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The article deals with a passage from the prologue of Aristophanes’ Acharnians, vv. 30-31.
Close reading of the passage and analyzing each verb of the series in vv. 30-31 shows that the
entire series of verbs in Acharnians 30-31 describes Dikaiopolis’ suffering and constitutes the
culmination of the woes listed in his monologue. This last and greatest of his woes cannot be
mere annoyance at having come first to the Pnyx and not knowing how to kill time. otévw
must mean a lament tragic in tone, and kéxnva intensifies this vocal lament though adding
a comic bathos. okopdiv@pat does not refer here to drowsy stretching as it is usually inter-
preted by scholars but to convulsions of rage and despair. mépSopat indicates acuteness and
intensity of Dikaiopolis’ disappointment; the relationship between oxopdiv@pat and népdopa
is similar to that between otévw and kéxnva, where the second verb emphasizes and marks
the culmination of the first (I'm moaning so much that my mouth is open wide” and “I'm
convulsed to the point of farting”). mapatilopat must mean “to tear out the hair on one’s
head’, a gesture that is obviously a sign of sorrow and despair. The verbs ypagw and hoyilopau
describe Dikaiopolis writing out and assessing his debts sitting in the assembly place. The lines
that follow are tightly connected to 30-31 and explain the reason for the protagonist’s despair:
Dikaiopolis dreams of the countryside and hates the city, but due to the war cannot return to
the country (32-33); his hatred of the city is further explained by the enormous expenses city
life entails.
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Aristophanes’ Acharnians begins with a characteristic comic set-up: a character ap-
pears onstage expecting others to have already gathered and is sorely disappointed by their
absence. Lysistrata and Assemblywomen open with similar scenes. The anticipated gather-
ing here in Acharnians is a people’s assembly, and the play’s protagonist, Dikaiopolis, is the
first to arrive, having high hopes of seeing a peace deal with Sparta approved. Since no one
else has yet bothered to show up, he falls into a state of dejection. This situation provides
the theme for a paratragic monologue in which Dikaiopolis does not merely voice his dis-
appointment, but employs the literary device of a priamel to list the many prior sorrows of
his life, culminating in the present one.! This retrospective of past ills gives Aristophanes
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! The opening monologue of Silenus in Cyclops, for example, is structured in the same way. Silenus
lists the sufferings and labors he has endured for Dionysus, capping the list with his greatest woe: his cur-
rent enslavement to Polyphemus, a condition he has been brought to thanks to his care for Dionysus. Both
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an opportunity to poke fun at several contemporary poets and musicians whose perfor-
mances greatly displeased Dikaiopolis, unhappy memories that are contrasted with the
hero’s fond recollections of other, pleasing pieces of theater.

The present woe crowning this list of past sorrows is that the morning assembly
should have begun already, but the Pnyx is empty (obong kvpiag ékkAnoiag / ¢wdivijg
€pnog 1 IvdE avtni, 19-20). Dikaiopolis sees that establishing peace is not a concern for
anyone — not even the prytaneis have bothered to show up yet, but lie snoring in their
beds, caring not a whit about putting a peace proposal before the assembly (eiprjvn §” 6mwg
/ €otou MPOTIU®O™ 0VSEY, 26-27). Moreover, the audience learns that this has happened
before: Dikaiopolis always arrives at the assembly first and is always disappointed:

£yw & del mpwTLoToG €ig ékkAnoiav

VOOT®V KABNpaL KAT, EMeldav & povog,

o0TéVw, KEXNVa, okopStvdpat, Tépdopal,

anop®, ypaew, mapatidopat, Aoyilopat,
amoPAénwy €ig TOV &ypov, eipnvng épdv,
OTUY@V peV doTv TOV § €ov Sijpov Tobdv

8¢ ovdenwmoT elmev “GvBpakag Tpiw’,

ovK “6&0¢”, o0k “éatov’, ovd’ fidet “mpiw”,

AN adTOG Eepe mAvTa X Tpiwv Amijv (28-36).

A series of similar verbs conveys his feelings at such times: otévw, kéxnva, okopdtvdpat,
népdopat, / dnopd, ypdew, mapatiiopat, Aoyiopat (30-31). What these verbs mean,
what emotions they express, and what actions and reactions they describe, is the question
I will attempt to answer here.

First, it should be noted that Dikaiopolis’ list is typical of Aristophanes’ “catalogues™:
cf. Acharnians 1089-1093 t& § dA\a mavt éoTiv mapeokevaopéva, / kAvat, tpamelal,
TPOOKEPAAaLA, OTPWHATA, / OTéEQavol, uopov, Tpaynuad; ai mopvar mépa, / duvlot,
TAakoDVTEG, onoapodvtes, itpia, / 0pxnotpides, ta @iktad” Appodiov, kalai, Knights
1378-1381 ovvepTkog ydp £0TL Kal TEPAVTIKOG, / Kal YVWHOTLTIKOG Kal ca@ng Kal
KPOVLOTIKOG, / KATAANTTIKOG T’ dptoTa Tod HopuPntikod. / — oVkovY KATASAKTUAIKOG O
100 AaAntikod;, Clouds 49-52 tavtny 6T £yapovy, ovykatekAvopuny éyw / {wv tpuyog,
Tpaotds, épiwv, meplovoiag, / | & ad pdpov, kpdkov, KataylwTTiopdtwy, / Samavng,
Aaguypod, KwAtadog, FevetvAAidog, 316-318 fikioT, GAN" ovpdviat Negéhat, peydhat Oeai
avdpaowv dpyois, / aimep yvwuny kol Stdhe&v kai vodv fiuiv mapéxovoty / kai tepateiov
Kai epidedly kal kpodotv kai katdAnyty, 1009-1014 fjv tadta motfig dyw ¢palw, / Kai
TPOG TOVTOLG TIPOTEXNG TOV VOOV, / £€e1g aiel / 0TiB0og Amapov, xpotay Aaumpdy, / dpovg
peydAovg, Y\@dttav fatdy, / moyny peydAny, méodnv pikpdy, and even longer catalogues
such as 545-556 and 873-880 further along in Acharnians. As in many similar instances,
the words in the series play off of one another phonetically; here they form pairs that reso-
nate either in the roots, such as otévw and kéxnva, or in the endings: okopdv@uat and
népdopat, drop® and ypdew, and mapatidopat and Aoyifopat. Another particularity of
such catalogues is the insertion of a vulgar word (with a sexual or scatological import)
into a series of similar concepts. In this case, the vulgarity is népdopay; cf. ai mépvar in

monologues, in Acharnians and Cyclops, would seem to reflect the same tragic model, see Compton-Engle
2001.
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line 1091, katadaktvlikdg in Knights 1381, kataylwttiopdtwy in Clouds 51, and moynv
peyaAny, méoolny pikpav in Clouds 1014.

All modern interpretations of this passage adhere to a reading proposed in the scholia.
The old commentators all see Dikaiopolis as bored in his early morning solitude: sleepy,
yawning and stretching, and generally not knowing what to do with himself. But does this
picture fit convincingly into the larger context? As indicated above, Dikaiopolis’ soliloquy
concerns his prior sufferings, none of which compare in intensity to what he is now under-
going. Boredom would seem inappropriate here. One might argue that ranking boredom as
a great sorrow is consistent with comic hyperbole, and indeed, there is considerable exag-
geration in Dikaiopolis’ listing of theatrical performances as having caused him great sorrow
in the past. But the current situation must be more serious: as seen in the following lines,
the protagonist’s condition is related to his dreams of peace, the primary theme of the play.

Analyzing each verb in this series is the best way to plumb Dikaiopolis’ feelings. The
first, otévw, is a poetic word often employed by tragedians (A. Pers. 62; 285; 295, Th. 873;
Ag. 445; Pr. 68; 399; 432; 435; S. Aj. 675; Ph. 338; 1425; OT 64; Ant. 1249; El. 1180; E. Hipp.
903; Ion 721; Ba. 1372; IA 370 etc.). It presents Dikaiopolis’ sufferings as tragic in charac-
ter. The proximity of otévw to éneildav @ povog in the preceding dependent clause may
lend a tragic tone to povog: Dikaiopolis, as the first to arrive at the assembly, is not only
literally sitting alone, but is alone in his aspirations for peace, just as tragic heroes often
find themselves in a solitude both physical and moral (cf. Sophocles’ pévog in reference
to Antigone: Antigone 508; 656; 821; 887; 919; 941; in reference to Elektra: Elektra 119;
1019; 1074; in reference to Ajax: Ajax 29, 47, 294, 1276, 1283, in reference to Philoctetes:
Philotectes 172; 183; 227; 286; 954, see Knox 1963, 31-32).

The verbs that follow — kéxnva, oxopdivuat, and mépdopar — are customarily in-
terpreted as characterizing the behavior of someone who has either just woken up or been
waiting a long time for something: “yawn, stretch and pass gas”. This is how the scholia
understood the grouping: to0T0 ék peTaPOPag elpnke T@V KLV@OV. obToL Yap €€ Dmvov
Aviotdpevol AvakA@ot TNV KepaAnv kal tovg modag ékteivovot kal mépSovtat. Kal oi
TPooSOKOVTEG 0DV TL Kai TOV Xpovov dpyov SaPipalovteg toladta eiwbaot motelv povot
kaOrpevol, drmopodvteg ti dfmote Ppadvvel 10 mpoodokwuevov (Lh) and oxopdivacOa
obv €0ty 10 dvakAdoBat peta xaopng (R); and this interpretation was inherited by mod-
ern scholars. Starkie (Starkie 1909, ad v. 20) translates: “I draw long breaths and yawn, and
stretch myself, and fizzle”, explaining this as “the action of a person on waking in the morn-
ing”. Rennie (Rennie 1909, ad loc.) understands kéxnva and okopStvdpau as “stretching and
yawning” while Paley (Paley 1876, ad loc.) translates both verbs as one: “I yawn”. Olson (Ol-
son 2002, ad loc.) writes of kéxnva: “Lit. T have my mouth wide open; i. e., Tyawn™.

This reading, however, is difficult to defend on semantic grounds. xdokw, first of all,
means “to gape, fling open, open wide’, often with the more specific sense “to open the
mouth”. The meaning is never “I yawn [from sleepiness]”, an action denoted by another
verb derived from the same root: yaopdpat (see Knights 824). What is more, kéxnva, the
perfect of xdokw, specifically denotes a particular pose: “I've opened my mouth’, “My
mouth is agape”

Aristophanes not infrequently uses ydokw, especially in the perfect, in the sense “stare
open-mouthed”, with interest, awe or expectation.? This is the meaning the word has in

2 Cf. the scholiast’s explanation of Knights 1119 kéxnvag] tetapévog 0pdc “You're gaping: you're star-
ing anxiously”. Sometimes the verb describes characters in the act of observing something attentively. In
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Dikaiopolis’ opening monologue, when the protagonist relates how he had been expecting
a presentation of Aeschylus: 6te 01 “kexrvn mpoodok@v tov AioxOAov (10). This is also
how one scholiast read the passage: maAwv 10 kéxnva, év iow 1@ Tpoodéxopal, fj Séopat
Tiig elpnvng, domep ol veooool kexrivaot dedpevol Tig Tpo@fic. The meaning “be in a state
of expectation’, however, is not fundamental but rather one connotation of kéxnva indi-
cating attentive observation or regard of something. It is not altogether clear here where
Dikaiopolis is supposed to be looking, or what his gaze is supposed to be fixed upon; could
he be staring at some place where peace ought to appear?

The simplest reading of the text is to connect “I gape” with the preceding verb, otévw:
Dikaiopolis moans and groans while keeping his mouth wide open. Thus kéxnva intensi-
fies his vocal lament. A similarly emphatic use of xdokw in the context of exclamations
and wailing is found at Aeschylus Agamemnon, 919-920 (in response to Clytemnestra’s
insincere greeting of Agamemnon): und¢ PapPdpov ewtog Sikny / xapauneteg Boapa
nmpooxavnis éuoi, “..do not adore me as if I were a man of the East, / with prostrations
and open-mouthed acclaim”?; cf. also Callimachus Hymn to Apollo 1. 24, where a moan
from Niobe’s open mouth is described as yvvaikog 6iupov Tt xavovong. These uses sug-
gest that Dikaiopolis’ coupling of otévw and kéxnva means “I am moaning so much that
my mouth is wide open”

The verb okopdivwpat is used not infrequently by medical authors (Hp. Superf. 20,
Galenus De symptomatum differentiis, Kithn vol. 7, p.59, 18, De symptomatum causis, Kithn
vol. 7, p.177,13, p. 179, 5, De facultate respirationis, Kithn vol. 7, p.940, 1, p.941, 12), always
in connection with symptoms such as hiccups, yawning, sneezing or coughing. In such texts,
okopdivapat does usually mean “stretching and yawning after sleep”, which this is precisely
how Galen explains the verb (okopdivaoBar-SiateiveoBat kai paAiota peta xdopng, Kithn
vol. 19, p.139, 6), an explanation often found in later lexicographers (Pollux 5.168, Orus,
Vocum atticorum collectio, fr. 147a, 147b Alpers, Hesychius s. v. okopdivaofat, Etymologi-
cum Magnum s. v. ckopStvaoBat) and in scholia to Aristophanes (on Acharnians 30, Wasps
642 and Frogs 922). Yet there are two other instances where Aristophanes uses oxopStv@pat
in a different sense: not to refer to drowsy stretching but to convulsions of rage. These two
examples are very similar: a character flies into a fury after being bested by his opponent in
an agon. This is the reaction of Bdelycleon to Philocleon’s speech in Wasps 642 (008’ ovtog
fjdn oxopdivartat k&oty ovk év avtod) and that of Aeschylus to Euripides’ comic unmask-
ing of his arguments in Frogs 922 (ti okopdivd kai Suo@opeic;), cf. already Graves 1905 on

Clouds, for instance, a sad fate awaits Socrates as he studies the movement of the moon: {nrodvtog avtod tiig
oeMvVIG TG 680VG / Kol TAG TTEPLPOPAS, EIT” Avw KeXNVOTOG / ATtd TG OpoPiig VOKTWP yakedTnG katéxeoev
(171-173). Sometimes a mouth agape testifies to the unusual feelings with which a character looks or listens.
This can be the immoderate or irrational elation of a mob at a public assembly or council meeting, bedazzled
by the oratory of demagogues (Knights 651 oi § dvekpdtnoav kai mpog Eu’ €kexnveoay, 1118-1120 mpog tov
Te AéyovT del / kéxnvag- 0 vodg 8¢ oov / mapdv dmodnpel, cf. 651 as well). At other times, the mouth comes
ajar when the listener focuses on something irrelevant or is distracted from the topic at hand, with some-
thing of the flavor of “slack-jawed” or “spaced out’, cf. fr. 653 K.-A. kateokéSac€ pov Thv apida keXnvoTog
“he emptied the chamber pot on me when I wasn't looking” and Lysistrata 426-427 (where the proboulos
reprimands the archer serving under him) ti kéxnvag, @ Svotnve; 01 §” abd od PAémelg, / 008Ev OOV AAN
fj kammAeilov oxom@v. Since this action often reflects silliness or naiveté, kéxnva in and of itself can mark the
subject as a simpleton, a “slack-jawed gawker”: Knights 261 is one instance ampdypov’ dvta kal kexnvota,
cf. Frogs 990, and likewise the ironic labelling of Athens as 1} Kexnvaiwv moig, Knights 1263. On the use of
x&okw in Aristophanes see Taillardat 1965, 254 ss.
3 Transl. Eduard Fraenkel.
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okopdwvapat in Acharnians: “sometimes denoting more actual uneasiness, as Ran. 92, ti
okopdvd kai Suoopeic; so Vesp. 642”. Olson also rightly compares Dikaiopolis’ use of the
verb with these two passages, taking this as an expression of “intense agitation” rather than
of shaking off sleep. Sometimes okopStv@pat is used in medical literature with the meaning
“writhe, convulse”; cf. Oribasius on the symptoms accompanying blood-letting: ikog 8¢ kai
eiyytaoat, kal v 10 odpa okopdvnBijvat kal @pik®deg kai kom®deg yevéabat, TOTE pév
émi TovTolg kal upégau (Collectiones medicae, libri incerti, 18. 27 Raeder).

Finally, we have mépSopat. This act, much favored in comedy, is associated with a
variety of mental and physical states. At times, farting may express intense joy (Wasps
1305 and Peace 335). At others, it is associated with ease and comfort: characters often
pass wind in sleep, especially pleasant sleep (Knights, 115 w¢ peyaX’ o Taghaywv népdetat
kal péyketat, Clouds 9-11 AN 00§’ 6 XpnoTOG ovTOool veaviag / €yeipeTal TG VUKTOG,
Ao mépdetal / €v mévTe olovpals éykekopSuAnpévog); cf. also The Assemblywomen 464,
where a husband farts happily in bed while his spouse attends to the housework (ov &
dotevaktel mepdopevog ofkol pevelg). Commentators have similar contexts in view when
they take mépSopat in Archarnians as a product of Dikaiopolis’ drowsiness. But the pas-
sages cited cannot be considered parallels to the use in question, because Dikaiopolis’
flatulence is not a result of drowsiness but of the pleasing calm of sleep itself, or of lying in
bed after waking. There is no pleasant calmness in Dikaiopolis’ case.

In other cases, flatulence is accompanied by negative emotions. In Wasps, Philocleon
relates the legend of how Lamia farted — clearly in terror — when she was seized (wg 1} Adut’
aAodo’ émépdeto). In Frogs, Dionysus recalls a funny story of an effeminate man, “pale and
fat”, who looked pathetic as he ran carryig a torch in the Panathenaic Games, and how he
farted when the crowd began to pummel him (Bpadig dvBpwndg Tig €0et KOyag, / Aevkog,
ntiwv, dolemopevog / kai detva mowwv- kO’ oi Kepapig / €v taiot mbAaug maiovo” avtod /
yaotépa, TAEVPAG, Aayovag, Tuyny, / 0 8¢ TumTopevog Talot mAateialg / bromepdopevog /
QLo@V TNV hapmad’ Epevyev (1091-1098); here flatulence is associated with physical pain.

In our passage, mépdopal obviously serves as a physical expression of Dikaiopolis’
disappointment, one that emphasizes its acuteness and intensity. The relationship between
okopdvodpat and mépdopau is similar to that between otévw and kéxnva, where the sec-
ond verb emphasizes and marks the culmination of the first (“'m moaning so much that
my mouth is open wide” and “I'm convulsed to the point of farting”).

Line 30 thus describes strong emotions and contains two pairs of verbs complemen-
tary in sense and sound. The first, otévw, is taken from the language of tragedy and ele-
vates Dikaiopolis’ suffering to the level of that of a tragic hero. The verb that completes the
pair, kéxnva, often appears in comedy, as seen above, and is permissible in tragedies in ex-
pressive contexts. The paired expression otévw, kéxnva evokes a tragic phrase and might
be compared to Elektra’s words lamenting the death of her father: éym §” 6p@oa Svopopog
Katd oTéyas / KAaiw, TETNKA, KATKWKOW Tatpog / Ty dvotdhawvav dait” (Sophocles
Elektra 282-284). As oxopdivopat and mépSopat belong exclusively to the language of
comedy, the second pair appears as a debased and comic version of the first. The verb
népdopat not only demeans Dikaiopolis™ suffering, but devalues his string of emotions
with an obscenity, as is customary in comic catalogues.

Moving on to the next line, 31 dnop®, ypagw, mapatidhopat, Aoyilopat, the majority
of commentators understand the first verb, dnop®, as “I don’t know how to keep myself
busy” and the three verbs that follow as Dikaiopolis’ — essentially pointless — activities to
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kill time: he scratches lines on the ground (ypédgw) and pulls out his hair (mapatiz\opat).
Rennie paraphrases the lines: “I am at my wits’ end for something to do. I draw on the
ground with my stick, pluck out stray hairs, and do up my accounts” For Olson, drop®
means “T am at a loss [as how to deal effectively with the situation]; as a result of which
the hero engages in the idle activities described in the rest of the verse”. This interpretation
has its roots in the scholia. The EG scholia offer the following exegesis: “ypdow” pév avti
100 Kataypdew: fj {wypae®, émi TS Yig 0wV T@ SakTOAW 1 TVt TOLOVTW TTadIag TIVOg
<gveka>. “mapatidopat” 8¢ Tag €k TOV PUKTApWVY TIAW Tpixag fj TOV paoXaA®dv. TadTa
8¢ mavta motodoty ol TPoodexOpeVOL LEV TL, TOV 8E XpOvov SamavdvTeg eig dnopiav kai
apnxaviay, g Tvyxavovteg 1od mpoodokwUEVOL AoyLopoD.

The antiquity of this interpretation notwithstanding, it cannot be right. First, dmop®
has a stronger meaning than “I don’t know how to occupy myself”, and frivolous activities
are hardly consistent with the state of mind conveyed by a verb that often expresses intellec-
tual confusion, the absence of an answer to a given question. Olson takes it this way (“I am at
aloss”) and offers three instances of the verb in Aristophanes as parallels — Wasps 590-591
(the senate and the people turn to the courts for assistance when they do not know how to
resolve an important question: €11 8’ 1} BovAn X 8fjpog, dtav kpivat péya mpayp anopnon, /
éynelotal Tovg adwodvtag Ttoiot dwkaotaig mapadovvat, Birds 474-475 (about a lark
who existed before the Earth was formed and did not know where to bury her father) v
§anopodoav / OTC apnyaviag TOV Tatép’ avTig év Tf kepalf katopbEau and Frogs 1007 (in
an agon with Euripides, Aeschylus challenges him with a question simply so that the latter
will not be able to claim that Aeschylus is at a loss) iva pr| @doxn 8 dnopelv pe, / dnodxpivai
pot, tivog obveka xpn Bavpdlerv &vdpa momntrv. These situations all involve a confusion
more significant than absent-mindedly doodling in the dirt. (“I don't know how to solve
this problem” rather than “I don’t know how to kill time”.) And yet no purely intellectual co-
nundrum seems to be at issue in Dikaiopolis’ situation. In all of the examples where dmop®
carries that sense, the conundrum has a well-defined object — an unsolved problem — and
this problem is either named or obvious. Here in Acharnians, by contrast, no specific ques-
tion has thrown Dikaiopolis into a quandary. A comparative contexts are needed in which
amop® relates to situations involving not only intellectual but emotional difficulties. This is
the meaning of dmopeiv in a passage from Peace regarding the feelings a character experienc-
es upon seeing his name on a list of military conscripts: €idev abTOV, kKdmopdV Ol T® Kak®
BAénwv ooV “he saw himself and fled in desperation with a bitter look” (Peace 1184). So too
in Herakles Euripides depicts a state of despair denoted by dnopeiv as the distinguishing trait
of the-faint-of-heart in opposition to the optimism of the brave: o0tog & avi)p dptotog 6oTig
émtiow / mémotBev aiel- 10 § dmopeiv dvOpog kakod (105-106).

Whether the difficulty behind amop® is intellectual or emotional, therefore, it must be
more severe than merely finding something to do to kill time. To determine what Dikaiopo-
lis’ difficulty is, we must determine the source of the anxiety described in 30-31. Despite the
interpretation accepted by commentators, the verbs in this series do not describe the casual
boredom of waiting for a meeting to begin, a reading that also goes against dramaturgical
logic. Dikaiopolis is not waiting for the assembly to begin for the sake of the assembly itself,
and his anxiety is accordingly not due simply to the assembly’s delay. Instead, he is waiting
for a decision about peace, and he is prepared to abuse and interrupt any orators who speak
on other topics (38-39). He must have peace because the war has been extremely hard on
him, leading to a loss of income because of his forced relocation into the city (32-36). It is
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this damage that is causing Dikaiopolis such anxiety as he waits for the assembly to com-
mence; this is the source of his increasing dejection as the day grows later and later.

The verbs that follow amop® (ypagw, mapatixhopat, Noyilopat) must be expressive of
this sense of crisis rather than of boredom. To begin with ypa¢gw: the proposal of the scho-
lia, followed by modern commentaries, that ypd¢@w here means “scratch on the ground”, is
not based on textual evidence. The catchy image of Dikaiopolis drawing lines in the dirt
with his walking stick derives purely from the imagination of the scholiast. The mean-
ing of ypdew in the passage is affected by the proximity of Aoyilopat, and the verbs are
in fact found together elsewhere. Herodotus pairs them (2. 36: ypappata ypdgovot kai
Moyiovtat yn@otot ’EAAnveg pgv amod t@v dplotepdv €mt ta Sefld pépovteg v xelpa,
Ajyomtiol 8¢ ano t@v Sefiwv émi T dprotepd) because he is specifically discussing the
writing and counting systems of Greeks and Egyptians, while Aristotle does so in a discus-
sion of a wide variety of human activities, implying a special association between them:
@Beipovat yap tag évepyeiag ai oikeiat Admat, olov €l T@ TO ypd@ewy andég kai Emilvmov i
10 AoyileaBar-6 pev yap ov ypdget, 6 & ov Aoyiletat, Avmnpdg obong tig évepyeioag, NE
1175b). Clearly the words form a natural pair for ancient authors, and the passage under
consideration joins them even more tightly, as they are the only verbs here that describe
actions rather than emotional states or physical manifestations of emotional states. Since
ypaew and Aoyilopar are paired, it is logical to suppose that they have a common object.

MoyileaBat “to count” is regularly used of counting money, such as expenses or rev-
enue. Aristophanes often uses it in this sense (Clouds 20, Wasps 656, Wealth 381), which
is the best fit for the context in the Acharnians. Although many commentators want to
see in Dikaiopolis’ counting only an attempt to pass the time (van Leeuwen 1901, ad loc.:
“longae taedia noctis conatur fallere” and Starkie: “I do sums’ like people who are recom-
mended, as an antidote for sleeplessness, to count sheep going through a hedge”), Paley
correctly connects the activity described by the verb with the lines that follow (34-36), in
which Dikaiopolis complains of the expenses he incurs as a result of the war and of being
forced to live in the city (Paley: “I reckon up the costs of the war”).

It is natural to suppose that Dikaiopolis writes these expenses down (ypd¢w), recall-
ing Strepsiades at the beginning of Clouds (19-20), when he commands his slave to bring
an account book (10 ypappateiov) with a list of debts, and proceeds to read through it (iv’
avayvd AaPav / 6mocolg 0¢@eidw “in order to read how much I owe”) and calculate the
interest (kai Aoyiocwpat TovG ToK0VG). If in Clouds these two procedures, first notation and
then counting, are distanced temporally (Strepsiades recorded the figures at the time he
borrowed the money), in Acharnians they follow one after the other: Dikaiopolis writes
out and assesses his debts sitting there in the assembly place.

Commentators generally follow the scholiast in reading mapatizopat “to pluck out
hair” as a way to speed up the clock (cf. Olson: “This is in any case only another sign of bore-
dom and intended to pass the time”), as if this was an activity more or less equivalent to pick-
ing one’s nose. In the scholiast’s opinion, Dikaiopolis is plucking hairs out of his nose or his
armpits (TaG €k TOV LUKTHPWYV T TOV paoXaAdv Tpixag), an activity fully suited to a character
waiting for something, whether out of boredom or agitation. The scholiast clearly assumed
that the plucking was a careful process involving isolated hairs not on the scalp, interpreting
the prefix mapa- as “off to the side” of the main area of hair growth on top of the head, i. e., “to
pluck out hairs elsewhere than on the head”. A common use of mapatillopaut for the removal
of public hair may have influenced this interpretation of the verb (Lysistrata 89, 151 and Frogs
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516), which, along with other similar interpretations in the scholia, has made its way into LS]J
(s.v. mapatidw I “pluck the hair from any part of the body but the head”) and many modern
commentaries, except that beards now take precedence over nostrils or armpits: cf. Starkie
“pull my bristles”, Rennie “pluck out stray hair” and Paley “I pull my whiskers”.

But if we examine how mapatidewv is actually used, those definitions become unten-
able, for mapatidewv often indicates an impulsive, rough and violent action, as in “tear out”
or “yank” hair directly from someone’s scalp, for example in a fight; cf. Diogenes Laertius
2. 21 regarding Socrates having so annoyed his interlocutors that they beat him and pulled
out his hair (moA\dkig 6¢ Proudtepov év Taig (ytnoeot Staheyopevov kovSvAileoal kai
napatizeaBal) or Lucian regarding a slave who mocked the corpse of his former master:
amoPAéyag eig €pe, “XU pévtol” enoty, “@ papov avBpwmiov, TAnyds pot ToAAdKIG 008EV
aStkoDvTL €véTevag” Kal Tadl dua Aéywv mapéTANE T¢ te kal Katd KOppng Emate, TENOG
8¢ mhatd xpepydpevog katantdoag pov kai, “Ei¢ tov Acefdv xwpov amly,” énemav dxeto
(“Looking at me, he says, “‘You mangy homunculus, you often gave me good beatings when
I'd done nothing wrong!” Having said that, he pulled out my hair and hit me in the temple
and finally cleared his throat loudly and spat upon me, saying, ‘Go away to the land of the
impious; and left”: Cataplus 12). The gesture is so emphatic and serious that it caps off the
scene (Cataplus 13): Eit’ o0 Sikaiwg oe mapétiAlev 6 Kapiwv obtwot okatdov dvta; (“Isn't it
just that Karion pulled out your hair, considering you're so stupid?”) mapatidAew is thus a
sharp, violent action that can be directed at the hair on the head, so that in this case the pre-
fix mapa- does not indicate that the hair, prior to being acted upon, is not on the scalp, but
points instead to the result of the act, i. e., “to pull away, off to the side”, analogous to the use
of the prefix in mapapéw “to take away from’, mapayw “to lead away”, mapadidwpu “to give
over” and other verbs. If we compare the passage under consideration with those examined
above, mapatiAopat in the middle must mean “to tear out the hair on one’s head”. Such a
gesture is obviously a sign of sorrow and despair. The sinple verb is used with this meaning:
cf. Iliad 24. 711 16v y’ 4A0X0G Te @iAn kol TOTVIa prTnp TIAAéaONY “his dear wife and revered
mother tore their hair over him”, Philodemus On Anger, fragment 17, column 15 kaOnvta
t[JMopevol kai khaiovteg “they sit, tear their hair and weep”. The same sense is found in
Aristophanes’ TiAAewv €avtov in Peace 545 describing the sufferings of an arms-maker after
peace has been declared: éketvovi yodv 10v Aogomolov ovy 0pdg TiAkovl” éavtdv; (cf. Plat-
nauer 1964 ad loc.; the interpretation of the passage in LS] “as a description of an idle fellow”
is incorrect). Finally, we have a fragment of ancient Attic comedy in which the compound,
napatidopai, has the same meaning. This passage is from a papyrus that preserves a por-
tion of an unidentified comedy, Pap. Oxy. 2743 = CGFP fr. 220 = fr. adesp. 1105 K.-A., cT. 99.
The context is not fully known or understood, but includes the phrase tic ook dv 6pdV
napatidout’ v kakoicty with an understood or unpreserved object for 6p@v. Most likely this
is a sarcastic observation regarding the primary butt of the jokes here, the seer Lampon. But
however the sentence ended, mapatilaut’ must retain the meaning “to tear out one’s hair (in
anguish)”: “Who would not tear out his hair, seeing in misfortunes..."

The entire series of verbs in Acharnians 30-31 describes Dikaiopolis’ suffering and con-
stitutes the culmination of the woes listed in his monologue. This last and greatest of his woes
cannot be mere annoyance at having come first to the Pnyx and not knowing how to kill time.
The lines that follow are tightly connected to 30-31 and explain the reason for the protagonist’s
despair: Dikaiopolis dreams of the countryside and hates the city, but due to the war cannot re-
turn to the country (32-33); his hatred of the city is further explained by the enormous expens-
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es city life entails. The anguish described in 30-31 derives mostly from this: the war has forced
Dikaiopolis to remain in the city, life there is costing him dearly, and he is accordingly impa-
tient for the assembly to begin, in the hope that making peace will be on the docket (37-39).
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Jukeononb B oryasHun (Apucroda, «AxapHsaHe», 30-31)*

Bopuc Muxatinosuu Huxonvckuil

WucturyTt Mmuposoit iuteparypsl uM. A. M. Toppkoro PAH,
Poccuiickas @emeparys, 121069, Mocksa, yi. IloBapckas, 25a; info@imli.ru

s putuposanus: Nikolsky B. M. Dikaiopolis in Despair (Aristophanes’ Acharnians 30-31). Philolo-
gia Classica 2022, 17 (2), 235-243. https://doi.org/10.21638/spbu20.2022.203

B craTbe paccMaTpuBaeTcs OTPBIBOK U3 Ipojiora «AxapHsaH» Apucrodana, 1. 30-31. BHu-
MaTeJIbHOE YTEHIE OTPBhIBKA U aHA/IN3 KaXKJOTO I7arona u3 cepum B cT. 30-31 mokasbiBa-
€T, YTO cepus ITIaronoB B «AxapHsaHax» 30-31 ommceiBaeT cTpafanus JMKeonomnsa 1 Ipex-
CTaB/IsieT COOOII KYIbMIHALINIO BCeX Oefl, IepedMCIeHHBIX B eT0 MOHO/IOre. JTa MOCTeRHAA
U caMasi 6OJIblIIas U3 ero Oeff He MOXKeT OBITb IIPOCTO JOCAZION Ha TO, YTO OH IIePBBIM IpH-
et B [THMKC M He 3HaeT, Kak yOUTb BpeMs. OTEVW JO/DKHO O3HAYaTh TParmdeckue CTOHBI,
a KéYnva ycummBaeT UX, BMeCTe C TeM KOMIYeCK) CHIDKasA VX OIMCaHMe. okopdvdal 03Ha-
JaeT He COHHOE IIOTATMBAHNe, KaK 3TO OOBIYHO MHTEPIPETHPYETC YICHBIMM, @ KOHBY/IbCYUN
SIPOCTH 1 OTHASHIMSA. TEPOOLAL YKA3bIBAET HA OCTPOTY U MHTEHCUBHOCTD pa3odapoBanus Ju-
KeOIIOIsT; CBSI3b MEXAY OKOpSIV@aL 1 TiépOOaL aHAIOTMYHA CBS3Y MEXAY OTEVW M KEXNVA,
IZie BTOPOJI IJIar0/I ITIOAYePKUBAeT M YCU/IMBAET IEPBLII («5 CTeHal0 TaK CUIBHO, YTO MOJL POT
IIMPOKO OTKPBIT» M « B KOHBYIbCYAX, HTOXONAIINX N0 IyKaHbs»). TMapatiAlopal JOIKHO
03Ha4aTb «BBIPBIBATH BOJIOCHI HA TOJIOBEY, )KECT, KOTOPBII, OYEBU/IHO, SABJIAETCSA IPU3HAKOM
medaan 1 otdasHyA. [naronsr ypdgw u Aoyifopat onmcpBaoT, Kak JIMKeomnonp 3anmuceBaeT
U IIOACYNUTBIBaeT cBoM fonru. ITocmenyrolue CTpOKM TeCHO cBsi3aHbl ¢ 30-31 1 00BACHSIOT
MIPUYMHY OTYASHMA [TTABHOTO repos: [IMKeononb MedTaeT o iepeBHe M HEHaBUJUT TOPOJ, HO
U3-3a BOJIHBI He MOYKeT BEPHYTbCA B IepeBHIO (32-33); ero HeHaBUCTb K TOPOLY 0O BbACHAET-
€1 OTPOMHBIMI PacXOJaMM, KOTOpbIe BlIeYeT 3a cO60I1 TOpOICKast )KU3Hb.

Kniouesvie cnosa: Apucrodat, KoMeaus, axapHsaHe, SMOLUY, OTYAsHUE.
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* Pabota mogrorosieHa mpu nopnepxkke [Ipasurenscrsa PO (mpoekrt Ne 075-15-2021-571 «udpo-
Bble KOMMEHTapMU K aHTMYHBIM TEKCTaM: IpeBHErpedecKas KOMeIUs»).
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