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PREFACE

This project originated in a series of discussioetveen the editors in the
summer of 2007 in Nicosia, Cyprus, where we bo#iderl at the time.

Intrigued and excited by the strides in the disciegeof new fragments of
post-classical comedies and particularly Menandet&ys in the last

twenty years, we nonetheless had to admit thastinge in productivity

was lacking a comprehensive assessment of theidtigrep with respect to

the orientation and status of current researchhim field. We also

acknowledged that the thought of creating not sochmuwanother

Companion to Menander but a showcase of the sigmfinew approaches
to New Comedy, the fresh perspectives which haduditb so much

improvement in the way 21-st century scholars apate the genre, had
been circling our minds independently much earl&ill, the idea may

never have come to fruition, had it not been comimatad to Professor
Stratis Kyriakidis, one of the editors of CSP’s ritles series. It was
immediately showered with sweeping enthusiasm amcbw@wagement,

such as we both personally have experienced, tintk again, by this

unfailingly supportive mentor. Professor Philip Higr was no less eager
to endorse the project and effectively facilitdte publication process.

Over the three years that this volume was in pepar, we incurred
considerable debts and profited from the assistarad generosity of
many individuals and institutions. Special thanke &irst due to the
anonymous readers of CSP and the Pierides seniethdod numerous
invaluable suggestions and incisive comments.

Professor Colin Austin would be the protagonistto performance’s
cast, had it not been for a harsh interventionyah€. That notwithstanding,
he remained a steadfast supporter of both the gir@ed the people
involved in it to the very end. The news of his tlleeeached us on the
very week the final version of the manuscript reedithe imprimatur—a
fact that only accentuated our great sorrow. Wesbelthat he would have
enjoyed this book and we were looking forward te tomments of the
scholar who more than anyone else contributed ® dher-growing
appreciation of postclassical drama nowadays. Tédicdtion of the
volume to his memory can convey only a small fiattof our deep
respect and gratitude.

Demetris Beroutsos, Stephanos Efthymiadis (Openveisity of
Cyprus), loanna Hadijicosti (Open University of Qyg), Richard Hunter
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(Trinity College, Cambridge), loannis M. Konstargak(University of

Athens), Theodoros Stephanopoulos (University dféBa and Antonis
Tsakmakis (University of Cyprus) read parts of ttidume and offered
invaluable advice, or assisted us otherwise iroften exigent business of
setting up a collective volume.

We have been fortunate to labour alongside foutingjsished
specialists of Menander and Greek Comedy; fromiainiapproaches,
exchanges of first ideas and outlines, throughfeheaulation of the final
drafts of their chapters, we enjoyed working withfaur colleagues and
learned a lot from them. The Open University of iy the University of
Athens, Trinity College, Cambridge, the British 8ohat Athens and the
American School of Classical Studies in Athens hprevided grants as
well as the congenial environment necessary fordewéc research.
Antonis’ wife Erika hosted numerousvurooto in their Nicosia home,
which allowed the idea of the book to ferment andwg After all
Menander has always been best with dessert and wine

There is one more person who deserves very spbeiaks for all the
extremely meticulous work she did proofreading thidume over and
over again and saving us from numerous mistakes.v@&mnts to remain
anonymous. “Thank you” is very pale to expressgtaditude we feel.

This book is intended not only for the specialiNComedy scholar
but also for the advanced graduate and undergradtiatient working in
the fields of Classics and Cultural History. Alinlp quotations of Greek
and Latin are translated.

Nicosia & Athens, September 2010

Note on the Text of M enander

Menander's plays are quoted from the followingieds:

Dyskolos Sandbach 1990
Aspis:Jacques 1998

Dis ExapatonArnott 1979
EpitrepontesMartina 1997
MisoumenosArnott 1996b
PerikeiromeneArnott 1996b
Samia:Arnott 2000
Sikyonioi:Blanchard 2009
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INTRODUCTION
NEW COMEDY UNDERNEW LIGHT

ANTONISK. PETRIDES
AND SOPHIA PAPAIOANNOU

New Comedy, chiefly Menander, has virtually re-egeer from the
tenebraethanks to the spectacular papyrological discoveofelte 19
and 20" centuries. The unfolding of those discoveries thrdling story,
eloquently related byHORST-DIETER BLUME in Chapter One of the
present volume (“Menander: The Text and its Restmrg. First and
foremost, it is a story of triumph: between thdelicitous moment in late
antiquity when Menander’s texts stopped being abpied the celebrated
publication of theMembrana Petropolitandy Viktor Jernstedt in 1891
barely more than a glimpse of Menander’'s work waailable, and this
only to a limited number of experts.

Composed in 1893, C. P. Cavafy's songetitiic Avoapeotnuévog
(“Displeased Theatregoer”), for all its multiple het reverberations,
provides a taste of the sensational exhilarati@t Menander’'s belated
rediscovery caused.The poem, itself dramatic in form and set in a
supposed Roman theatre during a “Menandrian” pmdorce, is deliciously
ironic, as it jibes at the “barbarian” who was otcg apparently no longer
indispensable for getting to Menander:

“Amépyopat, anépyopor. Mn kpdret pe.

Tng andiog kon aviag gipon Bdpa.”

“ITAnv petv’ oAlyov yapwv tov Mevavdpov. Kpipa
60V va otepnng.” “ YPpileis, dtipe.

"Mévavdpog givan Tavta to Aoyida,
6&eoTol OTiYO1 KO TOUSAPLADIES PILLCL;

! cavafy celebrated the re-emergence of Herodasjridtis much less competent
“Ort ppiopPor tov Hpddov” (1892).
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Agec V' anélbw tov BedTpov Tapaypnpa
Kot ATpobeic va otpéyo €16 ta 1.

"Tng Popng o anp ¢’ épbeipev eviermg.
Avti va Kotakpivng, emawveig dehmg
K emevonueig tov BapPapov — g Aéyetan,

"Tappévtiog, Tepéviiog; — OOTIG OTADG
S84 Aativov atedhdvog ov KoAdg,
mv 86&av Tov Mevavdpov pag opéyetor.”

“l am leaving, leaving. Do not hold me back.
I'm a martyr to ennui and te@vulsion.”

“But stay a while for Menander’s sake.
What a pity if you miss it.” “You insult me.

Menander’s are they, then, these wdahknées,
these unpolished verses, this childish speech?
Let me leave this theater straightaway

that | may go home—uwith no little relief.

The Roman air has ruined you utterly.
Instead of condemning, you timidly
acclaim, applaud this uncouth—what’s his name?

Gavrence, Terence?—whose only talent

is for composing those Latin Atellans;

yet nonetheless he hungers for Menander’s fame.”
(transl. D. Mendelsohn)

The Membranawas but a thrifty foretaste of the feasts to en(baace
perhaps the smug bitterness of ff@rsona’stone). Cavafy would soon
witness greater discoveries than that, even clasdrome. We do not
know what his final verdict was about Menander. &éeknow, however,
that amongscholars unsurprisingly, the initial excitement was swiftl
tempered by apprehension. Too much was at $takey all, the “golden
Menander” Mévavdpog 6 ypvcodg, test. 126 K.-A.) was regarded by
ancient scholars as a playwright and poet of tgadst rank, renowned for
his realistic portrayal of life and his skilful poait of charactef.

2 Cf. Lever 1959/60.

® Testimonia 83-167 K.-A. collect all known ancigntigements on Menander’s
merit. Among them stands out testimonium 119 (atraek from Phrynichus),
which betrays the kind of animosity which eventyaibnsigned Menander to near
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Menander’s reputation in fact took a definite lihd sympathetic critics
soon found themselves in the defensive, as theveeed texts to the
minds of many failed to live up to the hype. Dissfaction with the
redivivus Menander could materialise into a hailstorm of tebit
disappointment as late in time as 1990. The folhgnextract from Peter
Green’'sAlexander to Actiuns the pinnacle of that trend:

“The moralizing asides thrown ito give these puffball plays extra weight
should not blind us to the fact that they wetee precise ancient
equivalents of modern situation comedies or soagraspA contemporary
reader may find some difficulty in appreciating tteasons for the high
status Menander, for instance, enjoyed throughatitjaity (though not,
interestingly, during his lifetime). [...] ObvioyslHellenistic society was
not chiefly remarkable for kidnappings, coincidémape, and contrived
happy resolutions. What, then, did AristophaneBy#fantium mean when
he praised Menander for so skilfully imitating #f@he compliment cannot
but strike us as paradoxical, since to our wayhifking Menander’s plays
are remarkably formulaic and artificial. [...] Whstirred admiration for
Menander was the (to us, gingerly) way in whichskeé about broaching
[social and literary] conventions, to put on stagmmething at least
approaching life as it was actually lived, sometdess of everyday
Athenian existence. To borrow a phrase from Dr.ndoh,it was not so
much that he did it well as that he did it at'll

Unqguestionably, Peter Green’s diatribe is an isolatcho of bygone
critical extremism. Too much water has already mmder the scholarly
bridge for Menander to still be considered, so iihessly, a frivolous
maker of “puffball plays”. Yet, the Menander-chapth Green'’s
otherwise magisterial book remains indicative ofseries of diehard
prejudices which lingered in New Comedy criticisror ftoo long,
misjudgements by which younger generations of schakere beleaguered
and to which they reacted with a vengeance.

One striking such notion, for instance, is thatrfotcentury theatre,
including Comedy, was an era of decadent mannerigmatorical
sentimentalism, and inane recycling of conventioasfallacy rarely
guestioned by scholars until a groundbreaking 12@ficle by Pat
Easterling entitled “The end of an era7his belief went hand in hand

oblivion for almost two millenniaody 6p®, pa tov ‘Hpoaxéa, ti ndoyovoty ol tov
Mévavdpov péyav dyovieg kol aipovieg vmep tO EMAMViKOvV dmav. On Atticist
disapproval of Menander, see Horst-Dieter Blumé&apter in this volume.

4 Green 1990, 67. All the emphases are ours.

5 Easterling 1993.
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with the idea that, in an era of crisis for the dematic polis culture,
Menander’s choice was to cultivate an “apoliticgénre of comedy. New
Comedy was routinely taken as a comedy of ¥ita privata which
consciously eschewed the great public issues, imelsras the individual
was increasingly estranged from politics (“politicdisenchantment”,
Green calls itf. The aura of introversion that enveloped New Comedy
encouraged also, we hear, by an intrageneric tranglay already from
the beginning of the fourth century, to steer clefaioo explicit references
to topical matters. New Comedy was reduced to aenfemtastical and
inconsequential boy-meets-girl scenario. The idgickl purchase of this
scenario and the conspicuous “marriage imperativieith drove it to an
end was routinely missed.

Furthermore, Green evinces the insistent tendency gauge
Menander’'s Comedy not in its own right, but agamgierficially akin but
ultimately dissimilar analogues, such as the Comefdijlanners. Such
tendency was often almost mechanical even amongb#st critics.
Compare, for example, Geoffrey Arnott's definitiaf character in
Menander with that ohumourin the Comedy of Manners by William
Congreve (1670-1729). For Arnott, character in Metea is “the sum of a
person’s idiosyncrasies in speech and behaviouextarnally viewed set
of matching characteristics that slot into a comigral pattern like the
tesserae of a mosai€For William Congreve, correspondingly, humour,
that is, the constitution of bodily fluids which mditions human
personality, was “a singular and unavoidable mamfetoing or saying
anything, peculiar and natural to one man onlywhbych his speech and
action are distinguished from those of other nmeAtnott's view on its
own, of course, obviously stems from T.B.L. Webstearlier description
of New Comedy character as “a mosaic-like additioh small
characteristics*® The similarities between the three are, | thinkganny
and the conceptual genealogies clear. Even toybe ef the most astute
and appreciative scholars Menander’s charactees oféeded the more or

® Green 1990, 52.

" Cf. Green 1990, 66: “What emerges—something whotgdictable in the light

of political and social developments—is new to Qrditerature: the private

comedy of manners”. See also Post 1934. The “defesfcMenander by Post is
interesting, insomuch as it arguably constituteglicit acceptance of the fact that
Menander did not write comedy as “sophisticated’has Comedy of Manners

counterparts.

8 Arnott 1979, xxxii.

® Congreve 1696 at McMillii1997, 475.

19\Webster 1974, 44.
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less implicit juxtaposition to their supposed kthe fops and rakes of
Wycherley, Congreve or Moliére, to make full sense. wonder that,
pushing it a step further, less competent or syhgiat critics than Arnott
or Webster also found them to pale in comparison.

After all, even the first cousins of Menander's mwers, Plautus’
uproarious and extravagant vagabonds, were fourzk ttivelier, looser,
and more perceptiblfunny To the minds of many Menander still seems
to have diluted the comiwis of Aristophanes! while the resurfaced
specimens do not even vindicate his supp@gedt “realism”, i.e. being
true to the life of the late-classical and Hellénigolis. Bespeaking a
distinct modern uneasiness towards this strand oofiic discourse is
perhaps the fact that Menander, even his completalmost complete
plays, never became the favourite of modern theatactitioners?
Menander's comedy for a long time seemed almost éamest and
sentimental to be truly relished. Exposing thisgpben Halliwell even
entitled an earlier version of his seminal essayMsnander’'s humour
with the provocative phrase: “What is there to laugbout in
Menander?*® Halliwell’s intent was of course thoroughly redsist, as
he showed that humour in Menander could capitalise subtler
mechanisms than the obvious laugh-out-loud bantamely on
manipulating the perspectives of internal and ewskraudiences (a
technique he terms “perspectivism”). Halliwell dired the point that
Menander’'s comedy can still be worthy of its naméeut being side-
splittingly hilarious, by being even ambivalenttérms of its psychological
impact. The fact alone, however, that in 2007 tlen€ in Menander
could still represent a “problem”, because it is @atirely commensurable
with known standards of “funniness”, speaks volunassto the ever
growing urgency for new perspectives on the comeftlyostclassical
times.

Eventually it was all a matter (obviously) of soutekts and (less
obviously) of adequate hermeneutic tools. A panthed towering
scholarly figures deserve credit for establishing axplicating Menander’s
texts mainly in the cardinal 1960s and 1970s, thetiag time in which
Menandrian Studies were truly established as a fislth a strong

1 For an apologia on behalf of Menander againstahisusation, see Post 1931.
Suggestively, Post more guards Menander againatzaafable identification with
Terence, thadimidiatus Menanderrather than sets him straight against earlier
comic tradition.

12 A complete study of MenanderNachlebenon the modern stage is still a
desideratum

13 See Halliwell 2007 and Halliwell 2008, 388-428.
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groundwork of editions, commentaries, monograpimg] articles on all
aspects of Menander’s theatrical 4rthe relative stabilisation of the texts
in this period and the comprehensive studies wkash the light of day as
a result were foundational for anything that folemvsuit. However, it is
the central claim of this book that in terms ofrheneutics it was actually
the 1980s that ushered in an era of new intelléeigaur. From the 1980s
onwards, a number of new approaches inspired maglysemiotics,
structuralism, intertextuality, performance criici, reception theory,
cultural poetics, ideology, and gender studiesusity revolutionised
criticism on New Comedy, Greek as well as Romare dbjective of this
volume is to showcase a representative, thoughtaatityi not exhaustive
sample of such new perspectives on the Comedysi€lassical times and
to imply routes for further exploration of this gen

The individual contributions in this volume apprbadew Comedy as
theatrical performance, but also as a dynamic playéhe socio-political
discourses of the polis culture that gave birtlit.td he chapters highlight
continuities as well as discontinuities with thdteral and literary past of
Athens and the Greek world, but mostly emphasiseptbgressiveness of
New Comedy as a genre and its importance for ttezam culture of
Hellenism. The chapters, with the exception of Bdsrintroductory one,
are dual in nature: expositional of a method, thet gractical examples of
it. They are arranged in a fashion which underlitiess major theoretical
underpinnings of New Comedy studies, as they airgl#eveloped in the
present: Cultural Studies (Konstan and Lape), texéwality and
Performance (Petrides and Omitowoju), Receptiop@Rannou).

DAVID KONSTAN'S “Menander and Cultural Studies” sets off with a
survey of this field from its early establishmem WUniversity of
Birmingham’s Centre for Contemporary Cultural Saglito its modern
multifarious ramifications. Konstan himself, withsaries of articles now
collected in hisRoman Comed{1983)and Greek Comedy and Ideology
(1995), was among the pioneers of introducing Calt$tudies into the
study of New Comedy. Cultural Studies, the postmodeter-discipline
par excellence, ushered into the study of MenaRlaytus, and Terence a
whole arsenal of new hermeneutic tools musteredh ftiee full array of
social and political sciences. The development prastal, arguably one
of those “egg of Columbus” moments in the histofysoholarship, in
which so simple and so retrospectively obviousliettual shifts make
such difference in the evolution of a field. Theas of inquiry central to

14 Full bibliography, up to 1995, in Katsouris 1995.
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Cultural Studies are practically identical with tbategories mostly at
stake at least in the comedy of Menander: socés;Icivic status, gender,
and age as loaded determinants of social positiwhidentity. Cultural
Studies exposed the densely overdetermined charaftélenander’s
deceptively simple and mundane plots, revealing, elcample, how in
Konstan's own words, “the romantic complication ttlenstitutes the
surface plot of a Menandrian Comedy may lie athwartlternative story
line based on tensions of class and status”. It s@ssimple yet so
consequential. The Cultural Studies perspectivéh) W§ strong political
and ideological tendance, elevated New Comedy ftoenobscurity of
supposed political irrelevance to the epicentreaofruitful, and still
expanding investigation of the ways literary woikdate-fourth century
and Hellenistic Athens, as well as in Republicamm@p mask, inflect,
critique, subvert or reaffirm the ideological prppasitions of the society
in which they operate.

Konstan’s article exemplifies the gains promisedtbhg practice of
exposing the hidden ideological operations and mesnof the literary
work, in order to grasp its significance as anwactproducer of social
discourse. He centres on three cases studies fremaiMier'sDyskolos,
Aspis and Samia which deal respectively with the categories aissl|
status and age. In tH@yskolossection, Konstan explains how a cultural
critic would be attracted to the ways in which ahd reasons why two
contrasting themes and story lines—one about anketous agelast, and
another about class tensions—share the same marsgace in this early
piece by Menander. A Cultural Studies-inflectedlgsia, Konstan writes,
would focus on the strategies the play employst fio interweave the
story lines, and then to make a point about thaffienation of civic
solidarity over disparities of class and wealth.eTAspis provides
opportunity for comment on the status of slaves hod Menander’s
Comedy serves to naturalise the institution inghme time that it is wont
to portray slaves of intelligence and moral stagdigual to that of free
Athenians. The&samiaaffords the longest case study of the chapteitsas
plot reveals how in New Comedy the social hieraralyong age groups
can be mapped onto the status difference of freestve or citizen and
non-citizen. In theSamia, Konstan maintains, age and status reinforce
each other by constructing the free adult maleeitj such as Demeas is
and Moschion becomes, as the locus of power arttbétyt. A Cultural
Studies perspective bespeaks how even such urliverggions as anger
can have socio-political significance in this difen. The Samia
furthermore, which presents three paradigms ofticglship between
parent and child (adoption and two distinct caskvoficia, one of a
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bastard of Athenian lineage and another, supposetine with a foreign
mother), and three types of sexual union (rapese&esual sex, and incest),
lays bare a major contradiction in Athenian idegtdtpat an adopted son
of Athenian lineage (Moschion in this respect) barne more legitimacy,
which in this case translates into a right to karel prosper, than a natural
son from a foreign mother (Moschion’s supposeddcifibm Chrysis).
Ultimately, it hinges upon the crucial ideologidabue for democratic
Athens: ensuring the legitimate reproduction oftibey politic.

The most important category of gender, a centratem of Cultural
Studies and a concept with an illustrious traclord@as a conceptual tool
in the study of fifth-century theatre, is reservied autonomous and
exhaustive examination in Chapter Three SysaN LAPE (“Gender in
Menander’'s Comedy”).

Like much else, gender came surprisingly late to ilmmedy, despite
the fact that the genre pivots on the relationsvbeh men and women.
New Comedy may still, here and there, be dubbedndartic”, as it
concerns tortuous unions between boys and girls, aviercome obstacles
of various kinds to consummate their love. Them strange, contrived
things, though, involved in this: in New Comedy|estst of Menander’s, it
just so happens that citizens always marry citizénasvever unfeasible
that may have seemed at first. Coincidenceogn may cause short-term
suffering (for example in a raped girl), but in #ed it effects or salvages
unions oftentimes impossible otherwise (such asridass matches or
marriages rigged by what Lape calls the doubledstath in Athenian
gender ideology, as in thepitrepontes. No union is ever sanctioned in
Menander’'s Comedy—as a rule and provided that wanat fooled by the
evidence—outside the purview of Athenian laws aadms pertaining to
marriage, citizenship, and legitimate procreatibor that matter, New
Comedy even adheres to the stringent and inflexitdes of Perikles
(451), which enjoined that both parents be Athemifor a child to be
entitled as a citizen. In fact, in late-fourth aewt in a period when the
law of Perikles may have relaxed, New Comedy isuoig on upholding
its clauses, even more than the state itself. Therethe myth that New
Comedy confines itself to théta privataimplodes in the face of gender:
gender is a social script, not a biological realand marriage is not the
culmination of a sentimental affair, but a sociahnsaction with
reverberations for thesalus publica.The relations between men and
women in Menander’'s comedy are far from innocembantic liaisons,
insomuch as sex, marriage, and procreation, in deatio Athens
especially, are anxiety-ridden, socio-politicallpnditioned public acts
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rather than liberties of the private individual.Uape’s own words, gender
is “a culturally specific story about the behavigumwles, and psychological
makeup assigned to males and females on the biakislogical sex but
which do not necessarily derive from biological .8e@ender, in Greek
society as well as in New Comedy, is crosscut wdther social
determinants, such as ethnicity, status, kinshig, social role. It is thus
invested with a set of expectations attuned witficiaf ideologies and
axiologies. In Athens it serves as a mould for tmesing citizens, male
or female, and ensuring the continuity of tiieoc as the nucleic element
of the polis.

In her chapter, Lape focuses specifically on the/ Wew Comedy
reifies the Athenian gender system infusing it witbmocratic values,
even in a time when democracy in Athens was in.pehis alignment of
ToyM, social custom and political ideology is particiygproductive. New
Comedy plot lines are even ultra-democratic in e as they fashion
egalitarian bonds beyond conventional practices Thithe function that
Lape sees, for instance, in New Comedy’s interataggiage, such as the
one achieved in th®yskolos.She contends that this overemphasis on
egalitarianism is not unrelated with the threatdemocracy caused by the
emergence of Hellenistic kingdonBhat said New Comedy’s take on the
official gender system is not straightforwardly idatory. Lape also
examines, focusing on tf&amiaand theEpitreponteshow in some cases
the genre exposes also its tensions, contradictanms$ double standards,
especially as regards courtesans, wives, and slaves

Intertextuality looms large—in the purview of parhance criticism—
in ANTONIS K. PETRIDES’ “New Performance” (Chapter Four).
Intertextuality, or indeed “inter-visuality”, thegperty of spectacle to call
in systems of reference, thus functioning as aertextual marker in its
own right irrespective of verbal cues, is postudatebe an inalienable tool
for conceptualising what is essentially “new” inftN€omedy performance.

Performance Studies, an umbrella discipline, wheghmined figure
skating and street theatre alongside Sophocles Shdkespeare,
traditionally grew outside of Theatre and Drama &épents, to “attract”
and incorporate theatre theorists and practitioirethe process. This, at
least, was certainly the case in the two Americanvarsities most
commonly acknowledged as the discipline’s birthptac NYU and
Northwestern. At NYU, as a result of a happy sypergtween a theatre
man, Richard Schechner, and an anthropologist, oWicTurner,
breakthroughs in the study of theatre performaneesvachieved through
analysing an array of cultural and religious rigjale. through the study of
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“social drama™® At Northwestern, Performance Studies developeth fro

inside a School of Speech, which included, as wsll Theatre, such
departments as Communication Studies, Radio/TV/Filamd Oral
Interpretation. In both cases, broadening the d&fimof what constitutes
performance worthy of institutionalised universitstudy was not
dissociated from the overall, tension-ridden redtming of tertiary
education curricula towards a new postmodernisb@&n

The study of performance is, therefore,eaprincipiointerdisciplinary
study, which comprises literary and cultural theorgrchaeology,
anthropology, sociology, political history, art tuigy, folklore, and, no
less, rhetoric, semiotics, semantics, pragmatics,ltecan by no means be
limited to the study of stagecraft alone or, muess| to the archaeology of
theatrical events, although, obviously both theseas of research are
essential. Such study of theatre as a total ex@nedo New Comedy even
later than to tragedy or Old Comedy; but it camthwai bang, introduced
most momentously by Niall SlaterRlautus in Performanc€l985a) and
David Wiles’ The Masks of Menandgi991). This did not of course
happen free of controversy. Wiles’ book in particuhas been faulted for
its trenchant structuralism, its rather cavalietitide towards the
archaeological evidence, and its “glib generaliat! !’ Be that as it may,
Wiles was the first to truly advocate the poweNefv Comedy spectacle,
especially its “master sign”, the mask, to creaganing by visual means.

Petrides’ chapter builds on that thesis—only Pefridrgues insistently
against a purely synchronic approach to performambe specificity of
Menander’s performance, he argues, can only berzeld with a double
reference (a) to the evolution of Comedy and iteasis with tragedy; and
(b) to the “new performance culture” which markee era of Hellenism,
even if that was still nascent in Menander’s lifegi The theorisation of
theatre, the rise of the actor, the evolution @fathe architecture and its
concomitants, the new understanding of the sensaticl the politics of
opsis (the visual aspect of performance), an overall tiiesed mentality
prevailing in public life, are paradigm shifts, whi were underway as
early as the late fifth century and grew ever degsethe sociopolitical
and geographical milieu of theatre expanded ragillihe outmost limits
of the Greek world. These shifts transformed theddmns of both the
production of performance by professional praatiics and its reception

15See e.g. V. Turner 1974, 1982.

16 For an account of these developments, mostly vetarence to the USA, see
Jackson 2004, esp. 1-39.

7 See, for instance, the reviews by Peter Brown Emc Csapo inThe Classical
Review42.2 (1992), 273-274, arRhoenix48 (1994), 259-262, respectively.



New Comedy under New Light 11

by theoretically savvy and experienced audiencetides suggests that
the new-ness of New Comedy performance can be reaphy the upshots
of three terms, which denote processes of evolustandardisation (the
establishment of a limited, recurrent system ohs)g hybridisation (a
methodical absorption of tragic structures: navegtiverbal, and visual);
and semiotisation (assigning, in Keir Elam’'s words) “overriding
signifying power”, a symbolic value, to otherwiseemaly iconic or
indexical signs). In the case of the mask espgcialkmiotisation was
tantamount to the physiognomical overdeterminatibthe zpécwmov, the
investment of mask’s features with the ability tagnify moral
predisposition §0oc), thus to transmit, as an ensemble and in relation
other systems of signs, plot-specific and charespecific pieces of
information. As a result, in its evolved state, N@eomedy is inherently
intertextual, with the tragic intertext as integra$ imbued in its fabric as
epic myth was in tragedy itself. Using space arel task as cases in
point, Petrides attempts to show that New Comiertektuality cannot be
exhausted in verbal allusions or structural paaldone, but expands to
the visual aspect of performance; that in Menarsdedmedy theopsis
too, can be referential.

ROSANNA OMITOWOJU 'S chapter, “Performing Traditions: Relations
and Relationships in Menander and Tragedy”, haa péed fifth in this
volume, since some of the background informatiavigled by Petrides in
Chapter Four would be to the benefit of the norcigst reader of her
work. In essence, however, Omitowoju’'s chapter soots the
methodologies of Chapters 2-4, as it combineseaaliy with a cultural
studies-oriented approach. Omitowoju’s main focughe presentation of
social relationships in Menander, with especiatrerfice to the father-son
relationship in theSamia which she examines against possible tragic
intertexts, namely the father-son relationshipg&£imipides’ Phoenixand
(chiefly) Hippolytus. Omitowoju’s working hypothesis is that social
relationships in New Comedy owe much not only ®¢hltural context in
which they operate but also, perhaps even moroghbe literary tradition
which preconditions Menander’s work. This hypotkdsfurcates into two
interlinked questions: (a) are family relations stitlated differently in
New Comedy than in tragedy, and if so, how and whg@ (b) does the
use of tragic models diminish one’s ability to telahe action and
resolution of Menander to its dominant cultural teot? The way
Omitowoju formulates her questions is characterisif a newfound
sophistication in researching Menander as a sowofcasocio-cultural
history, a new understanding of the complex intypbetween the
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constituents of a literary work, which checks anyermenthusiastic
affirmation of Menander as a “mirror of life” (ctest. 83 K.-A.)—or
indeed the contrary, an inconsequential bourgécasibn of tragic plots.

If Greek New Comedy is inherently intertextual, RemComedy is
infinitely more so: it would never have existedtli®e form we have come
to know it from the plays of Plautus and Terenceesfor an ongoing,
conspicuous and deeply conscious association withGreek models.
Plautus’ plays in particular appealed broadly t® ltiontemporaries
because their framework observed a carefully coosd dramatic format
that blended in an ideal way, on the one hand\aalialian drama
(fabulae atellanag pantomime) with Greek drama (Middle and New
Comedy, Hellenistic mime), and on the other, litgrand performance
genres. The meticulously crafted entwinement otrieituality and
performance sits at the core ofpalliata by definition; the two are
inseparable, not only because successful dramareyires so but also
because their individual contributions are impdssito determine on
account of the fragmentary status of the surviiigw Comedy texts.
This sad limitation of the paradosis steered modelautine studies
towards the performance dimension of fadliata. This led to the birth of
Roman (mainly Plautine) metatheatre, the celelmadiometatheatricality
as a new, decisively Roman entity on the ancieapgest and the
unprecedented capabilities this technique offeredpalliata characters,
particularly the slaves, to rewrite their comic ldorincluding the New
Comedy script, upon which the play they enacted lveesed—to transform
the reality of the literary text through imprompterformance developed
in their imagination. This picture has been enhdringhe past decade or
so, rekindling interest in the study of Plautusewerent inventiveness
towards his Greek models.

This reinvention of intertextuality in thealliata is discussed by
SOPHIA PAPAIOANNOU in the last chapter of this book (“Postclassical
Comedy and the Composition of Roman Comedy”). Tglkidvantage of
the fresh fragmentary discoveries in New ComedyaRannou focuses
anew on the relationship between Roman Comedy andhfcentury
Greek comedy, and argues that the two develop adimdar structural
principles because they embrace parallel philogspbf dealing with their
potential literary models. Setting as premise puastclassical Greek comic
drama is the outcome of a well-thought combinatéindividual genius
and cleverly filtered sources, not always literarlpapaioannou’s
assessment of Plautine and Terentian dramaturggedban extensive
discussions of specific case studies, examinesiaildhe anatomy of a
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twofold methodology of model reception behind tagts of thepalliata.

The process in question transforms the so-perceiimdge of a
spontaneous, improvisatory Plautine speech, by ipgothat Plautus’
literary language, no less than Terence's own, lire® complex
intertextuality, which, in turn, comes in the afteth of a long
Quellenforschung whose successful conclusion presupposes critical
acumen, powerful memory, and years of experienceviéwing and
performing Greek comedies.



CHAPTERONE

MENANDER:
THE TEXT AND ITSRESTORATION

HORSTDIETER BLUME

The “classical” Greek tragic poets Aeschylus, Sapdsy and Euripides
have never ceased to be present with at leasbptreir works since their
lifetime, and the same holds true of Aristopharkes,leading poet of the
so-called Old Comedy. Complete manuscripts withekecsion of their
plays have come down to us; these plays were bsopiged throughout
antiquity and were eventually passed on to Byzamtikfter having
undergone the change from papyrus scroll to parohroedex and the
transcription from majuscule to cursive minuscubeyt finally escaped
destruction, and via Crete and Venice they peredl#tirough the western
medieval manuscript tradition into printed booktieais.

Menander and his rival poets of New Comedy wess fertunate. In
spite of their immense popularity their plays graltiu vanished in late
antiquity before Byzantine scholars could get haflthem. Consequently,
a medieval manuscript tradition does not existtfm. Menander was
considered lost for many centuries, reduced tamath more than a great
name: he was represented by a handful of Romantatoays of Plautus
and Terence, by a collection of one-line gnomdsr(osticha that only
partly can be ascribed to him, and by a considerabbimber of short
guotations found in various Greek authors.

It was not until the end of the 19th century tiinat first bits of original
Menandrian scenes turned up on papyrus sheetsh\whit been preserved
in the dry sand of Egypt. Since then, the numbenexfound texts has
increased continually: many of them include onlyalinfragments and
scraps collected from ancient garbage heaps, but thave also turned up
the remnants of two papyrus codices, which restdceds substantial
portions of half a dozen plays, amongst which ofmoat complete
(Dyskolo$. Remarkable finds were also made quite unexplctad
cartonnage used for mummy wrappings. Menandriayrpdate from the
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third century BC (that is very close to the poetén lifetime) down to the

sixth century AD, thus being roughly a thousandryezarlier than our

manuscripts of Aristophanes. However, this doesnmedin that their texts
are more reliable: because they show no tracessyb@matic treatment
by Alexandrian scholars, they needed (and stildheareful reading and
restoration. Step by step during the last centugnahder has regained
shape thanks to an international cooperation ofenodlassical scholars.
The youngest of the great Greek dramatists, whocheated, developed
and influenced a theatrical tradition alive up lte present day, is on his
way to become a classic once again.

Let us turn back our eyes and ask why Menanderneagart of the
transcription which paved the way for medieval nsmipt tradition. The
reasons must have been manifold, perhaps arbitiange one hesitates to
offer a forthright answer. Admittedly Menander hbden treated with
reserve by the general public during his lifetinmethe course of thirty
years of his career as a dramatist (about 320 -BZ9the composed more
than a hundred comedies, but only eight times hepraclaimed victor in
the dramatic contest. It seems that the Atheniatieage regarded his
comic characters and the way they argued their casgage to be too far
ahead of their time. But this cannot have beenexaet factor for the later
transmission of the texts, because matters chamgjellly after his death.

Many theatres had been built in the third cenB@y not only in Attica
but all over the Greek speaking world, and Menaraaet Euripides who
had shared a similar fate during their life nowdrae the most popular
dramatists. They dominated the stage and were perischool authors
as well: ideal conditions, one is inclined to thind secure their afterlife.
At the same time the comedies of Menander werectitl and compiled
in the Alexandrian Library; whether also a critiealition of his works was
prepared by one of the great scholars working themmains a debated
qguestion. The only thing we know for certain is ttigistophanes of
Byzantium thought very highly of him; he placed Meder next to
Homer, thus regarding the dramatist of day-to-déey and the poet of
heroic myth as antipodes: both of them exempladyaristanding in their
own way? This high esteem was general and lasted for sevenduries;
even when the theatre performances gradually cara@ end, Menander
continued to be a much-loved author among educ#eeeks, as
evidenced by PlutarchHis complete works must still have been available
in libraries. Athenaeus in his learnBaipnosophistaica. AD 200) was

! Test. 83 and 170 K.-A.
2 Test. 103-107 K.-A.
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perhaps the last to make extensive use of thenmweeto him 70 excerpts
from Menander drawn from 47 different comediespélhem quoted with
their respective title. On the other hand, a sedaadf his favourite plays
had come into use for the general reader; inteitestems, was focused on
about a dozen or so more, as the number of lamrpshows®

In the end, the following fact proved to be obstive to Menander’s
lasting fame: his plays were considered to be eeagling, above all for
beginners (both Greek and Roman). The absenceas$&danguage and
obscenities, the frugal use of topical allusiors tlear and concise
dialogues: in a word, the ethical and aesthetiditipg of Menander’s
plays made him an ideal author for elementary tegchNonetheless,
exercises in writing and reading could do withoegp appreciation of his
refined, almost individual character drawing and kubtle humour and
dramatic irony, and so no need was felt for dedfademmentaries. Had
Menander, like Homer and the tragedians, been tandtigher education
as well, he would not have escaped the attentionoaimentators and
scholiasts. There was still another unfavourableelb@ment: during the
second century AD grammarians of a strict Attimster exercised their
influence on literary style. These critics cas#ghtMenander for the
occasionakoine phrase and an alleged lack of pure Attic dialbeing
blind to his lively poetic expression which refledhe language of the
audiencé. Their rigid, puristic criticism combined with thick of
sustained scholarly attention had, if not immediget surely long-term
consequences: notwithstanding his lasting popylanhich manifests
itself in the papyri, and in spite of his clear ggace in public life by
means of a large number of portrait bdsMenander fell into oblivion
during the so-called dark centuries (about 650-85) which marked the
end of late antiquity and preceded the revivalwhhnism in Byzantium.

Thus for more than a thousand years the once fami@matist had
faded away. Certainly, the comedies of Terence wtitewidely read,
from whose prologues one could learn that he hawktated and adapted
Greek originals, mostly of Menander; but Terences wst so much
appreciated for being théimidiatus Menand&rwho created an almost
Greek atmosphere on stage, as for his elegantuaidtillatin style. Rather
than the Roman comedies a totally different litergenre kept Menander’s

% Del Corno 1964.

* Test. 119 -120 K.-A.

5 Fittschen 1991; Blume 1998, 12-15.

% So Caesar's judgement on Terence, cf. DondiiasTerenti7.
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name alive: the above-mention€ahémai Monostichol Forty manuscripts
written between the 13th and 16th century preseémi® collection; it
consists of 877 lines in total, but only a minoritfyabout sixty of them
can definitely be identified as Menandrian. An dquamber of verses
have been assigned to Euripides; others are dreawvm ¥arious poets of
New Comedy and tragedy. Papyri of the first andosdccentury AD
testify that these dicta were used for practicechbol: they were copied,
read and learnt by heart. So it is hardly surpgishat Menander had been
considered a highly sententious and didactic po#il original scenes of
his comedies turned up again and corrected thisswes impression. The
gnomic character of Menander’s language was coefiraiso by the great
number of quotations (frr. 680-876 K.-A.) which B&ios has preserved in
his anthology (5th century AD); some of these aentical with dicta in
the earlier collection.

In the wake of the revival of Greek literature idgrthe Renaissance
period first attempts were made to collect whdk stiuld be known about
the lost comic poets. Guilelmus MoreliuE€x veterum comicorum
graecorum fabulis quae integrae non extsgmtentiagParis 1553) led the
way. Half a century later scenic fragments on aabtev scale, which
included also the tragic poets, were listed byftmaous Dutch historian
and philologist Hugo Grotiu€xcerpta ex tragoediis et comoediis graecis
(Paris 1626). The first scholar who undertook thsktof collecting
systematically the scattered fragments and tesigsonf Menander’s
comedies in ancient literature was loannes Cler{eudean Le Clerc) in
Menandri et Philemonis reliquia@msterdam 1709).

Clericus thus combined the two leading poets off Klmmedy, both of
them by that time reduced to a random sample afients. Philemon
who had come to Athens from Syracuse was a bitrotael a more
successful comedy writer, a fact which, the starggy caused Menander
some annoyanceLater, however, Philemon was generally considered
second to Menander, yet he continued to be heldgh esteem. So even
in late antiquity, when comedies were no longeyg@thand seldom read, a
rather dull piece of work, th&Comparatio Menandri et Philistionis
(apparently mistaken for Philemonis), could stifjay some popularity.
Up to now no coherent dramatic scenes of Philemave rsurfaced on
papyrus—perhaps some may still lurk among the feagmadespota. We
must, therefore, judge Philemon’s dramatic art franfew comedies of

7 Jaekel 1964; for the latest edition, see Liapid220
8 Test. 71 K.-A.
9 Text: Jaekel 1964, 87-120. See also Dain 1963, 300
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Plautus: the plots dflercator, Trinummus and probably als¥ostellaria
have been borrowed from him.

Unfortunately, Clericus’ edition was a hasty wéuk of mistakes, but
it had the immediate effect of instigating a highbmpetent critic, namely
Richard Bentley; under the pseudonym of Phileleuthd. ipsiensis he
published Emendationes in Menandri &hilemonis reliquiasonly few
months later (Utrecht 1710, Cambridge 1713). Beigldoook was a
severe and sarcastic analysis of Clericus’ metaoal linguistic blunders
which in its turn provoked sharp replies by somierior minds such as
lohannes C. de PauwPhilargyri Cantabrigiensis emendationes in
Menandri et Philemonis reliquig@dmsterdam 1711). This whole polemic
is certainly mere academic squabble, yet it aphistrates the fact that
Menander was no longer just a name but an authethwsguabbling
about. Bentley'sEmendationesvere reprinted a century later in August
Meineke’s new collection of fragmentsgtenandri et Philemonis reliquiae
(Berlin 1823), a forerunner of his masterfragmenta Comicorum
Graecorum(Berlin 1839-1857}° As far as the fragments from secondary
sources are concerned, with this edition Meineke léd a reliable
foundation for all further scholarly work. In theurth volume Menander,
standing out amidst more than thirty other dranstieeceives his due
place as the most prominent representative of Newsnedy. The
fragments are clearly arranged and numbered sepafat each play; the
comments are lucid and instructive.

In late 19th century interest in Greek and Romamexdy generally
diminished. The study of the fragments was lefsjiecialists; even Latin
comedies were no longer produced for the stageoblyt read at school.
When Theodor Kock, one generation after Meinekesgnted a new
edition of comic fragments in three volume€emicorum Atticorum
Fragmenta (Leipzig 1880-1888)—its impact was more restraingéte
material he offered was slightly corrected and amigted and more
concisely arranged: the fragments of each poet nombered through
continuously which made quoting much easier, ard dbmments were
brought up to date. Occasionally the treatmenthef transmitted text
seems to be less careful and the critical judgenmentquite reliable.
Nevertheless, all that could be known about Menamdehat time had
been collected and closely examined. What elsedcbel done for this
poet?

10 Edited in 5 vols. (7 parts); ed. min. Berlin 1847.



