goddess (ta0tnv
yOteauc idputéov 923) — that demands a divine sanction: an oracle regulating its
performance (1088-1095). Trygaios has the authority to provide the oracle him-

self without any help of religious experts such as the oracle-monger Hierokles
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(see above on oracles 2.5). He attributes his oracle to Homer (1089) which is
surprising since Homeric epos was not a typical source of oracles. The refer-
ence to Homer associates the ritual authority of the comic character with the
power of an epic hero to perform sacrifices in the Iliad. Agamemnon’s royal
superiority over Greeks and specifically over Achilles is shown through the
performance of animal sacrifice. In the social hierarchy of the poem, only the
divinely sanctioned king can bring a gift of honour - sacrifice — to the gods.?
In the Iliad Agamemnon enacts sacrifices on the same basis of private initiative
as military leaders would also do during a campaign in the 5th century.”” By
‘citing” Homer, Trygaios affirms his leadership both in religious and political
matters.

The Birds: Peisetairos’ sacrifice is a new ritual building the relationship with
the new gods, birds (848 tva V0o Tolol xawvolow Veoic, 862 icpet, cov Epyov,
e Toic xouvolc Yeoic) which requires special prayers and particular sacrificial
animals (see above; 565-569). It is ‘invented’ for the celebration of the newly-
founded city Cloudcuckooland, the protagonist’s private endeavour, and does
not represent any regular ritual practice.?®

The Wealth: Sacrifice is being performed privately inside the house and is
invisible for the audience.” The smell attracts the god Hermes, suffering from
hunger without human sacrifices (1136-7). The sacrifice is, however, only for
the members of the household and Hermes has to be accepted into it to get a
share. The play ends with the procession heading to Acropolis to install the
cult of the god Wealth with the ritual offering of pots. The installation is Khre-

mylos’ private initiative and celebrates the successful establishment of the so-

26Hitch 2009, 141-143. Agamemnon carries five out of the seven enacted sacrifices in the
Iliad 1.312-317, 2.402-432; 3.267-302; 7.313-323; 19.249-268. He asserts his supremacy making a
sacrifice as first thing done after Achilles withdrew.

% Agamemnon’s initiative is emphasised; most characters in the Iliad speak about sacrifice
in terms of the relationship between themselves and their god: Hitch 2009, 108-109.

2The foundation-linked sacrifice is not attested as a historical practice; see Dunbar 1995,
501-502.

P This can be seen from the line 1110: when Hermes arrives, Karion makes a joke about the
tongue (a usual portion of sacrificial meat) to be cut off for (or from) the messenger — 1 yA&tta
T8 x\punt TOVTKWY TEUVETOL.
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ciety’s relationship with the god through Khremylos” efforts. He decides to
install the cult of Wealth and uses the same term as Trygaios (Plut. 1197-1199):
Toc yUTpag, dic Tov Yeov / idpucdueda (take) the pots, with which we are going to
install the god.

In three other plays by Aristophanes the sacrificial offerings are vegetarian
but they are structured upon the same model.

The Wasps: There is no animal sacrifice in the play but the libation offering
to open the law court is also represented as a private initiative that establishes a
novel ritual practice (876 6éZou TeheTV xouviy, GGVag, fjv TE TATEL XUVOTOUOUUEY,
accept the new rite which we institute for my father); and new authorities (885-886
Euveuyoueoto ool xanddouey / véaow dpyoic, we join in prayers and we chant to
the new magistrates). The prayer that accompanies the libation highlights the
personal relationship between Bdelykleon and Apollo: he is addressed ‘lord
neighbour’ (4voZ yeitov 875) in the opening invocation.

The Frogs: The offering of incense is stage-managed by Dionysos as a ritual
opening the agon between Aiskhylos and Euripides. It is a spontaneous idea
— nothing was prepared for it in advance when Dionysos asks to bring the
paraphernalia and the altar with the fire (871-874). The prayers with which
the two poets accompany the offering refer to the gods who are supposed to
act as their patrons in the contest. Euripides prays to the ‘newly-coined’ gods of
his individual choice (889-894), whom Dionysos also characterises as ‘private’
gods (891 toiowy iduntoug Veolc).

The Lysistrata: Lysistrata seeks to affirm her bonding with the fellow-women
by an oath-sacrifice in the beginning of the play (175-239; see also on the altars
above 3.2.2). The sacrificial offering combines elements of different practices
(animal oath-sacrifice, pre-battle sacrifice, libations) and is ‘invented” ad hoc for
Lysistrata’s project.

It can be concluded from the analysis that the representation of sacrifice

in comedy follows a recurrent pattern. The protagonist’s sacrificial agency is
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connected to his social and political leadership. This representation goes back
to Homer’s Iliad and reflects the potential of sacrifice to serve as a political tool,
distinguishing the sacrificer and displaying his power.*® The performance of
sacrifice strengthens the horizontal bonds within a group consolidating them
around the distributor of the sacrificial meat, the community’s spokesman to
the gods. Secondly, the rite itself is not a standard one. It is either introduced
for the first time, or enacted outside the usual ritual framework for personal
reasons. The sacrificial scenes create a comic effect by customising the ritual to
match the dramatic plot of the play. The agents follow the usual ritual practices
and incorporate familiar cult elements but the occurrence of the sacrifice is
embedded into the plot to celebrate the protagonist’s success in creating the
new social order or fulfilling his or her plan and is not connected to any specific
established sacrificial practice of Greek religion.?! The sacrifices represented
in comedy recall an observation made by Sourvinou-Inwood 2000a that the
individual, and not the community, was “the basic, cultic unit” in polis religion

and that the individual sacrifice lay in the basis of every sacrifice:

“First, the modalities of individual acts of worship are the same as
those of group worship [...] This suggests a religious mentality in
which the individual’s act of worship is not different in nature from
that of the group’s, and thus a religious system in which the basic
cult units are individuals, who are also grouped in a variety of ways
and participate in group cults. Personal prayers have counterpartin

polis prayers, offered form and on behalf of , the polis [...] 7 (p.44)

She regards curses, votive offerings and dedications, foundation of shrines and

altars as examples of both individual and state worship, as well as the sacrifice:

“Another important individual cultic act is the individual sacrifice.

In many sacred laws the category ‘sacrifice of a private individual

39Hitch 2009, 160-161.
31This feature was later adopted by New Comedy where the cook mageiros is hired by a
character for a private celebration.
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at a sanctuary’ is treated as normal, for regulations are set out on
the one hand for polis sacrifices and on the other for a private in-
dividual’s sacrifice [...] Obviously, the people who sacrificed did
not consume the sacrificial meat on their own, but what concerns
us is not who participated on an ad hoc basis, but the fact that this
was considered to be an individual cultic act, an individual sacri-
fice, and that this was a significant category. [...] Consequently, it is
clear that individual cult acts were not abnormal in polis religion,
or different in nature from cult activities performed in groups; in-

dividual worship was one of the main modalities of Greek cult.”

(p-45)

Old Comedy, therefore, shows the sacrifice in its basic aspect, “disembed-
ded” from its polis context, performed spontaneously by individuals, although
retaining its potential function to impact social and political matters. This
comic strategy to avoid imitations of public sacrificial events must have elimi-
nated to large extent the possibility of ‘offence” of the city’s cultic practices by
placing them in the inappropriate comic context. Nevertheless, the primary
and fundamental function of the sacrifice, common both for public and pri-
vate contexts, that is, to secure contact and favourable communication with
the gods, is used in comedy to construct the comic ritual. Although the sac-
rifices in comedy do not imitate any established public model they function
within the dramatic plot as a powerful tool of social and political success. In
the meta-theatrical dimension the comic sacrifice also hints at the success of
the play in the dramatic competition, for example, in the most explicit way in
the Peace (1022) where the sacrificial animal is ‘spared’ for the khoregos.> The
sacrifice which is enacted on the comic stage is thus, in a sense, the vow of sac-
rifice anticipating the victory of the poet. In this sense, it receives the religious
meaning within the religious framework of the theatrical festival and beyond

the dramatic plot.

32 Although the meta-theatrical reference is without any doubt, the exact meaning of it is not
entirely clear. 234



4.3.2 Reciprocity reversed

Greek sacrifice is a ritual with multiple overlapping meanings.*® Despite the
efforts of modern theorists and anthropologists of sacrifice, one simple mean-
ing can hardly be deduced from the variety of sacrificial practices that existed
in ancient Greece. Sacrifice, as most rituals, is a non-discursive activity which
means that the discursive meanings are not inherent to it and that agents and
observants of sacrifices can reflect on the ritual in different ways offering a
range of interpretations.> This thesis is corroborated by the variety of theolog-
ical interpretations and representations that existed in antiquity with respect
to the sacrificial offerings to the gods. Philosophical schools produced differ-
ent theoretical frameworks of sacrifice according to their agendas® and literary
genres were also at liberty to propose their own view. Tragedy, for instance,
portrays sacrifice mainly as killing and metaphor of death and murder.®® T ar-
gue that in Old Comedy we encounter an interpretation of sacrifice specific
for this genre and the selection of certain aspects of real sacrificial thought and
procedure.

At least two comic plays, the Birds and Wealth, offer explicit theoretical re-
flection on the nature of sacrifice and on its function in the Greek religious
system: gods survive on the offerings made by men. As I shall show, this the-
ological model is implicitly corroborated in other plays as well. However, it
does not appear in Greek sources of classical and archaic period outside com-
edy. Greek gods, unlike Mesopotamian deities, were not consumers.*” On the
contrary, the material form of smoke in the performance of sacrifice separated

the gods from the human world.*® The idea of gods feasting on hecatombs is

33Van Straten 1995, 26.

3 Ullucci 2011, 60-61.

3, g. Platonic, Epicurean, and Stoic interpretation; see Ullucci 2011, 58-59, Rives 2011, 64-
65.

%Henrichs 2012.

37Ekroth 2011, 35: “Greek gods apparently did not crave meat or any food in this sense, and
the hungry gods we encounter in some comedies, who almost drool at the thought of juicy
back legs or freshly grilled splanchna, cannot be taken as indications of the gods being thought
of as consuming the meat at trapezomata and theoxenia, nor from thysia sacrifices.”

3Ekroth 2011, 16 writes about thysia sacrifices that they were marker of the gods’ immor-
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mentioned in the Iliad in four places but there is no indication that they de-
pend on them or that sacrifices are their daily sustenance.”* The model of the
relationship between men and gods in Homer is reciprocity but it involves the
misrecognition of the economic value of goods and services involved.*’ Sacri-
fices are regarded both by men and gods in epic poems as free gifts of honour.*!
Comedy removes the mis-recognition and exaggerates the economic aspect in
the most material way possible. The straightforward language of payment and
exchange (and perhaps even prostitution) regarding the sacrifice can be found
in Plato’s Phaon fr.188. A deity is speaking, calling herself Kourotrophos (Ten-
der of Youths), presumably Aphrodite, and ordering women to make her a
sacrifice as a payment for seeing Phaon. She then lists offerings to minor sex-

ual deities and personifications in a series of double-entendres (5-21):

el yap Pdewva delol’ 0ely, npotéheta OET
Ludic Totfioon TOAAS TEGTEEOV TOLAOL.

Te6SToL UEV uol Yap Kovpotpdpe mpodieTo
mhaxolc Evopymng, duuAog Eyxiuwy, xiyio
Exxoddey’ OMOUANEOL HENLTL UEULYUEVAL,

Aoy Gyor 0woex” ETGEAN VAL TAAAL OE

fon Ttobt’ edteléotatar T dxouve 7).

BoABasv pev Opidvvn el Auextea,

tality and distance from men: “The common denominator of these actions was that the gods
were given what men cannot eat. The transferral of the offerings to the divine sphere was ac-
complished by burning them and turning them into smoke, or by pouring out or discarding
them. These are modes of consumption incompatible with human ways of eating. [...] The
smoke rising from the altars emphasized the fact that gods were immortal, and that smoke
was enough for them, contrary to men or animals who actually had to eat in order to survive.”

%See Hitch 2009, 108-109. II. 4.44-49: Zeus describes the altar as never lacking his appro-
priate share. Kirk 1990, 10-11 observes the ‘de-carnalisation” of Homeric gods — they rarely
consume food and the divine reception of sacrifice is distanced from the food of the gods,
nektar.

40Ullucci 2011, 62-63: “Within reciprocal exchange, the social consequences of the reciprocal
relationship (that is, power hierarchies) are often consciously or unconsciously ignored (mis-
recognized) by both parties. This allows both parties to view the objects of exchange as free
gifts, although each party understands the social realities involved.”

HEkroth 2011, 36: “As the gods were not thought of as actually eating the meat, what they
received must have been the honour inherent in being the recipients of the prestigious meat
offerings, and at theoxenia also being the guests of honour.”
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Now if you want to see Phaon, you have to provide the following advance
payment: first to me as Tender of Youths an initial sacrifice is to be made, a
cake with testicles still attached, a pregnant scone of the finest meal, sixteen
immaculate thrushes mingled with honey, twelve hares marked with the
moon (?). The rest will not cost much — so listen. For Orthanes three
pecks of bulbs, and for Konisalos and his two sidekicks a little dish of myrtle
berries plucked by hand, since the gods don’t like the stench from lamps.
For the Hounds and hunters a backquarter of rump (?), a drachma for
Bend-over-Backwards, three obols for Crouch-Forward, and for the hero
Upright Rider leather hide and barley cakes. This is what it will cost you.
If you were to provide all this, you would get in. But if not, you can be

horny all you want, but not to avail. Tr.Storey.*?

Furthermore, the material basis of the exchange between gods and men

make gods vulnerable and dependent. According to the comic interpretation
of sacrifice, gods feed on sacrifices and would be ruined without them. The
comic theology has a clear and important function. It shows gods the weaker,
interested party within the sacrificial communication which means that unsuc-

cessful sacrifice will affect them, not the men. The reversed sacrificial hierarchy

#20n this fragment Pirrotta 2009, 341-353. Cf also Farnell 1920, 139-146 who explains the
mixed terminology of vegetal and animal (‘pregnant’, ‘immaculate’, ‘with testicles still at-

tached’) offerings in the passage with Aphrodite’s drunkenness.
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allows comic poets to address the anxiety of the negative outcome of a ritual

and alleviate the fear that the gods will not accept the offering.

Extant plays: Zeus and Hermes ruined

Wealth offers an explicit example of the reversed theology at work. Itis revealed
in the beginning of the play that money is the primary motivation and the
basis behind human sacrifices. People sacrifice because they desire to acquire
wealth and also provided they have wealth. The power of Zeus depends on
sacrifices and sacrifices depend on Wealth. If this god decides to stop people

from sacrificing, Zeus will be overthrown (133-143):

XP. %ouot & adtd B Tiv'; 00 Bid TouTovi;
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KHREMYLOS Who causes people sacrificing to Zeus if not this fellow
(Wealth)? KARION Indeed, because they openly boast to be wealthy (or
they pray to be wealthy). KHREMYLOS And isn't it him who is to blame
and who could easily stop this, if he desired? PLOUTOS And how so?
KHREMYLOS So that no man would sacrifice not an ox, nor a cake,
nor anything else any longer, if you didn’t wish so. PLOUTOS Why?
KHREMYLOS Why? Is there a way to buy anything if you are not your-

self present to give money? Hence you will destroy the power of Zeus by
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yourself, if it troubles you somehow. PLOUTOS What are you saying? Is
it because of me that people sacrifice to him? KHREMYLOS Yes, indeed.

After realising the mechanism behind sacrifices, Khremylos decides to es-
tablish a personal relationship with Wealth and to welcome him in his house-
hold. The disruption of sacrifices happens later in the play when Wealth gains
his sight back. It is reported by Hermes who comes to Khremylos” house to

complain about the current state of the hungry gods (1113-1120):
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HERMES Because you have done the most horrible of all deeds. Since
Ploutos started to see again, no one sacrifices to us, other gods, neither
incense, not laurel, nor cake, nor victim, nor anything at all. KARION
Yes, and no one will because you did not care about us well before. HER-
MES About other gods I care nothing at all but I myself am undone and
perished. KARION You are wise. HERMES Formerly, right from the
morning I used to receive all good things from the tavern-keepers, wine-
cakes, honey, dried figs which are fit for Hermes to eat. And now I am

lying down and dying of hunger.
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He describes the sacrificial offerings he used to receive and almost begs
Kario to give him some food being willing to negotiate and even asking to
accept him as a member of the household (1146-1170). Hermes is represented
as tempted with sacrifices also in the Peace where he is bribed by Trygaios with
promise of sacrifices and festivals (410-425).

The Wealth ends with the scene in which a priest of Zeus Saviour complains
that people do not need to make offerings to Zeus in return for his blessings
and no one comes to the sanctuary, so that the priest does not get share in the
sacrificial meat (1177-1184). Like Hermes earlier, he joins Aiskhylos” household
and together they install the cult of the god Wealth in the Athena’s temple.

Likewise in the Clouds gods blame mortals for omitting sacrifices or per-
forming them on wrong days so that the human and divine sacrificial calendar

do not coincide causing inconvenience for the gods (617-619):

XO. &dot’ anehelv gnow autf] Toug Yeoug ExdoToTe,

fvix’ &v Peuoddol delnvou xdamiwoty olxade,

Tiic Eoptiic un TuYOVTES XUTA AOYOV TEV TUEEEV.

KHOROS [...] so that she says the gods are constantly threatening her,
whenever they are cheated of a dinner and sent home not having had the

festival according to the reckoning of the days.*

These passages reveal that the gods consume sacrificial meat and the lack of

sacrifices means for them hunger and ruin.

Fragments: displeased gods

In comedy, the disruption of sacrifices that affects the gods usually finds ex-
pression in the displeased voice of the recipients of the sacrifices who worry

about their regularity and quality. In a reversed way their complaints reflect

#3See Moon’s speech reported by the khoros in the Clouds 607-626 which I discussed in 3.3.3.
Earlier in the parabasis the khorus of Cloud-goddesses address the spectators blaming them for
not making any sacrifices to Clouds although they benefit the city more than any other deity
(580).
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the sorts of things humans would worry about. Thus, the quality and value
of the offering are discussed in a dialogue with the god Dionysos in Hermipp.
fr. 36 (see above, but now being poor, all they sacrifice to you are stunted little cows,
leaner than ever Leotrophides and Thoumantis.). The context is hardly possible to
reconstruct but it is clear that the god must be displeased with the insufficient
nourishment.
Three comic fragments transmitted by a Christian author, Clement of Alexan-

dria (Strom. 7.30.3-4), report that gods blame humans for insufficient sacrifices
and general neglect. The argument revolves around the sacrificial portions al-

lotted to the gods:
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And that comic poet Pherekrates in the Deserters, wittily represents the

gods themselves as reproaching men for sacrifices:

what when you sacrifice to the gods, separate off the customary part... it
is a shame on you to mention this — cutting off the thigh meat right up
to the groin... the bone completely bare, and the rest of the spine... you
apportion to us, as if we were dogs, but being ashamed of one another you

hide it with many offerings. (Tr.Storey.)**

#“Pherekrat. fr.28 Deserters; see Van Straten 1995, 125.
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but you sacrifice to the gods only the tail and thigh as to pederasts.*®

Dionysos himself (according to Clement) complains in another fragment by

Euboulos:

TpGSTOV YEV OTay Euol Tt Yhwoty Tiveg,

todpo xOoTv ur xopdiay

UnoE Emmdionov. EYe Yo oux Eoiiw

xhuxelay oude uneloy T

first whenever people sacrifice to me something, they offer blood, the blad-

der, not the heart or caul. For I do not eat not a sweet thigh (?).46

The discussion of the portions recalls the Hesiod’s myth about Prometheus
teaching men how to sacrifice and trick the gods (Hes. Theog. 540-560). How-
ever, comedy complements the story with the idea of the gods feeding on the
portions which is absent in Hesiod. It is telling that Clement has to rely on
comedy to illustrate his idea about the Christian God who does not have the
need of food and, therefore, does not desire sacrifices out of hunger and is not

like pagan gods nourished by sniffing the smoke of the offerings.

A wall without sacrifices: the Birds and the Iliad

The comic theory of sacrifice is best illustrated in the Birds. In this comedy, as
I am going to show, Aristophanes reverses the epic pattern of the reciprocal
relationship between men and gods through sacrifice. The plot of Birds starts
with the idea of disrupting sacrifices in order to make the gods pay for them.

We first hear about it in the beginning of the play (188-193):

®Eubul. adesp. fr.127.
4EBubul. Semele or Dionysos fr.94. The text is heavily corrupted.
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PEISETAIROS So then, just as when we want to go to Delphi we have to
ask the Boiotians for the transit, in the same way, when men sacrifice to
the gods, you won't let the aroma of the thigh-bones pass through the city

hostile to them and through the space, unless the gods pay you tribute.*’

This plan is accomplished after Peisetairos sacrifices to the new gods, the
birds, celebrating the foundation of Cloudcuckooland, and achieves successful
communication with them. Atv.1117 he reports that the sacrifice was favourable:
Ta pev iép” Nty oy, Gpwideg, xakd. Immediately after that the messenger ap-
pears reporting that the wall of the city has been built blocking the Olympian
gods from the sacrifices. The wall of the bird-city alludes to the renowned
Achaean wall, the focus of the Book 12 of Iliad. The scene in comedy draws
on Homeric mythology and imagery. Before the scene starts with the dialogue
between Peisetairos and the messenger, the khoros in the parabasis addresses
the judges comparing them to Paris and their decision to his judgement (1103-
1104). The description of the wall by the messenger contains several allusions
to Iliad: it is so wide that the two chariots with horses of the size of the Trojan

wooden horse can pass by each other (1125-1129):

AAANMGTOV EQYOV X0l UEYUNOTPETES TUTOV!
ot Av endve uev Ipolevidne 6 Koumaoelg

xal Ocoyévng evavtie 00’ dpuarte,

#Smoke, being meat in its immaterial form, communicated the portion of burning fat from
the worshippers to the god accompanied by prayers; see Redfield 2012, 174; Naiden 2013, 21,
111-113.
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MESSENGER. It's a most beautiful, a most magnificent work so that
Proxenides, the Braggartian, and Theogenes could pass by each other in
two chariots upon it width, even if they were drawn by steeds as big as the

Trojan horse.

The wall in the Iliad was wide enough for heroes to fight on it (for instance,
1. 12.265). Just as the birds” work, it was worthy of admiration and was con-
structed in one day (7.436-444, 465; cf Av. 1164-1166 ). The wall of the bird-city
is also associated with war which refers to the book 12 of the Iliad where the
wall became the focal point of the battle (1169, 1186-1195).#8 In the Birds, the
war incited by the wall is mentioned later in the scene with the embassy of the
gods. The text is reminiscent of the Trojan war — Herakles alludes to Helen,

reproaching Poseidon who is reluctant to pledge Basileia to Peisetairos (1639):

NUEIC TEPL YUVOUXOC WS TOAEUCOUEY;

Are we going to war about one woman?

The penetration of the goddess Iris within the enclosure (1170-1199) is one
turther allusion to Homer. Iris is the messenger of the gods in epic poems; she
does not occur elsewhere in extant comedies or in tragedies. The goddess ap-
pears in the scene charged with tragic overtones which suits the high style of
the epic. She reveals that her mission is to persuade mortals to resume sacri-
fices to the Olympian gods (1230-1237). In the confrontation with Peisetairos
(1200-1255), Iris appears to be weaker and can only disappear in anger whereas
the comic hero is confident in his offensive behaviour and opposed to the tra-
ditional gods whom Iris represents. The khoros is equally resolved to shut off

the Olympian gods from the sacrificial smoke (1264-1268):

Bnterestingly, the central point of the book 12 before the decisive attack is the debate be-
tween Hektor and Polydamas about birds and the signs they give. Hektor claims that he de-
spises birds and trusts Zeus more.
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We have blocked Zeus-born gods so that they can’t pass through my city
nor will any mortal upon earth any more send the smoke of the holy sacri-

fices to the gods by this road.

The parallels with Iliad invest the comic disruption of sacrifices with crucial
meanings. The wall in the Iliad is the reason of the gods” awe and concern.
Poseidon sees in it a threat for people’s reverence towards the gods because

men did not make any hecatombs to the gods when building it (7.445-449):
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And the god Poseidon who shakes the earth began speaking among them:
‘Father Zeus, is there any mortal left on the wide earth who will still declare
to the immortals his mind and his purpose? Do you not see how now
these flowing-haired Achaians have built a wall landward of their ships,
and driven about it a ditch, and not given to the gods any grand sacrifice?
Now the fame of this will last as long as dawnlight is scattered, and men
will forget that wall which I and Phoibos Apollo built with our hard work

for the hero Laomedon’s city.” (Tr. Lattimore)
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Zeus shares Poseidon’s anxiety and allows him to destroy the great wall once
the Achaians depart. The destruction of the wall is confirmed in book XII in
which the wall becomes the focus of the narration. After the war ends, Posei-
don, Apollo, and Zeus together destroy it by directing waters of the rivers and
the streams of rain upon it (12.15-35). This passage has drawn attention of the
scholars and has been interpreted by Scodel as a parallel to Near Eastern myths
about the deluge and the Babylonian tower.*’ Others citing the uniqueness of
the passage in the Homeric corpus suggested that it is not authentic and was
added after the 4th century BCE. It makes, however, perfect sense that Aristo-
phanes alludes to the Achaian wall in the play. The wall in the Birds is also
a grand and wonderful endeavour accomplished by bird-heroes without sac-
rificing to the Olympian gods. Accordingly with the comic interpretation of
sacrifices, the outcome is reversed in comedy. The gods do not ruin the wall
but are themselves ruined by it. Prometheus, a figure known for depriving
Zeus of best sacrificial portions, appears on stage to announce that Zeus is un-
done: dandrwiev 6 Zelc (1514). Poseidon who in the Iliad is the mastermind
of the destruction of the wall has now to lead the embassy of the gods to the
bird-city to negotiate that the sacrifices are resumed. The wall in the Iliad il-
lustrates “the fragility of human existence, the tininess, — yet not insignificance
— of human enterprises, even those of semi-divine men, when set against the
eternity of nature and the immortal gods”.>® On the contrary, the wall in the
Birds is the symbol of the gods’ vulnerability, weakness, and dependency on
the men’s ritual.

It can be concluded that the sacrifices become in comedy an ambivalent
tool of communication of which men are in full control. This reflects a serious
anxiety of the Greeks that the sacrifice might be rejected by the gods causing
disaster and ruin. The cases of rejection of human offerings are numerous al-

ready in Homeric poems and are attested also in the fifth century demonstrat-

#Scodel 1982, 33-50.
S0Kirk 1990, 88.
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ing divine omnipotence and human weakness.” In comedy the fear of divine
rejection is removed because the comic hero is more powerful than the gods
being capable of taking control over sacrifices. Men in comedy are the ones in
power to initiate, perform, or withdraw the sacrifices. While the normal be-
lief of the Greeks is that the failure to perform sacrifice leads to destruction of
human plans and works, in comedy when the mortals break off the communi-

cation with the gods by stopping sacrifices, the gods are those who suffer.

4.3.3 Tragic sacrifice in comedy

The comic interpretation of sacrifice is different from the tragic representation,
as it has been noted in scholarship. In the last section, I am going to analyse
how the comic genre demonstrates its awareness and makes use of the tragic
techniques of sacrifice to enhance the comic effect.

Although tragedy is keen on using ritual metaphorically as part of its im-
agery it is quite reluctant to enact it explicitly on stage. Thus, even in tragedies
with clearly ritual framework sacrifices tend to be reported and described and
not directly staged (such as Eur. EL, IT, Aesch. Cho., Soph. EL). Ritual equip-
ment is occasionally mentioned in the accounts of sacrifice, for example the
basket in Eur. HF 926, lustral water in Eur. EI. 792. When the enactment of rit-
uals takes place, neither paraphernalia are referred to nor the preparation phase
with bringing in various objects plays any significant role. One exception is
Iphigenia in Tauris which can be explained by the need to highlight the tension
between the ritual reality of the audience and the human sacrifice that is about
to happen on stage. The references to ritual equipment and preparations fulfil
this function.” Therefore, while comedy enacts rituals in many detail high-
lighting the physicality and materiality of the sacrificial ritual, tragedy tends
towards symbolical representation of sacrifice using it as a forceful metaphor

contributing to the imagery of the plays. When analysing sacrifice in drama it

>1See Appendix A in Naiden 2013 and Hitch 2009, 129-140.
525purvinou-Inwood 2005a, 301.
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is crucial to recognise the distortions and exaggerations of this metaphorical
use. The dangers and consequences of ignoring the distance between the liter-
ary representations and the ‘normal’ practices have been discussed in Henrichs
2012. Tragic sacrifices appear to be perverted, abortive and associated with
murder and disaster. Comic sacrifices, on the contrary, mark the celebration of
the new beneficial order.

Since Old Comedy ridicules unceasingly the conventions of the tragic genre,
tragic sacrifices are also included in the comic parody. I have already shown
above how the use of altars in tragedy is mocked as inappropriate and abnor-
mal (see 3.2.2). In a similar way, the tragic metaphor of sacrificial killing as vio-
lent death is shown in comedy in paratragic scenes.** The focus on bloodshed
and slaughter is associated with tragedy and helps comedy to create references
and allusions to tragic contexts. The association between the tragic style and
the act of sacrificial slaughter can be found in Lysistrata, Akharnians,Women at
the Thesmophoria, Birds, and Peace. It can be traced by the use of the vocabulary
of sacrifice. The default Greek word for sacrifice in comedy is J00 and Yucio
but in the paratragic scenes other terms are used: o@dyio and its derivatives.™.
These terms highlight the sinister character of tragic sacrifice as murder.*®

Lysistrata’s oath sacrifice is described in the terminology of bloodshed and
cutting the victim. She explicitly recalls a tragic episode in Aesch. Sept. 42-47,
where the allies swear an oath of military loyalty. The scene is reversed in com-
edy: Lysistrata’s conspiracy seeks to provide peace and to stop the war. The

reference to the sphagia-sacrifice is repeated several times in the short episode

53Gcodel 1993, 164.

54Henrichs 2012, 193.

5On the contrary 90w is less frequent in tragedy, for example in Eur. Phoen. it does not occur
a single time, while 4l is used extensively. On the use of this verb meaning ‘to assassinate’
in tragedy: Casabona 1966, 160-165; also on the connotations of cutting up the victim’s throat to
kill the victim and of shedding blood: Casabona 1966, 155-157. Unfortunately Casabona uses
tragic evidence without any considerations of its possible literary distortion. On the difference
between cgdyia and Yucio see Naiden 2013, 36,101-102.

*In fact in the fifth century usage the verb already moved from the language of ritual to
the metaphorical sense of massacre although it retains its meaning of sacred killing (Xen. Hell.
4.4.3, Hdt 1.119, Antiph. 2, Dem. 9. 66, Aeschin. 1.191). In some contexts the two verbs are
opposed as two types of sacrifices, e.g. for chtonian and Olympian gods. Cf. Xen. Cyr. 8.3.24).
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(see above 3.2.2). After the ogdyia (204) the blood gushes out (205):

AY. 6éomowva Ierdol xal xOME @rhotnola,
Ta o@dyto 0é€on Taillc Yuvoully EVUEVAC.

KA. elypwv ye Yoipo xdnonutiler xohde.

LYSISTRATA O Lady Persuasion and the loving-cup, accept this sacrifice
with goodwill to the women. KALONIKE The blood is of a good colour

and spurts beautifully.

The verb unhoopayelv is repeated in the scene twice (189, 196) marking the
tragic style”.

Another verb of sacrifice employed in the scene is téuvw (Evtepoiueda (193)).
It is also characteristic of the tragic language and has the same connotations
of cutting with a blow and pouring blood to the earth.”® It often appears in
tragedy in an expression ‘to cut a beast’s throat’.” The sacrifice, however, turns
into a joke: the women are going to slaughter a jar of wine to drink it. The idea
of slaughter and blood pouring from the victim on the altar is visualised in
this scene through wine flowing into a cup when the vessel is opened. While
one woman is holding the jar pretending it to be the animal, the other cuts the

jar’s neck just as during the animal slaughter (195-197).

The Women at the Thesmophoria

A paratragic scene in the Women at the Thesmophoria reveals a similar emphasis
on bloodshedding which turns into pouring out of wine. Inlaw snatches a baby

from a woman and threatens to kill it on the altar (692-695):

KH. Kéxpoy i tolto 8’ oLdénote ob dwputelg,
Ay uf W apfit’ dhA” EvOdd’ el @V unplov
TAnyev yayadpa tfioe powlag @héBog

X oUUATOOEL BOUOV.

57Cf Soph. EI. 280, Eur. fr. 628.
%8Casabona 1966, 165, 226.
5Cf Eur. Hel. 1584, Heracl. 400, Supp. 1201, EI. 812.
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INLAW Keep shouting. You will never give this baby food unless you
let me go. But here upon these thigh-bones stricken by this knife it will

ensanguinate the altar with blood-red veins.

Yet, the tragic sacrifice is subverted — the baby turns out to be a bottle of

wine (734) and the blood is substituted, as in the Lysistrata, for wine (750-758):

KH. Abtn 8" arocgoyfioeton udh’ adtixa.

I'Y. My, 60, ixeteto o’ ahk’ Eu’ 6 Tt yefleic mote

umep ye Toutou. KH. ®duhdtenvog tig el gloet.

AN\ 0UdEY fitTov Y7 dmocayioeTaL.

I'Y. Otpor, téxvov. Aog 10 ogayeiov, Moavia,

v obv 16 v aiuo Tol téxvou ToUuol AdBw.

KH. "Yrey’ adto yoptobua yap Ev ye toUtéd cot.

I'Y. Koxdsg amoror’. Qg giovepog el xol duouevig.

KH. Toutt 10 deppa Tiic lepetag ylyveTo.

INLAW This girl will have her throat cut immediately. WOMAN No,
I beg you. Do what you intend to do with me instead of the baby. IN-
LAW You are child-loving by nature. But this girl will have her throat cut
nonetheless. WOMAN Alas! My child! Give me the blood-bowl, Mania,
so that at least I could collect the blood of be child. INLAW Hold it under-
neath. I shall grant you this one favour. WOMAN May you perish! How

envious and evil you are! INLAW This skin will go to the priestess.
Again, as in the Lysistrata, a bowl is used to collect the wine and the ‘skin’ of
the animal goes to the priestess as it would in a real sacrifice.
The Akharnians

The paratragic sacrifice with the focus on slaughter is present also in the Akhar-

nians. Disguised as Euripides’ character Telephos, Dikaiopolis offers his neck

80The whole scene clearly imitates tragic models and the vocabulary is recognised as para-
tragic; see Olson 1998, 264.
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to the city over a butcher’s block (317-318):

Al Ka&v ye un Aéyo dixato unde 16 mAridel doxd,

unep Em&rvou Vehfow TNV xEPUANY Exwy AEYELY.

DIKAIOPOLIS And if I'm not saying right things nor seem to be saying
those to the people I'll be willing to speak with my head upon a butcher’s
block.

The passage alludes to Eur. Teleph. fr.706:

Aydueuvov, 008’ €l TEAEXLY €V YEPOLY EYwV

uEAhoL Ti¢ gic TdyNAov EUSBUAEY Eudy,

ovyfoouon dixond v’ AVTELTEY EYmV.

Agamemnon, even were someone holding an axe in his hands and ready to
strike it on my neck, not even then will I keep silent; for I have a just reply

to make. (Tr. Collard, Cropp, Lee)

The word eéménvoc is used in Aesch. Ag. 1275-1278 in a highly metaphorical

context:

KA. xol vOv 6 pdvtig pdvtiy éxnpdlog eue

amryory’ €¢ Toldode Yavaoipoug Toyag

Bouob matp@ou 87 avt’ EniEnvov uével

Uepuov x0TEVTOC Potviey TEOGpy T

KASSANDRA And now the prophet, having undone me, his prophetess,
has brought me to this lethal pass. Instead of my father’s altar a block

awaits me, where I am to be butchered in a hot and bloody sacrifice.

The substitute of an altar for a chopping block visualises the murderous
slaughter which awaits the prophetess. The sacrifice itself is described with a

tragic word npdogoyua meaning also ‘a sacrificial victim offered for others’.®?

61Cf, cutting the neck as sacrificial act in Eur. Or. 51, Alc. 429, Hec. 564, Phoen. 1457.
62Eur. Hec.41, IT 243, Tro. 628, Alc. 845.
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These tragic contexts are at play in the reference to a butcher’s block in the

comedy.

The Peace

In the Peace we can see Trygaios saying a long prayer to the goddess Eirene
about shopping and trading at the agora which suddenly ends with a para-
tragic passage about a tragedian Melanthios. Trygaios sings three lines of Eur.
Med. (1012-1015). The sacrifice follows immediately after that — Trygaios or-
ders the slave to take a knife and to slaughter the sheep in a way a professional

priest-cook would do (1017-1018):

o3 TV Udyanptory €l OTWE POy ELRIXESS

OQAEELS TOV OiV.

Take the knife. Then see that you slaughter the sheep masterly.

He uses tragic vocabulary of blood animal sacrifice opayoic, ocipoctootou.“ How-
ever, this attempt of blood sacrifice is stopped as inappropriate for the goddess

Peace. The slave says (1018-1019):

oLy Adetan dAmoudev EipAvn oparyaic,
00d” adporTroTon Peuoq.
The goddess Peace certainly does not take pleasure in slaughter nor the

altar is bloodied.

Trygaios accepts this and changes the vocabulary of the killing-type of sacri-
fice, ogaryoic, to the verb (140oac, 1021) that indicates normal and more standard
type of sacrificial ritual (See above 2.3). There is a link between the lyric aria
quoted from tragedy and Trygaios intention to perform a tragic type of sacri-

fice.

63 Aesch. Ag. 1656, Eum. 187, Soph. El. 37, Eur. Andr. 266, 399, El. 123, Ion 616, Phoen. 1149,
Bacch. 1135.
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The Birds

In the Birds, the violent animal slaughter also alludes to tragic contexts. Iris,
a paratragic figure, who appears on stage on a tragic theatrical crane, unyovr,
uses high style, tragic vocabulary and tragic (unresolved) trimeters speaking

about her mission to tell people to resume sacrifices (1230-1233):

IP. éyd mpog avipdmoug métouar mopd ToD Tateog

pedoouca Ve toic Ohuuriow Yeoic

unhoopayelv te Bouditowg En’ éoxo'(pouq“

xVIody T aryuldc

IRIS I am flying to the people from my father to tell them to sacrifice to the
Olympian gods and to slaughter sheep at sacrificial altars and to fill with

smoke the streets.

The word c@dyio occurs in another paratragic passage in the Birds (1552-1564)
where the khoros describes a sacrifice to the underground gods in a parody of
the tragic scene from Aesch. Psykhagogoi (fr. 273a Radt). Perhaps, Prometheus,
an Aeschylean figure himself, prompts the khoros to pick a scene from this
tragedy. The khoros use the tragic pattern of throat cutting to describe the sac-
rifice (1552-1564):
TPOC O¢ Tolg XxLdmooty Al-
uvn tlc €ot’, dhoutog 0l
huyorywyel Loxpdtne:
evia xal Ileloavdpog Hide
oedpevog Yuynv BEv 1)
@BVt Exelvov TpolMTE,

oQdyl Eywy xdunhov G-

®4Probably borrowed from Euripides’ Pleisthenes {r.628 unhoopoyel te doupdvewy En'éoydpote,
Dunbar 1995, 623.
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UVOY T, fig Aoupolg TEPGY Go-
nep OLBuooeLE anfihie,
%3’ avijAd’ adTds wdTedey
TEOC TO haiTua Tfic xounAou

Xoupepasv 1 vuxtepic.
And near the Shadefeet there is a lake not used for washing where Socrates
raises spirits. There also Peisandres came asking to see the soul which had
left him when he was still alive. He made a sacrifice of a camel-lamb whose

throat he cut and just like Odysseus went away. And then there came to

him from underneath to the throat of the camel Khairephon the Bat.%

To summarise, the words of the stem c¢dy- are used in comedy to mark the
tragic style reflecting the metaphoric and symbolic representations of sacrifice
as bloody slaughter in tragedy®. Outside these paratragic contexts, the aspect

of killing is not emphasised in the comic representations of sacrifice.

Concluding observations

The general pattern of the comic sacrifice, as represented in the scenes anal-
ysed, includes the verbal announcement, the preparation consisting of orders
to bring in the sacrificial equipment, the performance of preliminary proces-
sion, offerings and the prayers. The post-kill phase of the preparation of the

meat is present only in the Peace and offstage in the Wealth. Communal feasting

%5Cf. The choral song in fr.273a, 1-6:

Bye vuv, @ EEWV', énl molo@lTwY

{otw onrév @ofepdic AMuvng,

Omé T adyéviov Aoy duroog

T008e o@ayiou motov diyolg

oo uediet

dovéxwy eic Bévioc duavpdy

Come now, stranger, take your stand on the grass-grown borders of the fearsome lake, slit
the windpipe in the neck of this sacrificial beast, and let the blood run for the dead to drink,
down into the dim, reedy depths.(Tr. Sommerstein)

®The killing is stressed outside paratragic context in comedy only once, for the reasons of
humour. In Av. 569 the verb ocgayidlew is used to make a joke of the mismatch of the sacrificial
animal chosen (gnat) with the idea of solemn throat cutting.
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and consumption of sacrificial meat is not the primary idea which the comic
sacrifices evoke. The meaning essential for the representations is the correct
performance of the rites in order for them to be efficacious.

Old Comedy does not just reflect the existing religious attitudes and prac-
tices but also transforms them adjusting them to the comic reality. Sacrifices
mark the success of the hero’s great plan to change the world. They are not part
of the established order of Athens but rather of the new, transformed universe
portrayed in comedies. The representation of sacrifice endows the comic hero
with ritual authority which makes his enterprise beneficial for the society.

Comedy also suggests a theoretical interpretation of sacrifice which is to
provide the gods with alimentation which shifts the relationship with the gods
from reciprocity to economic exchange. As I have argued, this approach to
sacrifice reflects (and relieves) the anxiety of the Greeks about the outcome of

the sacrificial ritual — whether the gods will accept the offering or reject it.
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Conclusions

In my thesis I have attempted to clarify the relationship between comic drama
and religion in fifth-century BCE Athens. As the main result of the study, I
argue that comedy consciously manipulates elements of historical cult rather
than unconsciously reproducing archaic patterns. Representations of cultic
performances are embedded in fictional situations and are functionally equiv-
alent to their role in real life. Their functions include: responding to a particu-
lar practical issue or challenge (to establish one’s leadership and authority, to
launch a new project, to set right an injustice), constructing the sense of col-
lective participation, establishing communication with the supernatural — all
of these were characteristic of rituals at actual cultic events. From the formal
point of view, comic representations of rituals are constructed using many fa-
miliar elements of authentic cultic performances which makes comic rituals
recognisable and relatable for the audience.

The representations activate the personal ritual experience of the specta-
tors and involve them emotionally in the make-believe of ritual performances
enacted on comic stage. However, comedy does not just imitate real-life events
but in fact creates a system of comic ritual. The major aim of the creative re-
production of ritual practices is, of course, to generate humour by contrasting
them with overtly comic, often obscene and absurd elements of performance.
A less obvious meaning behind the representation of cult is that when perform-
ing rituals on stage, characters pretend that they are performing real rituals so
that the audience deceived by this assertion consciously or unconsciously start
to perceive comedy as religiously important. The borderline between comedy
pretending to be a ritual and actually being a ritual is especially subtle in the

parabasis. In this special environment within a play, the khoros pretends that
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they are singing a religious hymn in honour of the gods asking to grant them
victory in the dramatic competition of the City Dionysia. Despite some earlier
studies, the khoros in this role of a body of ritual performers do not abandon
their dramatic identity. On the contrary, they assume a sort of double identity
in which the imaginary world of dramatic performance meets the real world of
Athenian religion. The parabasis deliberately draws the attention of the public
to the ritual dimension of the theatrical representations.

Why is it important for the comic playwright to present his work as re-
ligiously relevant? I have suggested one answer to this question within the
scope of this study. It is because he wants to win the favour of the audience
and the judges at the dramatic contest and manipulates their decision by pre-
senting himself and the performance as the most pleasant for the gods and the
patron god of the theatre in particular. However, this conclusion has impli-
cations for the wider social history of Athens. Does this tendency to boast of
one’s ritual authority and religious significance reflect some genuine religious
revival in the society at that time or is it just a fashionable trend of the intellec-
tual elitist milieu? Did ritual performances have the potential of constructing
religious and political authority for whoever organised and carried them out
also outside the theatrical context, for example, in politics or law court? Is it
a more general cross-cultural practice to employ ritual (understood as rituali-
sation) for producing authority in the society? The present study has pointed
the way to these areas of future research of cultural and literary processes that
took place in Athens at that time.

Within the limits of the present study my main conclusion about ‘ritual
originating from drama’ (to rephrase the theory of the Cambridge ritualists)
comes down to two things: 1) the representations of ritual in comedy, although
they do not imitate real life in every detail, follow some fundamental patterns
in order to create fictional ritual in a realistic way. These patterns are inherent

in Greek cult in general and should be examined as evidence for the history
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of Greek religion. 2) The representations of ritual in comedy also follow some
particular dramatic principles which have been discerned and discussed in this
work shedding light on the literary techniques of the genre of Old Comedy.
While the first observation contributes to the critical assessment of comedy as
a source for the study of Greek religion, the second one will be of interest for
literary critics as it can be compared also to other, non-religious, aspects of Old
Comedy. I would like now to concentrate on these two outcomes of my thesis

separately.

Old Comedy as a source for Greek religion

Although it is often taken for granted that comedy reflects contemporary reli-
gious practices and reports the standard normal practices and beliefs of Greek
religion, in fact comic representations of cult practices are a blend of real ele-
ments and fantasy which are usually difficult to separate. If we do not apply
a special perspective to comic plays it is easy to start looking for the remains
of the temple of the Thesmophorion on the Pnyx (3.2.3); to get an impression
that a foundation sacrifice was obligatory at the start of a new colony (4.3.1);
or that the Greeks believed that they literally were feeding their gods with ev-
ery burnt sacrifice (4.3.2). These misconceptions do not automatically mean
that comedy is in any sense a less useful source for Greek religion than any
other type of evidence. On the contrary, I have demonstrated throughout my
thesis that this dramatic genre has unique advantages in that respect thanks
to its performative aspects. Among our sources, only dramatic genres recre-
ate rituals as performances that are happening in space and time as part of
social situations even though these situations are fictional. The genre of Old
Comedy is more direct in its representations of cult than tragedy or satyr play,
and, therefore, is a valuable source that can help us reconstruct how various
aspects of ritual coexisted within one event (especially 2.3.1). Plays and frag-

ments of Old Comedy are useful not only for attestations of minor details of
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Greek ritual but also reflect fundamental aspects of Greek cultic practices. Cor-
responding to the functions of religious ritual listed in the beginning of this
section, these aspects include: ritual communication (Chapter 2), construction
of sacred space and time (Chapter 3), human anxiety about the outcome of the
sacrificial procedure (Chapter 4).

However, the comic evidence regarding these aspects should be handled
with caution and not before we establish the main principles of the comic treat-
ment of historical practices. I have shown that there are two main strategies of
comedy which should be taken into account: in its representations of cult Old
Comedy is a) selective and b) distorting. The selectiveness of comedy reveals
itself in the representation of the sacrificial procedure. It is well-known that
comedy does not enact the act of the killing itself but it is also significant that
the post-kill phase of cooking the meat is represented only in one sacrificial
scene in the Peace out of four scenes that stage sacrifice. On the contrary, the
preparation for the sacrifice, the so called pre-kill phase, appears in every sac-
rificial scene in much detail. The selectiveness in this particular case can be
explained by the preoccupation of comedy with the correctness of cultic per-
formance — every small thing must be right so that the sacrifice is successful
and the gods are pleased. The preliminary procedures — the choice of an ap-
propriate offering, the procession, the preparation of the paraphernalia, the
hymn, the libation, the prayer — are prominent in comedies because they dis-
play the best intentions of the human performers and their best effort to pre-
pare everything to please the deity at the same time avoiding the difficulty of
killing on stage. No less important is the strategy of distorting the normative
religion in comedy. As I have shown in 4.3.2 the reversed sacrificial hierarchy
allows comic poets to address human anxiety about the negative outcome of a
ritual and alleviate the fear that the gods will not accept the offering as well as
making the audience happy with the feeling of superiority and control.

Finally, I have shown that representations of ritual in comedy go beyond
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their literary mimetic function by pretending to be ‘real’ rituals. This claim of
Old Comedy to actually perform rituals of Greek religion triggers the process
of ritualisation of the performance. The ritualisation of the play is achieved by
incorporating enacted rituals in the plot and linking them to the existing polis
cult and, in particular, to the ritual context of the Athenian theatrical festival
in which it is embedded (3.2.1, 3.3.1). The dramatic competition thus becomes
an important event of the religious life of the polis (2.2). This aspect of the
comic representations of rituals reveals that Attic theatre is part of the Greek

religious system.

How to perform a ritual in comedy

As my thesis shows, Old Comedy employs a number of techniques to repre-
sent rituals as part of the dramatic action. The aims of these techniques are to
create the impression of the authenticity of rituals; to please and entertain the
audience; and to avoid offence or impiety. First of all, comic poets extensively
use verbal references to rituals which are being performed in order to mark
and describe them as special religious activities. Self-references, exhortations,
instructions, and comments are natural for ritual speech but comedy seems to
exaggerate this feature in order to highlight the performativity and to inform
the audience about what is happening on the stage (2.3.2, 4.2.1). The visual as-
pect of rituals is also emphasised as it can be seen through manipulations with
physical ritual objects and other embodied ritual actions including movement
in the theatrical space (4.2.2, 3.2, 3.3.2). The technical aspect of the sacrificial
procedure is very important as I have demonstrated and also increases the ‘re-
ality” and credibility of the comic representation (4.2.3).

Secondly, Old Comedy represents rituals as improvised and spontaneous,
often as new rites, invented specifically for the dramatic occasion. A sacrifice
or a festival is the comic hero’s initiative with which he or she wants to suc-

ceed in his or her project (3.3.1, 4.3.1). The choice of the gods to whom the
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sacrifices are offered in comedies fits the extravagant ideas of the comic plots
— they are not standard deities of the Athenian religion. No sacrifice in Old
Comedy is performed as part of an established festival or any other familiar
ritual framework. Although the comic representations draw on familiar prac-
tices, they are usually embedded in a new, comic context, and communicate
new meanings. This technique gives comic poets a lot of freedom since they
are not obliged to imitate in detail the existing practices to sound authentic
and they can avoid being offensive by placing official cultic practices in the in-
appropriate comic context. Old Comedy in fact constructs its own system of
imaginary ritual which is presented to the audience as authentic cultic perfor-
mance. The ritualisation of performance is achieved by various means: one of
them is the opposition with tragic representations in which comedy appears to
be authentic cult whereas tragic rituals are represented as artificial and literary
(3.2.2,4.3.3). Thus comic representations reflect on Greek cultic practices both
directly and through the mediating literary traditions of tragedy, Homeric po-

ems (4.3.2), oracular poetry (2.5), and literary hymns (2.2).
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List of Abbreviations

AJP
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CJ

CQ
GR
GRBS
HSCP
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QucCC
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The Classical Journal
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The Journal of Hellenic Studies

Lexicon Iconographicum Mythologiae Classicae
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