LOEB CLASSICAL LIBRARY










THE LOEB CLASSICAL LIBRARY

FOUNDED BY JAMES LOEB

EDITED BY

G. P. GOOLD

PREVIOUS EDITORS

T. E. PAGE E. CAPPS
W. H. D. ROUSE L. A. POST
E. H. WARMINGTON

MENANDER
I

LCL 459






MENANDER

VOLUME I1

EDITED AND TRANSLATED BY
W. G. ARNOTT

HARVARD UNIVERSITY PRESS
CAMBRIDGE, MASSACHUSETTS
LONDON, ENGLAND
1996




Copyright © 1996 by the President and Fellows
of Harvard College
All rights reserved

ISBN 0-674-99506-6
Library of Congress Catalog Card Number 80-154351

Typeset in ZephGreek and ZephText
by Chiron, Inc, North Chelmsford, Massachusetts.
Printed in Great Britain by St Edmundsbury Press Ltd,
Bury St Edmunds, Suffolk, on acid-free paper.
Bound by Hunter & Foulis Ltd, Edinburgh, Scotland.

FA4246




CONTENTS

PREFACE

SUPPLEMENTARY BIBLIOGRAPHY

HEROS (The Guardian Spirit)

THEOPHOROUMENE (The Demoniac Girl)
KARCHEDONIOS (The Man from Carthage)
KITHARISTES (The Lyre Player)

KOLAX (The Fawner)

KONEIAZOMENAI (Women Drinking Hemlock)
LEUKADIA (The Girl from Leucas)

MISOUMENOS (The Hated Man)

PERIKEIROMENE (The Girl with Her Hair Cut Short)

PERINTHIA (The Girl from Perinthus)

vii

ix

49

81
109
151
205
219
245
365

471






PREFACE

The delay in the appearance of this second volume of
the Loeb Menander, which is entirely the responsibility
of its editor and translator, has nevertheless made possi-
ble some substantial benefits. Menandrean papyri have
continued to be published in the last sixteen years, and
this volume can accordingly include more of Kitharistes
and Misoumenos than would have been available earlier,
together with new scraps of Leukadia, which illuminate
that play’s unusual opening.

The principles followed in the first volume and
sketched out in its preface are here continued, but there
is one minor adjustment which seems to be advisable. In
my translation, on the advice of some reviewers, I now
generally avoid the literal translation of oaths and attempt
to substitute more modern and idiomatic phrases.

The line-numbering used for Kolax and particularly
Misoumenos in previous editions has become unwieldy,
and new schemes are adopted here; the one for Mis-
oumenos I have sought to justify in Zeitschrift fiir Papy-
rologie und Epigraphik, 110 (1996), 27. It avoids the ad-
dition of letters and stars to some of the numbers, and
should ovv fed continue to prove serviceable if in the
future further portions of text surface from the Egyptian
sands.
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PREFACE

The text and apparatus of each play in this volume are
based, as before, on a study of good photographs of the
papyri wherever possible. Unpublished photographs of
the two Berlin papyri of Misoumenos and of the
Oxyrhynchus papyrus of Perinthia have been supplied to
me; due acknowledgement is made below. No photo-
graph has ever been published of the papyrus of Koneia-
zomenai now in Thilisi; here I have been compelled to
rely on the full reports of G. Zereteli and A. Korte; the
bibliographical details of its first edition in 1909 are now
given fully and correctly for the first time.

I should like to supplement those acknowledgements
of help, advice and useful information received from
institutions and colleagues which are listed in the preface
to the first volume by thanking here the Bodleian Library
in Oxford for supplying a photograph of P. Oxyrhynchus
855 of Menander’s Perinthia, Dr Colin Austin for making
available to me his photographs of P. Berlin 13281 and
13932 of Misoumenos and for other helpful information,
Dr Revell Coles, Dr M. Gronewald, Professor E. W.
Handley, Dr Malcolm Heath, Professor G. Paduano and
Dr W. Stockert for advice, publications and helpful infor-
mation, and above all Mrs Philippa:Goold, whose courte-
ous assistance as subeditor and proof-reader has been
invaluable. It is sad that the names of Charles Brink,
Konrad Gaiser, Harry Sandbach and Giinther Zuntz can
no longer be added to the above list; here death has
robbed us of both scholarship and true friendship.

Leeds W. GEOFFREY ARNOTT
January 1996
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Supplement to the Bibliography in Volume One

Editions
(b) The monostichs. See also Rudolf Fiihrer, Zur slavi-

schen Ubersetzung der Menandersentenzen (Konig-
stein 1982).

(d) Complete editions of the papyri of Menander known

today. F.H. Sandbach (text: 2nd edition, Oxford
1990, with an appendix containing inter alia the new
fragments of the fourth act of Epitrepontes, the first
act of Misoumenos and fr. 1 of Kitharistes). 1 have not
myself seen the editions of I. Zacharopolos (Athens,
undated but in the 1970s) and A. Ramirez Trejo, I
(Mexico City 1979).

(e) Selections from the papyri. Guido Paduano (Milan

()

1980: Asp., Dysk., Epit., Perik., Sam.).
Single plays.
Aspis. No complete edition, but a commentary on vv.

1-163 by A. H. Groton (Diss. University of Michigan
1982, available on microfilm).

Dyskolos. M. de Fitima de Sousa e Silva (Coimbra
1976). Stanley Ireland (Warminster 1995).

Epitrepontes. Francesco Sisti (Genoa 1991).
Misoumenos. Francesco Sisti (Genoa 1986).
Perikeiromene. Mario Lamagna (Naples 1994).

Samia. J. Thomsen (Copenhagen 1977). H. Offer-
mann (Stuttgart 1980). D. Bain (Warminster 1983).

Sikyonioi. A. M. Belardinelli (Bari 1994, defending
the plural form of the title).
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HEROS
(THE GUARDIAN SPIRIT)



INTRODUCTION

Manuscript

C = P. Cairensis 43227, part of a papyrus codex described
more fully in the introduction to Epitrepontes. Heros
seems to have been the second of the five or more plays
originally contained in the codex.! Extant in C are a met-
rical hypothesis and cast-list to the play, its first 52 lines
(some of them damaged), and a series of scraps (with text
on both sides) which have been assembled to form three
fragments, two of which certainly and the third possibly
derive from a later stage in the play. First edition:
G. Lefebvre, Fragments d'un manuscrit de Ménandre
(Cairo 1907); the same editor’s Papyrus de Ménandre
(Cairo 1911), with a revised text, contains photographs, as
does The Cairo Codex of Menander (P.Cair. |. 43227) (In-
stitute of Classical Studies, Londor} 1978).

Fragments 1-8 are definitely, and 9-10 doubtfully,

I This can easily be inferred from the fact that the sheet of
papyrus containing the opening of the Heros is numbered 0
(=29) on its first side and N (=30) on its second. Each extant
side of C contains from 33 to 38 lines, averaging 35.75. Accord-
ingly there was room before the Heros for one play of about 950
to 990 lines, prefaced perhaps, like the Heros, by a hypothesis
and cast-list.
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HEROS

assigned quotations from a multitude of sources. See vol.
I pp. xxiv—xxv.

This text, like the Bodmer codex of the Dyskolos, is
prefaced by a 12-line metrical hypothesis and a list of
characters arranged presumably in order of their appear-
ance on the stage. Unlike the Bodmer codex, however,
the Cairo papyrus does not add a didascalic notice (the
Heros accordingly cannot be dated!), and its hypothesis is
not foisted upon the Hellenistic scholar Aristophanes of
Byzantium. The plot summaries that such verse hypothe-
ses contain are often found to be inaccurate over details
when these can be checked against completely preserved
texts of tragedy or comedy, and there is at least one state-
ment in the hypothesis of Heros that arouses suspicion.
The man who reared the twins is said to have given them
to their true father as a security for a loan (hyp. 3-4); this
seems to be a distortion of the true facts, if Daos’ version
of the events (not admittedly a wholly accurate one,

1 The text of the play fragments themselves provides no tan-
gible clues to the date. A plausible supplementation at line 46
puts Gorgias on a visit to the island of Lemnos, and this probably
rules out the period 314 to 306 B.C., when the island was lost to
Athens. At line 30 there is a reference to a recent famine, but
the comedy of Menander’s age is so full of references to the high
price of food and the consequent hardships of the poor that we
are driven to assume that famine was a regular visitor to Attica
between 324 and 291 B.C. The modern historian, however, is
here hindered by the inadequacy of our ancient sources. Cf.
W.S. Ferguson, Hellenistic Athens (London 1911), 50f., 64 f.
(Lemnos), 66 f. and 133 (famine), and Peter Garnsey, Famine
and Food Supply in the Graeco-Roman World (Cambridge
1988), 154-164.



MENANDER

either!) in the first scene is to be believed. Daos says
there that the foster-parent died seriously in debt to
Daos’” master, and the twins thereafter began to work off
the debt as employees of the creditor.

Even so, judicious combination of the information
provided by the Heros hypothesis with the cast-list and
with the clues scattered about the dramatic fragments,
particularly those of the expository opening scene, allows
us a fairly clear picture of the antecedent events on which
the plot is based, and a reasonable idea about the two
major elements in the dénouement.

Eighteen years before the action of the play begins (cf.
line 94), a man raped a woman, who then bore twins, a
boy and a girl. The raper later married the woman with-
out realising that she had previously been his victim. The
cast-list enables us to identify the raper as Laches and his
wife as Myrrhine (cf. also line 72). The twins were called
Gorgias and Plangon (24-25); of them only Gorgias has a
speaking part in the play. When they were still babies
Myrrhine gave them to a freedman shepherd named
Tibeios from the village of Ptelea, the scene of the play.
This shepherd pretended that the twins were his own
children (23 ff.), and this may have been what the twins
themselves were brought up to believe. Tibeios eventu-
ally died, having got heavily in debt to Laches, his former
master. When the play opens the twins are working for
the creditor in order to pay off Tibeios” debt. The inaugu-
ral complication is caused by Plangon’s situation. She in
her turn has been raped by a young neighbour, identifi-
able from the cast-list as Pheidias, and she is pregnant.
Daos, a slave in Laches’ house, is in love with Plangon and



HEROS

wishes to set up house with her.! Laches has given his
consent, and only his temporary absence from Athens
holds up the union between Gorgias’ sister and Daos,
who is willing to pretend that Plangon’s expected child
was fathered by himself. These plans appal Myrrhine,
who was probably the only person in the house aware of
the twins’ relationship to her. Apparently, however,
Myrrhine was as ignorant of the true identity of her own
ravisher as she was of Plangon’s (hyp. 9).

The hypothesis refers to the play’s double dénouement
(hyp. 10-12). Laches and Myrrhine discover that they are
the joint parents of Gorgias and Plangon; and Plangon,
now the acknowledged free daughter of Athenian citi-
zens, is able to marry Pheidias.? Some brief passages

1 §o far as Daos knew, Plangon was the daughter of the freed-
man Tibeios, and the status of a freedman’s children, especially
those born before he was freed, was equivocal. When Daos says
that Plangon was ‘in a way’ a slave (line 20: line 6 of the hypothe-
sis is less subtle), he means simply that her status was not so dif-
ferent from his own that a settled relationship between them was
unthinkable. Slaves were allowed to live together with members
of their own class or with the children of freedmen in relation-
ships which doubtless could last as long as those of formal mar-
riage, but marriage itself was limited in Attica to free citizens.
Cf. A.R.W. Harrison, The Law of Athens, 1 (Oxford 1968),
21-29, 177, 184-186, and D. M. MacDowell, The Law in Classi-
cal Athens (London 1978), 87.

2 Menander’s comedy avoids sentimentality. Daos’ infatua-
tion for Plangon may have been handled very sympathetically in
the play’s opening scene, but Daos was a slave and Plangon the
daughter of free Athenian citizens. Furthermore Pheidias, who
had fathered Plangon’s child, was a free (and probably wealthy)

young Athenian. In a civilisation which valued property, citizen-
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MENANDER

from the scene in which Laches and Myrrhine make their
discovery appear to be preserved in a series of scraps
from the Cairo codex, but they are tantalisingly mutilated,
and in the absence of further evidence it would be
unprofitable to speculate overmuch about the details of
the dénouement or of the earlier plot structure. Daos
may at one point have sought to justify to Myrrhine his
love for Plangon (cf. fr. 2). The cast-list testifies to the
appearance later in the play of two slaves named Sanga-
rios and Sophrone. The latter name is elsewhere in com-
edy given to aged nurses (Men. Epit.; Terence, Eunuchus,
Phormio; cf. [Aristaenetus], Ep. 1.6), and if Sophrone
had been the go-between at the time when Myrrhine
disposed of her baby twins to Tibeios, her role in their
subsequent recognition of their parents may have been
important.

The cast-list contains one further name of interest.
After the opening scene between Getas and Daos, the
exposition was apparently continued in a prologue speech
delivered by the play’s title figure, the ‘guardian spirit’
of my translation. These spirits, or ‘heroes” as they are
often called, played an important part in Greek popu-
lar religion.! They came half way between gods and

ship, and formal marriage between free-born citizens, the only
conventionally acceptable resolution of the plot would be a wed-
ding between Pheidias and Plangon.

! The standard account is L. R. Farnell, Greek Hero Cults
and Ideas of Immortality (Oxford 1921, reprinted 1970). Cf. also
M. P. Nilsson, Greek Popular Religion (New York 1940), 18-21,
W. K. C. Guthrie, The Greeks and Their Gods (London 1950),
231-235, and Walter Burkert, Greek Religion (transl. J. Raffan,
Oxford 1985), 203-208.

6



HEROS

humans. Many of them were the spirits of dead cele-
brities—real and fictional—who were believed to guide
from their tombs the fortunes of cities, tribes, demes and
individuals in public and private affairs. Such a spirit was
aptly chosen to deliver the prologue in a comedy of this
kind. None of the human figures possessed all the back-
ground information essential to the exposition. And one
of the functions of these guardian heroes was that of help-
ing men and women unhappily wounded by love.
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[H]P[QS M]ENANAPOT
(H TIIOOESIS)

appev <re> OY\U 0’ dpa Tekovoa waplévos
€dwkev emrpome Tpépew: €’ VaTepov
5 \ ’ ~ sy ¢ s
éynue Tov Pplelpavra. Tavra & vméfero
0 Tpépwr TPOS avTov dyvodv. Hepdmwy O€ Tis
évémeaev els épwTa THS veavidos
ouédoviov elvar dahafBav. yelrwv O€ Tis
mpondiknker pera Pias Ty pelpaka.
\ s s 37 ¢ \ e ’ ’

™V aitiav €d’ éavrov o Oepamwy oTpédew
3 ’ > > 3 ~ ge ’ 5
€BovAer’* ovk €ldvia & N ugTyp dyav
édvaxépaive. katTadavdy 8¢ yevouévwy
€Vpev wev o yépwv Tovs €avrov yrwpioas,
0 8’ NOkmkws éNafe Ty képmv Bérwvy.

Title and hypothesis taken from the Cairo papyrus.

Title Suppl. ed. pr.

Hypothesis 1 Corr. Wilamowitz: appevrekovaramapBevootn-
M@apa C. 2 Corr. several: emrpodw C.



THE GUARDIAN SPIRIT BY MENANDER
(HYPOTHESIS)

A maiden bore twin babies, boy and girl.

She gave them to a guardian to rear,

And later married her seducer. Unawares
Their foster-father pawned them for a loan
To him.2 A servant deemed the girl a slave
Like him, and fell in love with her. A neighbour
Had previously forced the maid. The servant
Desired to focus blame upon himself.

The mother didn’t know the truth, and was
Exceedingly displeased. The facts came out.
The old man found and recognised his own.
The violator gladly took the girl.

2 ‘Him’ must be the seducer mentioned in line 3. The state-
ment appears to be inaccurate: see the introduction to Heros.






DRAMATIS PERSONAE
presumably in order of speaking

Getas, a slave probably in Pheidias” household

Daos, a slave in Laches” household

The guardian spirit, a local divinity who spoke the
prologue

Myrrhine, the wife of Laches

Pheidias, a young man, the ravisher of Gorgias’
twin-sister

Sophrone, probably Myrrhine’s old nurse

Sangarios, a slave probably in Laches’ or Pheidias’
household

Gorgias, the son of Myrrhine

Laches, an old man

The cast-list in the Cairo papyrus does not mention any mute
characters, who in this play may have included Plangon, Gorgias’
twin-sister. Nor does it refer to the chorus, who may have per-
formed the customary entr’actes in the guise not of the conven-
tional tipsy revellers, but of huntsmen from Athens (see on fr. 1,
below).

11



HPQZ

(SCENE: Ptelea, a small but wealthy village whose precise
location in Attica is still a little uncertain. It is most likely
to have been about 2% miles west-north-west of Athens in
the Kephisos valley at the edge of the Aigaleos hills, less
than half a mile north of the Sacred Way from Athens to
Eleusis. A less likely site is on the other side of the Aiga-
leos hills, in the eastern part of the Thriasian plain.? A
street in the village, backed by two houses; one belongs to
Laches and his family, the other to Pheidias.)

I'ETAS
V4 ~ 7/ ~ /7
Kkakov Ti, Aa€, pot dokels TETONKEVAL
mappuéyeles eita mpoodokdy dywrids
~ ~ \ ’ > %
pVAGra cavtd kal médas: eVONAOS €.
Vd \ \ V4 \ \ e/ 4
TL yap oV KOTTELS TNV KeGaAny oUTw TUKYd;
/ \ / V4 3 / Ve Ve
TL TS TPLXAS TIANNELS €TLTTAS; TL OTEVELS;
In the apparatus to this play, those corrections and supplements

whose author is not named were made by the ed. pr., G. Le-
febvre, Fragments d’'un manuscrit de Ménandre (Cairo 1907).

A Cf. J. S. Traill, The Political Organisation of Attica (Hespe-
ric. Supp. Vol. 14, 1975), 49, and Eugene Vanderpool, Hesperia,
35 (1966), 280. Ernst Meyer’s entry in RE xxiii (1959), 1478 f.,
now needs revising.

b The punishment that slaves feared most was that of being

12



HEROS
(The Guardian Spirit)

(The play opens with a conversation between the two
slaves Getas and Daos. Daos may have entered first,
probably from Laches’ house or by the entrance to the
spectators’ right which was conventionally assumed to
lead to the city of Athens. Daos appears to be in great dis-
tress. A moment later Getas enters, probably by the
entrance on the spectators’ left, assumed to lead into the
country. He is carrying a bundle of wood, which he puts
down to talk to Daos.)

GETAS
You look as if you've done a terrible
Crime, Daos! You're distressed. Expecting to
Be sent quern-pushing in leg irons?? Can’t
Be doubted—otherwise, why smack your scalp
So much, why stand and tear your hair out, why
Whimper?

sent to work in a flour mill, where they had the laborious and
monotonous task of pushing a saddle-quern backwards and
forwards all day long, often with their feet fettered (Plautus,
Mostellaria 15-19, Terence, Phormio 249). See L. A. Moritz,
Grain-Mills and Flour in Classical Antiquity (Oxford 1958),
34 ff. and 67.

13
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MENANDER

AAOZ
otpot.
'ETAZ
TOLOVTOV €0TW, & TOVNPE TV
€T’ ok éxpNY, KepudTiov €l TurTyuévoy
oot Tvyxar|ew 1, T[o]or éuol dovvar Téws
€l TUYKVKQS| TQ KaTO TeauTov TpdypmaTa;
D\G o€, Ade, kat o |vvdyxfopal yé oot
el mpoadokds Nvm|npd.
AAOZ
oV uev ovk 0id’ 6 Tt
Anpets: éyw yap ovum|émheypar mpdymatt
ampoadoknTe kal Ou)épbapuat, Néra.
FETAX
TAS YAp, KATAPATE;]
AAOZ
wn KaTapm, mpos <tov> Hedv,
BérTior’, épovre.]
FETAS,
7L OV N€éyeLs; €pas;
AAOZ
EPD.
6 otupor C. 8-15 A large tear has removed the opening 9 to
16 letters of these lines. Plausible supplementation is well-nigh
impossible; the text printed here is merely exempli gratia, in

order to provide the reader with a continuous text. 8 oot
Tvyxav]ew suppl. Kérte.  9-10 Suppl. Arnott (in 10 after van

14



HEROS

DAOS
Oh dear!
GETAS
It's something like that, you
Poor thing . .. So shouldn’t you have given me
Your savings—any you’ve perhaps amassed,
[If you're mismanaging] your own affairs?
[T like you, Daos, and] I sympathise
[If] troubles [lie ahead].
DAOS
[Your drivelling]
Defeats me. Getas, I'm entangled in
Something [surprising—and] it’s shattered me!
GETAS
[Damn you, how’s that?]
DAOS
[Dear fellow], by the gods,

Don’t damn [a lover]!
GETAS
(pricking up his ears)
What's that? You in love?

DAOS
I am.

Leeuwen, who suggested émet A& oe kai], and ed. pr., who
suppl. o Juvdxfopar). 11 Suppl. van Herwerden. 12 Ay-
peis suppl. Croiset, éya yap Sandbach (éyw S¢ van Leeuwen),
ovum|émheyuar Leo. 13 ampoodokrire kai suppl. Sand-
bach, 8i]épfappar Croiset. 14 Suppl. Korte. mpoofewr C:
corr. Leo. 15 Suppl. van Leeuwen.

15
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MENANDER

FETAX
, ~ ’ I3 ’
w\éov dvoly oou xowikwv 6 deormdrns
wapéxel. movnpov, Ad’: vmepdevels lows.
AAOY
’ \ / /’ [ ~
mémovfo T Yuxny 1L Tadiokny 6pdv
ovvrpedouévmy, drakov, kot éuavtéy, @ éra.
I'ETAX
’ >
SOUM') oTLY;
AAOX
oVTWS, NOVXY), TPOTOV TWd.

\ \ 5 Vi 3 ~ 3 Ay
mowunv yap nv TiLBewos oikdv évladi
IIreNéao, yeyovws oikérns véos wv mote.
éyévero TovTw diduna Tavra Taidia,

[3 3/ > / e/ ’ < 3 ~
ws €keyev avros, 1) e lIAayyav, s épo—
ITETAX
~ 4
vov pavfave.
AAOX
\ ’ ’ y ¢ ’
—710 pepakwov B’, 6 Topyias.
FETAY
0 7&v mpoBatiwy évhdd’ émueloduevos

\ < ~
vuvL Tap’ vpL;

16-17 Adesp. fr. 444 Kock 21 See Men. fr. 1075 Kock

16 wAéov Svoiv oov xowikwr Choeroboscus, Scholia in Theo-
dosii Canones, i. 293. 30 Hilgard: |yowikwr C.  25-26 Change
of speaker after 'opyias indicated by ed. pr. (no dicolon is now
visible in C at this point). 27 vuiv Leo: nuw C.

16



HEROS

GETAS
Your master’s more than doubled your
Grain ration.? That’s bad, Daos. Overfed,
Perhaps?

DAOS
My heart throbs when I see her. She
Grew up with me, she’s pure, and, Getas, she’s
My class!

GETAS
A slave?

DAOS
Yes—nearly . . . in a way.
You see, there was a shepherd living here
In Ptelea, he’d been a slave when young,
Tibeios, who’d got these twin children—that’s
What he himself said—Plangon, she’s the girl
I worship, . ..

GETAS
Now 1 see!

DAOS
... and Gorgias,

The boy.

GETAS
The one you've now got here, in charge
Of the sheep?

A Literally, “Your master provides you with more than two
choinikes (sc. of grain each day).” The normal ration that an
Athenian master allowed his slave seems to have been much less
than this—possibly only one choinix (=about one litre) a day.
Compare also fr. 10 of Heros.

17
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MENANDER

AAO3
0070s. Qv 1On Yépwy
0 TiBetos 6 marnp els Tpodnv ye hauBdre
T0UTOLS TApd TOVNOD deTTETOV MVav, Kal TANw —
ALpos yap Hy—puvav: €ir’ améokhy.
TETAX
™Y TpiTYY
@S 0VK €medidov TUXOV O OeamiTNS O TS,
AAO3
lows. Tehevmoavta 6’ avTov mpooiaBav
o lopytas Tv keppdatiov éQare kai
Ta voppo Tomoas wpos nuas évhdde
eENov dyaydv Te TNV AOeNPNY émuéve
70 Xpéos amepyalouevos.
TETAZ
7 HAayyov 8¢ 7i;
AAOZ
LETA TS EUNS KekTNUEVNS EpyaleTal
épra. Sraxovel Te.

31 Corr. Arnott: ameddov C.

2100 drachmas.

b The funeral took place before sunrise on the third day after
death. The ‘normal ceremonies’ mentioned here would include
the dinner in memory of the dead man directly after the funeral,

18
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DAOS
That’s the man. When he grew old,
Their father—this Tibeios—borrowed from
My master for their keep one mina,* then
Another. Life was hard. It killed him.

GETAS
When
Your master wouldn’t lend him number three,
Perhaps?

DAOS
Maybe. He died, and Gorgias
Borrowed some more cash for the funeral,
The normal ceremonies.P After that
He came to us here with his sister, and
He’s stayed, while working off the debt.c

GETAS
And Plangon?

DAOS
She spins and weaves wool with my mistress, and
Works as a servant.

arite at the tomb on the ninth day after burial, and a further rite
to mark the end of the period of mourning. See D.C. Kurtz
and John Boardman, Greek Burial Customs (London 1971),
142-161, and Robert Garland, The Greek Way of Death (London
1985), 21-27.

¢ Tibeios had presumably contracted to repay the loan by
Workihg for Laches without pay for a fixed time, and when he
died before the stipulated amount of work had been completed,
the duty of fulfilling the contract devolved on Gorgias and Plan-
gon, who passed for his children. Cf. the Gomme-Sandbach
Commentary, on Heros 36.
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F'ETAX
ToaLdloKn;
AAOX
TavY,
Féra—katayehqs.
TETAZ

pa Tov ATONAw.
AAOX
mavv, Déra,
40  élevbépios kal koouia.
IF'ETAZ
T 0OV OU; TL
TPATTELS VTEP TAVTOV;
AAOX
’ Aablpa pév, ‘Hpakhes,
ovd’ éykexelpnk’, AANA TOuG deamoTy
elpmx’, véoxnTal v’ éuol o[vvowkiely
avtny dakexbels mpos T[ov dOekdiv.
I'ETAS
[Aapmpos €.

43 Suppl. Croiset. 44 7[ov adeAdpév suppl. ed. pr., (Ter.)
Aapmpos €i Wilamowitz.

2 If the interpretation suggested here is correct (see Classical
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GETAS
(leering)
Serves you, does she??
DAOS
(innocently)
Yes,
Getas. You're laughing!
GETAS
By Apollo, no I'm not!
DAOS
She’s really decent, Getas, well-behaved.
GETAS
And you—
How are you pushing your claims?
DAOS
Heracles,

No monkey business—haven't even tried it! No,
I told my master, and he’s promised she
[Can join] me, once he’s seen [her brother].

GETAS
[You're]
[In clover!]

Quarterly, 18, 1968, 225-226), Getas makes a coarse pun here
which is difficult to translate effectively. The word rendered by
‘Serves you, does she? is mat8iokm, which often means simply ‘a
girl’ (cf. line 18), but in current usage had become a euphemism
first for a slave girl and then for a prostitute. Getas asks with
apparent innocence, ‘A girl?” Daos’ immediate reaction, ‘Yes’,
comes before he has had time to appreciate Daos” equivocation,
and Getas bursts out laughing at the success of his verbal trick.
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AAOY
7L Napmpés; drodnuel Tp[ipnvos émi Twa,
mpalw idtav els Au[vor: dudw & é\midos
éxopela s avrys [
aoloro.
FETAX
Xpnoros [ovros

AAOZ (?)
[
ovmas €.
IETAS (?)
mohvm|
Ppovets éyw yap k\i|
oo’ avévmro. .. .|

® Evhodopd [

(Eight further shreds of the Cairo papyrus have been skil-
fully fitted together into three fragments with text on both
sides: y0, 8€(, and fy. Fragment y0 comes from the bot-
tom of a page; it contains an address to a Myrrhine and a
reference to a shepherd in two successive lines (here
72-73), and its subject matter suits what is known of the
plot of the Heros very well. Its attribution to this play
seems certain. Fragment 8e{ can be assigned to the
Heros with even greater confidence, for two of its broken

45 7p[ipmros suppl. Sudhaus, én{ 7wa Croenert, Leo.
46 Anu[vov suppl. Croenert, Leo, dudw Arnott, 8’ é\midos
Sonnenburg. 48 Suppl. Arnott (ovroot Sudhaus).
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DAOS
Clover? He’s away in Lem|[nos] —
[Three months on] private business. [Both of us]
Cherish the same [hopes. My one prayer’s for]
His safe [return].

GETAS
A good man, [Laches ]

DAOS (?)

I hope it’s fruitful.

GETAS (?)
Much [
You're sensible. Yousee, I |
I'd sacrifice in vain [
For whom I carry wood [

lines (76-77) tie with a quotation made from this play by
Stobaeus (Eclogae 4. 40. 13 = fr. 211 Kock). The other
side of 8¢l (the verso or vertical-fibres side) contains the
end of one act and the beginning of the next. Fragment
07, on the other hand, is a maverick; although editors of
Menander print it alongside y0 and e as part of the
Heros, nothing in the few words preserved on it supports
its attribution to this play.

Furthermore, even if all three fragments do belong to
the same play, their relative placing must be considered
uncertain. Fragment del (verso) contains the beginning
of an act. The most plausible speaker of the opening
words in this new act is Laches; of the characters in this
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play, only he can talk of ‘giving’ a girl to a ‘bridegroom’
(56). In the cast-list prefaced to the text of the opening
scene, Laches’ name comes last: he was, therefore, the
last of the characters to be seen on the stage. This is not
surprising if he was supposed to be on a visit to Lemnos
when the play opens (45-46). Yet his words at this act
opening do not look like those of a character just now
making his first entry, newly arrived from abroad (con-
trast Aspis 491 ff.). If Laches returned home in the third
or fourth act, the new act that begins on fr. e{ will be
either the fourth or the fifth act, with the balance of prob-
ability perhaps in favour of the fifth. But does the recto
(or horizontal-fibres) side of de{ precede or follow the
verso? And where does fr. y0 come in relation to 6el?
Neither question can be answered with complete confi-
dence. If y0 and &€l belong to the same sheet of
papyrus—and this has never been objectively established,
although it is assumed to be true by virtually all modern
editors of Menander!—it follows that 8e{ precedes y0
(which comes from the foot of the page), but the vertical
space between the two fragments could be anything from
1 to 19 lines (on a hypothetical 37-line page). If the con-
tents of the fragments are then considered, it becomes a
plausible supplementary assumption that the verso comes
before the recto. The argument for this is circumstantial.
The speakers in fr. 8¢{ and y0 on the verso side seem to
be Laches and Myrrhine. They begin with reference to
Plangon’s betrothal to Daos (8€( v. 2 = 56), and continue
with Laches’ observation that something—quite possibly
his reaction to news about Plangon’s baby—is causing
Myrrhine to be flustered and perspire (y0 v.8 = 72).
Laches may now have begun to wonder why Myrrhine

24



HEROS

(The references in the mutilated lines 51 and 52 to “sacri-
ficing” and ‘carrying wood’ are obscure. Is Getas perhaps
bringing brushwood that he has collected as fuel for a sac-
rifice planned by his master (Pheidias probably)? If he is,
the purpose of that sacrifice cannot be established,
because the Cairo papyrus leaf ends at this point, leaving
us in ignorance about most of the developments in this
and the succeeding acts. Fragment 10 (see below) may be
a further short extract from the opening scene, but it adds
nothing to our knowledge of the plot. After the two slaves
make their exits at the end of this scene, the guardian
spirit from whom the play takes its title enters to deliver
the prologue; this may safely be inferred from the cast-list.

The hypothesis (lines 10-12) mentions the two major
elements in the dénouement: Laches’ discovery that he is
the father of Myrrhine’s twin children, and Pheidias’
union with Plangon. A few rays of light are shed on
Menander’s management of Laches’ discovery by a small
group of papyrus shreds from the Cairo codex. These
pose a series of papyrological and other problems which
are discussed on pages 22, 23, 24 and 26. It is a working
but unverifiable hypothesis that two of these fragments
(0el and y0) provide four brief snatches of text (these
shreds, like all the remains of the Cairo codex, carry

1 In recent times F. H. Sandbach (Gnomon, 19, 1967, 766,
and Commentary, 393-396) has sounded a desirable note of cau-
tion.

25



53

55

57

MENANDER

was so concerned about Plangon’s misfortune (see the
discussion on pages 25, 27 and 29). The recto side would
then provide a natural continuation of this agitated con-
versation, with Myrrhine first lamenting her misfortune,
secondly being questioned about the rape that led to her
own pregnancy (6el 1. 3-6 = 76-T9), and finally being
compelled to recall the circumstances surrounding that
event eighteen years ago (y0 r. 5 = 94). As this arrange-
ment of frs. y0 and 8e{ makes dramatic as well as papyro-
logical sense, it has been adopted in this edition, but only
as a working hypothesis, not as a proven solution.)

(a) Cairo fragments 8e( and 0, in their provisionally
accepted order

Oel verso
lehoww” wf
l¢[.Jooy[. . .] TovT0 7]
XO P [OT
MEPOZ E’ (or less probably A")
AAXHEY!
o ‘Hpd]rhets, éa p'* apap[ravew Sokd
el viv] dtdout vipd[iw v IMayydva;
Jual

55-56 & ‘Hpd]xhers suppl. Jensen, the rest (tentatively and
exempli gratia) Arnott after ideas by Robert and Sandbach.
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text on both sides of the sheet) which derive from the end
of one act and the opening scene of the next. This new act
is most probably the play’s final act,* and its opening
scene a tense dialogue between Laches and Muyrrhine
which gradually leads Laches to the discovery that Gor-
gias and Plangon are his own children. The four snatches
of text, in their probably correct sequence, but see the dis-
cussion on the facing pages, are:)

(a) Cairo fragments 6e( and 0, in their provisionally
accepted order

Fr. del verso

(This fragment begins with two mutilated lines which
close an act, but there is no clue to the identity of the
speaker or speakers, and virtually nothing is coherent
enough for translation (line 54 reveals the word this). The
opening two lines of the new act, however, can be tenta-
tively restored to provide part of a speech addressed by
Laches to Myrrhine as they come on to the stage in
mid-conversation: )

ACT V (or less probably IV)

LACHES
Don’t nag me! [Hera]cles! [You think I'm wrong]
[In] giving [Plangon to] a husband now?

(Clearly Laches, having returned from his private busi-

®The possibility that it was the fourth cannot, however, be
entirely ruled out.
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ness in Lemnos which kept him outside the dramatic
action in the play’s opening two or three acts, has immedi-
ately confirmed the promise he made earlier (cf. lines
42—44) that Daos should be allowed to set up house with
Plangon. And Myrrhine, with her secret knowledge that
she is Plangon’s mother, has been opposing Laches’ inten-
tion, without being able to reveal her true reasons. After
fr. 8€l (verso) there is a gap of between one and nineteen
lines before the next shred of text, on fr. y0 (verso). )

Fr. y0 verso

(Of the first four lines of this fragment only the opening
letters are preserved, but even though little here makes
sense when translated (66 To this or With this, followed
by a change of speaker; 67 Rather; 68 Thratta or The
Thracian woman), the paragraphi placed under lines 66,
67 and 68, together with the dicolon in 66, indicate that
originally these lines must have contained lively dialogue.
The speakers were presumably Laches and Myrrhine;
what were they discussing? If Thratta’ or The Thracian
woman’ (66) was Tibeios” widow, as has been suggested,
she may have been living with Plangon in Laches’ house
after her husband’s death. It is possible that Laches has
suddenly discovered that Plangon is having or more prob-
ably has just had a baby (the birth may well have taken
place during the play). If so, Laches may here be
announcing his decision to expel Plangon along with the
baby and Tibeios’ widow from his house, in exactly the
same way as Demeas expels Chrysis and the baby from his
house in the Samia. This hypothesis at any rate would
allow us to make tolerable sense of the ensuing five lines of
this fragment, which are a well-preserved puzzle.)
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MTPPINH
oV TdAava.

AAXH3
i Plalvepds ye, v AL, & yivar —
70 €S KOPAKAS.
MTPPINH
eEéomkas ota yap Néyes.
AAXHX
& kat ToNow kal 6€80KTAl woL TdNar —
Opars, amopias v AL, €0y, @ Muppivy,
73 ém’ epavrov é\aBov mowuér’, 6s BAnxouevor

A gap of up to 21 lines, then

o€l recto

74 ]owp[
75 s y]dp o’LVBpw\L[S‘ ;

69 Text established by Sudhaus, part-division and assignments
by Webster: rakawad|.|vepws C, with 7v: misplaced at the end
of the line, at one letter’s interval after yvvar. 70 Division of
speakers after kopakas suggested by Korte (C places its dicolon
after e€eocryrasin error). 72 amopia’ or amopia: C. 75 ws
vlap suppl. Sudhaus, dvépia[s Kérte.
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MYRRHINE
(thinking of Plangon)
Poor girl!
LACHES
What? Wife, It’s obvious, I swear —
To hell with them!

MYRRHINE
You're crazy! What a thing to say!

LACHES
My mind was made up long ago, I'm going
To do it! (to himself) Sweating, nonplussed! Myrrhine,
by Zeus,
I well deserved a shepherd with a bleating

(The fragment closes, as it opens, in mystery. Laches’
threat to expel Plangon has caused Myrrhine, her mother,
to break out in perspiration. When the fragment breaks
off. Laches is in the middle of a bitter joke about his shep-
herd, for the word translated ‘bleating’ (BAnxouevor) is
used in Greek to describe the sounds made by both sheep
and babies. After fr. y0 (verso), there is a further gap of
between one and 21 lines before the next shred of text, on

fr. 8l recto.)

Fr. 6¢{ recto
(The furst line of this fr. yields only four unintelligible let-

ters, but thereafter something can be made out of the dia-
logue even where the lines are mutilated. The speakers,
on the assumption that frs. 8e{ and y0 belong to the same
leaf of text, are still Laches and Myrrhine. At line 75 we
appear to have [like] a statue, part of a remark which
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MTPPINH
@S 0IKTPSY, 1) TOLDTA OVTTUX®D U6V,

o pnde mbavas Tas vmepBolas Exer.
AAXHEZ (?)

1
| mabos v yvaun opd[dpa. 'I
dAN’ Noikmke|v éx Bias oé Tis ToTé; l

MTPPINH ;.
P |
80 ’ya]p. '
AAXHE (?)
vmovoe[t]s 6or|s

|
81 Jreymul |
!
|

A gap of up to 21 lines, then |

v0 recto |

90 ' |¢ ye ov |
Js 87

76-77 The full text is preserved by Stobaeus, Eclogae 4. 40. 13:
Jeavral. .. . Juxwpo| , Jacv[..]pBoralex]| C. 76 TolavTa
Hirschig (and C? Before Jwavra in C there is space for only 12
letters): 7a 7Towara mss. of Stobaeus. 79-80 Suppl. Sud-
haus. 91 Oré 7.

|
|
/
|péoratov |
\
\
J
\
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doubtless Laches made about the appearance of Myr-
rhine, petrified now by the direction which the conversa-
tion is taking. The next five lines are better preserved.)

MYRRHINE
How poignant! I alone must suffer blows
So bad that no one could imagine worse!

LACHES
Grit’s the best [antidote to] tragedy.
[But] did a man [misuse] you once, by force?

MYRRHINE
[Yes. He was drunk.]

LACHES
Any idea who [he was]?

(Here the fragment breaks off, apart from a few incompre-
hensible letters in line 81. The conversation has now
moved on to the occasion when Myrrhine was raped.
Why does Myrrhine consider her bitter experiences
exceptional (lines 76-77)? Presumably because she is
thinking not only of her own rape years ago, but also of
her daughter Plangon’s recent parallel experience; but the
loss of the preceding context makes this an uncertain spec-
ulation. Lines 78-80 lead the conversation towards its
final climax, but a gap now intervenes of between one and
21 lines, before we come to fr. y0 (recto).)

Fr. y0 recto

(Of this fragment’s first four lines only the end letters sur-
vive, and assignment to speakers is impossible. Line 90
yields you, 91 that or what. From the end of 93 a fuller,
but not undamaged, passage is preserved.)
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AAXHE (?:itis unclear where this speech begins)
w|pdrov Néye.
€]mn ‘orw okt Kal 6éK’;
MTPPINH

oV[ k| éoTw udvm

....... |.at7’: éorw O TovT’, €& oot Soker.
AAXHZ
acadéls 0 mpayua yiverar. wds havfdve
o 7|ploo|mecav ae; whs & dméN[i]me; mvik[a
94 Or pévy. 95 Corr. Sudhaus: ovboker (possibly, but not

certainly, followed by a dicolon) C. 96 Suppl. Korte. 97 6

7|ploo|meadr suppl. Jensen, dmé\[i]me deciphered and suppl.
Sandbach.

(b) Cairo fragment O, doubtfully assigned to this play

(If the maverick fragment 6 derives from the same page
or the same scene as 6e{ and 0, nothing in it helps to
establish its position relative to the other two fragments.
It may, on the other hand, derive from another scene in
the Heros, or even from another play in the Cairo codex.
Accordingly, it is printed here separately from 8e{ and y0,
and given a new line-numbering, with the traditional
one of editions such as Korte’s and Sandbach’s added in
brackets.)
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LACHES (?: the opening words are lost)
] tell me first.
[t's eighteen years ago?

MYRRHINE
There’s more than one
| But drop the subject, please.

LACHES
The puzzle’s [worse] now. How did this assailant
Avoid your seeing him? How did he leave you? When

(Here the fragment breaks off in mid-question, and the
final details which led Laches to identify himself as the
unknown assailant are lost to us.

The above discussion of these four fragments rests on
the assumption that they all come from the same scene. It
cannot be stated too often, however, that it is only an
assumption, and that other interpretations, based perhaps
on less economical hypotheses, cannot be excluded. If the
two scraps 8e{ and y0 do not come from the same papyrus
leaf, for example, they could derive from different scenes;
v0 from the conversation between Myrrhine and Laches,
but 8e( from a different conversation between Myrrhine
and another character such as Sophrone her nurse.)

(b) Cairo fragment 6, doubtfully assigned to this play

(A third scrap of papyrus from the Cairo codex, fragment
6, is thought by many scholars to belong to the same leaf
as frs. 8e{ and 0, but no evidence for this belief has ever
been advanced other than subjective impression. Thus fr.
6n may be part of the climactic scene between Myrrhine
and Laches discussed above, but it may equally well
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(60 Ko, S)

105

(63)
107

MENANDER

O verso

| [.]pnv
] 67e s moAAys .|
le..[.] dowro]
K |ai ovvdok|el
Aé]yer & avrd wob|ev
[-] rwa
Jovk|

fn recto

-Jpl
___mnoxvv[e]d ovro[s
_"ANéas 'Afdvas |
Jv dnrar kat pf
€|\Oetv éxe|
vy Tov oo [eldd
__Aafetv .8.]
20
110 Kock fr. 967
104 «]ai deciphered and suppl. Arnott, cvvdox[et Sudhaus.
105 Suppl. Jensen. 110 = Euripides, Auge, line 1 (see Lud-

wig Koenen, Zeitschrift fiir Papyrologie und Epigraphik, 4
(1969), 7-11. 111 Either o] (ed. pr.) or o] (Korte).

36

——




HEROS

derive from another scene of the Heros or indeed from a
scene of one of the other plays in the Cairo codex. The
two bits of text that it contains are very scrappy and gen-
erally—apart from one phrase (6 recto, line 3 = 110 in
this edition)—uninformative.)

Fr. On verso

(This side contains the ends—or near-ends—of seven
lines. A few words here and there are intelligible (that of
much 102, a profligate man 103, it’s agreed 104, tells him
from where 105, some 106), but nothing emerges to iden-
tify speaker(s) or situation.)

Fr. O recto

(The beginnings of eight lines, with paragraphi below the
second, third, fifth and seventh. The speakers in the dia-
logue cannot be identified, but one of them must be male,
since he swears by Posidon (113), an oath confined to
men. The following words and phrases are translatable:
speaker A, He was ashamed (109); speaker B, “Of Alea
Athena” (110); A, You or No, followed by certainly; and
[ ] / Came there (or He came) (111-112); A again
(after a lost interjection by B?), or a new character C, Yes
by Posidon [ ]/ Took (113-14), B (?), Came (115). It
is possible—no more than possible—that a rape is being
discussed. The key phrase is “Of Alea Athena” in line 110,
where the name Athena is spelled not in the normal Attic
way but in the Doric form favoured by Greek tragedy. It
seems likely therefore that the speaker is here quoting
from tragedy, very possibly the opening words of Euripi-
des’ Auge, which appear to have run “Of Alea Athena
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Eight fragments of "Hpws, quoted by ancient authors

1 (8 Korte)
The Lexicon Sabbaiticum (edited by A. Papadopoulos-
Kerameus (St Petersburg 1982), p.4), with the heading
Mévavdpos "Hpawr:
vov O¢ Tols é€ dorews
KUV YETALS MKOVTL TEPLNYT)O-OMaL
Tas dxpddas.

]

2 The goddess Athena was worshipped with the cult-title of
Alea (the meaning of Alea is uncertain: it may be connected with
aléa = ‘warmth’, or with the name of Aleos the Arcadian hero) in
several parts of the Peloponnese, but especially in Tegea. Here
her shrine was founded, according to legend, by this same Aleos,
king of Tegea, and his daughter Auge was Athena’s priestess
there at the time of her violation by Heracles. Cf. especially,
L.R. Famnell, Cults of the Greek States, I (Oxford 1896),
274-276.
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here’s the gold-rich house” (¢f. L. Koenen, ZPE 4, 1969,
7ff.). In Euripides’ Auge the heroine may have recalled
how she was ravished by Heracles while she was washing
Athena’s robe at a spring, probably within the precincts of
the temple of Athena at Tegea. Under what circumstances
is Euripides” opening line most likely to have been quoted
in a play by Menander? It is hard to know, but a woman
might have recalled or hinted at the illustrious precedent
of Auge and Heracles, if she had herself been raped in
similar circumstances, possibly in a temple precinct, but
not necessarily that of Alea Athena in Tegea, the leg-
endary site of the Auge myth.® If fr. On does after all
derive from the Heros, that woman is most plausibly to be
identified as Myrrhine. But too many women were raped
in too many plays of Menander for this identification to be
more than speculative.)

Eight fragments of Heros, quoted by ancient authors
1

Lexicon Sabbaiticum: Menander in Heros,

But now I'll guide
The huntsmen coming from the city round
The wild pear trees.

The identity of the speaker is uncertain, but these lines sound
like an excuse for removing him or her off stage at the end of a
scene. Could the huntsmen referred to here have been the
chorus, replacing the more usual group of tipsy young men?
In that case this fragment would come from the closing lines
of the first act, since the arrival of the chorus is mentioned
only there in the surviving work of Menander.
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2 (1 Ko, 209 Kock)

Stobaeus, Eclogae 4. 20a. 21 (mept *Appodirns), with the
heading Mévavdpos "Hpwe:
AAOZ (P)
Séomow’, épwros ovdeév ioyver mAéov,
ovd’ avTos 6 KpaTOY <TGV> év ovpavd Hedv
Zevs, aAN’ éxeive mavt’ dvaykaolels moet.

2 7év om. mss. of Stobaeus, suppl. Grotius. 2-3 Ms. A omits
Oedv and transposes to avaykacbeis mavra.

3 (2 K5, 210 K)

Stobaeus, Eclogae 4. 29d. 60 (mwept elyeveias) quotes the
whole fragment with the heading Mévardpos “Hpwt. Line 2
hecame proverbial, and is cited without play-title in ancient
and Byzantine collections of the monostichs ascribed to
Menander (line 19 of the 4th-century A.D. P.Bouriant 1, first
published by P. Jouguet and P. Perdrizet, Studien zur Palaeo-
graphie und Papyruskunde (Leipzig), 6 (1906), 148 ff. = Pap.
II. 19 Jikel; line 768 of the Byzantine collections in Jikel, cf.
W. Mayer, Sitzungsberichte Munich (1890) 366).

EXPMY Yap €lval TO KAAOV evyevéoTaTov,
Tov éNevlepov 8¢ mavrayov dpovely uéya.

2 8¢ Bentley: 8¢ 8€i mss. of Stobaus, 8¢t P.Bouriant, del ms. K of
the monostichs.

4 (3 Ko, 212 K)

Athenaeus 10. 426bc: é8ofe maot Néyew mepl TGV kpdoewy
TGOV Tapa Tois apxalols. kal Twos elmévros 1. Mévavdpos
k- Y

ev 'H :

pwt épn R ,
XOUS KEKPAUEVOV
y <y %
otvov: Aafawv ékmbf TovToV.
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2

Stobaeus (‘On Aphrodite’): in Menander’s Heros,
DAOS (?)

There’s nothing, mistress, with more power than love —
Not even Zeus himself, who rules the gods
In heaven. Love controls his every action.

The speaker is a slave addressing his or her mistress.
Although a case might be made for assigning the lines to the
nurse Sophrone, their most plausible context must be a
speech by Daos to Myrrhine in which the slave defends his
love for Plangon. A speech with a similar justification was
made in Euripides” first Hippolytus (fr. 431 Nauck?). The
theme of the universal power of love, however, is a common-
place in Greek literature (see Barrett’s note in his edition of
Euripides’ Hippolytus, on 1277-80).

3

Stobaeus (‘On Nobility’): in Menander’s Heros,
For virtue should be true nobility,
And free men everywhere show dignity.

On v. 2 see the opposite page. These high-sounding plati-
tudes are too unspecific to be assigned to a particular speaker
or context.

4

Athenaeus: They all agreed to discuss the dilutions of wine
with water among the ancients. One of them noted that
Menander had said in Heros,

Five pints of wine,
Diluted. Take this, drink it up.

Could this have been said towards the end of the play, at a
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5 (4 Ko, 213 K)
Photius (a 1548 Theodoridis) and the Suda (a. 1950 Adler)

s.v. avalvinrar 70 kablapug Twe xppoacbar papudkwv.

Mévavdpos "Hpwr:

emedapudkevo’, @ yhvkvrar’, avalvlels udhis.
Lemma ¢appdkorv Suda, apudre Photius (-kw ms. z). "Hpwe
Suda, "Hpwo ms. b of Phot. (quotation of Menander omitted by
z).

Fragment émedapuaxebow b of Phot., -kevoo A of Suda,
-kevoov other mss. of Suda: corr. Arnott.

6 (5 Ko, 214 K)

Ammonius, Ilept opoiwr kai Siapdpwr Né€ewv (p.249
Nickau): {o0. kat yivwoke dadépet . . . kal Mévavdpos év
“Hpwt: '

v loth, kayon TovTO TUYXWPRTOMAL.

7 (6 Ko, 215 K)

Choeroboscus, Scholia in Theodosii Canones (1. 410. 15-17
Hilgard): dmo 8¢ 700 fnlvkod 700 M mais yiverar 1 mwoi-
8({0"{7’ a0 o
TOV <O> TadioKkdY TWwL
dovs,

a A diminutive: on its meaning see also my note on Heros 38.
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party celebrating the betrothal or wedding of Pheidias and
Plangon?

5

Photius and the Suda defining avalvfyvac: to practise pur-
gation of drugs (or poisons). Menander in Heros,

My dearest, you'd been drugged, and barely purged!

A puzzling line. In Menander’s comedies, only women use
the expression translated here as "My dearest’, and so the
speaker is likely to have been Myrrhine or Sophrone. It is
hard to think of a convincing context, if the words are to be
taken literally. Could Myrrhine have been speaking
metaphorically to Laches, who had either relapsed into an
abnormal state after initial recovery from it, or just now
recovered from a previous abnormal state? Both interpreta-
tions are possible; as it stands, without further context, the
line is ambiguous.

6

Ammonius: tof (be certain) and ytvwoke (make certain) are
different . . . Menander in Heros
Be certain—I shall go along with that!

Speaker and context are unknown. The Greek can mean
either ‘I too shall’ or “and I shall’.

7

Choeroboscus: the word waidiokn? (girl) is formed from the
feminine use of wats (child). . .,
Giving to
One of the girls.
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mapa 79 Mevdvdpw év 74 “Hpwt.

8¢ om. mss., suppl. Meineke.

8 (7 Ko, 216 K)

Choeroboscus, Scholia in Theodosii Canones (1. 176.
39-177. 1 Hilgard): ouépwrés éorw 7 kAqrkn 9 evbeiq,
otov 6 BvaTuX”s, @ dvoTuxNs, Os mapa Mevdvdpw év 16

“Hpwt'
@ dvoTuxNs, € un Ladiel

Badus mss.: corr. Schneidewin.

Two further fragments, whose attribution
to "Hpws is very uncertain

9 (9 Ko, 868 K)

The Swayoyn Néewv xpnoipwv (Bekker, Anecdota
Graeca 1. 454. 7): aorelos kot aoTikds, Ourrds. Mévav-
dpos Tmpotmorjoets dorikov ocavrov TdAw.

Mévavdpos “Hpwi morjoes conj. Toup, but Meineke’s Mévav-
dpos- mdrep, morjaes is no less plausible.

10 (10 Ko, 345 K)

Hermias’ commentary on Plato, Phaedrus 230e (p. 33. 11 ff.
Couvreur): ot pev yap vmélafov amhds pavlov 70 épav,
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In Menander in the Heros.

Speaker and context are unknown.

8

Choeroboscus writes: the vocative sounds the same as the
nominative, e.g. 6 dvorvxrs (the poor fellow), & dvorvxms
(poor thing!), as in Menander in the Heros,

Poor thing, if youdon'tgo . . .

Speaker and context are unknown.

Two further fragments, whose attribution
to Heros is very uncertain

9

The Collection of Useful Terms: aoretos and dorikés have
two meanings (sc. ‘urban’ and ‘urbane’). Menander in Heros

(P),

You'll make yourself a city man again.

Here ‘in Heros™ is an uncertain attempt at correcting a cor-
rupt text; another conjecture would yield the sense: “Menan-
der,

Father, you’ll make yourself . . .".

10

Hermias of Alexandria’s commentary on Plato’s Phaedrus:
Some assumed that being in love was simply vulgar, like . ..
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@S ... 0 e€mov “mA\nper yap Oyke yacTpos avfera
K¥mpis” (TrGF 2.67 F 186), kat “ovmwmore {dnoiv} (del.
Couvreur) npactns, Léra;” “ov yap éverAnobnw”, dnoiv.
(AAOY ?)
ovmomor’ Npachns, Néra;
TETAX
oV yap évemrAnabn.

Fragment 10 was tentatively assigned by Leo to the opening
scene of Heros, shortly after v.52. Characters named Getas,
however, appear in other comedies by Menander (e.g. Dyskolos,
Misoumenos, Perinthia), and Meineke’s suggestion that this fr.
might derive from Misoumenos (see fr. 12 there) is no less attrac-
tive.
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the man who said “The bulk of a full maw makes passion
grow’,* and

(DAOS ?)

Were you never in love, Getas?
GETAS
No, for I never ate my fill.

So he says.
Hermias does not name the author of the second passage
quoted, and its attribution to Heros is very uncertain. It
could derive from a lost portion of the initial dialogue

between Getas and Daos, or from another play (see also Mis-
oumenos fr. 12).

2 A line from an unidentified lost tragedy or satyr play (fr.
adesp. 106 Snell-Kannicht).
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THEOPHOROUMENE
(THE DEMONIAC GIRL)



INTRODUCTION

Manuscripts

F = (i) PSI 1280, part of a papyrus roll from Oxyrhynchus
written in the late first, or the first half of the second, cen-
tury A.D. It contains one column of text little damaged
(lines 16-30) and the line-endings from the previous col-
umn (1-15). First edition: M. Norsa and G. Vitelli, An-
nali della r. scuola normale superiore di Pisa (Lettere,
etc.), 4 (1935), 1-3. A photograph appears in M. Norsa,
La scrittura letteraria greca dal secolo IV A.C. all’ VIII
D.C. (Florence 1939-48), plate 9D (mislabelled as PSI
1285). '

(ii) another papyrus in Florence, as yet unnumbered,
part of a wider papyrus roll of unknown provenance dat-
ing from either the first century B.C. or the following cen-
tury. It preserves the right-hard edge of one column
(here lines 31-57) and indistinct traces from the begin-
ning of the next. First edition: Vittorio Bartoletti, Dai pa-
piri della societa italiana (Florence 1965), 9 ff., with a
photograph, but misidentified as ‘hymns to Cybele’; the
highly convincing argument for its attribution to the
Theophoroumene was set out by E. W. Handley, Bulletin
of the Institute of Classical Studies, 16 (1969), 95-101.

Fragments 1 to 8 are quotations from a variety of sources.
See the introduction to vol. I, xxiv—xxv.
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THEOPHOROUMENE
Pictorial Evidence

A mosaic of the third century A.D. from the ‘House of
Menander’ at Mytilene in Lesbos. It is inscribed ©EO-
POPOTMENHY M(EPOY) B (Theophoroumene, Act
I1) and portrays a scene in which three named men and a
boy are involved. On the left a young man (identified as
ATXIAZ, Lysias), dressed in a long tunic and cloak and
wearing a garland of green leaves, seems to be playing
cymbals. His right foot is raised from the ground as if he
is beating time with it. In the centre stands a slave
(named on the mosaic TIAPMENQN, Parmenon) in sim-
ilar costume but ungarlanded and with a narrow scarf or
stole round his neck and over his left arm. Another young
man (identified as KAEINTIAZY, Kleinias) stands on the
right, dressed and garlanded like Lysias but with a more
sumptuous cloak coloured purple. In his right hand he
holds a round yellow object, perhaps intended to be cym-
bals or a tambourine. In front of him stands an unnamed
boy in a knee-length dark-green tunic, carrying in his
hands what seems to be a single yellow pipe. The inter-
pretation of this picture and its relation to the famous
Dioscurides mosaic of musicians on the one hand, and to
the papyrus fragments of the Theophoroumene on the
other, are discussed below. Standard publication of the
mosaic: L. Kahil and others, Les Mosaiques, 46 ff. and
colour plate 6.

Twelve circular lead tokens found in Athens, each bearing
the inscription ©EOPOPOTMENH and a picture of
three masks (free maiden; slave; young man) which rest
on cylindrical altars. The free maiden was presumably
the demoniac girl of the title, the slave Parmenon, and
the young man either Kleinias or Lysias. These tokens
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date from the middle of the third century A.D., and were
presumably entrance tickets or souvenirs of a contem-
porary performance in the Theatre of Dionysus. First
publications: I. N. Svoronos, Journal International de
U'Archéologie Numismatique (Athens), 3 (1900), 319 ff.;
M. Crosby, The Athenian Agora, X: Weights and Tokens
(Princeton 1964), p. 122 (L 329 a-f) and plate 30. There
are illustrations also in L.Kahil and others, Les
Mosaiques, plate 25; and A. Pickard-Cambridge, The
Dramatic Festivals of Athens, 2nd edition revised by
J. Gould and D. M. Lewis (Oxford 1968), fig. 140 (text
p- 271 and n. 6).

The identification and interpretation of the remains
from Menanders Theophoroumene—both textual and
pictorial—are linked closely together. So many problems
and mysteries, however, surround this material that we
are still a long way from final solutions. The views ex-
pressed here were in the main pioneered by E. W. Hand-
ley, whose work on the play (B.I.C.S. 16, 88-101)
advances our knowledge considerably at many points.

When the fragment of papyrus roll later catalogued as
PSI 1280 was first published in 1935, its attribution to
Menander’s Theophoroumene was probable rather than
certain. The text coincided with no previously known
quotations from the play, but the aorist imperative form
mapaora (‘stand beside’, occurring in line 28) was cited
only from Menander by ancient lexica (cf. Dis Exapaton,
fr. 3), and the reference to a girl who is demoniac (feodo-
petTa, 25) matched well the title Oeopopovuérn, which
was attested in comedy for Menander alone, although his
prolific elder contemporary Alexis was the author of a
Beopopnros (‘The Demoniac Man’). Qualms were at
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THEOPHOROUMENE

first felt about saddling Menander with the offensive
coarseness of trmomopre (‘bloody whore’, 19), but such
indelicacies, in the mouths of cooks and slaves at least,
are not avoided by Menander.! Probability, however,
was turned into certainty by the discovery of the Mytilene
mosaic, which identified the two young men named in
PSI 1280 (Lysias, 8, 23, 29; Kleinias, a virtually certain
supplement at 14) as characters appearing in a second-act
scene of the Theophoroumene.

Welcome though this confirmation was, it still leaves
many of the details of the text of PSI 1280 totally mysteri-
ous. The second half of its well-preserved column (lines
23b-30) is a dialogue between Lysias and another man
(probably, but not certainly, Kleinias), in which Lysias
takes the initiative. He suggests that an experiment
should be mounted to see whether the heroine of the
play’s title is really possessed or only pretending. An
attendant is to play an appropriate tune on the pipes (28)
while Lysias and his companion stand by the doors of an
inn. If the girl is really possessed she will be drawn out by
the music. Kleinas welcomes the prospect of her appear-
ance (30).

It is tempting to identify Lysias’ order to the piper to
begin playing as the incident captured on the Mytilene
mosaic. There the piper is represented as a boy with a
young pert face and bare legs.2 He clasps what seems to
be a single pipe in both hands, his gaze fixed on Lysias and

LE.g. Dysk. 462 (kumriav), 892 (Aawdoed), Pk. 485 Sand-
bach (Aakdorpia).

2 The knee-length tunic rather than the size of the figure
here indicates juvenility. On the Mytilene mosaics adults may be
drawn on a dwarfish scale if their dramatic roles are insignificant
(see the introduction to Epitrepontes, vol. 1, p. 382).
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Parmenon. Lysias is already clashing cymbals and appar-
ently beating time with his right foot, while Kleinias
clutches to his side a small yellow cymbal or tambourine,
although this object is too badly portrayed for any precise
identification.

Such a linkage between the text of PSI 1280 and the
mosaic, however, solves some problems only to pose
others. Parmenon is present on the mosaic, for example,
but there is no cast-iron evidence that he is present on the
stage, let alone says anything, in the papyrus text. The
puzzling speech that extends from before line 16 to 23a
seems to report a conversation containing the coarse
word discussed above, and such language in Menander
normally comes from cooks or slaves, not free men.! But
if Parmenon was the speaker here, on stage with Kleinias
and Lysias, he must have been engineered off stage by
Menander before the demoniac girl made her appear-
ance. Menander’s plays were written so that they could
be performed with a cast of three actors, and the charac-
ter who played Parmenon in this scene would have to
double as the girl in the next, since Kleinias and Lysias
appear to have been present in both scenes.

A further puzzle is set by the existence of what may be
a variant version of the scene on the Mytilene mosaic.
The best-known example of this version is a mosaic by
Dioscurides of Samos now in the National Museum of
Naples (inv. 9985; NM2 in T.B.L. Webster, Monuments
Hlustrating New Comedy, 2nd edition, B.1.C.S. Supple-
ment 24, London 1969; colour photographs in e.g. Kahil

1 But it is not certain that the man who used the word was a
slave, any more than the person who reported his remark: see
below.
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and others, Les Mosaiques, plate 6; A. Maiuri, Roman
Painting, Geneva 1953, p. 96), although a copy exists in a
wall-painting from Stabiae (now also in the National
Museum of Naples, inv. 9034; NP 54 Webster?2); a series
of at least eight pyxides and a lebes gamikos from Cen-
tirupe dating from the mid-third century B.C. seem to
carry this or a closely related scene, thus confirming that
the original picture from which the mosaics derive was a
work of the first half of the third century (E. Simon,
Menander in Centuripe, Sitzungsberichte Frankfurt 25.2,
1989, and Dioniso, 59, 1989, 45-63); and several terra-
cotta statuettes from Myrina appear to be modelled on
the two male musicians in the Dioscurides mosaic (young
man with castanets, MT 15 Webster?2, figured in
M. Bieber, History of the Greek and Roman Theater, 2nd
edition, Princeton 1961, fig. 342; young man striking tam-
bourine, MT 1 a-c Webster2, figured in Bieber, fig. 341,
where the loss of the musical instrument from the three
fragile surviving examples has sometimes led to their
misidentification). The Dioscurides mosaic, made origi-
nally for a Pompeian villa in the second century B.C., is
over 400 years earlier than the one in Mytilene and
incomparably superior in quality. It also contains four fig-
ures, three with musical instruments, but the differences
from its later counterpart are striking. The arrangement
of the figures is a mirror-image reversal of that in the
Mytilene mosaic, in the same way that a second Dio-
surides mosaic from that same Pompeian villa reverses
another Mytilene mosaic portraying the opening of
Menander’s Synaristosai (cf. Kahil and others, Les
Mosaiques, 41ff. and plate 5). Thus the boy in the
Dioscurides mosaic of the musicians stands on the
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extreme left of the group. The differences do not end
there, however. The slave Parmenon is absent from
Dioscurides’ picture, the cymbalist moves from the left-
hand side to the centre, the boy lacks his single pipe, a
woman with a hetaira mask drawn to the same scale as
her male companion stands on the left of the picture play-
ing double pipes, while the man on the right is beating a
tambourine. These changes are striking; what is their
significance? The Dioscurides mosaic almost certainly
portrays a scene from Greek comedy. Its figures are
drawn moving about a raised stage, with a doorway
behind them to the right, and its companion piece from
that Pompeian villa incontrovertibly presents a scene
from a Menandrean comedy. Accordingly three interpre-
tations of the Dioscuridean musicians seem possible.
They could be characters in an unidentified comedy,
probably by Menander. They could belong to the Theo-
phoroumene, but to a different scene where the two
young men cavorted alone with a boy and a female piper.
Or they could be involved in a later stage of the scene por-
trayed on the Mytilene mosaic, after Parmenon has
departed and before the demoniac girl has entered. The
last interpretation is perhaps the most attractive, but a
firm decision would be premature in the present state of
the evidence.

What happened next in the play? Here the second
Florence papyrus, badly damaged as it is, may provide
some clues. When this papyrus was first discovered, its
text was first identified as hymns to Cybele, then as part of
a mime; its attribution to the Theophoroumene cannot be
considered absolutely certain so long as no exact ties with
known extracts from the play emerge, but the circumstan-
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tial argument is very plausible indeed. This papyrus con-
tains 27 line ends,! partly in the iambic metre and Attic
dialect of New Comedy (31-35, 42-49, 51, 53-55, 57),
and partly in dactylic hexameters written in a conven-
tional lyric style and addressed mainly to the goddess
Cybele and the Corybantes who attend her (3641, 50?,
52, 56). If this papyrus derives from the scene in the
Theophoroumene directly following that in PSI 1280 and
the Mytilene mosaic, the possessed girl appears now to be
on stage with Lysias and Kleinias, first engaging in conver-
sation with them in the normal dialogue metre of iambic
trimeters (at lines 34-35 she seems to tell her partners to
assist in her ritual), and then breaking out into sung2
hexameters in praise of the divinities associated with
demonianism in antiquity. By this means presumably the
girl sought to prove that she was possessed.

Here our papyrus breaks off, and darkness closes in.
The further developments of the Theophoroumene are as
obscure to us as are the plot’s antecedents. Was the hero-
ine of the title genuinely possessed (cf. lines 23 {.) or only
pretending? Since Menander’s comedies are full of
shams—a fake corpse in the Aspis, a fake apparition in
the Phasma, even a fake male demoniac in the Hiereia—
the latter is the more likely situation. But if the girl was
faking, what was her reason? Was it an excuse to enable
her to go out of doors unchaperoned (cf. lines 21 ff.)?

1y ignore here the two puzzling mutilated lines (prose?
dactyls?) inserted by the scribe in smaller letters between lines
41 and 42. These are discussed ad loc.

2 Sung, not declaimed. A scholiast on Euripides, Andro-
mache 103 mentions in passing that a portion of the Theophorou-
mene was actually sung. Cf. the critical apparatus on lines 36-41.
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This was normally impossible for respectable free girls.
But if so, why did she need to go out of doors? This may
be partly but mysteriously explained by her reported
claim, in the difficult passage which opens the preserved
column of PSI 1280, that ‘they've filched my presents’
(17f.). We cannot identify the filchers, but the presents
might have been tokens, recovered in the end and leading
to a recognition scene. We cannot safely identify either
the person who insulted her so coarsely at line 19,
although her father or guardian would be the most plausi-
ble candidate. Nor do we know the relationship of Lysias
and Kleinias to the girl, although Kleinias’ remark (if it is
Kleinias who speaks here) that the girl's appearance
would be ‘a splendid sight’ (30) may imply that he had
fallen in love with her, perhaps having originally seen her
on a previous demoniac expedition. Fragment 1 intro-
duces a further character, an old man called Kraton, who
complains eloquently about the undeserved success of
social inferiors. There is no evidence to support the view
that he was the girl’s father or alternatively related to
Kleinias or Lysias, although the economy of Menandrean
plots makes one of these possibilities very likely. And
finally, what was the reason for having an inn as one of the
stage buildings (28 f.)? Was this the scene of the incident
narrated in 16 ff.? Questions abound, answers are few.

The line-numbering in this edition differs to some
extent from that of Sandbach’s Oxford Text (Menandri
Reliquiae Selectae, Oxford 1972); lines 1-30 agree with
those so numbered in his and other editions, but the sec-
ond Florence fragment is here numbered sequentially
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31-57, with Sandbach’s non-sequential numbering in
brackets.

No hypothesis, didascalic notice or cast-list survives
for this play. Its date of production is therefore unknown
and unguessable.

Dramatis personae, so far as they are known:

Parmenon, a slave

Kleinias, a young man, perhaps in love with the demoniac
girl

Lysias, another young man

A free girl who either is demoniac or pretends to be so

Kraton, an old man, father perhaps of one of the younger
free characters

1

In the lost parts of the play some other characters doubt-
less had speaking roles, but their identities and relation-
ships cannot be surmised. A piper appears to be involved
in the action at lines 27{f. A chorus, probably of tipsy
revellers, would have performed the entr’actes.

I See also Marina Pagliardini, “Sulla Theophoroumene di
Menandro”, Atene e Roma, 27 (1982), 118.
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(The texts of the two Florence papyri appear to derive
from the play’s second act. First comes PSI 1280. Of its
first column, only the line ends are preserved: |perwe: 1,
|mower 2, o Néyw 3, | 4, Jov 5, |.modv 6, ot]kiav: 7,
. Avota: 8, ] 9, JrohaBeiv 10, Jovv €xer 11, dha]lo-
veverau 12, |pav more 13, | Khev]ia 14.)

In the apparatus to lines 1-30 of this play, those supplements
whose author is not named were made in the ed. pr. by M. Norsa
and G. Vitelli, Annali della r. scuola normale superiore di Pisa
(Lettere, etc.), 4 (1935), 1 {f. 7 Suppl. Korte. 10 Either
vjmo- or a|mohaBetv. 14 Suppl. Webster.

2 The suggestion offered in my translation assumes that Par-
menon began a narrative to Kleinias (cf. 14) well before line 15,
alleging that the demoniac girl’s fits of possession were faked.
Several details, however, are still very obscure. Did Parmenon
see the girl in the street or elsewhere (e.g. in the inn)? Who was
the man who addressed the girl so offensively in lines 18-237
What were the objects that Parmenon filled up (16 f.: if wine-
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(The Demoniac Girl)

(SCENE: Uncertain, possibly a street in Athens backed by
two or three buildings. One of these is an inn; the second
is probably the house where the girl of the title lives; if
there was a third, its residents cannot now be identified.)

(The remains of the two Florence papyri belong in all
probability to the second act. From the first one (PSI
1280) we have a fragment of a scene in which Lysias, Klei-
nias, and probably also ihe slave Parmenon take part.
Only a few letters survive from the ends of this papyrus’
opening fifteen lines, with indications of change of
speaker at the close of lines 1, 7, and 8. A few words can
be translated: do or does 2, 1 say 3, doing 6, house (?) 7,
an address to Lysias 8 before the change of speaker, to
take up or from 10, he has 11, he’s or (perhaps more prob-
ably, with reference to the demoniac girl) she’s a humbug
12, once 13, and an address to Kleinias 14. Continuous
text begins at the end of line 15, although the interpreta-
tion of lines 15-17 is still an unsolved mystery.?)

cups, the venue may have been the inn)? And what were the
presents that the girl had lost? Cf. my introductory notes on the
Theophoroumene.
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IMAPMENQN (?)
| éénm|iloraro.

KAEINIAZX (?)
/s N v Q)
T [ow] KG.TG.O'TGSG.V’TGS‘,‘ OLB .

ITAPMENQN (?)

5 5 > ’

am’ opularwv
b4 cec 3 \ ~ s 3 4 3 e Ié
ém\noa. “Tapa 6Gp’ drovews;” 1 kGpy,
“ra 8dpa,” dnoi, “raua u’ éfethovl’.” 6 8¢,
“7( [0°] éNafes, immémo|plve; Tov S€ dév[ra dou

’ ) ~ ’ /4 4 4

w6lev olobfa Tovrov; Ti 6€; veavioko[v képy;
s\ \ /7 ~ / s/ ~
7 ov 7t Aafovoa orépavor é€w mepumar|els;
paive,; 7L ovv ovk €vOov éykexhelu|évn
paives;”

KAEINIAS (?)
bAvapeis. [t]ovrd v’ avrd, Avoia,
0V TPOTTOELTAL.

ATIIAS
metpay é€eaTiv ha| Betv
el Geodpopeitar Tats aknbetaro ydp,

15-16 Supplementation and interpretation here are hazardous
in the extreme, and the printed text is merely a shot in the dark.
15 énm(i]oraro Amott: |efunr[.]oraro| F, apparently.

16 rax’—oi8’ assigned to Kleinias by Amott (F has no dicolon
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PARMENON (?)
(in mid-speech)
Ishe really knew [her part]. 15

KLEINIAS (?)
(commenting on the demoniac girl’s appearance?)
Tears flooding down, perhaps (?). T know.

PARMENON (?)
(continuing his narrative)
I filled
Them unobserved. “My presents—do you hear? —
They've filched my presents,” said the girl. “What gifts,
You bloody whore?” said he. “How do you know
The man who gave them? What! A lad, [and to] 20
[A girl]! Why are you out of doors here, with
That garland? Are you mad? Why not be mad
Locked up indoors?”

KLEINIAS (?)
That’s nonsense.—Liysias,
This thing—she’s not pretending!

LYSIAS
We can test
Her. If she’s really a demoniac, 25

after oi, but a one-letter space between o and 6 may be a mis-
placed indication of change of speaker). av suppl. Arnott.

20 kopy tentatively suppl. Handley. — 22-23 7i odv— paiver
(23) continued to the same speaker (Parmenon¥) by Handley (22
pawentovy F).
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vov eis 70 mpoolfev évhdd’ éxmmdn|oerac.

\ ~ ~ \ /7 /
punTpos Bedv, palhov 8¢ kopvBdvr[wr ot uot

> ’ s 3 \ \ A ’
avle.. mapdora 8 évbadl wpos Tas Bvpas
700 Tavdokeiov.
KAEINIAZ (?)
) AU, €D ye, Avoia,

< / ~ /’ \ /7
vmépevye TovTo PBovlopar. kaln Béa . . .

(Here PSI 1280 breaks off. If the second, as yet unnum-
bered, Fiorence papyrus is rightly attributed to the Theo-
phoroumene, as seems most likely, its text must follow at a
short interval—probably fewer than 20 lines—after the
close of PSI 1280. When this second papyrus fragment
opens, the demoniac girl is in mid-speech.)
KOPH
| kai 70 xpvoiov
| Bakarrav éxyéov
Jro mpooiheés
Tol]s mapovoL & dua Néyw
md|vres émolorvare.
26 Suppl. Maas. 27 Suppl. Handley exempli gratia.
30 vmépevye Norsa, Vitelli: vmepev F.  31-57 The papyrus

fragment containing these lines was assigned to this character,
scene and play by Handley. 34-35 Suppl. Pavese.

3 The ‘Gods’ Great Mother’ is Cybele, a Phrygian goddess
whose cult was established in Athens already by the fifth century
B.C. The Corybantes were demons from Asia Minor associated
with her worship, and votaries of the religion went into orgiastic
trances which were popularly identified as possession by the
Corybantes. These trances, which were induced by the rhythmi-
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[She’ll] now skip out in front here. (To the piper) Pipe
a‘Gods’

Great Mother—no, a Corybantic tune.?

(To Kleinias) You stand beside me here, just by the
door

Of the hotel.

(The piper plays his tune, while Kleinias retires with
Lysias into the background by the side of the inn’s
double doors.)

KLEINIAS (?)
Fine, Lysias—superb,
I swear! Just what I want! A splendid sight . . .

(At this point PSI 1280 breaks off. If the second Florence
papyrus is rightly assigned to the Theophoroumene, its 27
line-endings must come shortly—probably within 20
lines—after the close of PSI 1280. Parmenon has now
been engineered off the stage, and the girl has entered,
doubtless in response to the wild pipe music that Lysias
has organised for her benefit.)

THE GIRL (?)
(speaking ecstatically)
] and the gold
] debouching [in the] sea
] agreeable
] I bid those present too
] you must all raise your voices!

cal beating of cymbals and drums, wild pipe music and furious
dancing, were characterised by palpitations and violent weeping
(cf. lines 15 f., if my interpretation there holds water). See espe-
cially E. R. Dodds, The Greeks and the Irrational (Berkeley and
Los Angeles 1951), 77-80.
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(Here the girl begins to sing in lyric dactylic hexameters.)
] ,Bacri)\ew. ,LLe'yi(rTa,
Ot KAl TELTLKAPNVOL
K opv,BaVres: 0’ advmpbowmor.

|
]

Ov]oioav kherrav 0’ éxaréuBav
| Bea, Ppvyia Baoilew

]

o TOpmava, parep o peta.

(The next eight lines revert to the metre and dialect of
normal comic dialogue. It is perhaps most likely that the
girl continues, but now in a normal speaking voice. But
an intervention by Lysias or Kleinias, or even dialogue
involving two or three characters, cannot be ruled out.)

|6opvBovrres ovre |
Jovs cavrd mée[u
k|ara xopav hafBe

lov émirife. e wolp

v Bleov yap Bovhopar

36-41, 50, 52, 56 A scholiast on Euripides, Andromache 103
refers to 7a év Oeodopovuéry @ddueva. 38-39 Suppl.
Bartoletti. 39 The papyrus offers kAewav as a variant reading.
41 Suppl. Bartoletti. 41-42 Between these lines is written in
smaller letters | oréparv(ov) éxérw (or éxe @) [.]. Aakurw [ /]
mapa xetpa Ba.Xe..]. Are these remains of a prose stage-

direction, or of dactylic hexameters? 43-44 Suppl. Barto-
letti. 45 Suppl. Handley, Lloyd-Jones. 46 Suppl.
Handley.
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(It is hard to make coherent sense of the above remarks.
The girl may have entered the stage not long before line
31, and then launched into a poetical description of Phry-
gia, the home of Cybele, and the gold-bearing river Pacto-
lus which flows not far to the south of Phrygia. At 34 the
girl evidently turns to Lysias and Kleinias, and asks them
to join in her act of worship. From 36 to 41 she sings a

hymn to Cybele, the ‘goddess, queen of Phrygia.’)

] queen almighty
] and with heads atremble
] and sweet-faced Corybantes
] sacrifice and hecatomb of splendour
] goddess, queen of Phrygia,

] tambourines, O [mountain] mother.2

(The words of the above hymn are clearly a series of invo-
cations to Cybele and the Corybantes, with accessory ref-
erences to the sacrifices and the tambourines associated
with this goddess’s worship. Then follow eight lines in the
metre and dialect of normal comic dialogue.)

] clamouring nor [

] make for yourself
] in place pick up

] and ignite

] for I'd like [the] god[dess]

4 Between lines 41 and 42 the scribe inserts in smaller letters
two lines of Greek, now badly mutilated, which may be partially
translated ‘[ ] take (or let her/him take) a garland [ ]/[ ]to
her/his hand [ ].” This may be a stage direction, referring to the
girl’s actions before she begins her song, or alternatively (but per-
haps less probably) two dactylic hexameters which the scribe had
inadvertently omitted at the beginning of the girl’s song.
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lyes. avhew &7 v pou.
evp |evns yivowo Oé
Juévors aet.
(The final eight lines mix lyric hexameters (50 ?, 52, 56)
with iambics (51, 53-55, 57). The girl doubtless sings the
hexameters, but the speaker or speakers of the iambics

cannot certainly be identified. Perhaps the girl is again
the likeliest candidate.)

x]atp’, "Ayydore,
wlera kvpuBdlwy
].p dNOAvypGY
| pirep fedv,
“Ayyd ot Ppvyia Kpnoia
d]edpo kupia
Jvamras Bacilewa

Ja Avdiovs

(At this point the papyrus breaks off.)

* * *

48 Suppl. Handley. 50-51, 54-55 Suppl. Bartoletti.

a Angdistis or Agdistis was an Asiatic goddess often identified
with Cybele. She derives her name from Mount Agdos near the
ancient city of Pessinus in Phrygia.

b Rhea, the Cretan mother goddess, was also identified with
Cybele. Cf. fr. 8 below.
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] You pipe for me
| may you favour (?) me
| always so remain (?).

(The speaker or speakers of lines 42 to 49 cannot be estab-
lished with any certainty. The most plausible hypothesis
perhaps is that the girl here interrupts her hymn in order
to address the bystanders. First she asks Lysias or
Kleinias to pick something up—possibly a torch—and to
ignite something else—possibly incense on an altar—in
furtherance of her act of worship. Then, as she prepares
to resume her hymn, she tells the piper to begin piping
again, and she subjoins a prayer, probably to Cybele.

The final eight lines of the papyrus, 50 to 57, are a mix-
ture of sung hymn lines (507, 52, 56) and spoken comic
iambics (51, 53-55, 57). The girl almost certainly sings
the former, but it is impossible now to be sure who speaks
or speak the interlarded iambics. The girl may again be
the likeliest candidate.)

] O hail, Angdistis!?

] with tambourines.

] joyful shouting.

1 O mother of the gods,
Angd]istis, Phrygian, Cretan tooP —

] here supreme.

] queen [in] tree-clad valleys.

] Lydian®

* * *

¢ Lydia, in western Asia Minor, was closely associated with
the cult of Cybele.
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Stobaeus, Eclogae 4. 42. 3 (mwept mav map’ ablav edrvyovv-
Tov) cites the whole fragment with the heading Mevavépov
B¢odopovpérms (so ms. S: -uévov mss. MA). Line 2 was fit-
ted into a witticism by Vespasian according to Suetonius,
Vesp. 23, who does not identify the source. Lines 16-17 are
cited with the author’s name alone by the scholiast on Euripi-
des, Hippolytus 426. The first six words of line 16 are quoted
also by Athenaeus 6. 248d, inaccurately but with an ascrip-
tion to Menander. Lines 18-19 are cited by Plutarch,
Moralia 739f (Quaest. Conv. 9. 5) simply as ra To0 kopikod

MENANDER

Eight fragments quoted from ©eoopovuérn
by ancient authors

1 (1 Korte, 223 Kock)

vépovros.

70

KPATON
€l Tis mpooeNdav pou Gewv Aéyor, “Kparwv,
émav dmofdvys, adbis €€ apxns éoev

£Y4 y o N 7 ’ 2 ’
éoeL & 6 1L aV’Bov}\:q, kVwv, wpoartov, Tpayos,

3 e/ \ ~ A ~
avBpwmos, (mwmos. dis Buoval yap oe o€t
c /7 ~ 5 3 ’ e/ ’ 8, < ~ 3
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Eight fragments of Theophoroumene, quoted
by ancient authors

1

Stobaeus (‘On those prospering undeservedly’) cites the
whole fragment with the heading ‘from Menander’s Theo-
phoroumene’. Several parts of it are quoted independently
by a variety of authors, who fail to identify the source pre-
cisely (see the facing page); among these Plutarch identifies
the speaker as ‘the old man of comedy’.

KRATON
Suppose a god walked up to me and said,
“Kraton, you'll come back after death once more,
And be just what you want—a dog, sheep, goat,
Man, horse. You've got to live two lives, it’s all
A law of destiny. Pick what you want.”
I think I'd give a speedy answer: “Make
Me anything—but not a man! This creature’s
The only one to thrive or fail unfairly.
A champion horse is groomed more tenderly
Than others. If you're born a pedigree
Dog, then your status is much higher than
A mongrel’s. Pure-bred cocks get special food,
And there the riff-raff also fear their betters!
With men, though, great distinction, honour and
Good birth are useless in our present age.

1 Kpdrov Gesner: kparév mss. (SMA) of Stobaeus. 4 8is
Bidvar MA: dwaBibrar S. 5 é\ov SM: aipod kal é\ov A.
136 & S: 008’ MA. 14 av & Meineke: éav SMA (éav 7
avlp. xp. A). 15 Spehos év SA: wpérnoer M.
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mpdrrer 8 6 kéhaf dpioTa wdvrwy, SelTepa.
0 ovkopdrtns, 6 kakonlns Tpita NéyeL.
dvov yevéabar kpetrTov M) Tovs xeipovas
opav éavrov {GvTas émpavéoTepor.”

16 mpdrrer yap mavrwv 6 kéhaé dpworo ms. A of Athenaeus.
16-17 8evrepos mss. NAB of Euripides scholiast (for devrepa o,
correct in Stobaeus). 17 7pira Néyew mss. of Stobaeus: Tpia
Aéyew ms. N and 7pitaros Aéyerar ms. A of Euripides scholiast.

2 (2 Ko, 225 K)

Stobaeus, Eclogae 3. 3. 6 (mept ¢ppovrioews), with the head-
ing Mevdrépov Beodopovuéry:
0 T\ELTTOV VOUY EXWV
pavtis T’ dptotos €t ovpBovlds 6§ dpa.
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Yes-men do best of all, blackmailers win

The second prize, and spitefulness comes third.
Better be born an ass than see the dregs

Live in a brighter limelight than oneself!”

In this play the role of the speaker Kraton, identified by
Plutarch (see above) as an old man, is now obscure, although
he is likely to have been the father of one of the three known
young people (Lysias, Kleinias, the demoniac girl) in the plot.
Equally obscure is the incident which gave rise to Kraton’s
splenetic outburst about the undeserved success of social infe-
riors.

L

Stobaeus (‘On prudence’): from Menander’s Theophorou-
mene,
The man with most discernment
Makes the best prophet and adviser too.

These words paraphrase a line of Euripides (Helen 757) spo-
ken by a long-winded old retainer of Menelaos. Context and
speaker in Menander’s play are hard to divine, but some help
appears to be given here by Alciphron, who composed a
series of fictitious letters much influenced by the situations of
New Comedy. In one of these (4. 19. 21) Alciphron pretends
that ‘Glykera’ is writing to ‘Menander’, and the writer refers
obliquely to prophecies made by ‘your demoniac girl’. Thus
the speaker of the present fragment may be speaking disdain-
fully of a prophecy made by the play’s heroine in her demo-

niac state.
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3 (3 Ko, 224 K)
Athenaeus 11. 504a (0 [Thovrapyos) édwke (v drdAnv) 76

\ ~ 3 /’ 4 \ / 7
madl mepioofely év kikhw keheboas, TO KUKkAe mivew
TouT” €ivar Méyowv, mapariféuevos Mevdvdpov éx Ilepuv-

ré N 4 3 ’
Bias (fr.4) ... kat makw éx Beodopovuévns:

Kol TaXV TO TPATOV TEPLTOf3EL TOTNpLov
avUTOLS AKPATOV.

1 Corr. Cobet: Taxv wdAt 70 ms. A.

4 (4 Ko, 226 K)

Athenaeus 11. 472b: Onhvkds 8¢ ™y Onpichewov eime
Mévavdpos év Oeodopovuévy:

péows pedvwr <mr> Onpikkewov éomacev.

v om. ms. A, suppl. Schweighaeuser.

5 (5 Ko, 227 K)
A scholiast on Plato, Clitopho 407a(2) (p. 187 Greene):

Tapopiar
3 \ ~ \ 3 /7
amo umxavns feos émedavms.

3\ ~ ) ’ > 3 ! ’ N 7
éml 7OV dmpoodoknTws €’ Odekelg ) cwrmpie bawo-

> \ ~ > ~ \ \ ~
pévwv: év yap tais tpaywdiots €€ dpavovs feot émt s

3 On this character (Plutarch of Alexandria, not the essayist
from Chaeronea) see Barry Baldwin, Acta Classica 20 (1977), 47.
b Thericles was a celebrated Corinthian potter around 400
B.C. who produced black high-lustre ware which became very
popular in Athens during the following century. Not long after
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3

Athenaeus: Plutarch® gave (the cup) to the slave with an
order ‘to whizz it around’, explaining that this meant ‘drink-
ing (from one beaker passed) around the whole circle’, pro-
ducing as evidence a passage from Menander’s Perinthia (fr.
4) ... and further from Theophoroumene,

He whisks around them quickly the first cup

Of undiluted wine.

A description of a drinking party which may perhaps have
taken place in the inn mentioned at line 29 of the papyrus
fragments. Undiluted wine was normally drunk only in
toasts.

4

Athenaeus: Menander in Theophoroumene used the word
Ompixeos (Thericlean cup b) as a feminine,

Half drunk, he drained the Thericlean dry!
This may, but does not necessarily, come from the same con-
text as fr. 3.

5

A scholiast on Plato’s Clitopho: a saying,
You've turned up like a god upon a crane!

Applied to those turning up unexpectedly to help or rescue,
since in tragedies gods would appear on stage from some-

the potter’s death the term ‘Thericlean cup’ was also applied to
cups of a distinctive shape, with concave sides and small handles,
not necessarily made by Thericles himself. See my Alexis: The
Fragments. A Commentary (Cambridge 1996/1997), on fr. 5.
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akmris épaivovro. Mévavdpos Oeodopovuéry.

6 (6 Ko, 228 K)
A scholiast on Plato, Phaedo 99c¢ (p. 14 Greene):
TAPOLULA®

SevTepos mhovs.
€L TOV ATParBS TL TPaTTOVTWY, TOp o0V Ol SLapmapToy-

\ ~ ~
T€S KaTa TOV TPOTEPOV TAOLY dodalds mapaokevdlovral
Tov Oevrepov. éuviobm 8¢ Tavrys ... Mévavdpos . . .

Beodopovuéry.
7 (7 Ko)
Photius (a 1592 Theodoridis) s.v. avameréd: avamerdow.
Mévavdpos Beopopovuéry.
8 (8 Ko)
The Etymologicum Magnum (388.36): evavrnros: 7 ‘Péa.

dvraiay yap avmiv ékdlovv Ota TO SUTAVTNTOV €ival Kal
Tols avavT@ow €év Tols dpeot Svaxepaivew: To Nikadiov
vrévmua Oeopopovuérns, katr’ ebdnuioudr: dSvadrvrs ydp
€oTL kal 0pyiAn Tots avralovow €v Tois opect To ApTtiov.

"Apriov ms.: < ‘Ap>apriov conj. Sylburg.

2 In several Greek tragedies, especially those of Euripides, a
final resolution of a dramatic impasse is provided by the sudden
intervention of a deity making his or her appearance suspended
from a crane: the deus ex machina.
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where out of sight.* Menander in Theophoroumene.

6

A scholiast on Plato’s Phaedo: a saying,
Next best way.h

Applied to people accomplishing an object securely, insofar
as those who have come a cropper in an earlier voyage
achieve the second one without fail. This saying was men-
tioned by . .. Menander in . .. Theophoroumene.

7

Photius has an entry stating that Menander in Theophorou-
mene used avamera in place of the regular Attic form avame-
raow as the future tense of avamerdvrvue (I open/un-

fold/spread out).

8

The Etymologicum Magnum has the following curious and
probably garbled entry: edavrnros (well met), sc. the goddess
Rhea. They called her ‘meetable’ because she was a bad per-
son to meet, and made trouble for those who encountered
her on the mountains. So Nicadius® Commentary on Theo-
phoroumene. A palliative use, for she is bad to meet and
angry with those who come upon her on the mountains. So
Artius’ Commentary. It also means ‘responsive to supplica-

b Literally ‘second voyage’. Menander elsewhere (fr. 205 KT)
explains this saying much more imaginatively than the scholiast:
“The next best way—this saying clearly means / That if you've lost
fair winds, you use your oars.”
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4 \ \ 3 e / 3/ \ \n e ~
onpaivel 8¢ Tov evikérevrov: dvreafal yap To ikereboad.

One further fragment, whose attribution to
Beopopovuévy is very uncertain

9 (9 Sandbach in second edition of Oxford Text)

The Etymologicum Magnum (782.8): vmoypddw: karaBd\-
Nopat, okiaypadad, Befard: 70 ‘Apapriov vropvmua.

Sandbach’s attribution of this fragment to Theophoroumene is
extremely speculative. It rests on two assumptions: (1) that the
references to "Apriov in fr. 8 and “Auapriov here are in one of
the two places a corruption of the other (hence Sylburg conjec-
tured <'Ap>apriov in fr. 8); and (2) that the other author,
whether called Artius or Hamartius, wrote no other commentary
than that on the Theophoroumene.
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tion’, for ‘to supplicate’ is the same as dvreofac (to meet/to
supplicate).?

One further fragment, whose attribution to
Theophoroumene is very uncertain

9

The Etymologicum Magnum defining the verb vmoypddw: 1
commit to writing, I draw in perspective, I confirm/pledge.
Hamartius’ commentary.

A Nothing is known about Artius (if this name is correctly
transmitted: see opposite on fr. 9) or Nicadius, but the latter
apparently wrote a commentary on Theophoroumene, presum-
ably Menander’s play. If the entry in the Etymologicum Magnum
derives ultimately from Nicadius, it seems legitimate to infer that
Menander applied the adjective evdrrros to Rhea, the great
mother goddess of Crete, who was often identified with Cybele
(see my note on line 54 of the papyrus fragments of Theophorou-
mene), probably in a lost part of the hymn sung by the demoniac
girl to Cybele and the Corybantes.

bIf this entry ultimately derives from a commentary on
Menander’s Theophoroumene (but see opposite), it implies that
the word vmoypd¢w was used in this play in one of the three
listed meanings. The second is perhaps the most likely, for the
verb appears to be used in the sense ‘T make an outline sketch’
first in the fourth century B.C.
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INTRODUCTION

Manuscripts

O = P. Oxyrhynchus 2654, six fragments which come
from three successive columns of a papyrus roll written in
the first century A.D., with extremely mutilated remains of
60 or so lines of text. First edition: E. G. Turner, The
Oxyrhynchus Papyri, 33 (1968), 1-8, with a photograph
(pL. I).

Three other papyrus fragments have been tentatively
assigned to the Karchedonios. Two of them are:

(i) P. Oxyrhynchus 866, here also designated as O, a
tiny scrap of papyrus from the first century A.D., written in
a hand which shows some (but not perhaps very close)
similarity to one of the major hands deciphered in P. Oxy-
rhynchus 2654. It contains the middle portions of seven
lines of text, in which the word K]apynéovwo| (‘Cartha-
ginian’, v. 5) appears. First edition: B. P. Grenfell and
A.S. Hunt, The Oxyrhynchus Papyri, 6 (1908), 173-175,
where the scrap was assumed to be a fragment of prose.
Its attribution to Karchedonios was suggested by E. G.
Turner, The Oxyrhynchus Papyri, 33 (1968), 7 {., repub-
lishing it with a photograph (pl. I).

(ii) P. Cologne 4 (often referred to by its inventory
number 5031), a small fragment written in the same two
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hands as the textual portions of P. Oxyrhynchus 2654 and
therefore very probably deriving from the same roll of pa-
pyrus, possibly from the same play; identification of the
author as Menander is to some extent supported by the
presence of ‘Ikéviov in 129, attested for this playwright
by the Etymologicum Magnum 470.45. P. Cologne 4 con-
tains the ends of the last nine lines in one column and the
beginnings of the last eight lines in the next. First edi-
tion: Ludwig Koenen, Zeitschrift fiir Papyrologie und
Epigraphik 4 (1969), 171f., with a photograph (pl. IX)
but no identification; its attribution to Karchedonios was
made by the same scholar in Zeitschrift fiir Papyrologie
und Epigraphik, 5 (1970), 60. It was re-edited by Birbel
Kramer, Kolner Papyri 1 (1976), 21-23.

Both of these fragments are published here. The third, P
Oxyrhynchus 3966, is not. In publishing this scrap of pa-
pyrus from the first century A.D. containing 15 partly
damaged lines of New Comedy, E. W. Handley (Relire
Ménandre, Geneva 1990, 138-143, cf. 162-166, and The
Oxyrhynchus Papyri, 59, 1992, 51-59) noted the close
similarity of its handwriting to that of P. Oxyrhynchus
2654 and P. Cologne 5031, and consequently suggested
that P. Oxyrhynchus 3966 might also come from Menan-
der’s Karchedonios. At the same time he noted that the
subject-matter of 3966—the ritual of bringing water for a
nuptial bath from a spring, in a procession involving
water-carrier, piper and singer—had no known links with
what little is known of the plot of Menander’s Karche-
donios, but did agree at several points with that of the
same dramatist’s Phasma, where a wedding was a promi-
nent motif, a girl was locked up in the house just like a girl
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mentioned in 3966 v. 13 (or 12, if one discounts any line-
numbering for the sign X|OP[OT after v. 4 indicating a
choral entr’acte), and the lyrics that allegedly occurred in
Phasma could have included the resolved anapaests or
proceleusmatics of 3966 v. 12 (11). Hence P. Oxyrhyn-
chus 3966 is better not connected with Menander’s
Karchedonios, but assigned rather to Phasma or to some
other play with which links can be discerned (Thomas
Gelzer, Relire Ménandre, 165 f., makes a case for Geor-

gos).
Fragments 1 to 7 are quotations from a variety of sources;

1 to 6 are certainly, but 7 only tentatively, assigned to this
play. See the introduction to vol. I, pp. xxiv—xxv.

The fragments preserved in P.Oxy. 2654 are severely
mutilated, and only one passage of continuously coherent
text, a mere nine lines in length (31-39), emerges amid
the medley of line-endings, line-beginnings, and line-
middles that constitute the remainder of this papyrus.
Nevertheless, these remains are important for several
reasons. Firstly, they are positively identified as part of
Menander’s Karchedonios because lines 7-8 coincide
with an ancient quotation from this play (fr. 228
Korte-Thierfelder) made by Stobaeus. Secondly, they af-
ford substantial support to the argument that Plautus’
Poenulus was not adapted from Menanders Karche-
donios, as many had believed, but from another Greek
comedy, almost certainly the Karchedonios written by
Menander’s older contemporary, Alexis. Even before the
publication of the new Oxyrhynchus fragments, the ties
between two fragments of Alexis (105 and 265 Kas-
sel-Austin, the former definitely assigned to Alexis’
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Karchedonios) and two passages in Plautus’” play (1318,
522-525), where Alexis” words appear in Roman transla-
tion, made the theory that here Plautus was adapting
Alexis and not Menander plausible e<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>