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Some thoughts on humor and music
in Aristophanes’ plays*

Loredana DI VIRGILIO

Introduction

Whoever deals with ancient Greek dramatic texts should never neglect that what we
face today as “text” was actually a “360° performance” for the “collective experience” of the
theatre, in which several means of expressions were used to captivate the audience’s emotional
involvement.

In particular, it is possible to approach ancient Greek comedy focusing on some elements
that are illustrative of the important role performed by music, intended as both a comic work
instrument and an expressive modality. It should be worth bearing in mind that music and
laughter, as natural forms of expression belonging to all human beings, go beyond time and
space, and some of their modes of operation could be considered “universal” indeed.

Greek comedy provides a large variety of techniques conceived for making people laugh:
the so-called onomasti komoidein (“mocking someone directly, by name”), parody, obscenities,
puns, funny accidents, masks, gestures, and so on, many of which can be used in different
ways,! not least from a musical point of view. In fact, just as the text, gesture, costumes — and
alongside them — also music could be variously used by the poet (or better, “composer”) in order
to express humor. Even if nowadays we lack the melodies, the study of the metrical structures
of the songs can provide us a good amount of information about the comic scene. Furthermore,
by observing the different uses of musical instruments into comedy, some particular figures of
speech, special characters, and so on, it is possible to become aware of the important role played
by music in ancient Greek comedy. Aristophanes’ comedies represent an excellent opportunity

for an investigation of this kind; in this sense, this paper contains, as food for thought, a brief

*  This paper represents a revised and extended edition of the one entitled Laughing with Ancient
Greeks. Examples of Comic Use of Metres and Sounds in Aristophanes, presented at the Workshop The
Mediterannean as a Plaza — co-organized by the Mediterranean Studies Group (Tokyo) and the University
of Urbino “Carlo Bo” and that took place Urbino, 22-23 March 2018 — and published in Hiroshi Kato,
Liana Lomiento (eds.), The Mediterranean as a Plaza. Japanese and Italian Insights on the Great Sea,
EPHESO, vol. 6, Cisalpino Istituto Editoriale Universitario, 2018, pp. 27-47.

1 Cfr. for example SOMMERSTEIN 1996b; SOMMERSTEIN 2009; ZIMMERMANN 2014, pp. 149-156.



32 L.DI VIRGILIO

selection of passages from Aristophanes’ Birds, Thesmophoriazusae, and Frogs, in which it is
possible to identify different models of “musical strategies” used by the playwright for making
his audience laugh.

It seems useful to keep in mind that the comic text can be approached with special regard
to music thanks to some “universal” techniques — all analyzable — that are common to literature
and music. A remarkable and easily understandable support can be found in the very interesting
lesson entitled Humor in Music, held by the famous chief-orchestra Leonard Bernstein in 1959
within the series of Young People’s Concerts.” In that lesson, Bernstein made clear that music
can be funny — it is something we all know — but it has to be so for some specific reasons. He
explained, then, several techniques of humoristic music, just as we could analyze a literary text
and say why it is funny by identifying, for example, its specific figures of speech.?

The aim of these following pages is to analyze the text and the scene of Aristophanes,
remembering also the teachings of Bernstein, in the attempt to present the musical techniques
of comedy in a simple but — I hope — captivating way, trying to image how ancient Greeks had
fun from music in theatre.

Before starting the review of the Aristophanic passages to be analyzed, it is worth warning
the reader that the Greek texts of the solo songs (4v. 227-262; Th. 776-784 and 1015-1055; Ra.
1284-1295 and 1264-1277;) are going to be presented in the colometry edited by me after an
in-depth study on Aristophanes’ manuscript tradition;* also critical apparatus and colometric
apparatus are edited by me.’ Greek text of the other passages, instead, reproduce Wilson’s edition.
For Ra. 1284-1295, 1264-1277 and Th. 1015-1055 an apparatus of the sources is also provided,

2 The transcript of the lesson can be found at https://leonardbernstein.com/lectures/television-scripts/
young-peoples-concerts/humor-in-music. Other bibliography on this subject can be easily found, for
example GILBERT 1926.

3 Bernstein made use of masterpieces by great composers from different times, such as Gershwin,
Haydn, Prokofiev, Mahler, Strauss, Mozart, Dukas, and many more. It seems meaningful that almost all of
the types of humoristic music selected and presented by Bernstein to his young audience exist also in other
kinds of art, including literature: surprise, incongruity, imitation, satire, pun, parody, caricature, burlesque,
elc.

4 Manuscripts consulted are listed below. IT1 P.Oxy. LXXII14935 (Th. 1043-1051), saec. II; R Ravennas
429, saec. X med.; V Venetus Marcianus gr. 474, saec. X1 vel XI1; M4 Ambrosianus C 222 inf., saec. XII
ex.; A Parisinus Regius gr. 2712, c¢. 1300; I" Laurentianus Plut. XXXI 15, saec. XIV; M Ambrosianus L 39
sup., saec. XIV in.; P20 Parisinus suppl. gr. 463, saec. X1V in.; Vsl Vaticanus Reg. gr. 147, saec. X1V in.;
P8 Parisinus gr. 2821, saec. X1V; U Vaticanus Urbinas gr. 141, saec. X1V; Vv17 Vaticanus gr. 2181, saec.
XIV ex.; E Estensis gr. 127 (0.U.5.10), saec. XIV ex. vel XV; L Holkhamensis gr. 88 saec. XV in.; M9
Ambrosianus L 41 sup., saec. XV; Mu2 Monacensis 492, saec. XV; Vp2 Vaticanus Palatinus gr. 67, saec.
XV; H Hauniensis 1980, saec. XV; B Parisinus Regius gr. 2715, saec. XV; C Parisinus Regius gr. 2717,
saec. XVI; Ald editio princeps Aldina, 1498; Suid. Suida, saec. X. Also note: codd.=consensus codicum;
p=consensus codicum Vp2HC; t=consensus codicum Vv17LB; g=consensus codicum Vp2HCLVv17B.
For further metrical analyses (yet not based on ancient colometries) and discussions, see ZIMMERMANN
1985 and PARKER 1997.

5 More technical analyses and extensive comments on the songs are contained in my doctoral thesis
entitled Le monodie di Aristofane. Metro musica drammaturgia, discussed in March 2019 at the University
of Urbino “Carlo Bo”.
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in order to let the reader easily individuate the tragic quotations (from different Aeschylus’
dramas for Frogs; from Euripides’ Andromeda for Thesmophoriazusae) contained in the songs.
All English translations are taken from Alan Sommerstein’s single editions of the plays.

1. Incongruity

In his Humor in Music, Bernstein highlighted that one of the most important features of
humor is to be found in the “incongruity”, the lack of sense of two or more things taken together.
Incongruity produces laughter and, for this reason, has to be considered a comedy technique,
even from a musical point of view. Aristophanes’ plays provide a very large amount of examples
in which a “contrast” is realized through the discrepancy between the singing characters and the
metre used, or between the metre and the scene in general.

It is very interesting to look at this elementary — but indeed functioning technique — as used
in Thesmophoriazusae, a comedy based on the parody of Euripidean tragedies. In particular,
the successful use of this strategy appears clear in the first of the In-law’s monodies of the play
(Th. 776-784).

776 o xEipeg Epod,

777 EYYEPELY YpTiv Epyw mopinm.

778 3 Gye 01, mvakwv EEoT@V SEXTOL,

779 déEacbe opiing 6Akove,

780 KNpukag Eudv poxbav. oiuot,

781  © tovuti 10 pd poyOnpoVv.

782 YDOPEL, YOPEL TOloV DAOKOL

783 Baoket’, énelyete mioag kab’ 0600G,
784 0 keivq, 0T TOEDG XPN.

[R]
777 xpfv Bentley : xp1 R, Suid. © 2064 783 k08’ 6300¢ Biset : kab6dovg R 784 keiva Mu2 tavtg

Grynaeus (hac Divus) : tadta R

776 ——ou— | an
777 wo— || 1 2an
778 3 vo—wo———— 2an
779 —_— 2an,
780 S 2an
781 6 ——— 2an,

782 ————— 2an
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783
784

780

—Uu—uu——uU— 2an
I ————o—||| 2an,
Oh my hands,

you should be setting to work at a task that demands
resourcefulness.

Come now, you smooth tablet-sheets,

receive the chisel-cut tracks

that will proclaim my troubles (dammit,

this letter rho is giving trouble!)

[T0 the knife] Go on, go on. What a furrow!

[As he throws the tables as far as he can in all directions)
Hie you, hasten by every road,

this way, that way; you must be quick!

Euripides’ In-law has been captured by the women because he had just entered, disguised as a

woman, the exclusive female assembly during the Thesmophoria in order to defend the tragedian

from the charge of misogyny. The poor prisoner thinks out a way to escape, recalling an episode

from Euripidean Palamedes, where Oeax wrote a message to his father on his oar-blades, and

then he entrusted them to the waves of the sea. The similarity between the two scenes — the

tragic original and the comic one — is explained by the In-law himself in the lines that precede
the monody (Th. 765-775).

765

770

775

Gye o, Tig EoTan punyoavn cotnpiog;

Tig melpa, Tig Emivor’; 0 pEV yop aitiog

KA’ elokvlicag €lg TolonTi Tphrypato

0V QOiveT’, oBmo. PépE, TV’ ovV <8v> dyyshov
TEPyou & anTov; 018 8y Kai 81 mépov

€k 10D [MaAapndovg dg EKEIVOG, TOG TAATOG
Ply® Ypaemv. GAL 00 TapelstY ai TAGTAL.
n60ev 0OV yévowt’ v pot mAdrton; todev <mAdTon;>
i 6’ dv, &l Tadl Taydipat’ avtl TV TAaT®dV
Ypaoov Stappintott; BEATIOV TOAD.

E0NoV Y€ Tot Ko TodToL, KAKEWW v EVLOV.

INLAW [to himself]: Come now, what device will be able to save me? what experiment,
what idea? Because the man who’s responsible for this, the man who pitched me into
all this trouble, hasn’t put in an appearance — [looking hopefully off to the side to see if
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Euripides is approaching] no, he still hasn’t. Now then, what messenger could I send to
fetch him? Ah yes, I know a trick from his Palamedes. I’ll do what that man did, write
on those oar-blades and throw them in the sea. Only the oar-blades aren’t here. Now
where could I get oar-blades from? where, oh where? Hey, what if I was to write on
these votive tablets instead of the oar-blades, and throw them around in all directions?
That’s much better. After all, these are wood, and the other were wood too. [He takes
some votive tablets from under the altar, and begins to carve messages on them with the
sacrificial knife.]

The whole scene is established on paratragedy and based on many contrasts: everything here —
the metre too — is “perfectly incongruous”, and for this reason “perfectly comic”.

As highlighted by the Italian scholar Enrico Medda, in this monologue is already possible
to recognize an “Aristophanic reinterpretation of tragic monologue”,® in particular of the type
that regards a decision to be hold. While this kind of monologue in tragedy takes generally
place ad spectatores, here Aristophanes makes the In-law plan his escape while many women
do surround him.” Furthermore, the comic character is dressed as a woman and now is prisoner
in the sanctuary Thesmophoreion, trying to act as a tragic hero but actually speaking to wooden
tablets, and having some problems in writing the letters of his savior’s name “Euripides”, as we
learn from 1. 781.

From a musical point of view, the “contrast” is to be found in the rhythm used for the In-
law’s song. In line with the tragic scene the character is re-interpreting, the monody is composed
in the so-called “lamentation anapaests”, whose many examples are in tragedy.® In this scene, a
simple man dressed as a woman and in the act of trying to catch Euripides’ attention, throwing
on the ground wooden tablets stolen from the sanctuary, uses a rhythm of tragic lamentation:
in other words, the rhythm is the basic tragic element, while the context is comic. Anapaests
with long syllables in tragedy are generally associated with grief and sorrow, but here the slow
rhythm emphasizes instead the carving, and expresses the difficulty of the operation. Particular
effort is comically expressed when the In-law has to carve the round line of the Greek letter 740
(P) of the name EYPIITIAEX — the metre underlines Mnesilochus’ strain, since p makes long
the previous syllable. All this composition is “incongruous”, and if we analyze the text paying
specific attention to metrics, it is possible to understand how music was in contrast with text,
scene and character, perhaps imagining people laughing while hearing this song.

6 MEeppA 2006, p. 100 («rilettura aristofanea del monologo tragico).
7  Cfr. Meppa 2006, p. 101.
8  Cfr. GenriLI — LoMmienTO 2008, pp. 129-130.
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II. Imitation

“Imitation” can be considered the opposite technique of contrast. As Bernstein declares in
his lesson, «the first and simplest way that music can be amusing is by simply imitating nature.
It’s one of the oldest ways of making you laugh — by imitating things or people». As just in the
previous example of Thesmophoriazusae part of comedy was created by the fact that the In-law
was imitating Oeax — and we must not forget that another actor is playing the part of Euripides
and then, on a second level, of Euripides acting as several tragedian heroes — also music can
imitate something in a comic way. We are dealing with a sort of “universal law”: if we come
back again to Bernstein’s words, the similarity between modern and ancient times, together
with modern and ancient basic principles of music, appears really striking: «it’s like comedians
who do impersonations of famous stars: like impersonating Greta Garbo... or impersonating
Katherine Hepburn... But the way music does this is by imitating sounds, sounds we all know,
like mosquitos, or trains, or ox-carts, or little chickens, or a big sneeze».

2.1. Vocal imitation of sounds. From a literary point of view, imitation of sounds is known
under the name of “onomatopoeia”, a very common figure of speech so strictly related with
music — technically, and not by chance, it is a figure of sound. As regards sounds of nature, the
renowned Hoopoe’s second song in Aristophanes’ Birds (Av. 227-262) — a comedy where the
concept of mimesis is used by the dramatist in every sense and single possibility — represents the

most enlightening example we can consider.

227 €10 TTOL TTOL TTO 7O TO TOL 7O TOL.
228 0 b ito 1o itd itd

229 3 1o T O TRV EPMY OUOTTEPOV”
230 6601 T £06TOPOVG AypoikmV YOG
231 vépeabe, pOha popio kpbotpdywv
232 ¢ omeppordywv tE Yévn,

233 oL TETOUEVOL,

233° poABaknyv iévto yijpov.

234 ? doo T’€v dhokt Bopd BOIOV Apet-
235 TTTUPiled’ OSe AemTov

236 ndopéve eova.

237 12" 110 T10 T10 T10 TIO TIO TIO T1O.

238 660 0’ DUAV KATO KTV

239 €Ml K1I660D KAAOESL VOOV EYEL,
2407 15 16 te xat’ Gpea T 1€

240° KOTWVOTPAYQ TG T€ KOLOPOPAYQL,
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241 avboarte meToEVA

242 B 1pog guav oddav:

243 P1oTd* TPLotd” ToTOPPIE.

244 of 0’ élelog Tap’ AOADVOG OELVGTOLOVG
245 2 gumidag kamted’, 6oa. T’ €08pOGOVG
246 Y1 TOTOVG ExETE AEL-

247 pudva v’ €pogvta Mapabdvog,
248 2 fpvig mTepOmOiKINOG

249 arTorydc drTorydc.

250 OV T’ £mi movTIoV oldpa BoddoonC
251 27 Dbl pet’ dAkvovesot TotdTat,
252 dedp’ 1€ TELGOUEVOL T VEDTEPQL,
253 névto yap EvOade edL’ aBpotlopev
254 30 olwvdv TaVa0dEIpOV.

255 fKeL Yap Tig OpYdg Tpécug

256 KOvVOG yVOUNV

257 3 kovdv Epyov T EyxelpnTng.

258 AL’ 117 &g Adyovg dmavtal

259 debpo dedpo dedpo dedpo

260 3¢ 10poTOPOTOPOTOPOTIE

261 KIKKood Kikkofod

262 TOPOTOPOTOPOTOPOMAMALE.

[RVAMUI'M9Vp2HCVv17LBAId]

232-233" coniung. AUVp2HVvVI7LAId 2332-233" coniung. M 233-234 Oopa | U 234
Bdrov | gAld 234-235 Bddov — hemtov | U dporrittuPiled” bde | gAld 235-236 coniung. A
Aemtov — eova | gAld 238-239 khadeot | A €mi kio- | gAld 239-240? vopov — t¢ (alterum) |
A -cov— Opea | gAld 240°-240" kotwvotpaya | M te (tertium) | U td (alterum) — kopapo@aya
| gAld 240 spatium atque punctum inter dpea et té ponit M9 240" spatium atque punctum
in alto inter Kotwotpdya et Td ponit M9  te | RVIM9 14 — xopopopdya | M 240"-241 spatium
inter kopopo@dya et avocate ponit M9 kopopoedyo — metopévo RVUTM9 241-242 coniung.
AMpLBAId 243-244 Bpi& — 6&votopovg | U 244 dc0 — avrdVoG | gAld 244-245 éumidog |
A 10g 0&votopovng Eumidag | gAld 245 kamted’ — gvdpoocovg e | gAld 245-246 kanted’ — Eyete
|A 246-247 Aeyudvo — Mapaddvog |A  Mapabdvog| U yiig (vel yag) — koi Aeud- | gAld 247
-vo. — Mapabdvog | gAld 248-249 coniung. AUT 255-257 coniung. A 256-257 coniung.
U 256 om. A
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227 éno mot mdt o 7o 1o 1ot o 7ol R : €md” mol* md* o mod* md* mo* wo* ot V Emdmol’ momd® mond mond
nomoi A €monoi 6 md* 1o* 16 wd* wH* 16* moi M émonol: momomonomonol ool U €nd mol (§nd moi I2) -
76 6* 76* 1o mol (moi ') momol (momoi I?) T'! € mo mo mo mo o o o o woi M9 énonoimomonol: ToOTOV
nmonor Vp2 €ronot momond® momoi monoi Vv17 enomoi morond® monoi: momoi- LAld énomol. nd. 6. mo.
monoi. Tonol B émonol momomnol womoi ool HC, énomnoi ol monoi momoi ool Suid. € 2807 228 it
(vel itd) quater RVAMM9pVv17LAId : quinquies Suid. € 2807, semel XV, ftd quater I, ftw quater U*B,
bis XX, fto 1o ito ite U 229 itvo A éudv om. A 230 aypav g (aypoikav s.l. B)  yvog
MI™ : yoiag RVAUT™*M9gAld 234-235 aperrirroPilecd’ (-titlu- U) AU
RVMUI'M9Vp2CtrAld, Suid. € 2807 : septies H decies AM9* 239 khadeoot R khadeoty I 242
avdav RAT*UMpVv17LALd v.1. ZM: dodév VMIP*MIB? 243 1p1otd” tprotd’ totoPpiE R, Suid. € 2807

:TPLoTTd” TPLoTTd” ToPPIE V Tp101d Tpotid 1otoPpi€ (-PpoE B*) AB* tp1otd tpotiotd: toPpi& MI' tpottd-

237 10 octies

Tpot10TTd ToPpi& (-Ppv& Br) I'MIB tprotvtpotictotpPpié U tprotd: tprotd: tpotiotod (totpt- Vp2C
tp1- H) toPpi& pVv17LAId 244 oi RVAMUI'MO9B" : o0 ¢(B*)Ald  edAeiog A éhelovg I 245 tag
éumioag CLBAId 6o R kaumted’ pVv17L, Suid. € 1020 (kaumtete) post ebdpdcovg add. te pVvI1T7L
246 post &yete add. kai gAld 247 1ov époevra gAld 248 1€ post Opvig add. gAld 251 motdte
R*Ald 254 post olovav add. tdv Vp2Vv17Ald 256 Kowvog yvounv om. A
RVUI'MI9VvV1I7LAId : v’ épywv ABp €pyov M, Suid. « 1175 259 dedpo quater AUVp2CVvI1TL : ter
H quinquies RVMI'M9B, Suid. T 2807 260 topo- quater (topotopotopotop- Vv17) RUTHVv17,
Suid. T 2807 : quinquies MVp2CLBAId sexies VMO septies A -ti§ RVMO : -tiy§ AMUI'¢q, Suid. t 2807
261 xwckofad bis RVI'M9¢Ald, Suid. t 2807 : xikkaBav bis M kikkapav kikkiafa A kikkalod kikkafod
U 262 topo- ter VP*UI'gAld : quater RA bis Suid. t 2807, totototopo M tpoto MO v.I. ' -AMALE
RAL : toamME VMpVv17LAld todriyé UIB, Suid. T 2807 toAMAAMAME M9 v.. T’

257 Epyov T

227 extra metrum

228 —o—u—u—u—u— 3ia

229 —o—u—o—u—o— 3ia

230 D baiacr

231 o u—su— U= iaP" 3da, , (iambel)
232 —uu—uu— 3da, .

2332 NN tr vel ia

233° R 2tr

234 NN 2ia hypercat
235 vy 2tr

236 —u——— 3da, .

237 12 extra metrum

238 o 2ion™

239 Uum—uuuuuu— ion™tr hypercat

vel ion™ ia hypercat (2ion™ hypercat)
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2407 B voououoy an

240P NN I | 2an, .

241 ] an

242 B oo an

243 extra metrum

244 0 —o——u——0o——u— 4cr

245 e 3er

246 —o—uuu— 2cr

247 —uuu—uuu— || 3cr, vel 2cr sp
248 Ho o tel

249 —o—u 2er

250 —su—su—uu—— 4da (alecm)
251 27 —Lo—vu—uu—— 4da (alcm)
252 —Uu—Uu—Uu—UU 4da (alcm)
253 —Lu—uu—su—uu 4da (alcm)
254 0 2an,
25— 2an

256 E— an

257 B 2an

258 ——u—u—y 2tr

259 —v—v—u—y 2tr

260 3¢ extra metrum

261 —o—u— 2cr

262 extra metrum |||

Epopoi, popopopopoi, popoi!

lo, i0, ito, ito, hither, hither,

hither let all my feathered fellows come!
230 All who dwell in the country plough-lands

rich in seed, the myriad tribes of barleycorn-eaters

and the races of seed-gatherers

that fly swiftly and utter soft notes,

and all who in the furrows often
235 gently twitter over the turned soil

with joyful voices, like this,

tio tio tio tio tio tio tio tio!

And all of you who find their food

in gardens on the ivy branches,
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240

245

250

255

270

kind of bird, as the Hoopoe is going to explain a new political project. At the beginning of
the comedy, in fact, Peisetaerus and Euelpides, two Athenians disappointed by their city, have
reached the Hoopoe, asking for advice on some new towns in which eventually live free from

and you of the hills, the oleaster-eaters and the arbutus-eaters,
hurry, come flying to my call:

trioto trioto totobrix!

And you who in the marshy valleys swallow

the sharp-biting gnats, and all you who inhabit

the well-watered regions of the land and the lovely meads of Marathon,
and the bird of patterned plumage, francolin, francolin!

And you whose tribes fly with the halcyons

over the swell of the open sea,

come hither to learn the news;

for we are assembling here all the tribes

of long-necked fowls.

For a sharp-witted old man has come here,

novel in his ideas

and an attempter of novel deeds.

Come to the meeting, all of you,

hither, hither, hither, hither!

Torotorotorotorotix!

Kikkabau, kikkabau!

Torotorotorolililix!

This song arises from the mouth of the Hoopoe, king of the birds, to call and gather every

any annoyance (4v. 39-48).

40

45

ol u&v yap obv tértyeg Eva uv’ 1j dvo

€Ml T®V KpaddV ddovs’, ABnvaiotl 8’ del
€mi 1@V SIK®OV gdovot mavta Tov Piov.

Su tadto TOVoE TOV Phdov Padilopey,
KavoUV &’ EYOVTE KOl yOTPOV KOl LOPPIVog
mavopedo (ntodvie TOTov Ampiypova,
Omot kabpvbévte dlayevoiped’ dv.

0 6¢ otOAOG V@IV E0TL Tapd TOV Tnpéa,

Tov Emoma, Top’ Ekeivov ThEchat deopévom,

&1 ov o1 TNV €10 MOMY 1) *TEMTATO.
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That’s the thing: the cicadas chirp on the branches for a month or two, the Athenians
chirp away at lawsuits continually all their lives long. That’s why we’re trekking this
trek; with a basket, a pot and some myrtle-wreaths, we’re wandering in search of a
trouble-free place where we can settle and pass our lives. Our journey now is to see
Tereus the hoopoe, wanting to find out from him if he’s seen a city of that kind anywhere
he’s flown over.

After evaluating the possibilities shown by the Hoopoe, Peisctaerus gets to an eccentric
idea: he wants the Hoopoe himself to establish a new city, the city of birds, located in the air,
where they could finally live in peace. The Hoopoe is excited: he is ready to found the new city,
but first he has to summon the community of the birds in order to have a complete approval.
Thus, he calls his companions by singing this long monody, which is really a masterpiece of
music.

We shall later come back on the extraordinary metrical-rhythmical mimesis, but for the
moment, it will be sufficient to list the onomatopoeias created by Aristophanes to reproduce
birds’ different voices:

1. 227 £mo mot oL O TO 7O TOL 7O TO,

1. 228 io i® 1o {to {td tto;

1. 237 110 T10 T10 T1O0 T1O T1O T1O T1O;

1. 243 tp1o16° Tp1LOoTH” TOTOPPIE;

1. 249 dtraydc dttaydg (francolin’s Greek name is onomatopoeic);

1. 259 debpo dedpo dedpo debpo (the adverb “here” is used as a sort of onomatopoeia, with a
repetition leading to the real onomatopoeias of 1. 260-262);

1. 260 topotopoTtopotopoTis;

1. 261 xikkapad kikkaPad (as for the francolin, owl’s Greek name is onomatopoeic t0o);

1. 262 topoTOPOTOPOTOPOMMAILE.

Apart from sounds of nature, voice can also imitate sounds produced by objects, with comic
effects.

In Frogs, for example, Euripides blames Aeschylus for the monotony of his compositions.
After having sung a first monody, composed of Aeschylean tragedy quotations whose every
second line presents the same rhythm (Ra. 1264-1277, see forward), Euripides’ aim is to
demonstrate that Aeschylus’ songs, as long as one tries to vary the way of composing, yet are
sounding always the same. It is for this reason that Euripides introduces a second monody, this
time composed “in the manner of kitharodic nomoi” (11. 1278-1282):
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Al O Zed Bacthed, TO ypiipo TV KOTOY SGOV.
gy pév odv &ig 10 Pooveiov Bovropan
1280 VIO TAOV KOT®V Yap TA VEPP®D Bovfovid.
Ey. unzmpivy’ drovong yadtépav otdov Lehdv

€K TV KIOUPOIKDY VOLL®V EIPYACHEVTV.

DIONYSUS: Lord Zeus, what an orgy of striking! [Making as if to depart] As far as 'm
concerned, [ want to go to the bath-house; all these strokes have given me swellings in
the ... kidneys.

EURIPIDES: Not before you’ve heard another series of songs, made out of lyre tunes.

Arranged as a little nomos, the following monody is a combination of several Aeschylean
lyric quotations, again with a recurrent anapaestic line (on metrical-rhythmical comedy see
forward), but also with a recurrent onomatopoeic line created to imitate the sound of a kithara.
In fact, in order to reproduce a typical Aeschylus’ song, Euripides would really need a kithara,
but he does not have it. Therefore, after every two lines, he reproduces by himself, by using his
own voice, the sound of the kithara, by singing tophlattothrattophlattothrat.’

1284 Omwg Ayoudv

1285 diBpovov kpdrog EALGS0g 1iag
1286 * toplattobpatTopratTobport
1287* Zolyya dvcapeptay

1287° npOTOVIY KOVOL TEPTEL

1288 ¢ topArattobpartopratTodpat
12892 oLV dopl Kal yepl Tpdik-
1289° topt Bovplog Gpvig

1290 ° toplattobpatTopratTodport
1291 KUPETV TOPAGH DV

1292 iTopodc Kuoiv depopoitolg
1293 12 ro@lattobpattoprottodpot
1294 TO oLYKAMVEG T €’ Alavtt

9 In his edition, Sommerstein accepts Fritzsche’s emendation of the text. For other vocal imitations
of strings consider, for example, Ar. P. 290 Opettavelo Opettavero, or Archil. fr. 324 West, whose
onomatopoeia tiveAla has been interpretated, since the antiquity, as imitation of the sound of kithara (cfr.
Schol. vet. Pi. O. 9. 1c, vol. I p. 266 Drachmann: Apyiloyog @ Hpakdel Duvov ... anopncag kibapmdod
Sé Tvog Aé&emg O oG Eppmoato). Cfr. Roccont 2003, pp. 81, 91.
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1295 TopAatTofpoTToQAaTTOfpOT

1284-1285 A. Ag. 108-109 1287°-1287" TrGF A. Sphinx F 236 1289°-1289" A. Ag. 111-112
1291-1292 TrGF A. inc.fab. F 282 12924 TrGF A. Thressai F 84

[RVM4AUEP20P8Vs1LAId]

1284-1285 coniung. UP20P8 12872-1287" coniung. AUVsl 12892-1289" npaxtopt | VM4ELAILd
coniung. RAUP20P8Vs1 1289" Bovprog 6pvig | VM4AELVs1Ald 1291-1292 coniung. AUVsl
1292 itopoig kvotv | depogoitaig | P8 1293 om. U

1285 fipav LAId 1286, 1288, 1290, 1293, 1285 10 pAlatto- vel sim. codd., pAatto- Fritzsche, cft.
v. 1296 12872 dvcopepiav Dindorf : -iav codd. 1291 xovpeiv V 1292 depogoitoig APS
-puvtolg V 1294 v om. LAld  hunc v. in quibusdam exemplaribus defuisse testatur Timachidas ap. X
1284 o iapenth

1285 wumuu—uu—— 2an,

1286 3 oo 2ia

1287* —wumuu— 3da, .

1287b T — anpenth

1288 b o—u—u—o— 2ia

1289° —wu—uu— 3da, .

1289° oo anpenth

1290 9 oo 2ia

1291 v — iapemh

1292 wumuu—uu—— 2an,

1293 R 2ia

1294 wmu—uu—y 2ia,

1295 wmu—u—u— 2ia

1284/5 How two Achaean kings united in power, of Hellas’ young manhood

(phlattothrattophlattothrat)

Sphinx, the bitch that presided o’er days of ill-fortune, were sped with
(phlattothrattophlattothrat)

spear and avenging hand by a bird of martial omen
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1290 (phlattothrattophlattothrat)
which handed them over to be the brutal air-roaming hounds’ prey
(phlattothrattophlattothrat)
and those who gathered around Ajax

1295 (phlattothrattophlattothrat)

It seems not an improbable suggestion that Euripides, every time in the act of singing the
onomatopoeia, pretends to play the imaginary musical instrument, comically moving his arms

on an invisible kithara.

2.2. Rhythm imitating content. As it has been said at the beginning of paragraph 2, imitation
may act in many different ways, even from the musical point of view. Looking again Hoopoe’s
second monody in Birds, we are provided of one of the most striking examples of the mimetic
use of metres-rhythms. As already highlighted by the Italian scholar Roberto Pretagostini, both
the first and the second songs of Hoopoe in this comedy are established on the concept of
metrical mimesis.'® At 11. 209-222, in fact, the Hoopoe sings a high-refined song to his wife the
Nightingale: this monody is composed in “lamentation anapaests”, as the Nightingale’s human
past (i.e. when she was Prokne) is marked by the murder of her own son Itys and by dramatic
events involving his husband Tereus (then become the Hoopoe). At the same time, the second
Hoopoe’s monody, the call of the community of the birds category by category, is characterized
by the evocation of each kind of birds by a constantly new specific metrical choice. It is possible
to summarize the seven big “sections” created by the strong relationship between the text and the
metrical structure, while we shall focus in detail only on two particularly interesting passages,
two prime examples of metrical mimesis.

I) 1. 227-229 (c. 1-3): calling all the birds — iambs;

1) 11. 230-237 (c. 4-12): birds dwelling in the country plough-lands — iambs, trochees, dactyls;
M) 11. 238-243 (c. 13-19): birds from gardens — ionics a minore; birds from the hills — anapaests;
IV) 11. 244-249 (c. 20-25): birds dwelling in places full of humidity — cretics; the single francolin
is distinguished by a telesillean, but the section is recomposed in cretics with the last line/colon,
which contains the name of the francolin;

V) 1. 250-254 (c. 26-30): birds from the sea — dactyls;

VI) 11. 255-257 (c. 31-33): Peisetaerus — anapaests;

VII) 11. 258-262 (c. 34-38): conclusion — trochees, cretics and extra metrum.

Here I would like to take into special consideration 1. 240-243, referring to the small birds
picking olives with their beaks, invited to hurry up and come to the Hoopoe. Except for the

10 Cfr. PrRETAGOSTINI 1988.
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extra metrum of 1. 243, this section is composed entirely of anapaests. The exclusive use of short
syllables is to imitate the smallness and the speedy of those birds, in what could be imagined as
a musical accelerando or vivace. This sense of vivacity is realized by the combination of this
particular metrical form and the high number of alliterations: so, imitation of birds is realized by
metre and voice, and the exaggeration of the speedy is cause of comedy too — the global effect
is similar to that of a tong-twister. Using again Bernstein’s words, «speed has been one of the
main things about wit always; “fast and funny” — that’s the rule for jokes».

2407 15 16 te xat’ Opea T 1€

240° KOTWVOTPAYO. TO TE KOUOPOPAYaL,

241 avboarte meTdEVA

242 8 1pog éuav addav:

243 p1oTd° TPLotd” ToTOPPIE.

2407 RNV NN an
240> vuvuuuuuouoy || 2an, ,
241 S A an
242 B oo an
243 extra metrum

The contrary happens, with an effective comic result, al 1. 255-257, when the Hoopoe has
to explain the meaning of the call: an old man has come with a new political project, which
involves the birds. Anapaests again characterize this section, but now with a very different form
if compared with those of the previous example. Here the anapaests present only long syllables,
because the intent now is to evocate the slow dragging-on typical of old people like Peisetaerus.
The musical effect is that of a rallentando, in comic contrast with the general lively variety of
the rest of the monody dedicated to birds.

255 fKeL Yap Tig OpYdG Tpéaug

256 KOVOG YyVOUNV

257 3 kawdv Epymv T yxelpnTic.
25— 2an
256 - an
257 B 2an

The power of rhythms to produce a special effect on the audience and to induce some
particular perception on people is testified also by Aristides Quintilianus, de Mus. 11 15, 15-17
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“Winnington-Ingram”:

Tdv 8’ év io@ Loym ol pev d1d fpayeldv yvopevol Hovev taylotot Kol Oepudtepot,
<ol 6& d10 LoKPAY LOVEOV PpadiTepor> Kol KATEGTOAUEVOL ...

Of the rhythms in equal ratio, those composed only of short syllables are most swift
and more passionate [thermoteroi, lit. “hotter’], those composed only of long syllables
are slower and calm. (transl. Barker).

1I1. Parody of music, musicians and musical instruments

For making people laugh, music can also be used — and so it was by ancient comedy
playwrights — as a parody of itself, and even thanks to the comic and parodic use of a musician.
Well-known are, for example, the personification of the Music in Pherecrates’ Chiron, or the use
of (more or less) technical musical terms with reference to sexuality, like y1alewv and clpvialewv
in Aristophanes’ fr. 930 Kassel-Austin, and even the sexual mockery directed to poets and
musicians.'" Here I shall focus on the figure of the auletes in Birds, a play in which, actually,
there are even two pipers, with different dramaturgical roles.

Atthe beginning of the comedy, the Hoopoe goes behind the skéné and sings a sweet serenade
whose text, full of musical references, is an invitation for his wife the Nightingale to wake up
and raise her wonderful song with her voice (4v. 209-222). Only at the end of this actor’s solo,
the audience hears the voice of the Nightingale, reproduced by the sound of the aulos, as it is
testified in medieval manuscripts by the parepigraphé aviel (or avAel T1g) collocated after 1.
222, and also by the ancient scholium 222¢ Holwerda.!> Everything happens behind the skéné,
which reproduces the wood, as several stage directions identifiable from the text itself inform
us.!”® The Nightingale herself will not appear before 1. 667, when she is finally invited to enter
the stage in order to reach her companions from the Chorus. In fact, she is revealed to be not
only a bird — the Nightingale indeed — but the real auletés, as she is provided of a strange beak
similar to a pair of skewers and of a sort of belt on her head (1. 672 puyyoc 6perickow Exet; 674
4o Thg KePOARG TO Aéppa). As we were already informed that the voice of the Nightingale was
the voice of the aulos, now in these two objects we can identify the two canes of the aulos and

11 Apart from the classical study of TAlLLARDAT 1965, with specific reference to pp. 458-459, an
accurate summary is provided in Reccuia 2017, p. 64 n. 2, in a study of Aristophanes’ fr. 930 Kassel-
Austin.

12 av)el RV: todto mopemtyéypantor Snhodv, 61t upeitai tic v dndéva RVI2M g £t Evdov oboay
&v i} Aoyun VMIIM.

13 Cfr. 11. 202-203 (Hoopoe) BSDpi y(‘xp éu[}(‘xg avtike Pak’ glg v M)xunv / gnert’ aveyelpag v Eunyv
0mddva; 207-208 (Peisetaerus) &y’ mg oot &ig v Moyunv / eiofowve kavéyepe v dndova; 223-224
(Euelpides) & Zebd B(wmsv oD (peayuarog rova@tov / olov KatepeAT®oE TNV Xoxunv 6Anv. 265-266
(Peisetaerus) GAlwg Gp’ obmoy, ig Eouk’, eig TV Aoyuny / uPog Endle yopadpiov HLovUEVOS
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the phorbeia, respectively.'* As a result, we can conclude that the auletés of the play is used as a
real character of the play, surprising the audience. We can also add that, as Euelpides is seized
with sexual passion towards the Nightingale, Aristophanes’ spectators would have laughed at
this amazing whole scene. The Nightingale-auletes reaches then the Chorus for the parabasis
(11. 676-800), as it is confirmed by the text of the kommation (11. 676-684):

o QiAn, & Eovo,
@ piktatov opviwv,
navtov Ehvvopue TV POV
Duvov, EbvTpo’ andotl,

680 0eg, MAOec, dpdng,
Novv PBGYYyoV Epot pépovs
AL, & koAMBOOY KpEkovs”
OOV EOEYpaGY 1pLVOlS,

Gpyov TOV AVOTUicTMV.

O beloved one, O vibrant-throated one,
O dearest of birds,
partner of all my songs,
Nightingale my companion,
680 you have come, you have come, you have appeared,
bringing your sweet voice to me!
Now, you who play the notes of springtime
on the fair-sounding pipe,
introduce our anapaests.

But just few lines after the parabasis, around 1. 848 a religious procession enters the stage,
in order to sustain the Priest in the foundation of the new city. The Chorus, as we said, has its
own auletés, the Nightingale, but for this special circumstance invites Chaeris, a real auletés,
to accompany its song for the religious moment. It seems that Chaeris, in fact, was a musician
being used to take part in city rites playing his aulos, and more than once he is mocked by
Aristophanes or by other comedians for his bad playing of for his habit to take advantage of
circumstances. In Ar. Ach. 16, in fact, Dikaiopolis narrates how he once got upset when Charis
appeared in theatre for playing the Orthios; at 1. 866 of the same comedy, then, some annoying
pipe-players are depicted as “offspring of Chaeris” (Xoupidfic Bopfadror). In Ar. Pax 951,
while Trygaios and his Servant are preparing the sacrifice, the Chorus exhorts to be quicker,
because if Chaeris sees them, “he’ll come up uninvited to play the pipes” and then “he’ll puff

14 Cfr. RoMER 1983; BARKER 2004.
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and labour” for getting something."” Schol. (vet.Tr) Av. 858a Holwerda reports that Charis
became auletes after having been a “cold” kitharoidos (6 Xaipig 00t0¢ KIOapm®IOG YuypOg Kol
véyovev avAntg) and, in this sense, in Pherecr. fr. 6 Kassel-Austin, from Agrioi, Chaeris is
expected to be mentioned in a list of the worst kitharoidoi."®

From the text of 4v. 848-861 it is possible to understand that Charis appears on the scene, he
plays something on his aulos, and then he is sent away badly. His playing, in fact, is immediately
stopped by Peisetaerus, who reproaches him as “raven” (1. 861), notoriously the most unmusical
of the birds.

PEISETAERUS:

[...]1 As for myself, I’ll summon the priest to organize the

procession, so that I can sacrifice to the new gods. [...]
CHORUS:

I agree, I concur,

I hereby join in recommending

that great and solemn processional hymns should rise

to the gods, and at the same time as well, to win

their favour, we should sacrifice a sheep or so.

Let it rise, rise, rise, the Pythian cry,

and let Chaeris pipe an accompaniment to our song.

[The piper plays on, solo, but untunefully. ...]
PEISETAERUS |[calling angrily to the piper]:

You, stop your blowing! [Coming closer to him] Heracles,

what’s this? By Zeus, I’ve seen plenty of strange things, but

this I’ve never seen, a raven in a piper’s muzzle!

People, then, does not laugh just because an actor-character is moved away from the scene,
but because they hear something terrible, possibly out-of-tune. It is a pure comic moment,
inserted by Aristophanes just when concentration and solemnity are expected: an accident in the
fluidity of the plot, realized by using music and musicians, and even playing with their identities
at the same time. Parody and surprising are working together for comic intention.

Strictly related with the comic use and abuse of music and musicians is also the parody
of musical instruments, as it happens in Frogs. During the scene of the poetic agon between
Aeschylus and Euripides, the older poet introduces the first Aeschylus’ parodic song (1l. 1309-

15 Pax 950-955 obrovy auiicesbov; ¢/ 6 Xoipic dudc i, / tpdoeioty odAfcmv dkAn- / tog, Kata
7006’ €D 010° 811/ PLGHVTL Kol TOVOLUEV / TPOGSMHGETE SHTOV.

16 (A.) ¢ép’ 10w, KiBopmOG Ti KhKioTOG €Yévero; / (B.) <6> Ileiciov Ménc. peto <tov> Méinta
<&>nv/(A) & atpép’, ydnida, Xaipic.
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1328) against Euripides with these words (1l. 1304-1308):

€VEYKATM TG TO AVpLov. Kaitot ti o0&l
1305 AOpag €l ToDTO; OV *OTIV 1) TOIG 0GTPAKOLG
abt kpotodoa,; debpo, Moda” Evpuridov,
TpOg fivrep Emtndeto, TadT GOV LEAN.
AL obm mob’ 1) Mobo’ ovk éhecfialev, 0.

AESCHYLUS: Bring me my lyre, someone — but on second thoughts, who needs a
lyre for this job? Where’s that girl who plays percussion with broken bits of pot? [Calling
within] Come here, Muse of Euripides; you’re the proper accompaniment for these songs
to be sung to.

[The “Muse of Euripides” comes out, she is an old and ugly woman, heavily made up,
and dressed like a prostitute. She holds a pair of potsherds, which she will clash together
to provide an accompaniment to the ensuing songs].

DIONYSUS: This Muse used to be — well, she certainly wasn’t part of the Lesbian
tradition!

A sequence of rapid coupes-de théatre characterizes this scene. In order to start singing, at
1. 1304 Aeschylus requires a lyre, but immediately he corrects himself: they lyre is a too noble
instrument to perform Euripides’ poetry... some clappers will be sufficient! A comic joke is
realized by the substitution of the musical instrument, but we are also dealing with a parody of
a second level. In fact, these same clappers are not invoked with their proper name, kpdtoia,
but with 6otpaxoa, earthenware. Furthermore, a freakish Muse is invited on the scene: she is
not a proper Muse, but a prostitute dancing in a lascivious way while playing the earthenware.
This example is indicative of the wide scope of parody, involving also music in it. The whole
Aristophanic scene, in fact, contains continuous parodic references to the Euripidean Hypsipyle,
thanks to a continuous interaction of literal quotations or echoes within the monody,'” allusion
to some scenes,'® the call of the Muse that in tragedy pushed the queen Hypsipyle, by now slave
to Nemea, to play the rattles to accompany Opheltes’ sleep,' etc.

IV. Parody of a style

Parody of a poetical style, with reference to some precise verses, can be often connected

17 Cfr. 1. 1312 dpocidpevor and fr. 7, 4 Cockle = TrGF E. Hypsipyle F 753¢, 4;1. 1329 and fr. 57+81,
pp. 110-111 Cockle = TrGF F 765; 1. 1322 and p. 137 Cockle, 7rGF F 765.

18 Line 1322 could refer to Hypsipyle embracing one of his sons; cfr. SOMMERSTEIN 1996a, p. 276.

19 Cfr. fr. 1, II, 7-14 Cockle = TrGF E. Hypsipyle F 742f, 7-14.
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with musical parody. Aristophanes in Ra. 1264-1277 provides a very enlightening example:
Euripides’ first monody is meant to imitate Aeschylus poetry, in order to make clear to Dionysus
that Aeschylus is always repeating himself, producing boring lyric. At 11. 1249-1250, and then
1261-1262, Euripides introduces his parodic song with these words:

Ey. xoipv & v’ oic o0tov amodeifom Kooy
pelomotov Gvto kai Toobvta tadT’ det.

hvv ye HéEAN Bavpaotd delget o Thyo.

€lg &v yap avtod whvta to péAN EUVTEUD.

EURIPIDES: All right then, I’ve got material with which I shall prove that he’s a bad
lyric writer and that what he composed was always the same thing.

[sarcastically] Oh, very marvelous indeed! We shall see presently. I’'m going to cut down
all his lyrics to a single measure.

The monody Euripides is going to perform is made of fragments from different Aeschylus’
tragedies, and it is characterized by the repetition of a refrain consisting in the line i1} K6Tov ov
nehdBelg €n” dpwyav, extrapolated from Aeschylus’ Myrmidons (fr. 132 Radt). Actually, if we
consider the ancient colometry of the song, the sense of repetition is even rhythmic, thanks to
the recurrence of a 2an, (or paroemiac), always with the same aspect, in given positions of the
whole piece. In fact, being the monody a cento of Aeschylus’ verses, for each quotation every
first line is always metrically different, while the second one is always a 2an . Euripides’ intent
is to show, from a musical point of view, that as long as Aeschylus tries to change metres and
rhythms — and even trying to pass from one play to another — he always falls back into the same
one. The comic “hypnotic” effect of this musical choice is such “hammering”* and “effective”
that even Dionysus, performing his duties as judge of the poetic competition, is dragged along
by this repetitive anapaestic thythm and, when he interrupts Euripides by commenting on the
song, he unconsciously uses the same anapaests.

12642 DODT” Ayided,

1264° i 0T’ AvdPodAiIKTOV AKOV®MY
1265 3 1N kOmov 0V TEMGOEIS £ ApwYav;
1266* ‘Eppdv pév mpdyovov

20 Cfr. also Dionysus’ 11. 1278-1280 (“Lord Zeus, what an orgy of striking!” etc.)
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1266° tiopev Yévog ol Tepi AMpvay.

1267 ¢ in kémov 0b meAGBEIG £ Apwyav;
1268 AL 500 oot KOT®, AicyOAe, TOUTO.
1269 KOOOT” Axoudv ATpemg

1270 Ev. ° molvkoipave pévOavé pov mol.
1271 in kO6moV 0V mEAGOEIS €’ Apw@YaV;
1272 Al 1pitog, doydAE, GOl KOMOC 0VTOC.
1273 Ev. !Zgdgoapeite peMocovopot

1274 dopov Aptédog mELOG otyety.
1275 in kOmoV 00 meAAOELS £ ApwYQLV;
1276 B xopiog el Opogiy

1276° 3010V KpATOG aiclov avopdV.
1277 i kO6moV 0¥ meAGDEIC €’ Ap@YaV;

1264°-1264" TrGF A. Myrmidones F 132 1265, 1267, 1271, 1275, 1277 TrGF A. Myrmidones F 132
1266°-1266" TrGF A. Psychagogoi F 273 1269-1270 TrGF A. Telephus F *238 1273-1274 TrGF
A. Hiereai F 87 1276°-1276" A. Ag. 104

[RVM4AUEP20P8Vs1LAId]

1264°-1264" coniung. VAM4UEP20P8VsILAId spatio inter Ayi\led et ti relicto coniung. R
1266*-1266" coniung. AUP8Vs1 1266*-1267 om. E 1269 Atpémgte | L 1269-1270 coniung.
U 1276°-1276" coniung. AUVsl  «kpdrog | L 1276" aiclov avépdv | L

post 1263 parepigrapham diavA0v (vel -10v) Tpocaviel Tig pracbent plerique codd., Suid. § 804, dtavitov
npocavAel Ald, om. A "Ayidhed RVAUEVs1, ZME : Ayiled M4P20P8LAId, XV 1265 i komov Heath
(cfr. Z) : ifxomov codd. 1266°-1267 om. E 1268 5w UP8Vsl 1269 Atpémgte L 1270
pov om. A 1272 & Aioydre L Aioyodre Ald 1273 ebonueite VE 1276" 6d10v P20L, cfr. A.
Ag. 104: 6¢ dlov R 6c1o0v VM4AUEP8Vs1Ald

1264¢ —— jgpents

1264° N 2an,

1265 30— su—uu—uu—— w— extra metrum 2an,,
1266 ———vo— 3da, .

1266° UUEUVE 2an,
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1267 bo—  Cu—uu—uu— w— extra metrum 2an,,
1268 Cu—uu—uu—— 2an,

1269 ——u——u— ia cho

1270 9 wo—vu—vu— || B 2an,

1271 o= uu—uu—uu—— w— extra metrum 2an,
1272 | 2an,

1273 e 4da, ,

1274 vumvu—uu— 2an,

1275 N N N w— extra metrum 2an,,
1276° B —vu—uu— 3da/\/\

1276° Cu—su—uu—— 2an,

1277 o= uu—uu—uu—— — extra metrum 2an,

EURIPIDES [to pipe accompaniment]:
Phthian Achilles, O why, when thou hearest the sound of men dying —
1265 Al, ai — stricken, advancest thou not to their succour?
We, the folk of the lake-shore, do honour to Hermes our forebear —
Al, ai — stricken, advancest thou not to their succour?
DIONYSUS [setting two pebbles aside]: That’s two strikes against you, Aeschylus.
EURIPIDES:
1270 O most glorious of the Achaeans, great ruler and son of Atreus, mark what I tell thee —
Al, ai — stricken, advancest thou not to their succour?
DIONYSUS [setting aside a third pebble]: Aeschylus, that’s your third strike.
EURIPIDES:
Keep ye silence: the Bee-wards approach, to open Artemis’ temple —
1275 Ai, ai — stricken, advancest thou not to their succour?
Strong am I yet to declare that sign that sped men on their journey —
Al, ai — stricken, advancest thou not to their succour?

V. Aprosdoketon

Finally, we are going to consider a particular form of surprise, the so-called aprosdoketon,
which could be defined as the «disappointment of the spectators’ expectation».?! Asprosdoketa

21 ZmMMERMANN 2014, p. 155.
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may regard many aspects of the text and the stagecraft, for example puns, paragrammastismoi,
jokes or the appearance of an unforeseen character or a character acting or dressing in an
unexpected way. Musical aprosdoketa are nowadays traceable from metrics, so that we are able
to have an idea of what surprising effects could happen from a rhythmic point of view, always
connected with the semantic aspects of the text itself.

The conclusion of this paper follows a sort of Ringkomposition, because among
Aristophanes’ songs, a very appropriate example can be found in the second monody of the
In-law, in 7h. 1015-1055. The context of this song is the same of the first one analyzed in these
pages, as the In-law is still prisoner of the women, since every attempt to escape reveals itself
to be unsuccessful. The man is still complaining to himself because he is enchained. If at 11.
777-784 he compared himself to Oeax, this time he considers his fate to be very similar to
that of Andromeda, Euripidean character from the namesake tragedy represented just the year
before. He decides, then, to sing a complaint made of quotations of Andromeda’s original tragic
complaint. The parody is complete, and involves opsis, lexis and mousike.

Within the monody are condensed many lexical aprosdoketa, like the continuous switching
from the use of the feminine (In-law acting as Andromeda) to the masculine (In-law speaking as
himself), as at 11. 1020-1021 and 1022-1023; the paragrammatimos xnuév for kdpov at 1. 1031,
with reference to the unwholesome passion of Athenians for voting; at 1. 1033 the substitution
of the marine monster supposed to devour Andromeda with Glaucetes, a well-known glutton
in Athens, often mocked by comedy playwrights.?? Lexical aprosdoketa are realized with — or
better, strengthened by — metrical aprosdoketa. Since the song is composed of tragic quotations,
it shows text and metrics belonging to the relative tragedy. But the In-law is not able to carry on
with his fiction from the very beginning until the end, and each time, after few lines of quotation,
he speaks as himself, as a man, interrupting the (para)tragic performance and obtaining a
hilarious effect. Every time the register of the In-law swifts from tragic to comic, from high to
low, also the metre changes, generally — and significantly — with a rhythmic upturning (note the
use of the epiploke for stressing the passages from tragic to comic register, for example at 11.
1055-1051 with the upturning of the dactyls into anapaests; also the passage from a quotation
to a proper comic line or section is often marked by the change of metre). It is possible to
acknowledge to metre (and music) a guiding function for the understanding of the scene and the
song: with these rhythmic surprising “seesaws” fitting the text, comic passages are amplified,
and the audience has more fun.

Both dramaturgical and musical parody count on the fame of the model: Andromeda’s
tragic complain must have been very popular for the audience that had listened to it just the year

22 Cfr. schol. ad Th. 1033 Regtuit £€nel oyopdyog kai yaotpipapyos 0 Ioavkétng, og év Eiprvn
dnAodtar; Ar. Pax 1008 Mopiye Tekéq Thavkétn kth.; PL.Com. fr. 114 K.-A. & Ogie Mopuye mhg yop oo
daipmv Epug; / kai Mhavkémge N yijtta, koi Aewyopag, / ol {ijte Tepmvidg ovdev évhovpovpevol. Parody is
enhanced by the sounding wordplay between kntet and ['Aoviérn.
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before.” Aristophanes uses that lyric complaint two times in Thesmophoriazusae: in the monody,

we are telling about and in the one just following in the play, at 1. 1065-1072. Unfortunately, we

are not able to recover the melody of the songs, but it seems probable that the solo of 11. 1015-

1055 had recalled the music of the Euripidean model. Translating Fraenkel’s words, we have to

admit that “the Athenian audience must have had more fun than us, because often it was able to

distinguish parodies from original already from the melodies”.*
Here is the text of 7h. 1015-1055, provided with its English translation and metrical
analysis: indicated in bold type, it is possible to identify the specific passages in which metrical

aprosdoketa accompany verbal aprosdoketa.

1015
1016
1017
1018
1019
1020
1021
1022
1023
1024
1025
1026
1027
1028
1029
1030
1031
1032
1033
1034
1035
1036
1037
1038
1039

21

24

oidat TapBévor eilat,
TdG av améAbotpu Kol
TOV ZKUONV AaOoyu;
KAOELS, O
TPOoGadovs’ avTalg &v Avtpolg;
KOTAVELGOV, EAGOV (OG
TNV YOVOIKA P EAOETv.
dvotktog 6g 1 €dmoe TOV
TOAVTOVAOTOTOV BPOT@V.
HOMG 6¢ ypaiav dmopuydV
campay ATOAOUNY OU®G.
60g yap 0 TkvOng pvAas
oAt EQESTNK’ OLOOV dpiAoV
EKpEOcE <ue> kopall delmvov.
0pQc; oV yopoicty ovd’
VO’ MKV veavidwv
[yfipov] knuov €éonk’ &govs’
AL’ &V TUKVOTG OEG OOV EUTETAEYLEVN
kntet Popa Fhavkétn Tpokepot.
younAio pev ov Evv
ToLdVL, decpim O,
yodiche W, ® yovaikes, MG
péhea pev mémovOa péleog,
® TOAOG EYD TAANG,
Ao 6& ovyyovev aAN’

23 Arist. Pr. XIX 40 contains an interesting consideration about the “natural” phenomenon of “going
after” a well-known melody, as it produces in the “captured” listener a feeling of pleasure.
24 Cfr. FRAENKEL 1962, p. 178.
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1040 dvopa mabeo, POTO ATOUEVA

1041 77 moldékputov Atda ydov pAéyovsa,
1042 oiod oiol € &,

1043 0g &’ ane&opnoe TpdTOV,

1044 30 8¢ ue kpokOEVT” AuPEdvoEY,

1045 €mi 8¢ t0lode 100’ avémepyev

1046 iepdv EvBa yuvaikes.

1047 3 i pot poipog av ETikte daipov,

1048 ® KOTAPATOG EYG. TIG EULOV OVK EMOWYETOL
1049 maOog Auéyaptov Eml KAKAV TOPOVGIQ,;
1050 3¢ &i0e pe mupeopog aibépog ot

1051 T0v papPapov é€oréoerey.

1052 oV yap £1” dBavatav pAOYo AevooEV
1053 3 gotiv époi pidov, Og Expepdodny,
1054 Aoupdtumt’ dym dopdve’, aidrov

1055 VEKLOLY €Tl Topeiay.

1015-1016 7rGF E. Andromeda F 117 1018-1020 7+GF E. Andromeda F 118 1022-1023 7rGF'E.
Andromeda F 119 1029-1032 7rGF E. Andromeda F 122 1034-1041 7rGF E. Andromeda F 122

[RIT]
1027 6)o0v | R 1027-1028 dopihov — kopaét | R 1028-1029 deinvov — yopoiow | R 1029-
1030 003’ — veavidov | R

1017 AaOoyu Ellebodius : Aoy RMu2 1019 npocddovs’ dbtaic Sommerstein : TPOGRSOVGGOL
R? (ex -ovooat, quod habet ) Mu2 1028 pe suppl. Mehler 1031 yfjpov del. Hermann 1032
gumenieypévn Mu?2 : évremheypévn R 1034-1035 &vv maudvt Zanetti (cum carmine Divus) : Eupmoidvi
RMu2 1039: aAA’ Scaliger : aAhav RMu2, dvop’ Blaydes 1040 Jtopéva Enger (cf. IR deopévn)
: Mropévay RMu2, avtopéva et -pévay TRV 1041 préyovoa Enger : pevyovcov RMu2 1044
apeédvoey IR : évéduogv RMu2 1047 6v £€rikte Casaubon : dvetikte RMu2 1052 Aevooew Biset

: heboey RMu2 1054 Sopove Bachmann ap. Fritzsche : dopoveov RMu2

1015 ——u—u— ba ia
1016 —vu——u— cho cr
1017 3 —u—u—¥ || 2tr .
1018 o ba
1019 oo 3ba

1020 CUNENVEVE glyc
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1021 —u—u—— 2tr, A

1022 v—u—u—u— 2ia

1023 K wuu—u—u— 2tr,

1024 o—v—vouu— 2ia

1025 —u—u—u— 2ia

1026 2 oo 2tr, vel cr ia
1027 oo 2Hr

1028 vuvu<uS>u—u—Y H 2tr

1029 B baia

1030 vmu—u—u— 2ia

1031 —o——v— 2cr

1032 18 ——u———u—u—u— 3ia

1033 ——u——u—u—— ia 2tr, .
1034 v—u—u—— 2ia, (ia ba)

1035 21 —o—o— || 2ia, (ia ba)
1036  vmo—u—u— 2ia

1037 wuv—u—uuu || 2tr

1038 e 2tr,

1039 ou——— cr ba

1040 VNN do ia

1041 7 sou—ouu—u—u—x || do 2tr, ,
1042 extra metrum

1043 wuumu—u—v 2tr

1044 0 Luvuu—u—u 2tr

1045 wovmueou—v 2tr

1046 wou—ou— || 2tr,, , vel pher
1047 3B ———u— do ZtI'A A
1048 —co—vu—uuu—u—u— do 2tr, vel hem™ 2tr,
1049 wuuu—uuuu—u—o— || 1 3ia

1050 ¥ —Lo—su—uu— 4da,

1051 ——uu—uu—x | 2an,

1052 B 4da,

1053 ¥ —o—su—uu— 4da,

1054 —_—————a—u— 2do

1055 YT |H tr/\/\

1015 Maidens, beloved maidens,
how can I get away and
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escape unseen by that Scythian?*
Dost thou hear, O thou in the caves
that singest in response to my cries?
1020 Grant my prayer and let me
go home to my wife!*
Pitiless he who bound me,
me the most afflicted of men:?’
having just escaped from that decayed
1025 old woman, I’'m done for just the same.
For this Scythian, long since
posted to guard me, has hung me up,
doomed, friendless, to make a meal for the ravens.
Seest thou this? Not now in choral dances, nor
1030 among the young woman of my own age
do I stand, holding a voting-urn by the funnel,”®
but enmeshed in numerous bonds
I am cast forth to be food for the monster... Glaucetes.”
Not with a hymn for a bride
1035 but with one for a captive
lament me, you women,
for I am wretched and have suffered wretchedly —
O unhappy, unhappy man that I am! —
and treatment, moreover, at kindred hands, against all right,
though I besought the man,
1040 kindling a tearful
lament of death —
ah me, ah me! [sobbing]| —
he who began by shaving me,
he who garbed me in a saffron robe,

25 The In-law swifts from the tragic role of Andromeda to himself, referring to the Scythian guard
placed next to him.

26 The In-law surprises the audience by praying for the possibility for him to come back to his wife,
thus abandoning the role of Andromeda.

27 Even if, within the tragic quotation, the use of the masculine in place of the feminine is cause of
comedy, the passage from 2ia to 2tr, is already witnessed in Andromeda’s respective fragment of P.Oxy.
2628.

28 The scholium to this passage simply notes that these words are taken again from Andromeda
(médv €€ Avdpopédag), but does not specify the “boundaries” of the quotation. VAN LEEUWEN 1904, p.
30, supposes that, for Aristophanes’1. 1031, the respective Euripidean text could be k@pov €éotni’ dyovs’,
modified by Aristophanes in knuov £€otnk’ €yovs’ in order to mock In-law’s philodikia.

29 See p. 23 and e note 22.
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1045 and moreover sent me up
to this sanctuary, where the women are.
Alack for my fate
which a god engendered!*
Accursed that [ am!
Who will not behold
my unenviable sufferings, in which such sorrows are present?
1050 Would that the fiery meteor of the sky —
might utterly destroy that barbarian!
For no longer does it please me to look
on the immortal flame of day, since I have been hung up here
in a god-sent torment to make one slit one’s throat,
1055 on a darkling journey to the land of the dead.

Many more examples of musical comedy strategies can be traced in Aristophanes’ plays.
What has been provided here is just a selection presented as food for thought and intended to
show, in a hopefully sufficient and simple way, how ancient Greek comedy used all kinds of
resources for making the audience laugh.

It is worth to specify that, when we speak of “Aristophanes”, we actually deal with the
paradosis of his text. Nevertheless, by making a deep investigation into the colometry of the
songs, as transmitted by ancient manuscripts and papyri — as for the examples proposed in this
paper — it is possible to notice a very strong relationship between colometry and dramaturgy, as
between the text, its metrics and its meaning, and even with other poetic texts (as we have seen).
Coherence and meaning are so strong, from both a musical and dramaturgical point of view, that
appears impossible to consider the ancient colometries only a mechanical work of some late
grammarian. On the contrary, in every case — as it is demonstrable through concrete examples —
into the paradosis we seem able to recognize the poet’s touch and will.

As regards the main issue of these pages, we may conclude that, on one hand, investigating
in depth metrical structures, by putting them in relationship with the text and the scene, allows
the modern reader of Aristophanes to enter the poet’s laboratory and understand his way of
composing. On the other hand, we are able to recognize that the mechanisms of humor in music
are not so far from our mentality and way of composing/understanding music and its messages.

30 This passage could be considered a comic aprosdoketon if we think that the daimon, for the In-law,
is actually Euripides, the cause of all of his troubles.
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