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I 

While Aristophanes, particularly in Frogs, is one of our earliest witnesses for 
explicit literary theory and criticism, his plays, as comic texts, present difficul- 
ties beyond other sources for ancient views of poetry. Aristophanes' mixture of 
serious assertions with comic absurdities is exemplified by his coinage 
Txpuyc(85a, a comic play upon Tpaycoitc. The associations of Txp6 with the 
vine and Dionysiac revelry designate comedy through this compound as a ludi- 
crous and vulgar twin of its noble sister tragedy. Yet, as Taplin has shown, 
through this comic expression Aristophanes claims for his genre the same 
prerogative to high themes of civic importance as that conceded to tragedy.1 The 
conflicting implications built into the word epitomize the general tension in 
Aristophanes' plays between comedy as low and vulgar, rustic buffoonery, and 
comedy as a sophisticated dramatic form utilizing public-spirited themes and 
offering timely political advice. The result is an apparent irony in Aristophanes' 
characterization of his genre. Is he being slyly coy in insincerely belittling his 
comic muse? Or are Aristophanes' protestations of high civic motives and 
themes made only with tongue in cheek? Certainly Aristophanes' coyness and 
irony cannot be overlooked as he comments upon comedy within comedy. Upon 
close examination, however, the humorous paradoxes plaguing Aristophanes' 
characterization of comedy appear to comprise not so much nonsense as a 
coherent conception of his comic genre. 

II Tpit 

Tp6u and Comedy 
Another compound formed on rxpu, one presupposing TpuycSta, appears 

in the parodos of Clouds. In the course of this scene Socrates utters a line which 
is both a response to Strepsiades within the dramatic context and at the same 
time a comment upon the comic genre itself. As the Cloud chorus begins to 
enter the theater, Socrates asks if Strepsiades hears their "voice along with the 
divine bellowing thunder" (292). Strepsiades answers that he wants "to fart back 
(avxcTao7nap6civ) in response to the thunder" (293-94), and continues that 
whether it is permitted (OLttS;) or not, he wants to defecate (XeoCaeo) as well 
(295). Socrates rebukes Strepsiades: 

1 0. Taplin, "Tragedy and Trugedy," CQ ns 23 (1983) 331-33. 
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0o0 gL oKccoIEI, Cp? xo0?1et; aTicp oi 0rpvyoaipLovE? o)Tot' 
(296). 

Don't mock, and don't do the sort of thing those trugodaimones do. 

Strepsiades' comment is clearly a piece of buffoonery, a "pcoLo;oX6?evao," 
which degrades the speaker himself, but whose implications exceed not only his 
limited intentions but the boundaries of the dramatic, fictive context as well. 
Within the comic structure of the scene, Strepsiades' crudity undermines the 
sanctimonious aura of the moment and deflates the self-importance of a comic 
charlatan. From an immediate historical perspective, moreover, Strepsiades' 
lines constitute a scatological attack early in the play's action upon the histori- 
cal Socrates. Strepsiades, who expresses in the scene the outlook of the typical 
unsophisticated Athenian, ridicules Socrates for his apparent arrogance, eccen- 
tricity, and strange beliefs.2 At the generic level, finally, the passage slyly 
presents the scornful indignation of a severe and smug &aXactv, "Socrates," at 
the buffoonish vulgarity and impropriety of comedy itself, perhaps parodically 
mirroring the estimation of a Socrates, or other victim of comic mockery, of 
the genre which abuses him. Clouds 296 not only responds to Strepsiades in 
context, but also comments upon comedy itself. 

Socrates' response to these vulgarities introduces two important terms con- 
necting Strepsiades' scatology with the comic genre. His vulgarity is labeled a 
oxcix[toa, mockery or ridicule, and is disdainfully equated with what "those 
Txpuyo8a&4tov?;"--comic poets-do. I wish to consider in turn each of these 
elements as it is associated by Aristophanes with comedy: rxp6v-both the new 
wine and the lees-from which the compound rTpwyo5aitpovE; is formed; 
scatology; and the oaco&p-ta, the distinctive comic mockery. 

Socrates rebukes Strepsiades for his coarse scatology by reference to what 
"xpi-yo&aiptove;" do (...oi5le oIjaIot;O ai 1cp oi xpoxyo5aitove; otxot: 296). The 
word xpvyo&ciptcov is a comic compound for "comic poet." The -6aixcov com- 
ponent of the expression is modeled on accoco&xitov, and indicates Socrates' 
disdain for comedy generally, and for Strepsiades' statement in particular. The 
rxpuy- component is more complex, but also much richer in its implications. 

Aristophanes puns frequently on the similarity of this xpvy- stem to 
xpay-, upon which xpaycpia is formed: e.g., Tp-oyuc6k (Ach., 628); 
Txp,ycpot6 (Ach., 499, 500); Txpuyco8tKc (Ach., 886); Txpvycp56; (Wasps., 
650, 1537; fr. 156.9); xpvyc5on5otogovotKi1 (fr. 347.1).3 Through this pun on 

2 Note the effect upon Socrates' reputation attributed by Plato to Clouds and 
other comedies at Apology 18B4-20C2. Plato may exaggerate here for reasons of 
his own, but he can at least be expected to formulate an argument that would 
appear generally credible as regards the damage done to personal reputations by 
comic attacks. 

3 Unless noted, comic fragments are referred to by the numbers in the edition of 
R. Kassel and C. Austin, Poetae Comici Graeci, vol. 3.2-5 (Berlin 1986- ). H. 
Foley's argument that Tpvoycpia has the specific connotation of "paratragedy" 
("Tragedy and Politics in Aristophanes' Acharnians," JHS 108 [1988], 34-35 
with note 14) is convincing for Ach. 499 and 500, upon which she focuses, but 
is not supported by other occurrences of puns on Tpoy-, all of which refer to 
comedy in general. 
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trag- comedy is identified, as a sort of anti-tragedy, with xrpv-both the 
unstrained new wine and the dregs remaining in the jar after the wine has been 
poured off. In Pickard-Cambridge's formulation "...trygoidia was probably in 
origin simply a comic parody of tragoidia, giving to comedy a name which was 
both ludicrous and also suggestive of wine and the wine-god in whose honor the 
performance took place."4 For Aristophanes, Txp6 serves in these compounds as 
an emblem of comedy itself. 

As Pickard-Cambridge suggests, rxp6 is attractive for such a coinage 
because it is connected with wine while permitting as well a pun on xpay-. Yet 
comedy has no more claim upon the patronage of the wine god than does its 
putative opposite, tragedy. A closer look at the connotations of xpi' is needed 
to understand its attraction as an emblem of comedy. Tpui has somewhat con- 
tradictory associations. It is the must, or new wine, suggesting the abundance 
and fertility of both the grape harvest and the festivities of the Anthesteria in the 
month between the two dramatic festivals when the new wine was first tasted.5 
But it is also the dregs of the wine, a useless residue in comparison to the wine 
itself. On the one hand, then, txp6i is the surplus produced by the fertility of the 
land, and linked to the words xp-xyav and p-uyl, "to harvest" and "fruit, crop." 
On the other hand, the trp6 is what is left over, residual, and so has an extended 
meaning of "refuse."6 While Taplin is of the opinion that rpvyycpa is a com- 
pound of xpvyri, exploiting only the connotation of fertile abundance, Pickard- 
Cambridge supposes, correctly I think, that it is formed from xrp4.7 In fact, 
both denotations of Txp-6 contribute to the meaning of "tpvyo5ia". 

Tpup0 Negative and Positive 

Aristophanes uses xpv6 with the sense of "new wine" in Peace, when 
Trygaeus recalls feasting during peace time upon Ti; Tpuy6; TE TFiv yXu 7Keiaic 

4 A. Pickard-Cambridge, Dithyramb, Tragedy, and Comedy2 (Oxford 1962) 186. 
See the discussions of comedy's pose in relation to tragedy by Taplin, (above, 
note 1) 331-33, and Foley, (above, note 3) 38-43. While a great deal of wine 
was apparently consumed in the course of both the Lenaea and City Dionysia 
festivals, neither seems to have been in any direct way a celebration of wine. See 
A. Pickard-Cambridge, The Dramatic Festivals of Athens2 (Oxford 1968) 29-35; 
H. W. Parke, Festivals of the Athenians (Ithaca 1977) 105-6. The name Lenaea 
was, however, linked in antiquity with klv6;, "winepress," rather than with 
X3vai, "maenads," as it is now explained; see Pickard-Cambridge, DFE, 25-29, 
items l.b, 4, 19X. 5 Parke, (above, note 4) 106-20. 

6 K. Kerenyi, "Parva Realia," Symbolae Osloenses 36 (1960) 9, suggests that so 
long as the fermenting wine is unclarified, Txp{ refers to both the liquid and the 
sediment suspended in it, but after the wine has clarified and been racked off, it is 
the Txpi that remains behind as the lees. 7 See Taplin, (above, note 1) 333; Pickard-Cambridge, DTC, 74-76. Both 
Chantraine (Dictionnaire etymologique de la langue grecque, vol. 1-4 [1968-77], 
s.v.) and Frisk (Griechisches Etymologisches Worterbuch, vol. 1-3 [Heidelberg 
1960-72] s.v.) derive all of these comic rxpy- compounds from Tp6{. While the 
etymology of both xp{) and xp6yTl remains uncertain, Chantraine and Frisk agree that the two words must be related. 
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("the sweet trux :" 576) amidst a long list of other delicacies.8 Tp6$ occurs in a 
parallel context in a fragment from Islands (402) in which the speaker longs for 
peace, the countryside, plentiful food, and Tpiy6S; Te (povijv eiS; XeKlvrjv 
d0oouLviv; ("the voice of the trux being dumped into the pot"), and again in a 
fragment from Farmers (111) where the speaker prays to Peace to return to the 
fields, where he can eat good food and 6teXic6ocat / Ti; xpv'yo ("have a pull on 
the trux "). In a fragment from Cratinus' Horae (269), the speaker similarly 
recalls his friend at a banquet EXKo:v rl; xpvy6;S ("tugging on the trux "). 
Anacreon too refers to drinking Txpyca...eLXtilT6a ("trux sweet as honey") at 
what may be a symposium (352 [Page]). In these passages in which rtpi 
denotes the new wine, it is characterized as sweet, and linked to peace, the farm, 
and banquet or symposium.9 Tpv6 is used metaphorically with the meaning 
"new wine" in Wasps when Lysistratus mocks Philocleon 'ot1cKC;, co 
npeopfxoTa, veonkXov6p xpvyi ("You, old man, are like newly wealthy trux," 
1309). Lysistratus uses trpi in the sense of "new wine" here to refer not 
simply to youth, but to the energetic and unrestrained exuberance of a young 
man just made head of the household.10 Peace, the countryside, the banquet, and 
youth, all fundamental values of Aristophanic comedy, are expressed through 
the image of trpi as the new wine, an aspect related to Tpvyri/pvy&v. 

Polyzelus (fr. 12 Kock), however, opposes trp6 to the new wine when he 
describes some people as &ak' ov rpvyepo; 'xa (0&p9eyaX' o68& 7yX164t8a;: 
"not thick (like lees) in voice and not sweet (like must)." Here an adjectival 
form of Tp6) is contrasted as the lees, an unwanted residue, with the new wine 
from which it must be separated. So, Archilochus calls for wine to be passed 
among the rowers with the words: aypet 6' ovov LpAOpOp v ab trpvy6; ("draw 
the red wine off from the dregs," fr. 4.8 [West]). The distinction between the 
wine itself and the xp6$ is unmistakable here." This same contrast between 
xp'4 as lees and txp6 as wine occurs in a metaphorical sense in a passage from 
Wealth in which Chremylus attempts to persuade a young gigolo not to 
abandon his decrepit lover: 

Xp?r6'Xo; o(go(; &6 ZlC?iS KOai TOV oivov O iViou; 
XTcVE1V, or)V?KCOtC' Otit oot Kait tTV TpO ya. 

Neavia; aXk' ?FotI KoitSf TptcU iakatia Kai aanpao. 
(1084-6) 

8 For instances where "Tpu4" can only refer to new wine, see Cicero's Kcat' 
o6rXpTIv xp{4 ("ferment in autumn": ad Att. 2.12.3) and Hesychius' txp'a- oivov 
a&tq0Oixov an&b Xrvo ("wine unstrained from the pressing"). 

9 Regarding the rustic connotations of drinking must, cf. yXeuvco6oxat 
aalopotct (A.P. 6.44) and n&v.../...?yXOovio- yXecKOxi6on, Ki)cl IKO; (A.PI. 
235.5-6). 

10 D. M. MacDowell, Aristophanes Wasps (Oxford 1971) ad loc., adequately 
defends the manuscript reading against Kock's emendation (p-uyi. 

11 This same contrast is also evident at Aristotle Prob. 926B37 and Hipp. Nat. 
Mul. 97.10. Semonides, fr. 25 (West), also uses Txpi6 with the meaning "dregs". 
Elsewhere, xpv' designates the lees of other liquids: Hipp. Liqu. 4.10; Hdt. 
4.23.3. Nicander refers to iron dross as rxp6 (Al. 51) and Hippocrates even uses 
the word to refer to feces: Epid. 5.79. 
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Chremylus: "Still, since you thought the wine worth 
drinking, you've got to drain the trux (lees) as well." 

Youth: "But this is altogether old and putrid trux (new 
wine)." 

This passage is of interest in the first place since it contrasts wine as youth 
with xp-6 (lees) as old age. In the youth's response, moreover, Chremylus' use 
of Txpi to mean lees is countered by its alternative meaning of must (i.e., 
youth).12 This exchange contrasts sharply with the passage from Wasps (1309) 
quoted above, in which xp-i as "new wine" is a metaphor for brash youth. Here 
the invitation to swallow the dregs expresses sexual union with the hag, and so 
the youth exploits the oxymoron "old and putrid must" through a play upon the 
alternative meaning of rpvi in order to reject this unattractive proposition. As 
we see, then, the opposed denotations of xrpu, both "must" and "lees," are 
reflected in the extended meanings and connotations of the word. As must, xpi6$ 
is identified with youth, fertility, satiety, and sexual fulfillment. As the dregs, it 
is linked to notions of residual sediment, refuse, old age. 

Ambiguity of Tpit 
The phrase Txp-y(p6iav totcov at Acharnians 499 is explained by the 

scholiast (E 499a RET) thus: "'Comedy': either because they received xpit as a 
prize-that is, new wine-, or because they smeared their faces with xpvt [i.e., 
lees] since there were no masks in the old days."13 The scholiast refers to two 
traditions regarding the origin of the word xpv'ycp8ia, based upon the two 
meanings of the word xrpvi, must and lees. While these two accounts are most 
likely inventions attempting to historicize a comic parody of Tpayco6pa, they 
are of interest for illustrating the uncertainty about the meaning of Txp6 as it is 
associated with comedy.'4 Thus, in Pickard-Cambridge's view, xpvy(p6; 
"...may mean the 'singer at the vintage' just as well as the 'singer stained with 
wine lees'..." (DTC, 123). This same ambiguity is evident in a passage from 
Clouds in which Strepsiades recalls the happy life of the country: 

?LOi yap i v iypoKoS; i6to; PoS;, 
E?pcotG&v, iPro, EiCKpT, ?l c?icVO;, 
p6COv .?X,iTtal; KacU. 7poa3dotS; lKci oTEL(p{Xot;. 

[Wyo] 0ocov Tpu;y6o, Tp, pTpao ov, 7?p eptouoia 
(43-45, 50). 

12 See MacDowell ad Wasps 1309, but noting that by his own argument tp-uyd 
in 1085 clearly does connote "old age" in contrast to the oivov of 1084. 
Chremylus' recommendation of a xp'yotuo; in 1087 secures the meaning of "new 
wine" (= "youth") for tp{u in 1086 since a lees strainer is useful only with new, 
unclarified wine. Since, moreover, old age (= lees) is generically iaXaot6; and 
oatp6o; (cf. Wasps 1343 with MacDowell's note), there is not much punch to 
these epithets if Txp6 in 1086 is taken as lees (= "old age"), as it must be taken 
in 1085. 

13 I refer throughout to Scholia in Aristophanem, edidit edendave curavit W. J. 
W. Koster (Groningen 1960- ). 

14 See the discussion of these two traditions at Pickard-Cambridge DTC, 74-80, 
185-86, and his judgment of their historicity. 
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"I had the sweetest life, a peasant's- 
mouldy, unswept, lying in disarray, 
burgeoning with honey bees, flocks, and olive cakes 

(but I) smelling of trux, fig crates, wool, plenty." 

The description mingles the teaming plenty of the country (3ppicov...) with a life 
which is in disarray, moulding, in decay (e?ponw-tv). Strepsiades summarizes 
with the term i?ptouzotu, "plenty," the pungent odors of the fields: wool 
fleeces, fig racks, and crp-6. The undercurrent of squalor and disorder in this 
celebration of country life should not be missed.15 But what is the meaning of 
T?p6i in this passage from Clouds -must or lees? 

Aristophanes offers parallels to this ambivalent evaluation of country life 
elsewhere. In a fragment from Farmers (fr. 111) the speaker dreams with equal 
desire not only of the leisure and plenty of the country (including xpi4, new 
wine: 111.4), but also of the hard and dirty (Xou)oaclxvc, 111.3) labor of 
ploughing, spading, and pruning. In a passage from Peace, Trygaeus enumer- 
ates the odors of the exhumed goddess: 

... 6ocopac, -bxo6oxfi, AtovuoCov 

Klctro, Trp7yoi{oO, ipoaxicov prlnxloEvvov, 
Kc6xorU yovaticov 8taxpeXxou-oi v EiSq &yp6v, 
65oX7r; gc0uoaoin(;, &varcxpao{uevoi Xo(;, 
aXov re IxokCv Ic&ya0ov. (530, 535-38) 

"...of harvest, of entertainment, of Dionysia 

of ivy, of a lees strainer (trugoipou), of bleating sheep, 
of the breast of women running into the fields; 
of a drunken slave girl, of an overturned pitcher, 
and of many other good things." 

Trygaeus' catalogue proceeds from the odors of festivities such as harvest, party, 
and (rural) Dionysia to the more rank-smelling accoutrements of ivy and lees 
strainer, and then to sheep, and the aromas of sexual stimulation and intox- 
ication.16 Aristophanes' conception of the odors of the country is richly 
comprehensive and realistic. The powerful forces of fertility and abundance are 
intertwined in the life of the countryside with the notion of decay and the 
pungent odors of livestock and the human body. 

This mingling of the country's fertility and abundance with its squalor and 
putrefaction in Strepsiades' praise of the countryside recapitulates the apparently 
opposite meanings of Txp4, and leads back to the meaning of that word in 
Strepsiades laus ruris at Clouds 43-50. The R scholia explain rpvyuy in line 50 

15 This is emphasized in the scholiast's (2 NM) comment upon line 44: "The 
explanation of 'moulding' is 'lying in disarray,' since moisture and perspiration 
collects upon things lying carelessly in disarray. Peasants live that way, but city 
people live conscientiously and permit nothing to lie around superfluous, which 
is why their lifestyle is cleanly." 

16 The parallels to 536-37 cited by J. van Leeuwen, Aristophanis Pax (Leiden 
1906) underline this element of sexual revelry. 
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as veou o'tvou ("new wine"), but the V scholia add to this notice n Tnfi; 
inrooa6aOTn;l ("or else 'the dregs"'). Whether must or dregs is more suitable to 
this vision of country life is uncertain, since the rotten waste of decomposition 
is mingled there with the vital productivity of nature. Tp6$ is integrated through 
these associations into comedy's general vision of the countryside as a locus of 
satiety, fertility, ease, intoxication, the festival, and laughter. The simple 
contradiction of opposed meanings, dregs/new wine, is inscribed within a con- 
ception of the country comprehending the notions both of refuse and harvest. 
Indeed, within this rich juxtaposition of decomposition and generation, the 
paradox of Txpi6 as simultaneously the name of a valued necessity of life and of 
a residual waste product seems less insistent. It is the cycle implied here and its 
associated values that Aristophanes attaches, through the compound rpvyo- 
&xaitoves and related puns, to comedy itself at the moment of Socrates' objec- 
tion to Strepsiades' scatological humor. As an image xpi6 encodes the 
opposing estimations of comedy as fertile, festive, and liberating, versus 
comedy as the low-brow twin of tragedy, a dealer in impropriety and scandalous 
ridicule. 

III Comic Scatology 
Comedy and Scatology 

Socrates' response to Strepsiades' crude language that he not do "the sort of 
thing those trugodaimones do" (gi56 no2oi'oaety icep oi' xpuiyo5aipgoveg orxot: 
Clouds 296) receives the following comment in the Triclinian scholia (296c): 
"Because other comic poets in their comedies were constantly bringing on men 
defecating and performing other shameful acts." Triclinius' comment, preserving 
an older judgment (cf. Z Vet. 296b-d), calls attention to the utter conventional- 
ity of such scenes, and so to their popularity as comic fare, while Socrates' 
interdiction betrays a simultaneous disapproval of such scatology. The notice 
goes on to mention Aristophanes' contemporaries Eupolis and Cratinus in par- 
ticular, though Aristophanes himself hardly avoided this comic device.17 
Exemplary is the opening of Peace (1-42), in which the ambiguity of this 
substance is also apparent. The two slaves preparing and delivering the dung 
cakes regard it as repulsive waste-in desperation one calls upon the av6pes 
Konpokoyot (9), the dung collectors, to make a pick-up. Yet they offer it as food 
to the beetle, the comic Pegasus who enables Trygaeus to save Greece.'8 The 
contradictory character of feces in comedy, popular yet disapproved of, is 
perhaps emblematized in general by the basket of the dung collector in which 
dung is carried away as an unwanted waste, but in which it is at the same time 
collected as a valuable resource. This double evaluation of excrement manifests 
itself both in the day to day life of the ancient Greeks as well as in the role of 
scatological humor in comedy. 

17 See J. Taillardat, Les Images d'Aristophane: Etudes de langue et de style2 
(Paris 1965) 71. See also Ussher's note (R. G. Ussher, Aristophanes Ecclesiazusae [Oxford 1973]) ad 311-13. For a general discussion of the essential 
role played by obscene and scatological language in Aristophanes' comedy, see J. 
Henderson, The Maculate Muse (Yale 1975) 24-35, 54, 142-43. 18 See Trygaeus' elaboration of this theme at 137-39. 
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The intrinsic comic potential of feces is illustrated through a bit of esoteric 
information given Strepsiades by the phrontisterion's door keeper. The night 
before, as Socrates gaped up into the heavens searching out the orbit of the 
moon, a lizard defecated into his open mouth (169-73). Strepsiades reacts to the 
story with glee (174). Within the scene, the anecdote is unmotivated, and so 
gratuitous. It serves to degrade and ridicule Socrates and his philosophical 
researches through its remarkable vulgarity alone, and thus exemplifies the 
comic force of feces outside any more sophisticated or comprehensive context of 
humor or criticism. Strepsiades' simple-minded pleasure in the story, moreover, 
reflects the reaction of spontaneous hilarity such jokes might arouse in a comic 
audience towards a figure like Socrates.19 So in a vivid passage from Eubulus' 
Cercopes praising the Thebans for having toilets in their houses we are told that 
"there is no greater good than this for a mortal when he is full since a man who 
needs to shit, walking bow-legged, sweating (?) all over, and biting his lip, is 
altogether laughable to see." (nayyTeXot6; oxa' i8SEv: fr. 52. 3-6). Laughter 
erupts spontaneously in response to the transgression of a fundamental standard 
of comportment, the prescribed mode for treating defecation and excrement. 
Feces are intrinsically funny on the comic stage as these passages attest. 

A direct link between comedy and scatological language is clearly indicated 
by the degree to which Aristophanes' protagonists monopolize its use. In the 
plays in which scatology is most important it is Dicaeopolis, Sausageseller, 
Trygaeus, Dionysus, Blepyrus, and Carion and Chremylus who control this 
language.20 This equation of scatology with the comic genre emerges explicitly 
in Socrates' objection at Clouds 296 to Strepsiades' rustic humor that he not do 
as "those Txpyobaxp.tove;" do. This same identification is repeated in 
Aristophanes' most elaborate scatological routine (Eccl. 313-71). Blepyrus' 
opening soliloquy and conversation with his neighbor are motivated and repeat- 
edly interrupted by the theme of his need to defecate and his frustrating 
constipation. As dawn breaks and the city's streets come to life, Blepyrus 
beseeches the goddess Eleithyia that she not abandon him to his condition "so 
that I don't end up a comic shit pot" (oYicopaptl.; Kcop5tidK , 371). As 
Taillardat explains, if Blepyrus remains in the street in his present posture he 
will arouse the laughter of passers-by as surely as the perennial chamber pot 
amuses a comic audience.21 Blepyrus speaks of the a pcopcaig as a virtual 
emblem for comedy as a whole. Aristophanes self-consciously comments upon 

19 Cf. the passing jibes at Cinesias (Frogs 366 and Ecc. 329-30), the chorus' 
mocking attack on Antimachus at Ach. 1164-72, or Carion's description of 
Asclepius as a oaicaxopayo; ("shit-eater") at Wealth 706. 

20 See in this regard Henderson's discussion, (above, note 17) 56-107, upon 
which I rely. The association of comedy and scatology is also evidenced by the 
exploitation of feces as a material of ridicule and comic refutation. See, e.g., Kn. 
997-98, 1057, Peace 1235-37, Wasps 625-26, Birds 1116-17, Frogs 1074-76, 
1089-98, Eccl. 588-96, 638-40, and Wealth 313. 

21 Taillardat, (above, note 17) 71 n. 1. Taillardat goes on to list a few relevant 
Aristophanic scenes. Aeschylus reinforces this identification of comedy with 
ic6npog in his reference to a chamber pot as a [P3Xo; / ye;otoioot6v (a "hilarious 
missile": fr. 180); so also Sophocles fr. 565. (I cite from Tragicorum Graecorum 
Fragmenta, B. Snell, R. Kannicht, S. Radt, edd. vol. 1-4 [G6ttingen 1971- ].) 
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his genre in this passage by designating the chamber pot, and the sort of humor 
it implies, as something innately comic through the epithet KOcuqitl. 

The link between scatology and comedy is also asserted in the opening 
lines of Frogs. After Xanthias, laden with baggage, offers to tell one of the 
conventional jokes (xt TOv EicoGt0cov) guaranteed to raise a laugh with the 
audience (1-2), Dionysus introduces a series of scatological gags only to forbid 
each in turn (ntt(ogat, 3; 0kidPoLat, 5; Xext1St;, 8).22 Finally Xanthias 
objects in frustration: 

xti ix' ?6et ?l ? Taxa 'ra OKa?erTI q?p?v, 
c?eCp 7noTiao Lqj5?V Jvt?ep 4pi$vtxo; 
?coOe? ToteI? Kai AKict; Kaleu1tia; 
aKce?Vn p?poao' i?KIca1T' iv Km op6ia; (12-15) 

"What do I need to carry all this baggage for 
if I'm not going to do any of what Phrynichus, 
Lycus, and Ameipsius always do 
each time they carry baggage in a comedy?" 

Xanthias identifies as intrinsically comic precisely the sort of scatological jokes 
mentioned by Dionysus, and backs his assertion up with reference to the cus- 
tomary practice of rival comedians. Indeed, the logic of his objection betrays 
that the purpose of the baggage is, in fact, to provide a pretext for these 
scatological jokes. Xanthias accuses Dionysus of effectively denying him access 
to the common vocabulary of comedy, which is a scatological vocabulary. 

Scatology Negative and Positive 
If feces are intrinsically comic and scatology is identified as integral to the 

language of comedy, still the evaluation of feces and scatology by Aristophanes 
is complex. In a brief fragment (43 Kock) Strattis sums up elegantly the 
negative evaluation of excrement: o06' Ev iconpia Orloa-upv eK3PEp,XT.tvoV- 
"treasure isn't tossed in a dung pit." The opposition here between the value and 
desirability of a treasure and the repulsiveness of excrement is absolute. 
Anything of value ought on account of that very quality to be kept free of dung. 
So, Trygaeus degrades and banishes the armorer by defecating in his breastplate 
(Peace 1226-37), and Strepsiades challenges his son to eat dung if he will copy 
roosters in every way (Clouds 1430-31). Excrement is characterized as worth- 
less and defiling, a material that must be segregated from the interior of the 
house and contact with the body. Indeed, the available evidence indicates that it 
was illegal to defecate in public places in Athens, and that a service was 
organized to collect septic refuse and remove it from the city. As Henderson 

22 The tedium Dionysus exhibits toward these jokes of course testifies to their 
ubiquity. That Dionysus, god of drama, forbids this sort of humor in his pose as a 
high-brow critic even as he tells them, and continues to dominate the use of 
scatological jokes throughout the play (Henderson, [above, note 17] 91-93) 
indicates the ambiguous character of this sort of humor for Aristophanes. 
Regarding Aristophanes' occasional disavowals of scatological humor, see note 
17 above. 
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suggests, the humor of defecatory jokes and routines relies upon the fact that 
feces and defecation are always out of place in any social context whatever.23 

Strattis' formulation seems, however, to be contradicted by an odd colloca- 
tion in the description from Acharnians of the Persian king. After four years the 
Athenian ambassadors arrive at his court to find that he has left with his army 
for the outhouse, KaiXeev O6Kcxo jiiva;S eit xpuoov opcv ("...and he crapped 
for eight months on the golden mountains," 82). In this play upon the resem- 
blance of excrement to "mountains of gold," leisure and wealth are somehow 
appropriately associated with the monarch's defecation. Aristophanes seems to 
have tapped a subterranean link between the apparent opposites, feces and 
wealth.24 The connection between these two notions is supported historically by 
the process obverse to that of collecting and removing Kioinpo; from inhabited 
areas-namely, the agricultural use of dung as fertilizer. The earliest mention of 
this practice occurs in the Odyssey when the dog Argus is described lying ev 
ToXXj Kc6ipq ("in a pile of dung") of mules and cattle to be carried away by 
slaves T?tcEVO; g?cya KO7tp1joovTE; ("to manure the huge estate," 17.296-99). 
Of relevance to a consideration of Aristophanes' scatological humor is 
Theophrastus' ranking of the various types of manure: "The most pungent 
(6ptgxroXTin) is that of humans, according to Chartodras this is the very best 
(apioTrlv); second is that of hogs..." (HP 2.7.4).25 Human excrement, which 
takes the central place in Aristophanes' scatology, is not excluded from this 
economy. Indeed, it seems probable that the WonipoXoyot at Athens and else- 
where sold what they collected in the city to farmers in the countryside.26 

23 Henderson, (above, note 17) 187. Regarding the management of public 
sanitation, see: E. J. Owens, "Koprologoi at Athens," CQ ns. 23 (1983) 44-50; 
and C. Vatin, "Jardins et services de voirie," BCH 100 (1976) 555-64. 

24 The play is upon the color xpaeoo;; see W. J. M. Starkie, The Acharnians of 
Aristophanes (London 1909) ad loc.; and the discussion of Henderson, (above, 
note 17) 189-90, who notes this passage. See also Peace 724 where Hermes 
states that Zeus will feed the dung beetle on the "ambrosia of Ganymede," 
expressing again the waste/treasure paradox in terms of the fecal economy. This 
paradoxical economy is beautifully illustrated in the confrontation of the 
agriculturalist Persians with the pastoralist Ethiopian king at Herodotus, 3.22.4. 
On the link between these opposed terms, see the illuminating essay of Martin 
Pops, "The Metamorphoses of Shit," Home Remedies (Amherst 1984) 88-116, 
esp. 106-8. Freud has also noted this paradoxical equation: S. Freud, "Character 
and Anal Eroticism," Collected Papers vol. II4 J. Riviere ed. (London 1949) 49- 
50. Regarding the equation of feces with money or a gift of value bestowed by 
the child, see "On the Transformation of Instincts with Special Reference to Anal 
Eroticism," ibid., 168, and The Complete Introductory Lectures on 
Psychoanalysis, J. Strachey trans., (NY 1966) 564-65. 

2 A fourth century BC inscription from Amorgos requires a lessor to put 150 
measures of dung into the soil of a plot per year (SIG3 963, 20-26); cf. Pap. 
Fay. 118.17-20, 119.33-34; and Brit. Mus. Pap. 317.6-9. The necessity of 
manuring fields is also mentioned at Xen. Oec. 17.10, 18.2, 20.3-4, 10; Plat. 
Prot. 334A7-B3; Theophr. CP 3.9.1-3, HP 2.7.1, 7.5.1, 8.6.3, 8.7.7; Hesych. 
sv ic6po;. The status of dung as the basic form of fertilizer is evidenced by the 
use of co6ipo; as a generic term for "fertilizer" even when other substances are 
referred to: Xen. Oec. 16.12; Theophr. HP 8.9.1. 

26 For the activities of the icoipoo6yot, see Owens, (above, note 23) 48; and 
Vatin, (above, note 23) 556-61. 
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Aristophanes himself alludes to manuring in two lines from Lysistrata 
(1173-74) exploiting a sexual double entendre. An Athenian exclaims 
"Undressed and naked, I want to do some plowing (yecopyetv)." to which the 
Spartan responds "And I straightaway some dung-shoveling (Kospaycoyetv), 
by the two gods." The Athenian's "plowing" refers to vaginal intercourse as 
does the Spartan's "dung-shoveling" to anal intercourse in an exchange in which 
peace and a return to agricultural labor merge with sexual fulfillment. Both 
metaphors for sexual activity presuppose the agricultural use of dung to 
replenish the fertility of the soil.27 

The positive associations of excrement in the countryside are summed up in 
the speech of a ruined farmer begging Dicaeopolis for a share of his treaty as he 
recalls the prosperity he had before he lost his yoke of oxen: z6oep g' 
etpepETlv / ?v nTXat P3okixot; ("who were keeping me all in cow dung," 1025- 
26). The phrase ev nt&ot P3okiTot;, like the similar ev nTc&t Xaycoot; ("all in 
roast hares,"Wasps 709), is a variant upon ev n&aot &ayaOot; ("in all good 
things"), and thus exploits manure as a rustic image for all the peace and pros- 
perity of country life.28 This positive evaluation of dung as expressive of the 
abundance of country life must rest in particular upon its use to restore the 
earth's productivity. So the scholiast explains the use of Po{xtot; at Acharnians 
1026 "[He said this] because it is by means of dung (6t& Tfi; KOTcpou) that 
farmers cause their seeds to flourish and produce the greatest amount of crops, 
from which they themselves are nourished." 

Ambiguity of Scatology 
As a general image of country life, to pass one's time Ev aX&ot P3oixrot; 

bespeaks satiety and fulfillment. Dung as an emblem for country life expresses 
a strange mixture of vital growth with squalor and decomposition-the rotten 
fertility also expressed through the image of Tp6v. Ko7npo; is endowed with 
contradictory evaluations. It is regarded, on the one hand, as absolute waste, 
useless and always out of place, but, on the other, as the source of renewed 
fertility and so an image of easy abundance.29 These contrasting evaluations are 

27 See J. Henderson, Aristophanes' Lysistrata (Oxford 1987) ad loc. Cf. Kn. 
295. 

28 See W. J. M. Starkie, The Clouds of Aristophanes (Amsterdam 1966) and J. 
van Leeuwen Aristophanis Nubes (Leiden 1898) ad loc. The general association of 
dung with country life is exhibited at, e.g., Peace 24-28; Wealth 304-5, 313-14. 
Cratinus fr. 43: oO &XX P6ktra %xotpa& ici o.ioWj7(Tv itatxiv-"hopping (or 
inhabiting?) green cow chips and sheep turds"-also probably refers to country 
life, perhaps to Paris' youth spent as a shepherd. 29 Pops, (above, note 24) 106-8 comments upon "...that equation of startling 
and apparent contradiction, shit is money. All agricultural communities subscribe 
to the Chinese proverb 'waste is treasure,' in which the least valued is the most 
valued: in this equation, shit is death which gives life, the last which shall be 
first. Shit carries a very powerful double charge, positive and negative, and that 
is why it is the body's most magical substance." For a more prosaic formulation, 
see Vatin, (above, note 23) 555. See also the illuminating discussion of 
scatology presented by M. Bakhtin, Rabelais and his World, H. Iswolsky trans. 
(Bloomington 1984) 145-52, 162-64, 173-76 434-35, and passim. Bakhtin 
stresses the ambivalence of scatological imagery as simultaneously life and death, 
destruction and rebirth. J-C. Carriere, Le Carnaval et la politique. Une 
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organized within the cycle of the fecal economy. In the comic realization of this 
paradoxical valuation this material is viewed positively as an emblem of coun- 
try life, invoking images of fertility, ease, satiety, plenty, the festival, and 
laughter. These are all elements of the comic utopia's new world, challenges to 
the oppressive and authoritarian order of reality which that utopia overturns. 
Corresponding, however, to its associations with refuse and filth, dung serves in 
comedy as the material of ridicule and degrading mockery which is both low- 
brow and an impropriety. The link between scatology and comedy via the 
emblem of the oc(opagit;S Kogp6tiKTi invests the genre with an ambiguous 
value recapitulating the doubleness of Txp6 as an image. The genre espouses 
high civic and political goals, but achieves them through the vulgar medium of 
scatology. Yet it is precisely because scatology is a vulgarity and impropriety 
that it is able to serve Aristophanes' critical discourse as a means of exposing 
and uncrowning the arrogant &Xaot6ve; whom Aristophanes attacks. The 
scandalous vulgarity of scatological humor is paradoxically a cornerstone for 
comedy's critical voice, one which is ethically fertile and productive for Athens. 

IV 

The tKc&tagc 
The KQc4gt.a and Comedy 

Socrates' response to Strepsiades' scatological comments opens with an 
injunction against the oKic-gpOI : ov gqL oICWVIet. The oKjLCgi -"mockery, 
ridicule"-is the stock in trade of the comic poet The equation of the oKcppgoa 
with comedy is all but explicit in Socrates' injunction (Clouds 296) "don't 
make a oK:Ctoga, and don't do the sort of thing those comic poets (trugo- 
daimones) do." This connection is repeated in the parabasis of Knights when the 
sad fate of Magnes is recounted: he gave the audience his all until old age and 
then 

r[5Epil0 npEoapVriq OXv, 0rt OV K( aoxTertv an&c?ipO9q (525) 

"He was driven from the stage in his old age because he flagged at 
making skommata." 

ZKcTEletv is used here generically for writing comedy-"...because the jokes 
quit coming." Similarly, in a line in which Trygaeus breaks the dramatic 
illusion of his flight to Olympus and directly addresses the operator of the crane, 
he marks this transition by crying out icoK?icxt oKCTcmnrV LXyo ("...and this 

Introduction a la comedie grecque (Paris 1979), 135-39, discusses this ambiguity 
of comic obscenity in terms influenced by Bakhtin, characterizing it as positive 
as a stimulus to fertility, but negative as a moral provocation. K. Reckford, 
Aristophanes Old-and-New Comedy (Chapel Hill and London 1987) 461-67 
details the link between ritual aioxpokoyia and fertility in connection with 
comedy in its festival setting. 
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isn't joking [i.e., comic dialogue] now.," Peace 173).30 The aoiCgcIa is again 
equated with comic mockery at Wealth 557 where Penia accuses Chremylus in 
the course of the agon OKCmTxrEtV niEpa ial CKO :p&Vi...("'You try to mock 
and to play the comic..."). Penia pairs OKaCntetv and Kccog(p8eL as equally 
adequate descriptions of the same statement. Indeed, the fundamental meaning of 
Kicop58etv, "to ridicule," is difficult to distinguish from that of oaKCmTetv.31 

XicogROa Negative and Positive 

Aristophanes offers programmatic discussions of the comic oxcjO?c a in 
several passages. In the parabasis of Peace (736-61), for example, the speaker 
contrasts the tired and threadbare themes from which Aristophanes weaned his 
competitors with the high and audacious political themes characteristic of the 
poet's own plays. Aristophanes, we are assured, halted his rivals from mocking 
(oKcMntovxaS, 740) rags and making war on insects, he banished bread-making 
and begging Heracleses from the stage, and he got rid of slaves mocking 
(oicOVca;, 745) fellow slaves in tragic diction. Such low-brow fare and vulgar 
buffoonery (pcogohoXoeUgaTx' &ayevvi, 748) were done away with when 
Aristophanes "created for us a great art (xrEXvriv Lreyackiv, 749), and girded it 
with towering fortifications of big words and ideas and mockery not of the 
vulgar sort (oKco(Lpaocv ot)K ayopaiot;, 750); nor did he attack private little 
men and women in his comedies, but with the rage of Heracles he set upon the 
most powerful men, facing off against the horrid stench of hides and muck- 
hearted threats..." (749-53). The speaker goes on to describe how he, like a 
Heracles, courageously battled a monstrous Cleon on behalf of his audience.32 
Likewise in the parabasis of Clouds (537-62) the speaker contrasts the novTlpc 
oKcp.to,aTa (542)-slapstick and stale jokes-of his rivals with his own new 
and urbane witticisms, such as the attacks upon Cleon and Hyperbolus, which 
he then dropped before they became trite. Aristophanes opposes in these 

30 Trygaeus' abandonment of the dramatic context is not extraordinary. See F. 
Meucke, "Playing with the Play. Theatrical Self-Consciousness in Aristophanes," 
Antichthon 11 (1977) 59-60. 

31 See LSJ s.v., and, e.g., Frogs 368, Peace 751-52, Wasps 1025-26, and 
Wealth 557. At Peace 734-52 the aolc&Lga is closely associated with comedy and 
comic poet, as at Wasps 1287-89. Demetrius refers to "pleasantries" that are less 
refined as :cKutticOT?pat, GicCxO:t aotv icotioat ("more comic, similar to 
sk6mmata":de El. ?128), and Aristotle commonly uses the verb aKxCnTEtv for the 
joking of comic poets (EN 1152A22; Rhet. 1405B30; de Sens. 443B30). Cf. 
Hermogenes' coalgtic; &yectv ap.ta KcaX oaicKTtv (icpi . e0O65o eitv6oTTOt;, 
?34, p. 440 [Walz]). The association of the oic&o.pa with comedy is briefly 
discussed by R. Janko, Aristotle on Comedy. Towards a Reconstruction of Poetics 
II (London 1984) 210-11. See also in this line Lucian, bis Ac. ?33. As a 
humorous genre, the oKc&gga is also tied to the values, shared with comedy, of 
the festival and fertility through its association with such rites as the Haloa and 
Stenia. See L. Deubner, Attische Feste (Hildesheim 1966) 53, 57-58, 61, and 
note also H. Dem. 200-204 and the comments of N. J. Richardson, The Homeric 
Hymn to Demeter (Oxford 1974) ad loc. 

32 This emphasis upon the political nature of Aristophanes' own comic mockery 
is repeated in a parallel passage from the parabasis of Wasps (1030-37), 
including the assertion that the playwright battles courageously on behalf of his 
public. 
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passages his own oKaJcWlJaTa oi)K ayopata to the buffoonish mockery typical 
of other comedians. While their comedies are condemned for their conventional 
and time-worn scenarios, characters, and gags, his own dramas excel through 
their new language, distinctive mockery, and especially through their 
courageous political themes, as exemplified by his attacks upon Cleon. 
Aristophanes directs his comic attack at the high and mighty. In espousing a 
TxtVTI EtcydXT and oKccLatax c OVcK &yopaoa and rejecting 7rovrlp& 
oKcgoptgaa, moreover, Aristophanes leaves the issue of acoapoXoyia, vulgar 
and obscene language, beside the point. Aristophanes claims to abandon 
slapstick and old jokes in favor of imaginatively elaborate scenarios and 
language, political themes, and attacks on powerful citizens. He does not rule 
out formulating all of this in vulgar and obscene terms.33 

The political character of Aristophanes' mockery is underlined in the second 
parabasis of Wasps where Aristophanes recalls how the Athenians looked on in 
laughter as Cleon flayed him, hoping only that he would toss out some little 
jibe (oKcogpitartov, 1289) while in Cleon's grip. Under the circumstances the 
by-standers await the same sort of low political mockery with which 
Aristophanes attempted to overthrow Cleon in Banqueters and Knights. Again, 
in the parabasis of Acharnians (630-64) the themes of public service, 
Aristophanes' conflict with Cleon, and political mockery are interwoven. 
Recalling how Aristophanes was indicted for mocking the city ( iox K(loppCOt 
Txlv n6otv, 631), the speaker claims that the poet has improved the city and 
made the Spartans envious of the services he has rendered since he "dared to say 
what is just (ra 6SKacta, 645) among the Athenians," and because he "will 
mock justly" (Kcopgoxfjet ra& 5Kaxc, 655).34 The passage concludes, now in 
first person, that Cleon can contrive what he likes since "the right will be with 
me along with justice (o biKccatov, 661) as my ally." Aristophanes identifies 
his bitter, mocking attacks upon Cleon as the essence of his comedy, and gives 
them a broadly political interpretation as the vehicle of justice and a valuable 
benefit to his city. 

Aristophanes offers an indirect representation of the comic oKc&otca in its 
political context in the parodos of Clouds. Strepsiades asks why, if the god- 
desses are indeed clouds, they look like women (340-41), and Socrates explains 
that "They become whatever they wish. So, if they see some long-haired savage 
like one of these shaggy ones, the son of Xenophantus for example, in mockery 
(oKcotntxooat) of his obsession they liken themselves to centaurs." (348-50).35 

33 Regarding the role of vulgar humor in Aristophanes' T?Xv7i Ley?TXnI, note, 
e.g., the enabling role of Trygaeus' dung beetle, the intertwining of sexual and 
political themes in Lysistrata, Ecclesiazusae, and Wealth, or the scatological 
attacks mounted on Cleon in Knights and elsewhere. 

34 Similarly: Frogs 686-87. See the discussions of this passage by Taplin, 
(above, note 1) 331-33, and Foley, (above, note 3) 38-43. 

35 The X ad 349b-c, identify the son of Xenophantus as an ardent pederast. See 
K. J. Dover, Aristophanes Clouds (Oxford 1968) ad 350. The aocxioa as a type 
of joke is associated with the technique of comparison, ?i.cofv. See Clouds 1266- 
68; Wasps 542-43, 787-95, 1308-21; Eccl. 1002-5; Wealth 880-86; 
Antiphanes, fr. 195.10-12 (Kock). Note also Demetrius, de El. ?172: inepi 6e 

XcoLgppdcov gPV olov eicaoaia xig ?x1tv..., and Hesych. ei:cetv. oKcixetv, TX 
XtEy?tv 0`ioto; e T xr?. See the discussions of the equation of ?iK:cv and oacip,ua 
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In response to the embezzling of a Simon, "they straightway became wolves, 
revealing his nature (qp0otv)." (352). The pederasty of Xenophantus' son is held 
up to public ridicule in the likeness of a centaur, an icon of uncontrolled lust, 
and the rapacity of Simon is laid bare in the image of a wolf. The Clouds' 
cKcopptaLra aim at ethical criticism and pointedly hold disgraceful behavior up 
to public scrutiny through humiliating ridicule, much as Aristophanes claims to 
do through his comedies to his city's benefit.36 

This group of passages dealing with the comic cKc&opta is organized by the 
contrast between mockery that is hackneyed and passe and mockery that is 
topical and audaciously political, between novrlpa cjK(pxcatxa (Clouds 542) 
and aoKcbcpara OuK ay optia (Peace 750). While the terms of this distinction 
tend towards the aesthetic in their concern with good taste and sophistication, 
they nonetheless privilege Aristophanes' own brand of vitriolic political mock- 
ery. It is not surprising if in programmatic statements, in which Aristophanes 
discusses the comic genre and his achievements as a comic poet, he does not 
entirely separate the political aspect of his art from questions of technique and 
innovation. Indeed, that Aristophanes would have perceived the aesthetic and the 
political as autonomous categories seems questionable. Aristophanes attributes 
to his KcpcggaTa an ethical content and a censorial purpose within the broad 
political context of Athenian life. By holding Cleon up to public ridicule in the 
guise of a Paphlagonian slave or representing him as a composite beast attacked 
by an Aristophanes-Heracles, Aristophanes in effect enacts the "mockery" of his 
own Cloud chorus as they broadcast through their shape-shifting the true nature 
of various misfits and swindlers. Comic ridicule debunks the imposter, debases 
pretentious self-importance, and generally brings the high and mighty low 
through festive vulgarity. Aristophanes endorses as the cornerstone of his comic 
art the ocKCpagct that criticizes someone or something through its mockery. 
This mockery aims to convey its insights on matters of public concern, and it 
does so with an obvious relish for the discomfort it brings to its victims. 

The criteria by which Aristophanes distinguishes novilpa Koicogpaxa from 
his own Kc(lCpatxta oi6c ayopata are, however, contested from other quarters 
by voices who confront his critical oicc)ptct directly in political and ethical 
terms. Even as, for example, Socrates equates Strepsiades' scatological acroKicga 
with comedy (rpuoyo5aigoveS), he flatly condemns it as well. Strepsiades' 
scatology, mocking and deflating the sacred mood of the epiphany of Socrates' 
deities as well as ridiculing the historical Socrates, elicits an unqualified denun- 
ciation of comic mockery as an impediment to meaningful speech. Socrates' 
attitude is recapitulated in Wealth (557) when in the course of their debate Penia 

by G. Monaco, Paragoni Burleschi degli Antichi, Biblioteca di Cultura Moderna 
66 (Palermo, 1966) 14-17, 19, 29-64, and of L. Radermacher, Aristophanes 
Frosche (Wien 1921) 275. The association of the Eic.C:v with the coiLC&a and its 
ethical intent is emphasized at Plato, Meno 80A-C, and at Symp. 215A. 

36 The resemblance of the Clouds' mockery to comedy is discusses by K. 
Reckford, "Aristophanes' Ever-Flowing Clouds," Emory University Quarterly 22 
(1967) 223, and by A. K6hnken, "Der Wolken Chor des Aristophanes," Hermes 
108 (1980) 157-60. 
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objects that Chremylus' critical and mocking play upon the meaning of 
gaK:ap{ixS; as both "wealthy" and "dead" is out of place in serious debate: 

OKOjcx?tV X?tpa Kict KcoLpgSeciv xro Xaov8a4E?tv aptXloaa;. 

"You try to mock and to play the comic with no regard for 
seriousness." 

Penia opposes the comic oaKioggoa to seriousness (Tb aooviSaetv), and, like 
Socrates, objects to it as an impediment to serious and productive 
communication.37 

The hostility of aXca6oveS like Socrates and Penia to the oK:cgLgoaxa of 
their mocking interlocutors is supported by the view that an outspoken 
oKc&iLLa is a form of iS[pt;. In Wasps Xanthias stresses that Philocleon's 
stinging and buffoonish mockery of Lysistratus and Thouphrastus is a form of 
iSjpt;, violent outrage, associated with his drunkenness and subsequent physical 
violence (1300, 1322-25 and ff.). Philocleon is characterized as "most violent" 
(3pptaoT6xTaxo;, 1303) of all the drinkers, and Xanthias summarizes "thus he 
outraged (n?pt-6pptLev, 1319) each in turn, mocking them buffoonishly 
(oKCojtnov &ypoccoiK, 1320)..." Xanthias' characterization is based on the 
judgment that Philocleon's insulting comments were simply out of place 
(X60youS; XEyov /&l ct0aoTaTx ' o0iev ?iKOT6aot; T Tcpd6yptatt, 1320-21), 
infecting the lofty and refined with the low and vulgar. Similarly, in Wealth 
(886) the sycophant responds to the mockery of Carion and "Just Man": "But is 
this not great hubris? You mock me (oKcnj7tTErov)." Here again mockery is 
regarded by its unwilling victim as ipipt;.38 In two fragments from Eupolis 
parasites condemn the use of a oKicotgta daX oey;, an "unrestrained skomma" 
(fr. 172. 12-15, fr. 261) as both tasteless buffoonery and inappropriate to their 
status at the table. So one of Alexis' characters generalizes (fr. 156 Kock) that 
"mockery (occWtS;) causes more pain (Xvnei) than it does pleasure (xrprEt) by 
far. For it is the beginning of harsh words, and once you speak, you'll hear 
something right back. It only remains then to start making insults 
(Xot8opeoa0ot)..." This escalating exchange of oKco&tjtara which leads so 

37 The contrast posed by Penia is echoed in an elegiac fragment in which 
yekav, eaitetv, <pXotap?ev, and aKCoTCtEtv are encouraged for the moment, while 
oovi6il is reserved for later: Elegiaca Adespota 27, 4-7 (West). See the similar 
terms used of the activities of Amasis at Hdt. 2.173.1-174.1, and Antiphanes fr. 
144 (Kock). W. Burkert, Greek Religion, J. Raffan trans. (Oxford 1985) 104-5, 
notes the consistent association of aioapokoyia with buffoonery in Greek ritual, 
and the contrast between such "aeschrological" rituals and the more serious, 
august sort. See also W. Burkert, "G6tterspiel und G6tterburleske in altoriental- 
ischen und griechischen Mythen," Eranos Jahrbuch 51 (1982) 335-37. 

38 This same judgment is implicit in the forceful objections to being mocked at 
Clouds 1267, Eccl. 1005, and 1074. See also Wealth 973. Mockery as a form of 
Sppt; is discussed by D. M. MacDowell, "Hybris in Athens," Greece and Rome 23 

(1976) 20-21. N. R. E. Fisher, "Hybris and Dishonour: I," Greece and Rome 23 
(1976) 184 discusses iSppt; in its verbal forms, and at 181 quotes Aristotle's 
formulation that "wit (exrpa7e?Xia) is educated Ppipt;" (Rhet. 1389B11-12). See 
also the discussion of the associations of a(cOjX?tv and its synonym XE-odeFtv 
with abuse and insult by R. M. Rosen, Old Comedy and the lambographic 
Tradition (Atlanta, GA 1988) 54. 
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quickly to kot8opia corresponds well to the scene from Wasps between 
Philocleon and his fellow drinkers noted above. The oaKC&tca is characterized as 
buffoonery, gratuitous insult, and a vulgar affront to refinement and 
seriousness.39 

Aristotle' discussion of propriety in joking in the Nicomachean Ethics 
(1128A1-B9) further contextualizes the negative judgment of the aKcoi4Lta made 
by Socrates and Penia. That is, his testimony is valuable here not as a 
philosophical evaluation of a literary genre, but because it reflects in a more 
general way a sober judgment of certain types of mockery which also finds 
expression in Aristophanes' plays. While Aristotle does not discuss the comic 
oKc&t.tga per se in this passage, he juxtaposes, in a manner recalling the preju- 
dice of Socrates and Penia, the aitcypokoyia of Old Comedy, the oK:p&Lca as 
an abusive and unrestrained type of joke, and the willingness of the pcoioo6gXoS 
to get a laugh at any cost. Aristotle distinguishes good mockery and joking 
from bad in the first place on the basis of what pains (X1?Teiv) its object versus 
what pleases (rpnextv, 28A25-29). Restraint in joking is necessary since the 
o(TGicggL is a type of abuse (koiSo6piqLa), and just as abuse is curbed by law, so 
mockery (oKricnretv) ought to be restrained (28A30-31).40 Aristotle's judgment 
that the oiKcLpga is a form of abuse is corroborated by Theophrastus' definition 
of the aoKCoitLa as a "concealed reproach (6vet8topg6) of a fault (&capTpat;)S."41 
Demetrius (de El. ?172), perhaps under peripatetic influence, allows that 
oKcgalrxa of a pleasant sort are permissible, but warns that otherwise they are 
to be avoided just as abuse (kot6opfao;).42 Similarly, the anonymous work on 
comedy known as the "Tractatus Coislinianus" generalizes that "a mocker 
(oKcTrctov) seeks to criticize faults of soul and body."43 

39 Regarding the low-brow character of the Kcuogga, see Monaco, (above, note 
35) 50-52. Monaco, 32, suggests that Thouphrastus' reaction to Philocleon's 
accogtgaxa (6tCe.)Xatv?v co S; '? 4t6q;: Wasps, 1315) indicates a cultivated 
disdain for such insipid humor. 

40 Cf. Hesychius' ot(op(pg)atxa- Xotoppltaa yEtoYrot; Xaptv. Aristotle's 
analysis resembles the terms of his rough contemporary, the comic poet Alexis, 
as set forth in fr. 156 (Kock), quoted above: kXtnI versus xTeppt;, making versus 
taking a aolc)p.a, and the oKcopgga as abuse (XotSopcioOai). Note also the 
equation of the olc&ppa with kotio6pTia by Hesychius s.v. Dxrqvia and by 
Photius s.v. xa& iK Xrov &agatCv (discussed by Deubner, [above, note 31] 53, 
103). 

41 Ap. Plut. Mor. 631E. This fragment is discussed in detail by Janko, (above, 
note 31) 210-11. 

42 Earlier (?128) Demetrius distinguishes between the dignified pleasantries of 
the poets and those which are common and comic, like the oKcK .ga, and then 
provides examples of the latter sort, which ought to be avoided since they do not 
differ from aoctopaxa. 

43 Koster XV.33 (Prolegomena de Comoedia. Scholia in Aristophanem, vol. 
I.1A): 6 ocCxtowov i4yx1etv 0O??Xt &iapTi~axTa ri vxonX)i; ica't Txo) OdaOatxo;. 
The passage is discussed by Janko, (above, note 31) 208-11. Similarly, 
Platonius (Koster I.1A, I and II), in his discussions of the differences among the 
types of comedy and among the comic poets, uses eGlcO.coga /olcXxXetv 
consistently to refer to comic writing. It is precisely the attacks on public men, 
jurors, and wrong-doers that Platonius equates with the aKc(Op.ttxa of 
Aristophanes, Cratinus, and Eupolis. 

173 



Anthony T. Edwards 

Aristotle draws the distinction between polite and impolite joking in the 
second place on the basis of what is suitable for a free man (?XeXE0epip) to say 
or to hear said of himself (28A 16-19). The correct disposition stands, not sur- 
prisingly, midway between a peasant's suspicion of all joking and a buffoon's 
(pcoigoX6xot) willingness to raise a laugh no matter what the cost (28A4-17).44 
To illustrate his point, Aristotle notes that contemporary comedy relies upon 
innuendo (in6vota) for its humor whereas the older comedy exploits obscenity 
(aioXpokoyia, 28A19-24).45 This opposition continues in the contrast between 
the buffoon (pco{ooX6oS;) and the witty (e6TxpdanXo;) or free (FXe0e'pto0;) 
man. The buffoon goes overboard in striving for a laugh, and is therefore less 
concerned with good form and not grieving (Xuneiv) the object of his mockery 
(o1conrtT6ogvov, 28A4-7). Whereas the free man serves as a law to himself for 
curbing his mockery, the buffoon cannot resist a joke (ijrtCov oxi TOD5 
yeXoiou), and sparing neither himself nor anyone else, says for the sake of a 
laugh what others would not wish either to say or to hear (28A31-28B1). 
Aristotle endorses mockery which is pleasant for both its maker and its object 
in liberal company, and rejects that which brings pain and embarrassment, is 
abusive, buffoonishly strives for a laugh, and resembles the oioXpoXoyia of the 
old style comedy. Aristotle's analysis emphasizes both the violence of the 
OKacojPL in its potential for ipspt;, as well as its capacity to undermine 
refinement and urbanity through its coarse vulgarity. In his objection to 
obscenity, to inappropriate and abusive mockery, and to valuing a laugh above 
all else we recognize the perspective of Socrates and Penia upon the comic 
aKcopgax. This correspondence guarantees the coherence of the views of these 
two comic personae with the broader system of Greek ethical presuppositions. 
Aristotle condemns precisely the oKcoggoC which bears a critical barb for its 
victim and exploits vulgar, low-brow humor, the same oicogpac extolled by 
Aristophanes as central to his TXvi geTyXil. 

This condemnation of the critical oKicoigga as a form of PiS[pt; and buffoon- 
ery for its reliance upon abusive vulgarity and for bringing its victim painful 
humiliation contradicts Aristophanes' lofty conception of his txtxvIq gVeyaTi 
and aocggouaxa OK)c ayopotat. The ethical ground from which this view of the 
oKc4axoc as p3pt; springs is the sentiment of acE6S;. This designates the im- 
pulse to avoid public humiliation, affronts to one's honor and self-esteem, 
resulting either from an objective failure to satisfy accepted public standards or 
from criticism that one has fallen short of such expectations.46 The same 

44 See also Rhet. 81A33-35; EE 34A14-24, and MM 93A12-19. 
45 Plato, Rep. 395E, associates Kcojgpceiv with aiaopokoyeiv. 
46 Fisher, (above, note 38) 177-93 stresses throughout his argument that PiSpti 

is an affront to its victim's sense of honor and shame. The link between the 
olcCogja and ai5cO; is strengthened by the association of the GKCopgga with public 
places. Alexis (fr. 156 Kock) locates oacKotg; in i gaxKpa & ovooGaia, Philocleon 
imagines old men olcoxiO6gevot 6' iv rai; 68oi; (Wasps 542), and Dicaeopolis' 
personal market will free him of "mockery" Ev r&yopa (Ach. 854-55). The same 
fragment of Alexis notes the symposium as a setting for o:pg.xava, also the site 
of Philocleon's oa&gg axa (Wasps 1299-1325), which is mentioned as well at 
Eupolis 172, Antiphanes 144 (Kock), and Nicolaus 1.26-32 (Kock); cf. Hdt. 
2.173.1-174.1 and Plut. Lyc. 12.4-5. Hlaioavca ca cX oico'avTa at Frogs 389- 
93 refer to the preeminently public context of the comic performance itself. 
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quality, however, which makes this ocKpic a an impropriety and a piece of 
"i'pt; simultaneously enables it to serve Aristophanes' high-minded purposes. 
The relation between ai6o&; and the oKCCLOga is illustrated by a passage from 
Clouds in which the Stronger Argument appeals to Pheidippides to choose the 
old education: 

KlC&daoioTc?t ito?v ayopav KOCt aXavCi.ov dr?XEaOat, 
Kat roi; a{iaXpoi; aoiaoXveaoOat Kiv oaK(ctnrt x oe (pXyeaOat 

(991-92) 

"and you will learn to hate the marketplace and to avoid the baths, 
and to be ashamed at shameful things, and to blaze up if someone 
mocks you."47 

The ooqppooUvri which the Stronger Argument will impart to Pheidippides 
recommends feeling shame when appropriate and a reaction of embarrassed anger 
when "mocked." In the Stronger Argument's view the aKcopga is not to be 
taken lightly, but is rather the stimulus for a strong emotional reaction, as 
indicated by the vivid expression (pXEyeoOat. The line's context in a long list 
of aiopd6 which Pheidippides will learn to avoid (991-99) implies that the 
imagined oKCpLoga is of the ethical variety, a reproach to the young man's 
character or actions, and that shame and anger are the appropriate response to 
such mockery for a noble youth. 

Plutarch in his De audiendo discusses the acKcogl,ua in terms of such direct 
relevance to Clouds 991-92 that I quote it at length:48 

"To bear cheerfully and without offence (a&X67co;) an inoffensive 
jibe (oKctKoga...&viptpxorov), made wittily (Et' Ec6parcXKia;) and 
in fun, is neither vulgar nor uncultured, but altogether noble 
(iXE??Optov) and Spartan. To listen, however, to admonitions and 
rebukes meant to reform one's character (cxavopOcooav o Oov)g) 
and using reproachful words stinging like a poison, [to listen to 
these] without feeling humbled, overcome with perspiration and 
dizziness, on fire in one's soul with shame (ai o%X6v 
<pXey6ogvov), but rather remaining unmoved, grinning and dis- 
sembling, [to do] this reveals remarkable servility in a youth and 
insensitivity to what is shameful (TO ai6?co0at)..." 

(Moralia 46D) 
While one ought to endure with good humor a aKc6LcpIa d&v(3ptoaov, to listen 
to someone aiming to correct one's character through biting reproach without a 
reaction of humiliation, vertigo, a spirit inflamed with cixoZvrjI, this is 
characteristic of a mean disposition and an insensitivity to To aic6eio0at. 
Plutarch echoes the Stronger Argument's recommendation of a forceful reaction 

47 "Blaze up" here refers to the physical effects of flushing as well as to the 
strong emotional reaction indicated by (pXey?eoat: shame and then anger. See 
Dover and Sommerstein, who translates "flare up," ad loc. 

48 Cited by Starkie, van Leeuwen ad loc. The consistency of Plutarch's 
vocabulary with other discussions of the olcOgga (X-u-, USPpt;, a.i-, 
iXuevOEptog, e?vpaitc?ia) argues that the view he expresses here is based in 
traditional Greek attitudes towards mockery. 
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to mockery that is ethically critical and challenges its object's sense of ai6&s;. 
The link between the oKcLlwOa and zippt;, implicit in this passage in the 
approval of the KcoLXpgLa avi[3ptorov, ensures that the Stronger Argument's 
pXy?eaoat refers not to the blush accompanying an embarrassed admission of a 
wrong, but to the anger at an affront to one's honor. For the ati&6; that fore- 
stalls anti-social behavior is not at stake here. Rather, this is the imperative to 
avoid humiliating criticism since only that is a matter of PiSpt;. We are 
reminded here of Aristotle's assertion that the oac&l4la is fundamentally a 
Xoi56pllopa, an "abusive reproach." So Philocleon complains that Lysistratus the 
ocCoT7r6Xr'i has treated him a'tXrcxa (Wasps 787-88)-in a manner that is 
shameful (i.e., for Philocleon)-in a comment upon one of Lysistratus' 
mocking jibes.49 

The natural reaction to a critical KcoiLga appears to be anger, indignation, 
and the desire to defend one's reputation-to deny any reason to experience 
ai8co;. The victim of a oaKcllCa, then, perceives that he is being subjected to 

iSPpt; because the oKaCpLLja is an affront to an individual's ac;i5;. In view of 
the association of the icK&pgLa with comedy itself and the similar meanings of 
oKC)7iEtv and KCol(petv, this same relationship between the oKC OXpa and 

iSppt; is suggested by a passage from Acharnians (630-31) in which the chorus 
relates the allegations made against Aristophanes by Cleon in reaction to 
Babylonians: 

5ta[aOX6?evo; 6' & nb Tov xOpiov ev 'AOnvaiot; 
xaX OpoU';ot;, 

x; KcojlCpt reiv T 6XV 6tviv xia p rv 8a xv fiov Va03Ppi{et. 

"accused by his enemies before the quick-judging Athenians 
that he mocked our city in comedy and committed hubris against 

the citizenry." 

To make the city an object of comedy and to commit ip3pts against the people 
are presented as equal grounds for an indictment, and in fact probably express 
two actions which are better related hypotactically than paratactically-"he 
outraged the citizenry by ridiculing our city."50 Aristophanes' political 
oGKcopaLcaa oi)ic &yopata, intended, as we see, to provoke a reaction of ai6x8 
at public humiliation and serving as the core of Aristophanes' comic reXvTl 
gC?yalTl, are viewed from this ethical context as impertinent and gratuitous 
uppty, 

The incident to which Aristophanes refers in this passage from Acharnians 
is, of course, Cleon's judicial retaliation for the same comic assaults which 

Aristophanes presents as exemplary of his political oa)ilClCAaa. Cleon's 

49 Conversely, someone who is able to laugh along when he is reproved and 
even praise his critic is compared by Plutarch to a parasite (xapdaotxo;) and 
criticized for &vatoXv'vxia (Moralia 46C). Cf. the complementary observations of 
the parasites at Nicolaus fr. 1, 31-32 (Kock) and Antiphanes fr. 80 (Kock). 

50 The uses of KcothSco at Wasps 1026 and Frogs 368 demonstrate that the 

objects of this activity characteristically respond with the same anger as is 
elicited from the butt of a oaicola. See notes 2 and 31 above. Whether it was 

Aristophanes himself or his producer, Callistratus, whom Cleon denounced is not 
of immediate consequence. 
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reaction to these comic onslaughts through legal attacks, however, testifies to 
his perception of them as iS3pt;, insolent and gratuitous outrage. Aristophanes 
indirectly represents this response to his comic mockery in a line from Knights. 
Paphlagon-Cleon reacts to Sausageseller's scatological assault on his use of 
flattery, accusations of treason, and oracles (893-901) with the exclamation 
o'totai p' voip, VO , oXoXEgotaotv TapdTxet; ("With what buffooneries 
you harass me, scoundrel," 902). The demagogue of Knights condemns 
Aristophanes' oijLc(gaxT ovx c ayopata as mere buffoonery, their opposite, in 
a line perhaps offering a comic reflection of Cleon's actual response to 
Aristophanes' earlier attacks. Paphlagon responds with angry indignation and 
condemns as gratuitous clowning the mockery which in the larger context of the 
comic performance serves to deflate Cleon's public image and criticize his 
political practice.51 His reaction conforms to Socrates' and Penia's denunciation 
of the comic oKi:CtPca as well as to the Stronger Argument's precept Kiot xot; 
atiocpoi; aioXDve?a Oat, Kc&iv oKCcOnn i oe. (pX)yeoaot. The broader frame 
provided by Aristotle, Plutarch, and other comic poets for the views of the 
aKc&gLaca articulated by Socrates, Penia, and the Stronger Argument confirms 
that Cleon's negative evaluation of Aristophanes' comic oK1cpga is not simply 
the recrimination of an irate KcogpoopgVevo;, but the expression of a customary 
and accepted equation of this sort of critical oKic6g&[a with 5ippti and 
popooXtoa. Cleon's response to Aristophanes' mockery and ridicule betrays a 
sense of aic.x; of which Plutarch or the Stronger Argument would approve. In 
sum, from this perspective Aristophanes' critical oiciPLgga would appear to be 
to legitimate discussion what the dregs are to wine, or KOr6po; to a city street-a 
cheap laugh, appealing to an unrefined sense of the risible and undermining 
meaningful discourse. 

Ambiguity of the Kic&pL.a 
If Aristophanes' distinction between 7novr1pa o:ccdggaxa and his own 

ajc:ggraa oKic &yopdax were mapped onto Aristotle's analysis, certainly the 
harmless farces, which Aristophanes discredits, of Heracles cheated of his dinner 
or a slave's mock-tragic sympathy would more closely resemble acceptable 
mockery, while the barbed political attacks, which Aristophanes proudly offers 
as his contribution to civic life, would fall into the category of the condemned 
or(YK(Oa aC&oeyg. Any oKiotLga making an ethical criticism through an 
appeal to aic6S6 will appear as hybristic violence to its victim, whether a son 
of Xenophantus, Cleon, or the city of Athens. This perception would not, 
moreover, appear unjustified to unprejudiced onlookers. The ethical OKa&ogg is 
always an impertinence and a disruption, a gratuitous attempt through vulgar 
and debasing images to squeeze a joke out of a situation at any cost. Socrates' 
prohibition o pgiq oGiccOEt or Penia's accusation oiccbnetv rltpa ( ca 
KCC:)O5eiv TO) oTno-1S&Elrv &aeXlcaa;O react to this unrestrained and critical 
ridicule which Aristophanes embraces as the essence of his comedy. 
Aristophanes' comic oKcpitta is fundamentally ambiguous as both the vehicle 
of serious ethical and political criticism and as an irreverent and violent 

51 For a similar dramatization of a victim's reaction to comic mockery, see p. 
158 above. 
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disruption of seriousness and social decorum. Comic mockery's vulgarity and 
scatology, its debasing comparisons, lack of regard for the self-esteem or good 
name of its victims, its exploitation of unrestrained laughter to make its point, 
all appear to belie comedy's claim to function as a political and ethical advisor 
to the city, to expose unjust behavior and flawed characters, and to support the 
shared values of the community. 

These conflicting aspects of the oKcIJoCat must nevertheless be seen as 
inseparable in that the element which undermines direct communication, 
ridicules with vulgar images, and corrupts seriousness with its humor, at the 
same time supports the critical, ethical dimension of the oICDHgca and of 
comedy. The same gross vulgarity that appears in every instance excessive is 
the mechanism of infecting the high with the low, seriousness with laughter, 
authority with debilitating impotence. Were it deprived of its scandalous impro- 
priety, the comic oKCO&gaX could not maintain its peculiar critical stance. The 
oiccog.Lt's appeal to oai8o; through mockery enables its ethical-political 
function, but opens it as well to reception as 1iSpt;. In effect Aristophanes cov- 
ers the mighty and proud in comic excrement. Of course, the oKc.tp-ao alone 
cannot comprehend Aristophanes' entire panoply of comic devices and effects. 
Nonetheless, the same oxymoronic mixture of high and low which it embodies 
as an image and mechanism of comedy must underlie Aristophanes' own comic 
poetics since a primary vehicle of his high-minded comedy, his tEvI |iEyo6lX, 
is this scurrilous and offensive aKi(:Lga. 

In its ambivalence, moreover, between disruption and insight, seriousness 
and laughter, impropriety and precept, the oKc&pt.a reproduces the contradictory 
character exhibited by Txpu and ic6o7po;, both emblems of the comic. For the 
comic oaco&ltCa produces a humor that from one perspective is an affront and an 
excess, but from another is the medium of comedy's ethically and politically 
critical messages. While xpuyo6tac too knows xo SiccKaov, it expresses it 
through a strategy radically different from that employed by its more refined and 
noble sister, tragedy. 

V 

It has recently been argued that the plays of Aristophanes lack any underly- 
ing seriousness or political significance. According to this view there exists a 
fundamental incompatibility of comic humor and serious content, of generic 
form and historical reference, of the discourse of the festival and that of the 
assembly. Aristophanes is characterized as a comedian first and only, whose 
preoccupation with entertaining his audience permitted only mock seriousness. 
Aristophanes' protestations of high intentions and achievements are thus viewed 
as wholly ironic.52 But the irony of Aristophanes' humble and playful 

52 A. W. Gomme's "Aristophanes and Politics," CR 52 (1938) 97-109 presents 
the founding arguments for this approach to Aristophanes. Among this group, 
see: A. M. Bowie, "The Parabasis in Aristophanes: Prolegomena, Acharnians ," 
CQ 32 (1982) 27-40; S. Halliwell, "Aristophanic Satire," Yearbook of English 
Studies, 14 (1984) 6-20; M. Heath, Political Comedy in Aristophanes, 
Hypomnemata 87 (G6ttingen 1987); and R. M. Rosen (above, note 38). Contra, 
see: G. E. M. de Ste. Croix, The Origins of the Peloponnesian War (Ithaca, NY 
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characterization of comedy, as Tpvyco6ia for example, lies, rather, in the fact 
that through such low images Aristophanes simultaneously vouches for the 
genre's seriousness and importance. Aristophanes' conception of comedy 
incorporates and surpasses such simplistic oppositions. 

Within the logic of comedy opposites are bound in an intimate if tense 
unity. While the present study in no way exhausts the topic of Aristophanes' 
representation of his genre, the images for comedy which we have examined are 
expressive of an economy of human life linking decay and growth: Txp6 as both 
the lees and the new wine, and dung as both waste and fertility. K6opo;, more- 
over, as realized in comic scatology incorporates both the values of the comic 
utopia as well as those of comic abuse. The KcilJ.gCa as the mechanism of 
comedy's critical mockery presupposes the same complex of values as these 
images, but integrates them even more tightly since it is precisely through the 
low and vulgar that comic mockery mounts its high-minded ethical and political 
criticism. Anchored in such images, comedy's humble pedigree and indecent 
manners are asserted as a claim to noble intentions and a constructive role in the 
city. Comedy's objectionable excess of buffoonish and offensive humor secures 
for the city both a healthy laugh and salutary advice. The view that there is an 
irreconcilable conflict between laughter and seriousness or between literary art 
and politics entirely misunderstands Aristophanes' conception of the comic 
genre. For it is precisely through the images and strategies of the vulgar, low- 
brow, and ludicrous that comedy's serious and critical messages are expressed 
and from which they cannot be separated. 

1972) 355-74; H. Erbse, "Ober das politische Ziel der Aristophanischen 
Kom6die," Studi in Onore di Aristide Colonna (Perugia 1982) 99-116; W. Kraus, 
Aristophanes' politische Komodien: Die Acharner/Die Ritter, Oster. Ak. der 
Wissensch. Phil.-Hist. Klasse. Sitzungsberichte, 453. Band (Wien 1985); L. 
Edmunds, "Cleon, Knights, and Aristophanes' Politics (Lanham, MD 1987); J. 
Henderson, "The Demos and the Comic Competition," Nothing To Do with 
Dionysus? The Social Meanings of Greek Drama, John J. Winkler and Froma 
Zeitlin, edd. (Princeton 1990) 271-313. 

I gratefully acknowledge the debt this paper owes to the Center for Hellenic 
Studies and its director, Zeph Stewart. My argument has benefitted from the acute 
comments of TAPA's referees, and from the criticisms of Bracht Branham, Leslie 
L. Collins, Page duBois, William Fitzgerald, Edward N. Lee, and Sheldon 
Nodelman. 
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