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we shall search out... a real architect— even if he be a figure of speech

Louis Sullivan,
Kindergarden Chats
(1918), p.33






— ABSTRACT —

In the fifth century BCE, two Greek dramatists brought “architects” into their
plays—and into performance—at the Great Dionysia festival in Athens. For Euripides,
“architect” named a protagonist (Odysseus) scheming to overcome the Cyclops; for
Aristophanes, “architect” qualified a comic hero (Trygaeus) daring to restore Peace.
Although remarkable for being among the earliest extant “architects” to appear in Greek
literature, these architect-protagonists are also surprising because architecture (as it tends
to be objectified) is not their target of attention. Rather, transformative and restorative
schemes are their foremost concern. While such peculiarities already commend these
figures for study there are further grounds for considering their deeds: by their exemplary
performances in particular situations these “architects” offer mimetic demonstrations of
primary architectural acts; acts that, being subtle and ephemeral, are otherwise difficult to
perceive.

This dissertation interprets the actions of the “architects” in Euripides’ satyr play
Cyclops and Aristophanes’ comedy Peace, specifically by asking: What motivated the
dramatic poets to qualify their protagonists as architects? What is implied about
architects and architectural acts by the manners in which they did? And, what do the
dramatic plots and their mythic models suggest about the peculiar situations that
architects figure into and struggle to transform? Beyond probing the plays through such
questions, this dissertation also has two theoretical aims: to uncover the earliest examples
of a topos, one that posits dramatic protagonists (and dramatic poets) as architects; and,
correspondingly, to draw-out the performative aspects of architecting that this topos
suggests. As this study unfolds, I intend to show that what at first might seem like a
casual metaphor opens more profoundly onto an intricate web of mythic, ritual and
metaphoric associations that are as telling as they are troubling about the representative
deeds and ethical dilemmas that architects perennially enact. Furthermore, in treating
Greek sources from the fifth century BCE—from a time when architects were only just
beginning to gain that title and so appear as figures of cultural significance—this
dissertation argues for a reconsideration of how architektons can be most fundamentally
understood; that is, less hierarchically as master-builders, and more poetically and
dramatically as agents of archai—as individuals who knowingly initiate, make and make
apparent for others auspicious beginnings, originating conditions and exemplary

restorative schemes.



— ABSTRACT —

Au cinquieme si¢cle avant notre eére, deux dramaturges firent apparaitre des
“architectes” dans leurs pieces et leur représentation, aux fétes Dionysiaques d’ Athénes.
Dans le cas d’ Euripide, “architecte” désigne un personnage (Odyssée) complotant pour
neutraliser le Cyclope. Pour Aristophane, “I’architecte” est un comédien audacieux
(Trygaeus) cherchant a rétablir la paix. Ces architectes-protagonistes étonnent parce
qu’ils sont parmi les tous premiers architectes a paraitre en littérature grecque, mais aussi,
de part le fait que 1’architecture (telle qu’on tend a I’objectiver aujourd’hui) n’est pas au
coeur de leurs préoccupations. Ils s’affairent plutdt a des enjeux transformatoires et
reconstituants. Alors que ces particularités seules sont dignes d’intérét, il y a encore
d’autres raisons pour se pencher sur les actions de ces “architectes”.

Cette thése interprete les figures de l'architecte dans Cyclope, picce satirique d’
Euripide, et Paix, une comédie d’Aristophane, en demandant: qu’est ce qui a motivé ces
auteurs a qualifier leurs protagonistes d’architectes? Et que suggere ce choix sur les
architectes et les actions architecturales? Enfin, que disent ces intrigues et les mode¢les
mythiques qui leurs correspondent, sur les situations curieuses dans lesquelles se
retrouvent les architectes et que ces derniers s’acharnent a transformer? Au dela de servir
d’outils exploratoires pour ces picces, ces questions guideront une étude théorique a deux
buts: découvrir les premiers exemples d’un fopos qui pose en principe le protagoniste
dramatique (et pocte dramatique) en “architecte”; et dessiner les aspects performatifs de
[’architecturant suggérés par ce topos. Au fil de ce questionnement, j’entends démontrer
que ce qui parait au premier regard étre de simples métaphores ouvrent plus
profondément sur un entrelacs d’associations tout aussi révélatrices que troublantes sur
les actions représentatives de 1’architecte et les dilemmes étiques que ceux-ci mettent en
jeu et en scéne. Plus encore, en traitant des textes grecques du cinquiéme si¢cle avant
notre ére, une époque a laquelle les architectes commencgaient a peine a étre ainsi
nommés et connus dans la sphére publique, cette thése est aussi un appel a reconsidérer le
sens de [’architekton: non plus dans la hiérarchie de maitre d’oeuvre mais dans le sens
poétique et dramatique d’ agents de [’archai — figures initiatiques, des faiseurs qui dans
leurs constructions rendent apparents les départs de bonne augure, les conditions

d’origine et les actions exemplaires.
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— INTRODUCTION —

In the late fifth century BCE, two Greek dramatists brought “architects” into their
plays—and into performance—at the Great Dionysia festival in Athens. For Euripides,
“architect” named a protagonist (Odysseus) scheming to overcome the Cyclops; for
Aristophanes, “architect” qualified a comic hero (Trygaeus) daring to restore Peace.
Later (circa 200 BCE), the Latin dramatist Plautus also featured “architects” in his comic
plays. For Plautus, architectus entitled a variety of cunning slaves who, devising and
directing elaborate ruses, succeed in outwitting diverse adversaries for the common good.
Although remarkable for being among the earliest extant “architects” to appear in Greek
and Latin literature,' these architect-protagonists are also surprising, in part, because
architecture (as it tends to be objectified) is not their target of attention. Rather,
transformative and restorative schemes are their foremost concern. While such
peculiarities already commend these figures for study there are further grounds for
considering their deeds: by their exemplary performances in particular situations these
“architects” offer mimetic demonstrations of primary architectural acts—situated,
mediated, decisive and influential acts that, being subtle and ephemeral, are otherwise
difficult to perceive. In other words, these plays and protagonists provide vivid (if
oblique) dramatizations of architecting, and invite basic questions concerning what
architects do.

This dissertation interprets the actions of the “architects” in Euripides’ satyr play
Cyclops and Aristophanes’ comedy Peace. The later performances of “architects” in the
Latin plays of Plautus serve only as occasional points of reference; and a few other
“architects” found in the fragments of Athenian drama and in other ancient Greek
literature will be summarily treated. Although the primary plays (Cyclops and Peace)
and their protagonists (Odysseus and Trygaeus) have been studied from a variety of
perspectives within the discipline of Classics, the figurative “architects” in these plays
have rarely been commented upon and, where they have, the implications they raise for

architects have not been considered.” Neither have these figures played any part in

The “architects” in Aristophanes’ Peace (line 305) and Euripides’ Cyclops (line 477) are
roughly synchronic with the “architects” anecdotally mentioned in Herodotus’ Histories. See
below, p. 36, n. 71. The architectus-figures in Plautus (in Miles Gloriosus 903-03, 915-21;
Poenulus 1110; Mostellaria 760; Truculentus 3; and Amphitruo 45) provide the earliest
appearances of the term in extant Latin literature—nearly two centuries before Vitruvius.

A few classical scholars note the suggestive oddity of the “architect” trope in Cyclops and
Peace, as in Seaford (1984), 193-94; Graves (1911), 83-4; Slater (2002), 121; and Arnott
(1996), 450-51. Others note, in passing, the metaphor’s relation to normative building trades,
as in Olson (1998), 133; Olcott (1973); Sharpley (1905), 86; and Merry (1900), 24. The Latin
architectus trope in Plautus, although considered “obscure” in one instance by Christenson

Architectural Acts — INTRODUCTION — Architect-figures and their Prefigurations 1



architectural discourse.” Thus, a basic intent of this study is to introduce these dramatic
architect-figures to architects and to their interpreters. Yet, the intent is also, more
probingly, to ascertain what these poetic agents have to offer our understanding of
architects. And so, although this dissertation makes extensive use of classical
scholarship, the line of inquiry is mainly architectural. The primary questions guiding
this study are these: What motivated the dramatic poets to qualify their protagonists as
architects? What is implied about architects and architectural acts by the manner in
which they did? And, what do the dramatic plots and their mythic models suggest about
the peculiar situations that architects figure into and struggle to transform?

Beyond probing the particular plays through such questions, this dissertation also
has two more theoretical aims: to uncover the earliest examples of a fopos, one that posits
dramatic protagonists (and dramatic poets) as architects;* and, more importantly, to draw-
out the performative aspects of architecting that this fopos suggests. As this study
unfolds, I intend to show that what at first might seem like a casual metaphor cast onto
clever heroes, opens more profoundly onto an intricate web of mythic, ritual and
metaphoric associations that are as telling as they are troubling about the representative
deeds and ethical dilemmas that architects perennially enact. The corpus of Athenian

drama and Homeric epic, as well as select historical writings and inscriptions from the

(2000), 146, has been considered by other scholars as a significant metaphor not only for the
cunning slave (servus callidus) leading the ruse within the play, but also for the knowing
dramatist leading and adapting the play’s plot, as in Sharrock (2009), esp. 17; Slater (1985),
172; Duckworth (1994), 160-67; and Frangoulidis (1994), esp. 80. The relevant observations
of these and other scholars will be introduced at appropriate instances throughout this study.

I have not found these Greek architect-figures to be mentioned, even anecdotally, in
architectural discourse, although other details from Athenian drama (such as the use of
vocabulary for temple parts; references to craftsmen and tools; and descriptive imagery of
gods, temple settings and religious rites) are cited and discussed, as in Rykwert (1976), 87,
and (1996) esp. 128-29, 186; Hersey (1988), 30, 62, 74-4, 111; Coulton (1976), 1, 11, 44;
Burford (1972), 53, 99, 135; Bundgaard (1957), 136; Onians (1988), 8; and Scully (1969).
Certain architectural historians have also noted the fact that the Latin word “architectus”
appears for the first time in Plautus, as in Pevsner (1942), 549; and Clarke (1963), 17.

The topos of the poet as tekton (fitting-together verses like a craftsman) is as old as poetry
itself and widely discussed in classical scholarship and related disciplines (see below, p. 51, n.
104). However, the “architects” under study here have not, to my knowledge, been a part of
this discussion, even though they arguably participate as a variation on this topos. As such,
the figures in Peace and Cyclops provide the earliest examples of this “architect” variation,
which then persists not only in the Latin plays of Plautus, but in later drama, notably in the
English Renaissance (see below, p. 204, n. 466). The related topos of God as architect, which
becomes influential in Judeo-Christian imagery, is beyond the scope of this study. On the
significance of this figure in architectural discourse (which was influenced, in part, by a key
proverb in the Old Testament, 8.27-30, by the demiourgos-figure in Plato’s Timeaus, and by
the writings of Philo of Alexandria), see Pérez-Gomez (1999), and Smith (2000).

2 Architectural Acts — INTRODUCTION — Architect-figures and their Prefigurations



fifth century BCE, comprise the primary limits for investigating this web of
architecturally telling associations. My premise in focusing on dramatic sources and in
drawing out the actions and agencies of architects is that drama may be understood as a
mode of representation that—like drawing, modeling and writing—is proper to architects.
Although other interpreters have recently discussed such a mode of representation
(through other examples) in terms of “ephemeral”, “gestural”, “demonstrative”,
“mimetic”, “prophetic”, “verbal”, “rhetorical” and “ethical” acts,” the dramas under study
here provide especially appropriate material to speak theoretically about such
performances and to inquire, with precision, into the modus operandi of architects.

Finally, in treating Greek literary sources from the fifth century BCE—from a
time when architects were only just beginning to gain that title and so appear as figures of
cultural significance—this dissertation argues for a reconsideration of how architektons
can be most fundamentally understood; that is, less hierarchically as master-builders, and
more poetically and dramatically as agents of archai—as individuals who knowingly
initiate, make and make apparent for others auspicious beginnings, originating conditions
and exemplary restorative schemes. Put differently, this study aims to uncover and
recover certain metaphoric, ritual and mythic meanings that underlie architectural acts
and, although largely obscured today by literal, popular, and narrowly practical
definitions, nevertheless remain latent both in the “architect” title, and in certain acts
performed with earnest architectural intent.

It is also appropriate to say a few words about the overall layout of this
dissertation. Following a prologue, through which I establish the primary topics to be
elaborated, the study moves to interpret, in detail, the architect-figures in each play, first
in Peace and then in Cyclops. Although certain architectural acts found in Cyclops are
anticipated through my initial discussion of Peace, and a number of arguments
concerning the figure in Peace are recalled in the subsequent analysis of the “architects”
in Cyclops, the relative complexity of each drama has made it best to keep my

interpretation of the two plays and their protagonists apart. Thus, chapters one through

For example, Frascari (1991), esp. 95; Leatherbarrow (2001), esp. 90; Bruzina (1990), esp.
205; Pérez-Goémez (2006), and with Pellitier (1997), esp. 7-9; Rykwert (1982), esp. 68, 71;
Harries (1997); and Veseley (2004), esp. 44, 70-5. I mention here those disciplinary studies
that regard the architect’s performative role historically, philosophically, poetically and/or
mythically. Other studies, more marginally relevant to the general question of this dissertation,
include: those that study the performance of architects in the context of professional practice,
such as Kostof (1977), Schon (1983) and Cuff (1992); those that study the “image” of the
architect in culture, art and literature, such as Saint (1983), Wittkower (1969) and Kris and
Otto (1979); and those that study “incorporated knowledge” and cultural performances, in
general, in related theatrical and anthropological disciplines, such as Barba (1991); Hastrup
(1995) and (2004); de Certeau (1984); Bruner (1990); Geertz (1973); and Bourdieu (1977).
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six focus on Peace, and chapters seven through thirteen on Cyclops. Given the difference
of genre—Comedy and Satyr play (an afterpiece to Tragedy)—as well as the different
status of the two protagonists—an otherwise unknown farmer (Trygaeus) and a well-
known Homeric hero (Odysseus)—the interpretive strategy varies for each play
accordingly. Whereas Trygaeus’ architectural acts are interpreted mainly in relation to the
contemporaneous situation in Athens and to comparable protagonists in Aristophanes’
other plays, Odysseus’ acts are interpreted mainly in relation to Homeric poetry and to
certain Euripidean tragedies.

The treatment of each architect-figure begins by paraphrasing the dramatic plot
in which they are implicated and subsequently lead (chapters one and seven); then
proceeds to lay out the relevant grounds for interpretation (chapters two to three and eight
to nine); then moves on to selectively interpret the language, imagery, situation and
actions (motives, manners and effects) that are presented in each play and that are closely
associated with the protagonist’s role as “architect”. Whereas Trygaeus’ role primarily
involves directing the collaborative recovery of Peace, in part by dramatically
representing Peace’s absence and re-emergent presence (chapters four and five);
Odysseus’ acts as “architect” primarily involve commanding, persuasive and figurative
modes of speech (chapters ten to twelve), which, being at times supplemented with
influential props (chapter thirteen), together make known and bring about a
transformative scheme of liberation, restoration and retribution. This focused
interpretation of the “architects” and their actions within each play is intertwined with an
analysis of the larger cultural and poetic contexts in which these figures bore meaning. In
other words, the interpretive strategy involves, on the one hand, delving into the figure of
the architect as dramatized; and, on the other hand, reaching through and beyond that
figure to their pre-figurations (their poetic and dramatic models), in an attempt to grasp
the mythic, ritual and rhetorical milieux that these “architects” performed in the midst of.

Although architectural acts are the focus of this study, the interpretive work does
not proceed by overlaying a predetermined understanding of what architects do onto
these protagonists. Rather, this inquiry pursues an understanding of architectural acts as
an open question, aiming as much as possible to let the dramas, the protagonists and their
complex situations speak for, and show, themselves. I do, however, proceed with certain
architectural topics and questions in mind. These I will now sketch in the prologue, with

some help from Vitruvius and Alberti.
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— PROLOGUE —
Architectural Acts between the lines of Vitruvius and Alberti

Before embarking on this investigation of architectural acts in the eccentric
context of Athenian drama, it is helpful to first draw-out the significance of such acts
within the context of architectural discourse. The treatises of Vitruvius and Alberti
provide relevant material for this preliminary rehearsal. Conferring with these
disciplinary treatises will also assist in articulating the primary architectural topics that

will then be taken up through an interpretation of dramatic poetry.

ENDURING PROPERTIES: VITRUVIUS’ TALE OF ARISTIPPUS

As he did for many of his ten books, Vitruvius began his sixth book on

architecture with a story:

It is related of the Socratic philosopher Aristippus, that, being
shipwrecked and cast ashore on the coast of the Rhodians, he
observed geometrical figures drawn thereon, and cried out to his
companions: ‘Let us be of good cheer, for I see vestiges of man.’®

(de architectura 6.pref.1)

This much of the story has been valuably interpreted in recent architectural discourse.’
Vitruvius, however, did not end his story with an impression of auspicious figures on the
shore. Rather, he goes on to tell us that Aristippus’ discovery on the coast of the
Rhodians prompted him to actively seek out the city, find its citizens and engage them in
philosophical disputations. Those disputations, indeed, must have been engaging since

Aristippus, we are told, chose to remain in Rhodes while his companions prepared to sail

My emphasis. Morgan, Trans. “Vestiges” retains the Latin term, which is otherwise translated
as “traces” (Morgan), or “footprints” (Granger).

These “geometrical figures” (geometrica schemata) have been interpreted as orienting and
civilizing marks, in Leatherbarrow (2000), 228-9, 239; as prompting “transcendental
revelation” in Pérez-Gomez (1983), 43; as establishing the geometrical foundation of
architectural drawing, in Oechslin (1981); and,as evidence and “emblem” of men’s learning,
in McEwen (2003), 135-154.
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back to their own country. When these companions asked Aristippus what message he
wished them to relay home, Vitruvius tells us that he bade them relay this: “ ‘that children
ought to be provided with property and resources of a kind that could swim with them
even out of a shipwreck.” These”—Vitruvius adds for emphasis—*“are indeed the true
supports of life, and neither Fortune’s adverse gale, nor political revolution, nor ravages
of war can do them any harm” (6.pref.1-2).

As the geometrical figures did for Aristippus, and as the story of Aristippus did
for Vitruvius, so this Vitruvian anecdote prefigures topics of relevance for this study.
These topics concern the vital “properties and resources” of architects and the persistent
support they offer. Prior to engaging these topics in the context of ancient drama, it is
helpful to recall more fully Vitruvius’ presentation of them.

In telling this story of Aristippus in the way that he does Vitruvius makes at least
two provocative suggestions: that the “properties and resources” (possessiones et viatica)
of a shipwrecked philosopher are analogous to those of an architect; and that such
possessions are the “true supports (praesidia) of life.” With these suggestions, Vitruvius
also shifts his discourse, as he intermittently does throughout his treatise, from
architecture to architects (a shift of emphasis this dissertation sustains); and this turn of
attention is aimed not biographically at an individual architect, but rather comparatively
and discerningly at the actions of an exemplary figure (Aristippus). By accepting
Vitruvius’ suggestions and shift we are thus obliged to ask: in what ways are Aristippus’
“properties and resources” like those of an architect; and in a hypothetical shipwreck
which of these remain animate while others go down with the ship? Moreover, of those
possessions that will not sink, how is it that they not only endure but truly support life?

For Vitruvius, possessions of an intellectual sort remain afloat, while material
riches and the benefits of chance sink. In his subsequent commentary to the Aristippus
story, Vitruvius insists that trust is best placed not in material treasures or luck, but rather
in “learning” (doctos) and in the “[directed] thinking power of the mind” (6.pref.3).® His
valuation here, in the preface of book six, recasts what he had earlier set forth in book
one, where a capability for “reasoning” (ratiocinatione) and an encyclopaedic range of
“knowledge” (scientia)—drawing, geometry, history, philosophy, music, medicine,

jurisprudence, astronomy and astrology—were upheld as proper intellectual possessions

animi mentisque cogitationibus gubernari. Gubernari suggests that this animate thinking
power is “directed” or “steered”, as by a ship’s “pilot” or giibernator (Lewis and Short).
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of architects.” Yet, does Vitruvius’ encyclopzdia sufficiently encompass and convey the
peculiar “properties and resources” with which Aristippus swam to shore? If, as
Vitruvius suggests, this philosopher swam away with buoyant “learning” and animate
“thinking power”, we should be able to recognize these through the acts he performs
upon landing ashore. What are Aristippus’ acts in the story? They are manifold:
interpretive of the schemata in the sand; social in seeking out the citizens; discursive by
engaging others in disputations; decisive in opting to remain with the Rhodians; and
pedagogical, as well as anagogical, through the advice he bids his companions to relay.
These diverse acts of Aristippus not only dramatize his “thinking power” and modes of
“learning” but also demonstrate his avid, even meddling, curiosity. Moreover, these acts
show his resilient capability to modulate and adapt his own plans and performance in
unfamiliar and conflicted circumstances. Vigorous adaptability, then, would seem to be a
kind of knowledge that Aristippus swam away with and that Vitruvius, by choosing to
tell the tale, likewise upholds.'’

Vitruvius was not alone in deeming Aristippus’ performance of adaptability
remarkable, for a number of other ancient authors also made note of it. Some considered
Aristippus’ adaptability as a cause for suspicion—an indication of unprincipled
indulgence and loose morals."" Others, in apparent admiration of his malleable manner,

speculated on how he had learned it. In The Lives of Eminent Philosophers, for instance,

P et [the architect] be educated, skillful with the pencil, instructed in geometry, know much
history, have followed the philosophers with attention, understand music, have some
knowledge of medicine, know the opinions of the jurists, and be acquainted with astronomy
and the theory of the heavens.” (1.1.3). Vitruvius elaborates on these kinds of knowledge in
book one (1.1.1-17).

10

This active/adaptable kind of knowledge demonstrated by Aristippus and promoted by
Vitruvius could be put in terms of phronésis “practical intelligence”. Aristotle posits
phroneésis as a kind of ethical knowledge complementary to techné and epistemé—technical
and philosophical understanding (Nicomachean Ethics, 1141b). For a discussion of these
kinds of knowledge in relation to contemporary architectural pedagogy, see Leatherbarrow
(2001), esp. 85-7. As much as this dissertation concerns dramatic demonstrations of
phronésis, I am resisting the appropriation of this epistemological/philosophical category,
which was not commonplace at the time of the dramas under study. Where the concept does
appear in Athenian drama, it is usually as a verb, phroned, ‘to have understanding’ (LSJ). On
the single occasion where it arises as an abstract noun in a Euripidean drama it is mimetic of
divine wisdom and ambiguously problematized, for Theseus (the legendary King of Athens)
surmises, “phronésis [human understanding] tries to be mightier than the gods. With our
vainglorious minds we think we are wiser (sophoteroi) than the powers divine” (Suppliant
Women 216-18).

1 Aristippus was portrayed as a hedonist as early as the fifth century BCE, in Xenophon’s

Memorabilia (2.1.8-9). On this topic, see: Gosling and Taylor (1982), 40-43.
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Diogenes Laertius surmises that Aristippus’ adaptive capability was learned from actors,
because like them “he was capable of adapting himself to place, time and person, and of
playing his part appropriately under whatever circumstances” (2.66)."> In his
architectural treatise, Vitruvius also valued adaptability, although he elaborated on its
significance differently. For Vitruvius, a broad range of architectural adaptations, or
adjustments, were imperative for accomplishing harmonious relations (eurhythmia).
Such adjustments not only aimed to harmonize various members of an architectural work
and the work with its site, but also aimed to establish meaningful participation with
broadly diverse conditions: physical and topographical, historical and social, celestial and
perceptual, to name but a few. For example, in book six (the book that the Aristippus
story prefigures), Vitruvius remarks on several adjustments for architects to consider:
adjusting parts of a house with respect to its region and climate (6.1-2); distributing
rooms with regard to the regions of the heavens (6.4); and situating domestic amenities in
relation to local decorum (6.6-7).” With such adjustments in mind, one begins to
recognize another vital suggestion tacit in Vitruvius’ story of Aristippus: just as the avid
philosopher willingly and knowingly adapted his own actions in the Rhodian situation, so
architects ought to adjust their acts (and designs) to the situations they perform in. Such
adaptability, Vitruvius suggests, would engender harmonious relations with diverse
conditions. Those architects capable of discerning and directing such relations, Vitruvius

. . . . . . . . . .7 14
characterized as possessing an agile ingenuity or “versatile mind” (ingenio mobili).

2" The verb for “playing a part” (hupokrinasthai) is cognate with the Greek noun for a stage

actor: hupokrités, an “interpreter” or “one who answers”, LSJ. The Greek for “adapting
himself... appropriately” (harmosasthai... harmodios), suggests more literally that Aristippus
was “harmonizing (his performance)... harmoniously (to his situation)”. Maximus of Tyre
(another author of the 2™ ¢. CE) adds to this interpretation of the philosopher’s performance
in his First Oration: “Exactly like the actors, who successively assume the roles of
Agamemnon or Achilles or Telephus... the philosopher is bound to play his political
drama...” Quoted in Kokolakis (1960), 15 and 48-9.
3 Such situational adjustments are considered throughout Vitruvius’ treatise. Other examples
include: adjusting individual architectural members to the arrangement of the whole (1.2.2);
laying out cities with regard to climate (1.4.1); situating temples in accordance with ritual
practices (1.7.2); making proportionate adjustments to account for human perception (3.3-5);
adjusting altars to the God they honor (4.9.1); suiting a forum to the spectacles it may sponsor
(5.1.2); modifying a theater to its site (5.6.7); etc. This topic is elaborated in a chapter entitled
“Proportional Enclosure” in Leatherbarrow (1993); and is also taken up under the name of
appropriateness (to prepon) in Brown (1963).
% 5.6.7. This capability is variously reasserted as “vigorous intelligence and ingenuity” (rationes
vigore animi sollertiqua, 6.7.6), and “vigorous cunning” (sollerti vigore, 10.pref.3).
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Versatile and discerning, adaptable and resilient would seem then to qualify not
only the “properties and resources” that Aristippus swam away with, but also the
capabilities that an architect would still possess even after a shipwreck. Yet, these vital
possessions survive more than a shipwreck, since Vitruvius goes on to claim “neither
Fortune’s adverse gale, nor political revolution, nor ravages of war can do them any
harm” (6.pref.2). With this expression, Vitruvius echoes a commonplace—a poetic topos
as old as poetry itself regarding its endurance. In doing so, he incidentally connects his
lesson in resilient ingenuity to poetic persistence. Pindar, for instance, sang the fopos in

this way:

a treasure house of hymns has been built in Apollo’s valley rich in gold,
one which neither winter rain, coming from abroad,
as a relentless army from a loudly rumbling cloud, nor wind shall buffet

and with their deluge of silt carry into the depths of the sea.
(Pythian Ode 6.8-14)

Horace, a contemporary of Vitruvius, closes his Odes similarly:

I have completed a monument more lasting than bronze
and higher than the decaying Pyramids of kings,

which cannot be destroyed by gnawing rain

nor wild north wind, or by the unnumbered

procession of the years and flight of time.
(Odes 3.30.1-6)

And, again, Ovid culminates his Metamorphoses with these insistent words:

And now my work is done, which neither the wrath of Jove, nor fire, nor

sword, nor the gnawing tooth of time shall ever be able to undo.
(Metamorphoses 15.871-2)

Agents famously destructive to architecture—weather, gravity, time, and war—are here
resisted by the work of these poets, which remains forever “alive on men’s lips” as

another archaic poet (Simonides) had similarly said.” Treasuries of song, stories and

Harriott (1969), 95, paraphrasing Frag. 581. In these fragmentary verses, Simonides ridicules
another poet for inscribing his words in stone, which “ever flowing rivers... the flame of the
sun... the eddies of the sea... [and] even mortal hands [may break].” Campbell (1991), 465.
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poetic wisdom, these poets suggest, are more permanent than monuments of stone
because they live in, and are perpetually revived through, the willing engagement and
knowing adaptations of others.

Permanence was a quality that Vitruvius also valued in his architectural treatise,
although he more famously termed it firmitas (1.3.2; 6.8.1). His allusion to the topos of
poetic persistence in the preface of book six, however, invites a reinterpretation of this
architectural quality. For the “true supports of life” that Vitruvius promotes by telling the
tale of Aristippus are not only to be fixed in the body of architecture but also invested in
those vital agents who bear and perpetuate adaptable knowledge, passing on stories of

architects’ and architecture’s resilience.

ANIMATE ORNAMENTS: ALBERTI’S RHETORICAL ASIDE

A millennium and a half after Vitruvius retold the tale of Aristippus, Alberti
reiterated the importance of versatile knowledge for architects in his treatise On the Art of
Building (De re aedificatoria, 1452); and he, too, told stories of shipwrecks as allegorical
measures of life’s most enduring and profitable resources.'® Like Vitruvius, Alberti also
involved a fopos in his architectural treatise that bears particularly on the performance of
architects (and architecture). This topos expands on the topics raised by Vitruvius by
involving not only individual architects and their animate properties, but also diverse
agencies and animating phenomena that architects, in the course of design, are obliged to

rehearse. Alberti’s own presentation of this fopos will help make this matter more clear.

' 1n the second book of Alberti’s dialogue On the Family (Della familgia), the interlocutor

Battista argues that “good judgment” and “what men call arts” are the most profitable qualities,
since these “remain with us and do not go down in shipwrecks but swim away with our naked
selves. They keep us company all our lives and feed and maintain our name and fame.” Trans.
from Watkins (1969), 145. Alberti elaborates on this theme in one of his Dinner Pieces
(Intercenales) entitled “Shipwreck”, see Marsh (1987). Sea-tossed individuals and wind-filled
sails (as reminders of life’s fragility and Fortune’s gales) recur as images in Alberti’s writing (as
in his Dinner Pieces, “Fate and Fortune” and “Rings”), and as architectural motifs (sail
emblems) adorning the facades of Santa Maria Novella and the Rucellai Palace in Florence. See
Grafton (2002), 184-5. In his Art of Building, Alberti also involves the trope of a ‘ship of state’
to depict the vulnerability of the city (4.3, 7.1). Some see in Alberti’s recurring ship imagery an
allusion to the ‘church’, since the Catholic Church at the time was frequently figured as a
‘barque’, with St. Peter at the helm. See Smith (2004), 168. The image of a shipwreck was a
commonplace in moral allegories. St. Basil (writing in the fourth century), for instance, warns:
“You must give heed unto virtue, O men, which swims forth even with a man who has suffered
shipwreck.” He goes on in this passage to reveal the plight of Odysseus as his point of reference.
See Eden, (1997), 51. On the persistence of this figure of thought, see Blumenberg (1997).
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In the middle of the thirteenth chapter of the seventh book on the Art of Building,
Alberti makes a provocative assertion regarding ornament. Alberti sets up this assertion
by having previously described the many ornaments belonging to a column (7.6-9); by
having established the column as the principal ornament to a temple (6.13); and by
having designated the temple as the greatest ornament to a city (7.3). One can already
discern the nested and contingent nature of this topic. Having discussed these and other
fixed ornaments relating to a city’s temple, Alberti then shifts his discourse to the ritual

practices performed in a temple, asserting:

There are other sorts of ornaments also, not fixed, which serve to
adorn and grace the sacrifice; and others of the same nature that
embellish the temple itself, the direction of which belongs
likewise to the architect.

(De re aedificatoria, 7.13)"

What sort of unfixed ornaments did Alberti have in mind? A few lines later he tells us.
The majestic charm of aromatic light emanating from well-disposed candelabras would
honor and thus ornament the rite of sacrifice and the temple."® In this image one
recognizes the subtle activity of both wax and flame, as well as the ephemeral
embellishments these phenomena would offer life at the temple. Yet, between his
assertion of “other sorts of ornaments” that are “not fixed” (non stabilia), and his
splendid example of illumination, Alberti interrupts himself with a puzzling aside: “It

has been a question—", he asks us again to consider:

—which is the most beautiful sight: a large square full of youth
employed about their several sports; or a sea full of ships; or a field

with a victorious army drawn out on it; or a senate-house full of

Leoni Trans. The Latin reads: Sunt et quaedam alia ornamentorum genera non stabilia,
quibus sacrificium ornetur; sunt et quibus alioquin templa honestentur, quorum spectet ratio
ad architectum. Orlandi et al (1966).

'8 Alberti’s words run as follows: “But I would wish there to be a certain majesty to the lighting

of a temple, a majesty that is singularly lacking in the tiny, blinking candles in use today.
They have, I do not deny, a certain charm, when arranged in some form of pattern, such as
along the lines of the cornices; but I much prefer the ancient practice of using candelabra with
quite large lamps, which burn with a scented flame.” (7.13). Rykwert et al, Trans.
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venerable magistrates; or a temple illuminated with a great number
of cheerful lights?
(De re aedificatoria, 7.13)"

This complementary series of images further amplifies the illuminating ornament that
Alberti, in the end, recommends for the temple. His rhetorical detour, however, offers
more than amplification; for, with this aside, Alberti gathers a series of analogous
ornaments that are in some ways comparable to the many charming lights: sporting
youths, sailing ships, parading armies, and venerable magistrates. Are we to infer that
these vital agents, or agencies (sporting, sailing, parading and counseling), are ornaments
of the same unfixed sort as illumination by candlelight? Are we, further, to suppose that
the anticipation and consideration of such ornaments “belongs likewise to the architect”?
If so, we should be happy to know where this exemplary series of animate ornaments
might be coming from.

Just as Vitruvius echoed the poets with his topos of persistence, so Alberti, with
his aside on non-fixed ornaments, recalls a poetic figure and commonplace. For, among
the Homeric Epigrams we find a strikingly similar series of lively adornments that inform

and amplify the lustrous figure with which it culminates:

Children are a man’s crown, towers of a city; horses are the glory
of a plain, and so are ships of the sea; wealth will make a house
great, and reverend princes seated in assembly are a [glory] for the
folk to see. But a blazing fire makes a house look more comely
upon a winter’s day, when the Son of Kronos sends down snow.

(Homeric Epigram 13)20

Leoni Trans. The Latin reads: Quaeritur, quid omnium pulcherrimum sit: triviumne laetum

ludibunda iuventute, marene refertum classe, campusne refertus milite et signis victricibus,

Sforumne refertum patri||bus togatis, et eiusmodi, an templum alacrilampade. Orlandi (1966).
20 Evelyn-White (Loeb 1977). This topos is similarly expressed in the opening lines of Gorgias’
Encomium of Helen: “The grace (kosmos) of a city is excellence of its men, of a body beauty, of
a mind wisdom, of an action virtue, of a speech truth; the opposite of these are a disgrace
(akosmia).” Trans. in MacDowell (1982). Sappho puts the topos in terms of beauty: “Some say
a host of cavalry, others of infantry, and others of ships, is the most beautiful (kalliston) thing on
the black earth, but I say it is whatsoever a person loves.” Frag. 16, in Campbell (1982), 67.
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While Alberti substitutes a luminous temple for a comely house, the other places gathered
by his rhetorical aside—city, sea, field and senate house—are remarkably consistent with
the places assembled in the Homeric epigram. Where these two series diverge, however,
is in the key words that yoke them. While the Homeric epigram repeats each image as
possessing “glory”, or “order” (kosmos), Alberti represents each as “beautiful”, or
prosperous (pulcherrimum), because it is replete or “full” (refertum). Whereas the
Homeric epigram highlights the crowning “order” that towers offer the city, horses the
plain, ships the sea, and princes the assembly; Alberti rehearses each place as “full”, or
bountiful: the square becomes “full” with youths, the sea with ships, the field with
victors, and the senate house with magistrates. Put another way, playing, sailing,
parading and counseling fi// each respective place, making it momentarily replete. These
two modes of composition—ordering and filling—are complementary to be sure, yet one
can take Alberti’s verbal adjustment to emphasize each area’s open capacity and
availability for variable ordering potential. The large square, the harbor, the field and the
senate-house, Alberti suggests, are not only capable of being filled like the temple with
animating charm, but also remain capable of being refilled—ornamented and re-
ornamented—with a variety of other animating ensembles. The potentiality for such
replenishment implies that civic places, seas, fields, senate houses and architectural
settings more generally, are not in themselves complete, or full, but rather come to be
fulfilled at those times when fitting yet variable, exemplary yet unknown ornaments
animate their receptive settings.”'

As interpreters of the Art of Building frequently remark, ornament, as Alberti
described it over the course of four of his ten books, is as challenging to fully appreciate

as it is to limit.*> With his digression onto this series of non-fixed ornaments in book

21 To more fully appreciation what Alberti intends by refertum, one ought to consider his use of

the term in his treatise On Painting. In his discussion of Aistoria (narrative compositions), he
writes: “The first thing that gives pleasure in a historia is a plentiful variety.” This, he
elaborates as involving copious (copia) and varied (varietas) things, and especially attitudes
and gestures of well-disposed figures in a scene. “But”—he continues—"1 would have this
abundance not only furnished with variety, but restrained [moderate (moderata) and grave
(gravis)] and full of dignity (dignitas) and modesty (vereecundia)” (2.40). For a discussion of
narrative composition in Alberti’s writing On Paiting, see Baxandall (1971), 121-39. On the
quality of varietas in Alberti’s architectural designs and writing, see Smith (1992), 98-129.
2 On ornament in Alberti’s treatise, see Rykwert (1979), esp. 6, where he suggestively remarks
that “our re-interpreting, digesting of that word ornament may... force us to reconsider the
way in which the architect makes the building...” On Alberti’s moral language of
“appropriateness” with respect to ornament, and its relation to Cicero’s language of decorum
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seven Alberti keeps the topic of ornament an open question for his readers. But is his
riddling detour at all incongruous with his articulation of architectural ornament
elsewhere in the treatise? While difficult to paraphrase, it can generally be said that
ornament for Alberti was not a gratuitous embellishment to a building but rather its
imperative complement. Ornament was that “auxiliary light” which makes corporeal
beauty vividly apparent (6.2).” This suggests that the phenomenal effects, human events
and civic acts that Alberti includes in his rhetorical aside perform, likewise, as auxiliary
yet imperative complements to built settings, since these animating ensembles would
dramatically vivify architecture’s ordering potential, momentarily making order manifest.
And so, just as architects properly concern themselves with fixed ornaments (columns,
capitals, beams, wall facings, and so forth), so the direction of “unfixed ornaments”
belongs likewise to architects; or, as Alberti more literally asserts, the “reasoning” (ratio)
of such animate ornaments are for architects to “see” (spectet).24

Attentive to the peculiarities of this animating sort of ornament one begins to
recognize others like them in the Art of Building. For example, in the same book in
which he offers his illuminating aside on temples, Alberti sets up another interrelated
series of ornaments concerning roads. Having first established that well-disposed roads
are ornaments to a city (7.1), Alberti begins his subsequent book with a reversal: outside
the city it is the countryside, especially if cultivated or adorned with sepulchers, that acts
as ornament to the road passing through it (8.1). Yet, a witty companion, he digresses, is
an imperative ornament to one’s journey along such a road, since the animate discourse

arising would further draw out the beauty of the amblers’ situation.”> Alberti supports

in De officiis, see Onians (1971). On Alberti’s aesthetics, and the sense of ornament as

affective “stage-settings” that impress beholders, see Bialostocki (1963).
23 Alberti offers a relatively concise statement on ornament in book six, chp. 2: “ornament may
be defined as a form of auxiliary light and complement to beauty. From this it follows that
beauty is some inherent property, to be found suffused all through the body of that which may
be called beautiful; whereas ornament, rather than being inherent, has the character of
something attached or additional.” (Rykwert Trans.) In Book 9, chp.5. Alberti also speaks of
ornament as an added yet unifying and variegated entity that seeks to “bond several elements
into a single bundle or body, according to a true and consistent agreement and sympathy”.

4 quorum spectet ratio ad architectum, 7.13. Orlandi et al (1966).

2> “Another great embellishment to a highway is its furnishing travelers with frequent occasion
of discourse, especially upon notable subjects.” (8.1). Leoni Trans. Yet another example of
unfixed ornament is found in Alberti’s discourse on theaters in book 8. While porticos, seats,
ceilings and so forth are ornaments to a theater, and a theatre is ornament to the city, so the
events that unfold at the theater are ornaments to society. These, Alberti asserts, ornament the
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this suggestion with the saying of a traveling mime: “As Laberius put it, ‘\[With] a witty
companion at your side, to walk’s as easy as to ride’.”®  Alberti’s inclusion of this

memorable saying happily ornaments his own ambling discourse on the art of building.

Like a prologuist who speaks at the beginning of a play, then steps aside so that
others may play out and probe what was set forth, so Vitruvius and Alberti will now
recede from this dissertation leaving us with their valuable topics. Vitruvius, through his
story of Aristippus, leaves us with a concern for an architect’s performative role; that is,
for acting with adaptive knowledge and discerning versatility in varied and vexed
situations. Vitruvius also leaves us with a question about firmitas, since the message
Aristippus relays invites us to consider this quality as involving poetic and pedagogical
persistence as much as material stability. With his allegorical tale of a shipwreck,
Vitruvius further leaves us with a paradigmatic setting and scenario: arriving with little
but one’s wits to an unfamiliar shore—a situation that Odysseus (the architect-figure in
Euripides’ Cyclops) also arrives to. Alberti, with his rhetorical aside, similarly leaves us
with a topic and a riddle: a topic, concerning animate ornaments; and a riddle, concerning
the permanent value of such ephemeral performances. Beyond clarifying and grounding
these topics, Vitruvius and Alberti, by their manner of posing these topics, also leave us

with some confidence that storytelling, rhetorical asides and poetic commonplaces (even

citizens with either, the “vigour and fire of the mind” (as gained by attending plays), or with
“strength and intrepidity of the heart” (as gained by performing athletic exercises). The
citizens are thus adorned by dramatic events, with either wit or health, and as such become
themselves embellishments to society (8.7).
2 g1 Rykwert, Trans. Laberius (c.106-43 BC) is known to have composed scripts from the
performances of Southern Italian mimes, of which only fragments remain. Anecdotes from
other dramatists—including, Euripides, Ennius, Terence and Juvenal—are dispersed
throughout Alberti’s Art of Building. These anecdotes, like the numerous other literary
sources, adages and personal observations, vivify and contextualize Alberti’s architectural
discourse (Euripides: 5.1, 5.4; Ennius: 3.14; Terence: 5.1, 5.5, 9.2, 9.5; Juvenal: 7.8, 9.5,
10.16). Similarly, Vitruvius not only echoes Pindar with his topos on persistence, but also
makes explicit mention of epic and dramatic poets including: Homer, Aeschylus, Euripides,
Aristophanes, Alexis, Eucrates, Chionides and “the Greek comic poets” whose compositions
he claims to have so admired. He mentions these figures, as he did with Aristippus, in his
prefaces: (5.pref.4; 6.pref.3; 7.pref.5-11; 8.pref.1).
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where prefatory, parenthetical and auxiliary) are integral to architectural discourse and
vital to the speculative practice of architects.”’

We now turn to engage these topics more dramatically with another cast of
exemplary architects, specifically with those protagonists figured-forth as architects in
Euripides’ Cyclops and Aristophanes’ Peace. Before turning to the more familiar story
of Cyclops and its more storied protagonist (Odysseus), we will first consider the acts of a

more unlikely hero who dares to restore Peace.

2T Alberti explicitly defends his own manner of interrupting himself with rhetorical asides in his

Art of Building, when he writes that although he includes such “anecdotes” for “amusement”
he also involves them because they “bear a particular relevance to the present discussion”
(7.16).
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— CHAPTER ONE —
Repairing Prosperity: daring to architect in Aristophanes’ Peace®

1.0

After three full days of tragedy, the fourth and final day of drama at the City
Dionysia festival in Athens played host to comedy. Three consecutive comedies, each
composed by a different comic poet, were performed in competition on this day. In 421
BCE, one of these comedies was Aristophanes’ Peace (Eiréné). In this play, “peace” is a
civic and worldly condition that the protagonist aims to restore; yet “Peace”, in this play,
is also personified as a particular goddess—one who has been dishonored by mortals,
abandoned by gods, and imprisoned in an underground pit by War. It is this manifold,
vital, contentious and deeply concealed Peace that Trygaeus, the protagonist of the
drama, seeks and (in spite of complications) begins to recover both for himself and for
the sake of all the Greeks.

Despite such a broadly appealing plot and (as will be shown) striking theatrics,
Aristophanes’ Peace placed second that year at the dramatic competition, after The
Flatterers of Eupolis, which evidently won the judges’ favor.”’ However, the extant
status of Aristophanes’ script and the flimsy remains of Eupolis’ could be taken as some
measure of the more persistent value of what was, at that time, perhaps the less popular
drama. Be that as it may, we should also be very happy to possess the full text of
Aristophanes’ Peace because in it we find the protagonist acting as architect. For, as the
chorus members rush into the orchestra to help Trygaeus they insist that he “be (or act)
the architect” and, in this way, direct them in a plan to rescue Peace so that together they
might restore the life of prosperity and revelry they have been deprived of in her absence.
The situation in which the protagonist is called upon fo architect this ambitious

reparation is as follows.

28 . . . . c g .
Unless otherwise noted, all translations of Peace cited in this dissertation are those of Jeffrey

Henderson (Loeb 1998). Translations are occasionally cited from Alan H. Sommerstein
(Oxford 2005). My reading of this play has greatly benefited from the detailed commentary
and critical edition of the Greek text prepared by S. Douglas Olson (Oxford 1998).

29 . . .. . . .
The results of this dramatic competition are recorded in the ancient prose hypothesis I1.
Such anonymous hypotheses came to be appended to the ancient scripts by Alexandrian and

Aristotelian scholars in the fourth and third centuries BCE. See Slater (1988).
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THE DRAMATIC ACTION OF PEACE AND THE “ARCHITECT’S” LEADING ROLE IN IT 1.1

Exasperated by incessant war, which by its disruptions has undermined common
revelry and agricultural prosperity, Trygaeus, a farmer, chooses at the start of this play to
mount a giant flying dung-beetle—a modified stage machine. Upon this dramatic device,
the unlikely hero soars up to the heavens, thus taking his concern for society’s well-being
directly to the highest authority: Zeus. His intent upon reaching Zeus is to boldly question
him, demanding: “What on earth do you plan to do?” (58). After his spectacular ascent,
however, Trygaeus is surprised to learn that Zeus and all the Olympian divinities have
vacated their ethereal premises. Only Hermes remains behind as “doorman” to Zeus’
threshold (179). This messenger then explains that all the gods have moved away to
where they can neither “see” nor “hear” mortal affairs, for they had become disgusted
with mortals and their political misconduct (204ff). Although mortals often prayed for
peace their actions demonstrated that they wanted nothing but war. Therefore, War—
monstrously personified—has, with divine consent, taken over Zeus’ supreme place and
power (206). With uncontested authority, War (Polemos) has proceeded to imprison the
goddess Peace, casting her into a pit (223); and, further, has resolved to utterly destroy all
of the Greek cities and citizens (231). At this point in the play, a brief but poignant
appearance of War makes this imminent threat to civilization vivid. While Hermes exits
and Trygaeus hides, War struts into the orchestra and brags that he will begin crushing
and grinding all the Greek cities in a giant mortar, as soon as he finds a sufficiently
formidable pestle (236-88). When his assistant (Riot) fails to find such an implement,
War recedes back into the halls of Zeus determined to fashion his own pestle, and then to
commence grinding.

Witnessing this, and recognizing the dire urgency of the situation, Trygaeus feels
himself obliged to lead a plan to rescue Peace on behalf of all the Greeks. And so, as
War withdraws to prepare his destructive pestle, Trygaeus steps forward to initiate his
restorative plan: to rescue Peace from the deep heavenly pit where War has hidden her.
Standing alone in the midst of the orchestra, this protagonist begins to rescue Peace with
a summons. He calls upon “all the people” —specifically farmers, merchants, carpenters,
workers, immigrants, foreigners and islanders—to come forth and lend a hand (292-

300).30 The chorus members respond to this summons; and, for the first time in the play,

30 , » - N ¢ s R »
Trygaeus’ call extends to: “farmers” (georgoi); “merchants” (emporoi); “carpenters

(tektones); “workers for the people”, or craftsmen (demiourgoi); “immigrants” (metoikoi);
“foreigners”, strangers or guests (xenoi); and allied “islanders” (nésitoai) (296-98). I will
return to address the special nature of “all the people” (0 pantes ledi) below, p. 66-9.
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these twenty-four masked and costumed players flood into the orchestra in exuberant

choreography, accompanied by their props (shovels, levers and ropes) and by the lively

music of their pipe player.’’ As this heterogeneous population—all longing for Peace—

fill the open area of the theater, their own chorus leader rouses them with further

incitements: to come “eagerly, straight for salvation”; and to seize this moment—"“now if

ever before”—to “free themselves of military formations and the fine red uniforms [of

war]” (301-03).*> This representative leader of the chorus then turns to Trygaeus and

delivers the pivotal demand:

So, if it is necessary for us to do anything [in view

of salvation and freedom], direct us and architect.*

TPOs TAY’ NUiv, €l TI Xp1) Spdv, ppale KAPXITEKTOVEL
(Peace 305)

To clarify: the chorus leader demands that Trygaeus actively “architect”, for architektonei

is given as an imperative verb. Following this performative demand from the chorus

31

32

33

On the composition of the chorus, see Olson’s note to line 301, and Pickard-Cambridge
(1997), 236.

The chorus’ leader’s incitements, more fully, are as follows: “Everyone come this way in high
spirits [or eagerly] (prothumas), straight for salvation (euthu tés sotérias). All you Greeks,
let’s lend a hand [or, help, boethésomen], now if ever before (eiper popote) and rid [or, free]
ourselves (apallagentes) of musters [or, military formations] (taxeon) and fine red uniforms:
for this is the shining dawn of a Lamachus-loathing day!” (301-04) (Lamachus was a
despised general whose leadership as a taxi-arch is here opposed to Trygaeus’ architecting.

My translation, as adapted from Henderson (1998), who provides: “So tell us what needs
doing here, and be our foreman.” My version aims to emphasize two things: first, the close
relation of the chorus’ command to the “salvation” and freedom noted in the previous line (as
is indicated in Greek by pros tad’, meaning “toward these things (just mentioned)”; and,
second, the back-to-back imperative verbs—phraze, “direct (us)” (tell, or show us); and,
architektonei “architect (us)”. Of the numerous modern language translations consulted
during this research, I have not found any to translate “architect” literally. Rather, the figure
in English is given variously (usually as a noun): “act as foreman”—Olson (1998), Olcott
(1973) and Sharpley (1905); “be our director”—Roche (2005) and Sommerstein (2005); “be
our supervisor”—Merry (1900); and “be thou our guide and leader, managing, presiding o’er
us”—Rogers (1913). Other English translations retain the active sense of the double verbs,
but render them more generically: “tell me what is the problem, and it shall be undertaken”—
Beake (1998); and “give your orders direct us”—O’Neill (1938). The apparent avoidance of
“architect” (and the difficulty of rendering this term as a verb) persists in other languages.
The French Budé Edition, for instance, translates the line as: “dis-le nous et dirige nos
travaux”—Coulon (1948). The only retention of the “architect” trope that I have found is in a
nineteenth century Latin edition: “dic nobis et impera, quasi architectus aliguis”—(Firmin
1838).
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leader, Trygaeus begins officially and more collaboratively what he has indeed already
begun: directing and architecting the recovery of Peace. How, then, does he commence
this part of the plan? By tempering the people’s zeal. For, these chorus members who
have rushed into the orchestra in response to his summons are so eager to be free of war
and so assured that they will gain “salvation” (soteria) that their excessive enthusiasm
and premature jubilation jeopardizes the very opportunity to rescue the goddess. Their
antics not only risk alerting War to their activity, but also make it impossible for
themselves to collectively concentrate on the serious task at hand. Thus, this “architect”
begins directing the rescue of Peace by redirecting the chorus’ energies: from celebration
to preparation, from the beat of chaotic dancing to the rhythm of collaborative work (309-
45). In redirecting the chorus toward these aims, Trygaeus is also reminding them of
why they have gathered in the orchestra in the first place. Upon resolving this
complication (at least for the moment), Trygaeus then turns his own thought to
concentrate on the basic question of how to reach Peace (361). As he does so, another
complication arises, for Hermes reappears from Zeus’ doorway with renewed resistance.
Having been previously shocked by Trygaeus’ intrusive knock at heaven’s door (180ff),
Hermes is now outraged by the audacity of this mortal, not only to attempt the rescue of a
goddess, but to initiate a course of action unsanctioned by Zeus. And so, this divine
messenger threatens to turn Trygaeus over to Zeus for punishment (362ff). However,
with compelling arguments and enticing gifts (food and a golden bowl), Trygaeus
eventually persuades Hermes not to report him (377-424). Together with additional
appeals and promises from the chorus (385-99), Trygaeus further persuades him to
actively join the plan. To this, too, Hermes consents (425). Then, with a line that closely
echoes the earlier call to Trygaeus, the chorus leader turns to Hermes, urging him, “the

wisest of gods” (0 theon sophaotate), to “take charge” (ephestos) and—

in craftsmanly fashion (démiourgikos) direct us [in] what needs doing.

(Peace 429)

To clarify: the chorus leader demands that Hermes direct them in the manner of a

. - . = » . 34
“craftsman” or “worker for the people”, since démiourgikos is given here as an adverb.

* Asa noun, demiourgos designates a “worker for the people”, a skilled wanderer for hire. In

the Odyssey, a “seer” (matis), “healer” (iatér), “carpenter” (tekton), “bard” (aoide) and
“herald” (kerukon) were each included in this class of workers (17.384-5, 19.135).
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Thus, with the sanction and exemplary guidance of Hermes, the full team for procuring
Peace is assembled: with Trygaeus as mortal director and architect; with Hermes as
divine director and fellow-worker; and with the diversely skilled chorus as representative
of “all the people”. After Trygaeus and Hermes together lead this group in a propitious
libation and prayer—during which the agencies of the divine Graces, the Horai,
Aphrodite and Desire are also brought into the plan (431-56)—these unified collaborators
then set to work in their common task of drawing-forth Peace; specifically, hoisting her
from the pit with “ropes” (458).

Although comic complications persist during this hoisting work—as the
heterogeneous chorus members at first bicker and laugh while pulling the ropes
inefficiently in divergent directions (464-507)—the goddess, after much ado, finally
appears. And she appears most spectacularly not as an actor in disguise but as an
appealing statue (516ff). What is all the more surprising is that this figure of Peace
emerges from the pit accompanied by a lively and lovely pair of attendants (523), namely
Thedria, a personification of “Beholding” as happens in the theater;”’ and “Harvest”
(Opora),™ a voluptuous figure of agricultural abundance that Trygaeus (whose very name
implies “Harvester”)’’ ultimately takes as his wife (702-08). Following the emergence of
these three feminine figures from the heavenly ground, Trygaeus, with the guidance of
Hermes (725-27), then leads the dramatic action back down to the mortal plane to direct
corresponding earthy interventions. These include: first, returning Thedria directly to the
spectators, for Trygaeus escorts this personification of “Beholding” to a prominent seat in
the theater; then, “setting up” the retrieved statue of Peace in the midst of the orchestra

for all the spectators to “behold”; and, finally, showing the renewed order and prosperous

3 “Thegria” is etymologically related to the English nouns “theory” and “theater”—theoria

being derived from the Greek verb theaomai, an especially active and interpretive kind of
“seeing”: “beholding” or “looking” with wonder from a god-like point of view, as the
spectators did at a dramatic festival. “Beholding (in the theater)” is the translation offered by
Newiger (1980). This personification of “Thedria” is otherwise translated as “Holiday”
(Henderson), “Festival-going” (Olson) and “Showtime” (Sommerstein). Theoria is discussed
further below, p. 74.

3 “Harvest” is Olson’s translation for this figure. Opora is otherwise rendered as “Cornicopia”

(Henderson) and “Fullfruit” (Sommerstein). Opora, more literally, names the season (late

summer) in which the harvesting of the vintage took place. See Olson’s note to line 523.

37 “Trygaeus” is a neologism derived, in part, from the verb frugao, “I harvest”, or “gather (the

vintage)”. Trygaeus’ special name bears further relevant associations, which are presented

more fully below, p. 88.
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way of life that such reparations promise. For, in the end, Trygaeus takes “Harvest” as
bride and prepares a great wedding feast, which all the “spectators” are invited to join
(1115). This drama Peace then culminates most joyously in a marriage procession, with
all the rejuvenated people—including the protagonist as bridegroom, Harvest as bride,
and the chorus as representative revelers—together leaving the orchestra for the
countryside in eager anticipation not only of feasting, drinking and dancing but also of

plowing fields and “harvesting” the full fruits of Peace (1316ff).*®

There remains a great deal more of this play to elaborate in detail, yet this much
of its dramatic action sufficiently sets-out the situation, as well as the motivations,
complications and accomplishments of the protagonist. And this protagonist—in light of
the chorus’ demand that he actively “architect” (305)—I am calling an architect-figure.
Setting aside, for now, the peculiar verb form of architecting, it is helpful first to
articulate some of the more general problems and questions that this protagonist raises for

architects and to draw out the primary ways in which this figure performs.

38 , . . .. . B . i~ _
The chorus’ exit song specifically anticipates the activity of “gathering fruit” trugésomen

(1339-40)—a verb form of Trygaeus’ own name.
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— CHAPTER TWO —
Architecting in view of Architectural Activity
2.1

In Aristophanes’ Peace, the chorus’ urgent call to the protagonist to actively
“architect” (305) could be (and has been) taken to refer, most immediately and
restrictively, to Trygaeus’ impending activity of coordinating the diversely-skilled chorus
members in their practical task of hoisting a colossal statue up and out of a quarry-like pit
and into a proper upright position.” The elaborate dramatization of this physical “work”
(to pragma, 510) and Trygaeus’ leading role in directing it do, indeed, make “architect” a
fitting title for the protagonist, particularly in view of the analogous “work” that was
underway at the time of Peace’s performance just up the hill from the orchestra on the
Athenian Acropolis. There, architects had been directing hoisting operations and other
building activities for decades. Substantial reconstruction of the Parthenon and Propylaea
had recently been completed (in 437 and 432 BCE, respectively),” and other new work
was underway; notably, the Erechtheion, arguably Athens’ most unusual sanctuary,
construction of which began in 421 BCE—the very same year that Peace was

performed.” The architects directing this work upon the Acropolis included Mnesikles,

3 Oleott (1973), Sharpley (1905), and Merry (1900) are among the classical scholars assuming

this limited interpretation of the figure in their commentaries to the line.

40 The Parthenon, involving the architects Iktinos, Kallikrates and Pheidias, was substantially

completed in 438/7 BCE (having begun 447/6). See, Hurwit (1999). The Propylaia (the
monumental “gateways” to the Acropolis), involving the architect Mnesikles, were completed
in 432 BCE (having begun in 437, immediately after the substantial completion of the
Parthenon). See Bundgaard (1957).

4 Construction of the Erechtheion, involving the architect Philokles, went on from 421-406/5

BCE. This sanctuary was unusual for its heterogeneity of design and purpose (providing for
diverse practices and honoring multiple antagonistic figures, including the legendary
Erechtheus and the god Poseidon). Other work on the Acropolis attested for the year 421
includes: alterations to the temple of Athena Nike (on the Western precipice of the Acropolis),
and construction of the House of the Arrhephorai (near the Erechtheion on the North side of
the Acropolis). A few other works underway around the Acropolis at the time of Peace’s
performance are relevant to mention. On the Southern slope of the Acropolis within the
Sanctuary of Dionysus Eleuthereus (which included the theater), construction of a new stoa
was underway (425-400 BCE). This shaded porch was located immediately behind (just
South/downhill) of the orchestra. Construction of the New Temple of Dionysus, augmenting
the Old Temple in the same sanctuary area, may also have begun in 421 BCE. It is relevant to
point out here that the theater of Dionysus was not a stone theater in 421 BCE. Although it
may have had a stone foundation for its wooden skéng, the skéng itself would have been
rebuilt each year. As well, there may have been a low stone curb marking the limit of the
orchestra (and acting as a platform for the first row of seats, the prohedria); but the stone
orchestra floor, and the stone seats that exist today, were not built until the rule of Lycurgus
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Kallikrates, Iktinos, Philokles, and especially Pheidias—who is evoked by name in
Aristophanes’ play (a point I shall return to). Of course, none of the architects mentioned
here, nor any other, were working on the Acropolis on the very day of Peace’s
performance, since all building activities would have been suspended for the duration of
the Dionysian festival.”* Moreover, all the architects (who were living) would have
themselves been sitting amidst the thousands of spectators gathered on the southern slope
of the Acropolis to witness the dramatic performances, including Aristophanes’ Peace.”
Nevertheless, when architects were working on the Acropolis, their work, not unlike the
work of Trygaeus in the orchestra, would have involved directing diverse agents in
hoisting operations, so that together they might move divine statues (and other figurative
matter) into the most honorable and revealing positions.* Yet, in spite of the proximity
of these analogous hoisting operations, it is a basic premise of this study that the primary
actions of architects (be they normative, figurative, or both) are not sufficiently
understood by regarding their most obvious instrumental deeds as definitive of their role.
Even if we try to impose such a narrowly instrumental interpretation of architecting onto
Trygaeus in the hoisting scene of Peace, we discover that the fit is rather peculiar. Three

peculiarities stand out as most revealing. These are elaborated below.

(in 338-322 BCE). See Csapo (2007), 99, 112; and Pickard-Cambridge (1946). Also on the
Southern slope of the Acropolis, and immediately to the West of the theater’s spectator area,
preparations were underway for the Sanctuary of Asclepius; construction of which began in
420/19 BCE and continued until 412/11. The tragedian Sophocles was partially responsible
for bringing the cult of this healing god to Athens from Epidaurus. It is tempting, then, to
believe that the dramatist may have been influential in proposing the site next to the theater.
See Hurwit (1999), 219-21, and Aleshire (1991). In the Athenian agora (just North-West of
the Acropolis) architectural activity is also reported for the year 421 BCE. Most notably, the
Temple of Hephaestus and Athena (which today still overlooks the agora on its high West
hill) was completed in same year as Peace’s performance, having begun around 450 BCE;
construction of the large Stoa Basileios (Portico of Zeus at the North-West entry to the agora)
likely commenced in 420 BCE; and the Fountain-House in the South-West corner of the agora
was under construction between 425-420 BCE. This review is based primarily on Boersma
(1970), and Hurwit (1999).

2 All normal business was suspended on this day, and all temples and sanctuaries (except for

the sanctuary of Dionysus) were closed. See, Pickard-Cambridge (1968), 59.

5 All male Athenian citizens and a large number of Pan-Hellenic citizens were present in the

theater during this dramatic festival. Even prisoners were released from captivity for the

occasion. Thus, there is every reason to assume that the architects listed above would have

been present. Phidias, however, had died in exile a few years prior.

* Onthe organizational work of ancient architects on building sites, see Bundgaard (1957), esp.

184-85, and Roebuck (1969), 2-34.
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SUGGESTIVE PECULIARITIES IN THE HOISTING SCENE 2.2

As mentioned above, the first act of Trygaeus, as architect, consists of tempering
the chorus’ zeal—their gleeful “shouts” and “rejoicing”. He then redirects their initially
erratic movements—their energetic “spins”, vigorous “kicks”, enthusiastic “dancing”
(orchesis, choreia), and exuberant displays of “(dance) figures” (ta schemata, 317-336).
As one attempting to re-orchestrate such an animated troupe as this, Trygaeus would have
appeared to act as a director of dramatic performers as much as a supervisor of
construction laborers. Aristophanes must have had the performative resemblance of these
two leading figures in mind when choosing his figure of speech, for both architects and
leaders of choruses sought synchronized actions amid energetic groups and boisterous
situations. Euripides, too, may have had this performative resemblance of architecting
and chorus-directing in mind, since his protagonist (Odysseus) is entitled “architect” also
in direct relation to an exuberant chorus that he likewise attempts both to temper and to
lead.* Granting this performative resemblance among architects and chorus leaders, a
question, however, remains: if architecting was /like leading a dramatic chorus, what then
was leading a dramatic chorus like? Given that Aristophanes—himself a dramatist—
regarded the activities of these leaders as analogous, the likeness must have extended
beyond their obvious physical actions to include their underlying motives and aims, as
well as the ultimate consequences of their acts. Furthermore, Aristophanes’ own work, as
a dramatist, would have involved devising the play’s choreography, leading the choral
movements, and teaching the full ensemble of actors.*® In other words, aspects of this
dramatic poet’s own directing activity correspond to Trygaeus’ architecting activity in

Peace.

*> This relation of architect-figures to choral groups persists in the comedies of Plautus, where

architectus often qualifies the leading slave as he directs a group of fellow conspirators in a
plan to outwit adversaries. Cf. Miles Gloriosus (901ff) and Poenulus (1110ff). Slater (2002),
121, comments (in passing) on the relation of this trope in Plautus to that found in
Aristophanes’ Peace: “Trygaeus [as] master planner... will assume the role of director of the
play’s actions, just as the architectus doli of later Roman comedy does”. Cf. Graves (1911),
who also takes the metaphor to imply that Trygaeus has “engineered the whole scheme”.

46 . « s 7 . .
Dramatic poets were commonly referred to as a “teacher” (didaskalos). Aristophanes is

himself referred to as the “didaskalos of comic choruses” in the parabasis of his own play
Acharnians (628). In the early stages of Athenian drama, dramatic poets had even performed
the role of the protagonist. Aristophanes and the tragedian Aeschylus are both believed to
have performed in this capacity. On the role of the poet in the production of the play, see
Bremer (1993); Wilson (2000); and Slater (1996), esp. 110, and (1989), esp. 79.
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The second suggestive peculiarity in Trygaeus’ performance is that the select
chorus members he ultimately leads in the work of hoisting up Peace are all, like him,
farmers. Of the heterogeneous group of people from diverse trades and regions that had
initially gathered in response to his opening summons, only “the farmers” (oi gedrgoi)
among them ultimately rise to the occasion to pull earnestly and concordantly along the
redemptive ropes (508), while all the others—including the “carpenters” (fektones)—are
dismissed (497-507), for they turn out to be unprepared to commit to the recovery of
peace, being unwilling to set aside their shenanigans and their pride.” Although the
identity of the chorus throughout the drama is quite mercurial, being radically
heterogeneous, inclusive and shifting, during the crucial work of hoisting and in the
celebratory moments following Peace’s emergence, the group is repeatedly referred to as
“farmers” by Trygaeus, by Hermes and by the chorus themselves (508, 511, 551, 556ff
603). Given that Peace—the goddess, the statue and the worldly condition—is to be
drawn out gradually from the ground, farmers indeed stand as most qualified to retrieve
her. By his ultimate choice of collaborators, then, this architect-protagonist would seem
to be as concerned with leading the cultivation of an earthy and fertile Peace as he is
preoccupied with managing the immediate difficulties of hoisting her statue. Ought we to
infer that architects, like farmers, might somehow be responsible not only for
“harvesting” the benefits of peace but, more fundamentally, for cultivating, nurturing and
even planting the seeds for Peace; preparing the grounds for Peace, the basic conditions
for Peace? Furthermore, how is it that an earthy figure, drawn up from such liminal
grounds, might help to repair civic well-being and the socio-political crisis of war?
Might Trygaeus, as an architecting-farmer, be an appropriate agent to mediate between
these agrarian, liminal and civic domains?

Thirdly, if Aristophanes had the limited work of physically hoisting a colossal
statue foremost in mind when he projected his protagonist’s activity as architecting (305),
then it is peculiar that during the laborious hoisting operation (459-519) there are no
ostensible building metaphors or construction site images. Instead, as the physical work
of drawing out Peace begins, its movement is figured more nautically. The chorus of
farmers draw-forth Peace as though drawing a ship ashore: “bring her to land”, Hermes

shouts (458); upon which Trygaeus and the chorus cry “heave”, “heave ho!” and “heave

Trygaeus accuses some of the chorus members of being proud, or “puffed up” (465); others
are accused of pulling in the wrong direction (492), of accomplishing nothing (481), and of
“accomplishing nothing but litigation” (505).
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again” (459ff), and ultimately “heave now” and “heave all” as they pull in rhythmic
unison along the peace-saving “ropes”—specifically, “tow ropes” and “reefing lines”
(517-19).** In this most revelatory scene, then, the choral group—with Trygaeus leading
among them—work as a crew of chanting mariners as much as a group of laboring
farmers. Although practically incongruous, such nautical imagery would have appeared
quite appropriate in performance, for it was probably a wooden ship-like cart—the

theater’s ekkukléma, or “rolling-out (device)™™

—that was pulled forward by the chorus
and their ropes, thus conveying the divine statue (and her lively benefits) out into the
open area of the orchestra. In this way, these rhythmic haulers would have appeared—as
on a beach—to pull, or drag, a ship full of Peace up and out from where this had been
hidden: up and out from the representative depths of the orchestra’s back wall, or skéng,
which by its obscuring and delimiting capacity had somehow conjured and combined the
elusive limits of heaven, earth and sea. It must be further emphasized that in this
dramatic ship imagery there are also profound Dionysian associations, for this god of
drama, wine, vegetation and fertility was himself conveyed in ship-like carts during
festivals held in his honor and, like Peace, he too was represented as arriving (together
with his bountiful vintage) via the sea.”” Nautical imagery had also figured into
Trygaeus’ earlier ascent on the dung-beetle, for when he takes flight on this hoisting
device—the theater’s crane, or stage machine (méchané)—he is said to be “rowing the
air” (metearokopeis, 92),”' and as he makes his way toward the heavens he clutches the

“steering oar” (pédalion) of his “beetle-boat” (143).” Thus, in both of these hoisting

48 Both kinds of rope—"“tow ropes” (schoinion, 36,299, 437) and “reefing lines” (kalois, 458)—

have nautical associations, as Olson emphasizes in his notes to these lines. Rope imagery is
also drawn into the play in the opening scene, when the slave mimes the beetle’s dung-eating
manner, while describing it as “moving its grinder back and forth, and all the while going like
this, swiveling its head and hands, like the men who plait thick ropes for barges” (35-7).
¥ The ekkukléma was used in Aristophanes’ other plays to roll an interior tableau out into the
orchestra, as in Acharnians (408-9), and Women at the Thesmophoria (96, 285). On this
theatrical device, see Olson (1998), xliv-xlvi; Taplin (1977), 442-3; and Taplin (1978), 11-12.

0 Vase paintings bear testimony to such Dionysian movements. The two I have in mind are
among the most famous: an archaic skuphos (Bologna) and a black-figure kylix (Exekias, ca.
540 BCE). See, for instance, Simon (1983), fig. 12; and Lissarrague (1990a), fig. 94.

51 . . .
On the man-powered mechanics of this theatrical crane, see Mastronarde (1990).

2" This line bears a complex pun on the “Naxian-built (Naxiourgés) beetle-ship (kantharos)”, for

Naxos was a place famous for both boat-builders and dung-beetles. Trygaeus is clutching a
large wine cup as he delivers the line, thus adding another vessel to the series.
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operations—pivotal scenes of levitation, revelation and transformation, which each make
overt use of theatrical devices (the ekkuklema and méchané)>—the arts of seafaring join
the arts of drama and farming to further complement, complicate and broaden the
agencies of the architecting-protagonist who aims to restore a basic yet worldly Peace—a
harmonious condition that is at once earthy, civic and divine.

Together with these dense peculiarities surrounding the hoisting actions within
the play, there are also suggestive parallels to these actions beyond it, which likewise
expand Trygaeus’ architectural acts far beyond construction site supervision. For, both
hoisting movements—drawing out Peace and raising up oneself—are modeled on
exemplary upward movements. Bringing the goddess up and out from the ground, for
instance, recalls certain mythic and ritual actions; notably, the “coming up”, “bringing
up” or “return” of a divinity whose temporary absence had rendered the mortal world
infertile. The mythic return of Persephone to her mother Demeter (after having been
abducted by Hades and kept in the underworld) and the consequent return of fertility to
the earth (after a period of barrenness), particularly underlie the primary action and broad
significance of Peace’s return together with her related benefits (stimulating Thedria and
bountiful Harvest).”* Trygaeus’ bold ascent on the high-flying dung-beetle is also closely
modeled after the exemplary upward movement of other protagonists; notably,
Bellerophon who, according to myth, took flight on Pegasus to slay various beasts on
behalf of society, but who, according to Euripides, suffered a tragic fall when he flew

with higher self-serving ambitions.”> Trygaeus’ ascent also recalls the flight of a more
g g ryg g

> On the revelatory and transformative role of these theatrical devices, see Padel (1993), esp.

363, where she writes: “Together, the two machines epitomize ways dramatic situations
change.”

** The myth of Persephone is best known from the Homeric Hymn to Demeter. This myth is

also relevant as a model for Peace, since Hades’ mistreatment of Persephone (keeping her
temporarily in the underworld) resembles War’s mistreatment of Peace (hiding her in a
heavenly pit). The participation of Hermes in both the myth and the drama provides another
link. In the Hymn to Demeter, Hermes meets Hades at the threshold of the underworld and
persuades him—“with gentle words” (336)—to release Persephone. In Peace, Trygaeus’
own meeting with Hermes at the threshold of the upper-world and his persuasion of
Hermes—with compelling arguments and gifts—to assist in releasing Peace, can be seen to
mirror the myth. For this and other ritual schemas of “return” (anodos, anagoge, anabasis)
that underlie the return of Peace in Aristophanes’ play (such as the return of Semele), see
Bowie (1993), 142-50; and Olson (1998), xxxv—xxxViii.

> The story of Bellerophon is known best from the /liad (6.172-97), and from the later Library

of Apollodorus (2.3.2). Euripides composed two, now fragmentary, tragedies based on this

same myth: Bellerophon and Stheneboea. The fragments of these plays are gathered and
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unlikely protagonist, one who takes action in a certain fable of Aesop. In this extant

fable, a little dung-beetle flies directly to Zeus, boldly seeking justice against an eagle on

behalf of a wronged rabbit.”® In Peace, Trygaeus makes explicit reference to both the

tragedy involving “Pegasus” and the fable of “Aesop”, just as he commences his own

daring and justice-seeking ascent (76ff, 129-34).” One could go on gathering models for

these hoisting operations,™ and further go on to speculate about how other stories

56

57

58

translated by Collard and Cropp (2008). On Aristophanes’ use of these particular tragic
models in this play, see Dobrov (2001), 89-104. The mythic stories of the tragic figures
Phaethon and Salmoneus can also be seen to inform Trygaeus’ comic ascent to the heavens.

Defending his choice of vehicle, Trygaeus claims that “in Aesop’s fables (logois) it [a dung
beetle] is the only winged thing I could find that ever reached the gods.” (129-30). His
daughter finds his “story” (muthon) unbelievable (131). Nevertheless, he further explains that
this dung-beetle flew to heaven because he was “trying to take vengeance for himself (anti-
timéroumenos)” against an eagle (134).

The extant fable fully dramatizes both the motive and the mode of this dung-beetle’s
vengeance. The story, collected (with others) in Daly (1961), 94-95, may be paraphrased as
follows: One day a rabbit was being pursued by a hungry eagle. With no one else to turn to
for help, the rabbit appealed to a lowly dung-beetle who was close-by. Heeding this appeal,
the beetle encouraged the rabbit and commanded the eagle to abandon his attack. But the
eagle did not. Instead, the eagle devoured the rabbit before his very eyes. Witnessing this,
the dung-beetle subsequently kept watch on the eagle, and whenever she laid her eggs the
beetle flew up to her nest and rolled the eggs out, smashing them to the ground. Seeking a
safer place for her eggs, the eagle flew up to Zeus, and asked if she might keep them on his
lap. Zeus consented (for eagles were his favorite bird). The dung-beetle, witnessing this,
himself flew up to heaven with a special ball of dung. He dropped this ball in Zeus’ lap and
when Zeus sprang up to brush away the dung, the eagles’ eggs (once again) fell and were
smashed.

There would seem to be a doubly relevant moral in this fable for Aristophanes’ Peace:
aggressors have no refuge even when they have sympathizers in high places; and daring deeds
of retribution may be performed by the most unlikely heroes. Aesop’s tale of the dung-beetle
is also referred to in Aristophanes’ Lysistrata (695); and Aesop (who is believed to have lived
in the sixth century BCE) is mentioned again in Birds (471, 651) and Wasps (566). On this
and other folktale motifs in relation to Aristophanes’ Peace (such as Jack-and-the beanstalk
tales), see Olson (1998), xxxviii.

Such explicitly inter-textual references to other poetry are relatively common in Aristophanes’
comedies, but are especially abundant in Peace. One scholar (J. M. Bremer) has counted over
twenty-five explicit references to known ancient sources, including works by Homer, Hesiod,
Euripides, Sophocles, Aeschylus, Sappho, and Archilochus. See Bremer (1993), especially p.
150. Edith Hall (2006), 321ff, has also remarked on the unusually dense repertoire of images
in this play. The protagonist himself, she argues, embodies “a fascinating range not only of
theatrical roles (including Bellerophon and Silenus), but of poetic genres, forms, meters,
quotation, and styles of vocal delivery.” Every key poetic genre (including epic, tragedy,
satyr play, dithyramb and comedy), Hall claims, is assimilated into this play through
Trygaeus’ role.

For instance, within the play, hoisting is compared to wine drinking—to raising a toast. For,
when urging the chorus to help with the work, Trygaeus appeals to them by saying, “now is
our chance to hoist one for the Good Spirit” (300)—the “good spirit” being a common name
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involving flying architects, namely Daidalos, may have influenced (or been influenced

by) the dramatic flight of Trygaeus.” Yet, for the moment, I must stop here.

To reiterate what has been said above about the peculiarities of Trygaeus’
hoisting activities in Peace: First, he acts as a leader of dramatic choruses as much as a
supervisor of construction laborers. Second, his most crucial collaborators are shown to
be farmers—those who earnestly tend to generative grounds. Third, his primary actions
are manifold: in their metaphoric allusions; in their meta-theatrical associations; and in
the poetic models they actively appropriate, adjust and recall. And, these poetic models
further raise mythic, tragic and allegorical topics: about provisionally restoring worldly
harmony by recovering absent figures; and about protagonists acting with civilizing and
just ambitions, but with ambiguous consequences. Given that all of these profoundly
suggestive peculiarities and exemplary topics are implicit within the hoisting scenes of

Peace, it is evident that even if one were to limit Trygaues’ architecting to that of

for a wine libation poured out at the end of a common meal and the start of a drinking party.
The collective activity of hoisting in Peace is also a model of collective political deliberation.
For, when the chorus members pull in divergent directions they are suggestively portrayed as
argumentative jurors. The hoisting scene further resonates with scenes in certain satyr plays
in which the chorus of satyrs are called upon to hoist, push or pull together in a common task.
Euripides’ Cyclops (and its architect-figure) involves such imagery for similar reasons (469-
73). So, too, does Sophocles’ Searches (Ichéeutai, 39-49) and Aeschylus’ Net-haulers
(Diktyulci, 18-20)—in which a chest containing Danaé€ is hoisted from the sea; and
Aeschylus’ The Sacred Delegation, or At the Isthmian Games (Theoroi é Isthmiastai, 72-4).
See, Seaford’s note to Cyclops line 477 for further references. As Francisco R. Adrados
(1972) has argued, such rope-pulling scenes (including that found in Peace) may further be
interpreted as unifying ritual endeavors, and as mimetic of binding acts such as marriage.
> Images of a winged Daidalos predate Aristophanes’ play; yet, the story of Daidalos fashioning
wings for himself and his son Icarus (so as to escape the labyrinth and the wrath of King
Minos) is best known from later Roman sources, including Virgil’s Aeneid. On the early
winged imagery of Daidalos (found on vase paintings and medallions), see Simon (1995).
Although Daidalos is rightly regarded as the first mythic architect, he does not seem to have
been called an “architect” (in extant Greek literature) until the second century BCE—in the
Library of Apollodorus (circa 180 BCE). In this mythological compendium, Daidalos is
referred to as the “best architect” (architekton aristos) and “first inventor (protos heuretés) of
statues (agalmaton)” (3.15.8). Aristophanes, however, wrote a now fragmentary comedy
entitled Daidalos, in which a verb form of “architect” (like that found in Peace) appears. See
below, p. 123-24. On Daidalos’ emergence as “architect” in the late classical period, see
Morris (1992), esp. 14. Daidalos’ mythic architectural works, beginning with the dance floor
in Knossos, attributed to him in the I/iad (18.592), are also treated in Frontisi-Ducroux
(1975). On the significance of Daidalos and daidala for architectural discourse, see Pérez-
Gomez (1985) and McEwen (1993).
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directing hoisting operations, these operations, as dramatized, broaden and deepen the
significance of this act by revealing its manifold models, motives, manners and effects.
Adding to the suggestive complexity of architectural acts in this play is the explicit
mention of the famous architect/sculptor Pheidias—a point, noted above, which I must

now return to.

PHEIDIAS’ TROUBLE AND TRYGAEUS’ REPARATION: A MIMETIC INTERPRETATION OF HERMES’ ASIDE 2.3

Soon after Peace, Theoria and Harvest are drawn out of the pit (520ff), Hermes—
standing right beside Peace’s recovered statue—turns to the chorus of “wise farmers”
(603)” to explain how “she” had come to disappear in the first place. Whereas
theological and allegorical explanations (the exodus of Zeus and War’s interment of
Peace) had initially made the event of her disappearance understandable (197ff), Hermes
now offers a more historically grounded account. He explains that Peace began to perish
when Pheidias and Pericles got into “trouble” (604-16). Who, then, were Pheidias and
Pericles? What was their “trouble” And, how does Hermes’ interpretation of these
events bear upon our interpretation of Trygaeus’ architecting?

As is well known from later historical sources, Pheidias was a key advisor to the
Athenian statesman Pericles on matters pertaining to his ambitious and controversial
building campaign, which was carried out in Athens in the 440°s and 30’s.°" It is also
well known that Pheidias had directed and presumably designed all of the sculptural work
related to the Parthenon, including the forty-foot tall gold and ivory clad statue of Athena

that stood within it—an unprecedented sculpture both in its size and its expense.”” What

ho sophotatoi georgoi, 603. See Olson’s note to this line regarding the textual difficulty with

“wise” (sophotatoi). Not all editors accept this adjective.
1" The relevant ancient testimony for Pheidias (as Olson notes) includes: Plutarch’s “Life of
Pericles” (31.2-5); Diodorus Siculus 12.39.12; and a historic fragment of Philochorus, FGrH
328. F 121. Sommerstein’s note to these lines gives a good summary of Pheidias’ relevant
work. Pericles’ building campaign was controversial, in part, because it was funded by the
monetary tributes of allies who thought they were providing funds to ensure common
readiness for defense—not to adorn the Athenian Acropolis. Plutarch, for instance, notes that
Pericles was accused of lavishness, for adorning the city “as if it were some vain woman,
hung round with precious stones...” (Life of Pericles, 12.1-2). Thucydides had implied a
similar criticism in his Peloponnesian War (1.10.2). See Andrews (1978), and Powell (1995).

52 On Pheidias and the Parthenon, see Hurwit (1999), 168-88; and Harrison (1996).
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must be made known here, however, is that the official “installation” of this colossal
statue of Athena, which marked the substantial completion of the Parthenon, would have
been a vivid living memory for Aristophanes and much of his audience, since this
ceremony was likely performed during the Great Panathenaea festival of 438/7 BCE, just
sixteen years prior to Peace’s performance.63 Thus, by referring to Pheidias and Pericles,
just after the statue of Peace appears in the orchestra, Hermes would bring the theatrical
statue of Peace and the colossal statue of Athena into comparison. This comparison is
reinforced and furthered when the chorus takes Hermes’ surprising comment about
Pheidias’ relation to Peace to account for her “fine facial features” (euprosopos), as if the
statue of Peace had been authored by Pheidias, modeled after his design, or perhaps left
as an unfinished work of the recently deceased artisan (615-18).** Beyond the aesthetic
comparison of these statues and the suggestion of their common authorship, Hermes’
mention of the famous architect/sculptor would have also invited a performative
comparison: between Pheidias’ memorable installation of “Athena” in the Parthenon
during the Panathenaea of 438/7 BCE and Trygaeus’ dramatic installation of “Peace” in
the orchestra during the City Dionysia presently underway. This performative
comparison is elaborated later in the play when Trygaeus enacts the “installation” of
Peace’s statue as a veritable rite, a hidrusis. Upon returning to the mortal plane with the
newly recovered statue of Peace, Trygaeus proclaims that he shall now “install her”

(hidruteon, 923). He then does so with due procedures and an appropriate offering, a

63 .. L. . .
In addition to Pheidias’ colossal statue of Athena within the Parthenon, his bronze statue of

Athena Promachus stood outside, facing visitors to the Acropolis as they walked through the
monumental gateways. This statue had been installed sometime between 460 and 450 BCE.
See Hurwit (1999), 23-5

64 : 9o 66 bR = .
This reference to Peace’s “lovely face” (euprosopos) could also be understood as a “fine-

mask” (eu-prosopon), such as the actors themselves wore. This is the only direct comment on
Peace’s physical appearance. For, Peace is not called a “statue” in this play. In fact, she is
not referred to in any terms that bring attention to her status as a work of art. For instance,
she is not called: a kolossos (statue); a xoana (statue, or “smoothed thing”); an agalmata
(statue, or votive offering); an anathémata (gift, or “thing set-up”™); a daidalon (an appealing
thing); an eikones (a likeness); or an eidola (idol, or image). Rather, she is called “Peace”
(Eiréne, 221,294, 975, 1019, 1056, 1063, 1108); and the “goddess” (theon, 315, 501, 581,
726). She is also alluded to simply as “she” or “her” (222-26, 337, 372, 416, 604, 616, 660ff,
923). And, she is addressed with a number of epithets qualifying her beneficent influences:
“friend of us all” (pasin philén, 294); “greatest of all goddesses” and “most friendly to vines”
(308); “Lady, Bestower of Grapes” (520); “most beloved” (ho philatateé, 583); “most desired”
(ho pothoumene, 588); “Lady” (657); “most shield-averse of females” (662); and “Most
august sovereign goddess, Lady Peace, mistress of dancing grounds (choron), mistress of
weddings” (974-76). All this would seem to affirm that the architecting-figure should not be
taken as narrowly concerned with this statue’s aesthetic or formal qualities.
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lamb (923-1115).* This veritable rite of installing a statue with special procedures
including a sacrifice typically consecrated a sacred site, establishing a divinity’s enduring
influence in a particular sanctuary by permanently situating a representation of the
divinity.®® As Niall Slater has observed, Trygaeus’ performance of an installation rite
during the play, together with Hermes’ reference to Pheidias, would have significantly
influenced the spectators’ reception of “Peace”, effectively “transforming Peace into a
cult statue—and the Theater of Dionysus into her shrine.””  Thus, the statues (of Athena
and Peace), the rites (of hidrusis), and the sites of installation (the Parthenon and the
orchestra) are all suggestively compared by the dramatic actions and situational allusions.

LT3

Finally, Hermes’ mention of Pheidias’ “trouble” (praxas kakos) adds another

comparative dimension. For, when Hermes claims that Peace began to perish when

%5 This rite asserts Peace’s status as a statue (although she is not referred to as such in the play).

Trygaeus further reinforces the significance of his deed by claiming to enact it after an epic
model. For, in the course of performing the rite, he quotes a (made-up) verse of Homer:
“Thus casting away the detestable vapor of warfare, they opted for Peace and with a victim
installed her (hidrusanth’, 1090-91).
% peace is the only extant play in which an installation rite is performed in the course of the
drama (although the rite is named and anticipated at the end of Aristophanes’ Wealth (1197-
8), and other of his fragmentary plays (Frag. 256, and 581.84-6). On this rite of hidrusis, see
Burkert (1985), 88-92. This rite is also known to have prefigured other installations at
sanctuary sites; notably, the setting of foundations upon which walls of temples would later
rise. In Callimachus’ Hymn to Artemis, for instance, the poet sings of the installation
(hidrusanto, 3.238) of Artemis’ cult statue (bretas), then of the rites and dances that circled
the image in celebration—"and afterwards around that image (bretas) was raised a shrine
(dométhe) of broad foundations (euru themeilon)” (3.248-9). Here, both the “installation” and
the “dance” auspiciously prefigure the raising of walls. As Malkin (1991), 86, argues, “it is
the hidrusis of the cultic image that makes possible the creation of the sanctuary.” An ap-
hidruma, as Malkin shows, was any sacred object to be transferred to a new site, the setting-
up of which initiates worship in that place, thus beginning a cult. The English word
‘cathedral’ retains in it the root word hedra, or sitting-place of a god, to which this rite refers.
The term hidrusis is also used to describe an act of founding an altar, temple, settlement or
city (Cf. Plato, Laws 909e, Republic 427b). The rite was usually accompanied with first-fruit
offerings (aparché) buried beneath the foundations in “pots” (tas chutras), such as Trygaeus
proposes in Peace (923), before installing her with a “lamb” instead.
7" Slater (2002), 125. Peace was known as_a goddess as early as the poetry of Hesiod (Theogony
902); and was occasionally evoked as a personified figure in other poetic works, including
Aristophanes’ Farmers (Frag. 111) and Euripides’ Bacchae (419-20), Orestes (1682f),
Phonecian Women (7841Y), Suppliant Women (487ff), and Frag 453. She also occasionally
appears on vase paintings (from the late fifth century BCE) in Dionysian contexts, where she
appears to safeguard the festive way of life Dionysus represents. The goddess did not have a
cult or shrine at this time in the fifth century BCE. However, in 375/6 a statue of Peace
holding the child Wealth in her arms was made by Kephisodots and set-up on the Areopagus
along with an altar “to commemorate a peace treaty with Sparta”. On the Athenian cult of
Peace, see Shapiro (1993), 45-50; Stafford (2000), 173-97; and Parker (1996), 229-30.
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Pheidias got into “trouble” and when Pericles then feared that he would “share in
Pheideas’ fate” (605-06), he connects the loss of Peace in the play to an actual political
controversy in Athens involving Pheidias’ alleged embezzlement. From other sources we
know that this controversy started when the people accused Pheidias of stealing gold and
ivory intended for the colossal statue of Athena and presumed that Pericles was complicit
with the theft. This controversy may well have been further fueled by Pheidias’ decision
to depict himself upon the shield of Athena (an attribute of the goddess, held at the
statue’s side). Specifically, Pheidias is said to have portrayed himself (and Pericles) amid
those mythic Greeks battling the Amazons, which was an indecorous act of personal
vanity in the eyes of Athenians.®® All this “trouble” not only led to Pheidias’
imprisonment, subsequent escape, flight and ultimate death, but also triggered significant
political complications for Pericles, and further negative repercussions for the people.

The complications in and around these historic events, and whether or not they
actually sparked the loss of Peace and the start of the Peloponnesian war, as Hermes
claims in the play, are not central concerns here. There are, however, two points of
relevance to take away from Hermes’ mention of Pheidias. First, Aristophanes clearly
invited his audience to see his theatrical property (the statue of Peace) as being associated
with significant religious, sculptural and architectural work. Second, Trygaeus’ dramatic
“installation” of Peace in the orchestra can be seen, more particularly, to re-enact
Pheidias’ installation of Athena in the Parthenon—and yet, to do so in a way that would
also repair the colossal “trouble” that Pheidias’ installation purportedly began. In other
words, if we take Trygaeus’ architectural act to mime that of Pheidias, the mimetic
performance should be seen not simply as an imitation of the prior act, but—more
critically and creatively—as a corrective and poetic response to it. Indeed, by installing
the statue of Peace, Trygaeus aims to recuperate and propitiate the very condition of
peace that the famous architect/sculptor and patron/statesmen had promised yet failed to

secure through their own (overly) ambitious building program.” Put differently,

%8 For a discussion of this trouble in relation to Peace, see MacDowell (1995), 186-89. Plutarch

attests to Pheidias’ self-portrayal upon the shield: “lifting up a rock in both hands...
[alongside] a beautiful image of Pericles fighting an Amazon” (Life of Pericles 31.3-5). Cf.
Hurwit (1999), 187, 350; and Harrison (1966).
9 mn attempting to gain early support for his building program, Pericles apparently argued that
the work would help forge more peaceful relations between the Athenians and Spartans. It

has been suggested that Pericles, in the end, considered this to be a “political misjudgment”.
See Powell (1995), esp. 246 and 257.
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Trygaeus reenacts the original “installation” as it ought to have occurred. Given that
Trygaeus installs Peace in the open orchestra—at the base of the Acropolis—one may
further see his theoretical architectural act to speculatively re-situate the preeminent site
of Athenian influence: away from the top of the monumental Acropolis and down to its

peripheral but nevertheless integral sacred site, the Dionysian theater.

ARCHITECTURAL ACTS UPON THE ACROPOLIS AND WITHIN THE ORCHESTRA 24

Having reflected on the suggestive peculiarities in the hoisting scene of Peace, as
well as on the critical reference to Pheidias and Pericles, a general argument can be made:
Trygaeus’ architecting was devised and performed in view of architects and their
activities—both visually and speculatively. For, Trygaeus’ actions were not only
performed for architects to see (contemporary architects being among the play’s
spectators), but were also performed in a special speculative arena—a theatrical and
theoretical arena, which played an imperative role in Athenian culture by re-interpreting
and re-presenting civic and mythic practices with the aim of comprehending their
interdependence.

It is perhaps necessary to clarify that I do not believe Aristophanes intended to
compose a drama primarily about architects. Rather, I recognize that the drama Peace,
concerning a protagonist’s attempt to repair worldly harmony, implicates architectural
activity as crucial to its plot, and I have been taking it as my task here to try to understand
how. [ am further aiming to show that Aristophanes’ dramatic involvement of
architectural activity remains relevant today for architects to see and to consider. Such
persistent relevance is arguable, in part, because affinities and tensions between
architectural activity and architecting as figured in drama recur across time (as the much
later relationship between Inigo Jones and Ben Jonson attests);” and, in part, because the
particular conflict that the protagonist faces in Peace is perennial. Yet, Trygaeus’
performance is also particularly relevant for architects because it was staged in the fifth
century BCE—at a time when architects were only just beginning to gain that title and so

appear as figures of cultural significance. In other words, the architect-figure in Peace,

" On the vexed relationship in the English Renaissance between the dramatic poet, Ben Jonson,

and the court architect, Inigo Jones (whom Jonson satirized in a number of masques), see
Gordon (1949).
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as in Cyclops, performs synchronically with those other architects (Mnesikles,
Kallikrates, Iktinos, Philokles and Pheidias) who have become identified with the
beginnings of a recognized architectural discipline.”! While the endeavors of these
historical architects (Mnesikles and the others) as well as mythic architects (such as
Daidalos) have been studied in ways that have informed architectural discourse, the
figures in Peace and Cyclops (Trygaeus and Odysseus) have received no attention. Thus,
by interpreting the actions of these dramatic “architects” this study aims, on the one hand,
to reveal instances of architectural theory (or theatrics) that were emerging alongside
architectural practice;72 and, on the other hand, to add to the repertoire of stories about

architects whose peculiar dilemmas, deeds and desires help us to understand our own.

"' Besides Aristophanes’ Peace (421 BCE) and Euripides’ Cyclops (408 or 424 BCE), the

earliest “architect” recorded in Greek literature is otherwise found in the Histories of
Herodotus—a work known to Athenians by 425 BCE, and likely composed during the
preceding decade. In Herodotus’ inquiries, we find individual architects named anecdotally
for their involvement in certain remarkable works: a temple in Egypt (2.175.5); a temple,
tunnel and harbor mole in Samos (4.87-88), and two Persian bridges crossing the Bosporus
and Hellespont (3.60.3-4; 7.36.1). Ancient Greek inscriptions suggest that the “architect” title
came into official use in the two decades prior to the performance of Peace—decades
coinciding with the Periclean building program in the 440°s and 30’s. Whereas a few
“architect” titles are found on inscriptions in the mid and late fifth century BCE, the title is
found more abundantly on inscriptions in the early fourth century BCE (that is, in the decades
following the performance of Aristophanes’ Peace and Euripides’ Cyclops).

The earliest inscription involving an “architect” (that I know of) is /G i* 32, dated by
scholars to either 447/6 or 432/1 BCE. This inscription names Koroibos as the “architect”
involved in the ongoing alterations of the initiation hall in Eleusis. Another inscription (/G i’
76, dated to 422 BCE) mentions a priest and an “architect” as being involved in choosing the
site for the building (oikodomeésai) of “silos” (siros) at Eleusis. Such “silos”, or granaries,
received the “first fruit offerings” (aparchai) left by worshippers. A third inscription (/G i’
79.16, dated to 421/20 BCE) states that the “architect” Demomeles shall supply suggraphséi
(graphic descriptions of some sort) for a bridge along the Sacred Way to Eleusis. An earlier
inscription (/G i* 24, of circa 448 BCE) names an individual in relation to building design
activity but does not entitle him an architect. On this inscription we learn that the “altar” and
“temple” (of Athena Nik€é on the Athenian Acropolis) are to be “built” (oikodomésai) and its
“doors” are to be “set in position” (kathistasthai)—all “according to the suggraphsei of
Kallicrates”. The ancient primary sources invoking “architects” (literary and epigraphic) are
gathered by Hendrik Svenson-Evers (1996). (No figurative “architects” are included in his
otherwise comprehensive study). On these early inscriptions, see also Meiggs and Lewis
(1988), 107-111 (on the Eleusinian silos), and 217-23 (on Kallicrates). More generally, see
Scranton (1960).

Earlier than all of these inscriptions, however, is a line from Aeschylus’ fragmentary
Dike play (possibly of 476 BCE), in which the office of Justice (daughter of Zeus and sister to
Peace) is, arguably, put in terms of architecting. See below, p. 115-21.

2 On instances of architectural theory emerging in the context of craftsmanship and pre-Socratic
philosophy (notably of Anaximander), see McEwen (1993).
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— CHAPTER THREE —
Comparable Agents and Agencies of Old Comedy
3.1

In the previous chapter, I introduced aspects of the architectural situation in
Athens at the time of Peace’s performance and suggested ways in which Trygaeus’
performance participated in that situation while at the same time participated in
metaphoric, mythic and ritual situations beyond it. In the present chapter I will establish
different comparative grounds for interpreting Trygaeus’ actions: the poetic grounds of
Old Comedy—a genre of Athenian drama that Aristophanes’ plays exemplify.” My
intention ultimately is to elaborate on the specific questions concerning Trygaeus’
peculiar modes of architecting (as sketched above): his manner of directing and
interacting with the chorus; his attention to generative grounds; his appropriation and
adjustment of poetic models; and his basic yet complex aim to recover civic and sacred
figures of Peace. Yet, in order to begin this interpretive work it is first necessary to take a
comedic detour so as to emphasize the civic and sacred nature of Old Comedy in general,
and to regard certain other comic protagonists of Aristophanes whose acts and
accomplishments are comparable to those of Trygaeus.

In spite of the light and ludic connotations suggested by the title “comedy”, the
genre of Old Comedy was intensely political, both in content and in its venue of
performance. Comic poets frequently took contemporary politics and living politicians as
material for satire,”* and many comedies (including Peace) were composed specifically
for the City Dionysia—an annual festival held in honor of the god Dionysus. It was
during this civic and religious festival that the city of Athens dramatically represented
itself to itself, as well as to the pan-Hellenic citizens of its various allied states, many of
whom had traveled great distances in eager anticipation of the comedies, as well as the
tragedies, satyr plays, dithyrambs, processions and related civic displays that would be

elaborately staged during the four (or five)-day event.”” This dramatic festival, then, was

7 The comedies of Aristophanes are the only fully intact surviving examples of Old Comedy

(from the fifth century BCE), which is distinguished from Middle and New Comedy (of the
fourth and third centuries BCE), as exemplified by the fragmentary plays of Alexis and
Menander, respectively. What is known of Aristophanes’ contemporaries (and rivals, such as
Eupolis) has recently been discussed in a collection of essays; see Harvey and Wilkins (2000).

4 .. o L Y
™ Politics should be understood here as activities involving citizen-based institutions concerned

with the care of the polis. J. M. Bremer has concisely stated, “the city and its citizens are the
constant theme and focus of his [Aristophanes’] plays” (1993), 127.

> On the importance of civic display to the festival, see Goldhill (1987) and Bowie (1993), 10ff.
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a central forum for the city’s self-representation, as well as a crucial means of re-
enacting, re-interpreting and re-affirming civic identity and intercity solidarity. The fact
that the City Dionysia was celebrated in early spring (when the seas were navigable again
after a stormy winter season) must have only added to the people’s eager anticipation of
the festival and to their perception of its role in renewing hospitable relations, both civic
and worldly. There is much one could say about the general importance of civic and
religious issues to the dramatic festival and its dramas.” However, I must focus my
discussion on the overtly political and specifically peace-making agendas of other comic
protagonists. For, although Trygaeus is the only protagonist in all of Aristophanes’ plays
to architect a restoration of “Peace”, he is not the only comic protagonist to expressly
desire “peace” and to intentionally contrive a way to establish peaceful conditions.

Of the eleven extant comedies of Aristophanes, four feature a protagonist whose
peace-seeking ambitions are readily comparable to those of Trygaeus in Peace:
Acharnians, Lysistrata, The Assembly Women, and Birds. Like the integrity of politics
and religion to the City Dionysia, a great deal could be said about these four comic plays:
about their affinities with Peace, and about their differences—these being based, in part,
on the changing political circumstances in Athens at the time of each play’s
performance.”” I will, however, limit my review of these plays to two manifold concerns:
to the primary actions of each protagonist, particularly with respect to their motivating
desire for peace and their manner of procuring it; and to the primary fokens by which
“peace” manifests in each play, particularly with respect to how these tokens tangibly
relate to “the city” and to “the people” (the chorus). After narrating the plot of each play
with respect to these primary concerns, I will then turn back to Peace to regard more
particularly how its primary token of peace (a statue), and how the motives and manners
of its protagonist are unique with respect to these others. It is my premise that

understanding this uniqueness will help to clarify the ways in which “architecting” is

7 My understanding of this topic has been most informed by Goldhill and Osborne (1999);

Henderson (1989); and Sourvinou-Inwood (1990), and (2003).

7" These plays were staged within a span of thirty-two years: Acharnians (425); Birds (414);

Lysistrata (411); Ecclesiazusae (393). 1 am introducing the plays out of chronological order
(treating Birds last), to better draw out its analogous actions with respect to Peace (421). The
Sicilian Disaster (in 413), which sparked the temporary collapse of Athenian democracy, also
had implications for the institution of drama (funds to train and costume choruses, for
instance, were withheld). Aside from historical issues, these plays also differ since
Acharnians and Lysistrata were performed at the rural festival called the Lenaea, which
gathered only local spectators. These plays were, however, likely still performed at the
Dionysian theater in Athens; see, Slater (1986).
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most appropriately attributed to Trygaeus. Here, then, are the four comedies for

comparison.

COMPARABLE PEACE-SEEKERS
DIKAEOPOLIS IN ACHARNIANS 3.2a

In the opening scene of Acharnians (425 BCE), the protagonist Dikacopolis—

»__enters the

whose compound name suggests that he has “Just (advice) for the city
orchestra. He then sits amidst the theatrical spectators as though sitting in the
“Assembly” (Ekklésia, 19), a key institution of Athenian democracy.” From this position
amid the spectators turned Assemblymen, the protagonist expresses both his longing for
“peace” and his frustration at his fellow citizens for being unwilling to discuss the topic
of “peace” directly (17-39). When the venerable presidents and ambassadors (the other
actors) finally arrive and, again, skirt the serious question of “peace” (40ff), the
protagonist takes it upon himself to procure his very own peace agreement. With his own
funds, he dispatches an especially adept delegate to go to the Spartans and “make a truce”
(spondas poiésai, 130). With comic speed, this delegate returns from Sparta only a few
lines later with a “truce” in the form of an aromatic flask of wine (187ff).81 Dikaeopolis
himself ratifies this “truce” with a libation and a sip, and at once becomes “free of war
and hardships” (199-200). He then sets off—*“truce” in hand—to his country home,
where he intends to further indulge in the benefits of “peace” by celebrating the Rural

Dionysia festival (202).* The agon that this drama then develops (for the remaining

8 Jeffrey Henderson suggests this translation in his note to the first line of the play (Loeb 2000).

For a more detailed discussion of the protagonist’s name, see Foley (1998), esp. 46.
7 Except for festival days, the Assembly met daily at dawn in the Pnyx—an open area just West
of the Acropolis, overlooked the agora to the North. In this area about 6,000 citizens listened
to speeches, responded to them, and voted upon matters of the day. On the role of this
institution, see Hansen (1987).
8" This delegate is especially adept, in part, because he is named Amphitheus—he who has “a
god on both sides”. See the note to line 46 in Olson (2002).
81" Part of the joke here is that the word for “truce” (sponde) is itself the same word for a wine
“libation” (sponde)—since the “truce”, treaty, or peace agreement was named after the sacred
“libation” that was performed in ratification of the accord. In other words, this comic
protagonist takes the substance offered in a peace agreement as the actual source of peace.
On the rite of pouring libations, as for a truce, see: Burkert (1985), 70-3.

52 This rural festival, counterpart to the City Dionysia, was celebrated in the winter (December)
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1100 lines of the play) revolves around tensions between the individual protagonist and
“the people”. For, the chorus members are initially suspicious of Dikaeopolis and
angered by what they perceive to be an illicit peace-deal (287ff), while Dikaeopolis—
hoarding “peace” for himself—refuses to share even a “spoonful” of its benefits with
anyone but his own family (1053ff). Although Dikaeopolis eventually persuades the
chorus to accept his “peace”, having with “just” arguments “changed the people’s mind
about the truce” (497-627), a number of other individuals in the play remain deprived of
“peace”, which the protagonist continues to hoard. This play ends with a special
Dionysian event: a drinking contest, which Dikaeopolis participates in (off-stage) and
predictably wins.*’ Intoxicated, Dikaeopolis reappears to announce his victory and to
claim his prize: another flask of wine (1198-1225). In celebration, he then leads the
chorus out of the orchestra in a drunken procession. With his closing words, this “Just
(advisor) for the city” commands the chorus to follow him (1231); and they—*"“the
people” of Acharnae—respond: “Yes, we’ll follow [you]... you and your flask” (1233-
35).

As many have observed, wine is closely associated with peace throughout this
comedy Acharnians.* Being a primary binding substance of political accords, common
revelry and individual intoxication, wine (and its flask) contribute tangibly to dramatizing
the much sought-after and highly contentious condition of peace.¥ In the next play,
particularly at its end, we discover another appealing (and potentially intoxicating) token

of peace and another pseudo-diplomatic means of procuring it.

not spring (March). In being celebrated by each of the various demes of Attica, it attracted
local spectators, not Pan-Hellenic citizens. Nevertheless, like the City festival, this rural
festival also involved musical and dramatic competitions. It further involved a special
fertility procession, during which large phalluses were borne. This procession is the specific
event of the festival that Dikaeopolis in the play goes on to enact with his family (241-79).
See the note to these lines and to 201-02 in Olson (2002).

3 This drinking contest, an event called Choes (named for the “Jugs” that competitors drank
from), was enacted each year on the second day of the Anthesteria. This Dionysian festival
(held at the end of winter, a month before the City Dionysia) celebrated the occasion of first
opening the casks of wine that had been fermenting since autumn. On the mix of Dionysian
festivals dramatized in this play (and further references), see Habash (1995).

84
Habash (1995), 559.

85

Wine also figures prominently in this play in representing conditions opposed to peace; for, in
a song of the chorus, War is personified as a violent drunkard who arrives uninvited to dinner
parties, then spills the wine, upsets the tables, starts fights, and destroys the vintage by his
rampage (977-85).
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COMPARABLE PEACE-SEEKERS
LYSISTRATA IN LYSISTRATA 3.2b

At the start of Lysistrata (411 BCE), the female protagonist Lysistrata—whose
compound name means “Loosener”, or “Dissolver of armies”—eagerly awaits a select
group of women to join her just outside the monumental gateway of the Acropolis (the
Propylaea). It is early morning, and Lysistrata has secretly called these women together
to help her in an ambitious plan “to save Greece”, for she is convinced that “the
“salvation (sotéria) of all Greece lies in women’s hands!” (30, 41, 46, 525). Together
with these women, Lysistrata hopes to “find a device to end the war” (111), and to urge
their war-obsessed husbands to go to “peace” (121)—a “just and honest peace” (169).
Once the women have assembled, Lysistrata then persuades them to commit to two key
aspects of her plan: they must individually resist the advances of their husbands, denying
them of sexual favors (124); and they must band together to commandeer the Acropolis,
barring the treasuries that fund the war (176, 488). By this doubly-restraining device
Lysistrata hopes that their husbands will be doubly-compelled to surrender to them and to
accept their “good advice” for more peaceful ways.* After these women ratify their
commitment in an elaborate oath ceremony (188ff), the rest of the play dramatizes the
enactment, complications, and eventual success of Lysistrata’s plan. Complications play
out, in part, among the play’s double chorus, which consists of incendiary men and
water-bearing women (254ff, 319ff, 614ff, 781ff); and success begins to come about
when the men, submitting, finally do urge the Athenian “Council”, the Boulg,"” to elect
ambassadors for peace-talks with the Spartans (1009-12). The two opposing sets of
delegates subsequently come together in the orchestra for negotiations (1071ff), and—

with Lysistrata acting as mediator—reconciliation suddenly appears not only possible but

Lysistrata’s “good advice” (chresta legouson, 527) includes a metaphoric proposition: to treat
the city’s problems as knotted wool, by carefully unraveling them and then re-weaving a finer
web (567-86). As others have observed, Lysistrata’s “advice” prefigures the metaphor of
weaving as governing, which is pervasive in Plato’s later dialogue Laws. On myths and
metaphors associated with weaving in Greek literature, see Scheil and Svenbro (2001),
especially chapter 1. Aristophanes returns to this image of weaving for governing in The
Assembly Women, for when one man learns that the city has been turned over to women, he
asks “For what? For sewing (huphainein)?” The response is: “No, for governing (archein)”
(556). In Lysistrata, weaving also performs as a metaphor both for the heroine’s scheming
and for the dramatic plot (630).

8 ~ . - . ..
7" The Boulé was an advisory board to the Eccléssia, consisting of five-hundred members (fifty
from each attic region, or deme). On the crucial role of this elite institution in Athenian

democracy, see Rhodes (1972).
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desirable. Indeed, “Reconciliation” herself (Diallagé)—in the form of an appealing (and
naked) young woman—suddenly steps forward from behind the skén& (1114). All the
more eager for “Reconciliation” now, these charmed ambassadors endure Lysistrata’s
scolding, accept her conditions, and promptly reach a settlement. Lysistrata then leads
the ambassadors, together with “Reconciliation”, out of the orchestra so that they may
exchange their “oaths of mutual trust” (1185). This play ends with the reconciled
ambassadors rejoining the reconciled chorus to sing songs of thanks both for this “gentle-

minded Peace”®

and for Aphrodite’s special contribution in helping them to make it
(1289-90). Although, “Reconciliation” appears but mutely and fleetingly in this play
(1114-87), her desirable figure—moving amidst the ambassadors in the orchestra—would
have made vivid and palpable to all those assembled certain sensual and social benefits of
peace.

Whereas a lively figure of Reconciliation and an appealing flask of wine help to
make “peace” manifest and interpretable in Lysistrata and Acharnians, respectively, in
The Assembly Women it is the arts of transformation, metaphor and “disguise”
(metaskeuazo, 499) that figure-forth peace most palpably. Being one of Aristophanes’
last plays, the integral role of the chorus is significantly diminished, and the peace
pursued is localized, being concerned with more inner-city and domestic affairs.
Nevertheless, the protagonist’s plan for civic transformation has particular relevance both

for Trygaeus’ plan in Peace and for a dramatic interpretation of architecting.

COMPARABLE PEACE-SEEKERS
PRAXAGORA IN ASSEMBLY WOMEN 3.2¢

At the beginning of Assembly Women (Ekklésiazousai of 393 BCE), the female
protagonist Praxagora—whose compound name means “Effective (in the) agora”—waits
outside her Athenian home for a group of women to join her. It is not yet dawn, and
Praxagora (not unlike Lysistrata) has secretly called these women together to help her
initiate a “daring deed” to boldly “take over the government and do something good for

the city” (106-08), for she fears that the city is adrift—as a ship being “driven by neither

88 1 [13 kkl =, b (13 b B4 e5] T b 3 M b
This “peace” (hésuchias) suggests a sense of “tranquility”, as in having ‘peace of mind’.

FEirene (the Peace of Aristophanes’ play) stood more for civic tranquility, or “peace between
states”. The two terms are, nevertheless, related. See the note to line 1289 of Lysistrata in
Henderson (1987).
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sail nor oar” (109).89 Thus, for the sake of the city’s “salvation” (sotéria, 202, 401, 412-
14), Praxagora intends to take control. Her plan specifically requires that she and her
female friends, first, transform themselves by dressing-up as men and, then, proceed to
the Athenian “Assembly” (Ekklésia). There, these women (disguised as men) intend to
address the Assembled citizens, persuading them to vote (by “show of hands”) for their
plan “to turn over the governance of the city to the women” (210-12, 264ff). After
donning guises, practicing manners and rehearsing arguments (116ff), these women
turned men exit the orchestra for the meeting to be held on the Athenian Pnyx (284). The
overwhelming success of Praxagora’s speech before the “Assembly” is soon reported
(400ff); and the details of how she intends to transform civic affairs are eventually
disclosed. In the interest of common prosperity, Praxagora proposes to pool together the
assets of all the citizens into a single fund, thus eliminating the difference between rich
and poor (569ff). She further proposes a broad transformative scheme for civic
habitation. Not unlike her plan for ethical transformation (turning the women to men),
Praxagora suggests turning the city’s courthouses and porticos into shaded lounges for
communal banqueting (675); and turning the courts’ elevated platforms for defendants
and plaintiffs into distinguished places for children to recite poetry (677-9). Moreover,
and more generally, she proposes to turn “the city into a household”, not only by
rethinking its economic administration but also by making it more welcoming—*“by
breaking down all partitions to make one dwelling, so that everyone can walk into
everyone else’s space” (673-4).° Having herself pronounced these transformations,
Praxagora then exits the orchestra for the agora to oversee their implementation. As in
the other comedies, these changes are “effective” immediately (715ff). This play then
ends with a series of exchanges between a variety of individual citizens who respond

selfishly, cynically and joyfully to the city, so dramatically transformed.

Ussher Trans. (1973), in his note to line 109. This metaphoric image of a ‘ship of state’
recurs in Peace. See below, p. 92.

%0 This trope—of rethinking the city (astu / polis) as a household (oikos), and of considering

women as proper to govern civic institutions due to their exemplary management of domestic
affairs according to “ancient custom” (archaion nomon, 216)—is pervasive throughout the
play (210-12, 214ff, 555ff). As has been pointed out, aspects of Plato’s Republic are
discernible in Praxagora’s proposals for the city. This reversible metaphor, of the city as a
large house and the house as a small city, becomes a central metaphor also for Alberti, in his
de re aedificatoria (1.9.23).
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Although less tangible than a flask of wine and a feminine figure (of
Reconciliation), Praxagora’s dramatic metaphors (showing a ship as city, the city as
household, and domestically savvy women as politically adept men) offer concentrated
images that vividly convey her broad scheme of peaceful transformation. In the next
example, Birds, we back up about twenty years to a time closer to that of Peace, when
(unlike the Assembly Women) the chorus was still crucial to the dramatic action. In this
last example we again encounter a protagonist whose scheme for peace, like that of
Praxagora’s just described, involves situational transformations that seem overtly

architectural.

COMPARABLE PEACE-SEEKERS
PEISETAIROS IN BIRDS 3.2d

In the opening scene of Birds (414 BCE), the protagonist Peisetairos—whose
compound name means “Persuader of Companions”—leaves the city together with his
companion Euelpides, he of “Good Hope” (or, perhaps ‘Mr. Gullible’). Fed up with
Athenian politics, with its fines, fraudulence, petty lawsuits, obsessive jurors and
constraining obligations, Peisetairos and his companion head out “in search of a
peaceable place”—a “troubleless place” (topon apragmona), which they hope to find
somewhere far away from Athens (44-8). After taking counsel with certain feathered
friends, including an auspicious crow and jackdaw, as well as the mythic Tereus (who
used to be a man but is now a bird), Peisetairos deduces that he is unlikely to find a
“peaceable place” anywhere on earth, and so he persuades himself and Tereus that he
must found such a place among the birds in the sky (162ff). Tereus is thrilled by the
“thought” (noéma, 195) of a city in the sky—a place from which he and the birds might
rival the heavenly gods for mortal admiration (as Peisetairos persuasively suggests).
Thus, Tereus consents to introducing his mortal visitors to all the birds (the chorus) so
that they, too, may learn of this novel “plan” (bouleuma, 162). The remainder of the play
dramatizes the complications that arise as Peisetairos strives “to settle” (oikizein)—
effectively colonize—the previously “troubleless” region and the previously tranquil
birds.”’ Preliminary violence (308ff) gives way to “more peaceable” negotiations (386f¥),
which ultimately lead to willing collaboration (634ff, 836ff), for Peisetairos successfully
persuades the chorus of birds to help him found an ethereal city by fortifying the sky.

91 . . N .
The plot of this comedy can be interpreted as a schema of colonization, being structured after

certain myths of city-foundation. For this argument, see Bowie (1993), 151-177.
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Specifically, he proposes to “encircle the whole atmosphere... with a wall of big baked
bricks, like Babylon” (551-52). Just as Tereus had been thrilled at the “thought” of a city
in the sky (195), these initially skeptical birds are won over by Peisetairos’ dramatic
representation of a “terrible [awe-inspiring] citadel” (553). The birds further deem such a
citadel proper to their status; a superlatively divine status that Peisetairos has persuaded
them they have always possessed (468ff). Flattered, these birds accept Peisetairos and
his companion into their fold, and further permit them to sprout “wings”. Wings
subsequently become the primary token in the play for the much sought after conditions
of freedom, levity and peace (654-55f%).

However, complications persist in this new city, which Peisetairos has
appropriately named “Cloudcuckooland” (819). While the birds and Peisetairos’
“hopeful” companion are (off-stage) building the city wall, mortal intruders begin to
appear. Wishing to perform a traditional founding deed for the new city, these intruders
enter one after the other pestering Peisetairos with regulations and proposals. Each of
these intruders are then chided and one by one dismissed, including Meton, a famed
geometrician who arrives with a special pair of “compasses” (flexible “air-rulers™) to
measure, divide, and re-design the layout of the sky (859-1055).”> Other mortals who
have caught wind of the airy city also appear on the scene. These mortals, having gone
“bird crazy”, desperately want their very own pair of “wings” (1284-1469). Meanwhile,
“war” breaks out between the emboldened birds and the threatened gods (1189ff); and,
among the birds, internal conflict erupts, with dissenters being caught and punished on
the barbecue (1583-84). Along with this, various agitated gods begin to arrive, including
the messenger Iris with a warning about Zeus’ anger (1171-1261). Then Prometheus
arrives with a report on Zeus’ vulnerability, as well as with some advice on how the
enterprising mortal (Peisetairos) might, if he wishes, usurp Zeus by marrying
“Sovereignty” (Basileia)—the Princess who tends to his thunderbolt (1493-1551).
Finally, a divine embassy arrives (including Poseidon, Heracles and a Thracian god) with
“instructions to discuss a settlement... to end the war”—and, so, procure peace (1576-
88). Persuasive, even among these formidable figures, Peisetairos urges them to a
reconciling “truce”—on his conditions (1599). This play then ends with a comic yet

disturbing scene in which the protagonist flaunts his complete victory: the winged

92 o . . I 99 1
This intruder, Meton, who bears flexible “air-rulers” (kanones aeros, 999), as a pair of

“compasses” (diabeétén, 1003), was a known historical figure. See the note to these lines 992-
1020 in Dunbar (2002). The other intruders include a priest, a poet, an oracle
collector/proclaimer, an inspector, and a decree seller.
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Peisetairos—*"“having conquered in all ways” (1752)—Ieads his subjects (the birds), out
of the orchestra together with, on the one hand, his newly awarded Princess bride and, on
the other hand, the terrible thunderbolt taken from Zeus—a menacing token, descriptively
qualified as a “winged missile” (575, 1714, 1748fY).

This brings to an end the survey of accomplishments, manners and motives of
four comparable peace-seekers in Aristophanes’ Acharnians, Lysistrata, Assembly
Women, and Birds. 1 am now in a better position to recognize and articulate how
Trygaeus’ actions and accomplishments in Peace are unique in relation to the other
protagonists. As mentioned above, it is my premise that understanding the uniqueness of
Trygaeus’ performance (in the corpus of Aristophanes’ drama) will help to clarify the
ways in which architecting qualified his performance appropriately. Before returning to
interpret Trygaeus’ actions, however, it is helpful to make a few general observations on

the comedies just described.

ARCHITECTURAL CONDITIONS AND SITUATIONAL TRANSFORMATION IN THE COMIC ORCHESTRA 3.3

Besides providing comparative grounds to help clarify Trygaeus’ architectural
acts in Peace, this review of related comedies has also made apparent particular ways in
which architectural conditions are implicated in them. For example, architectural
conditions are found in the particular settings conjured by the dramas, notably in those
civic and religious settings wherein negotiations for peace are publically staged: the open
area of the Pnyx (where the “Assembly” gathered); and the open area before the
Propylaea, the “Gateways” of the Acropolis (through which worshippers, pilgrims, and
visiting ambassadors periodically passed). Respectively, these settings (the Pnyx and the
Propylaea) are most active in the opening scene of Acharnians and in the climactic
reconciliation scene of Lysistrata. In the course of each of these dramas the open area of
the theatrical orchestra momentarily becomes these other sites of Athenian topography.
Architectural conditions are implicated in another way in the Assembly Women, when
Praxagora, standing before her common house, proposes transformations for the city that
would alter particular settings by changing the activities that these settings typically host.
Her proposal to turn the raised platforms in the courts into revered places for the delivery
of poetry (instead of accusations and defenses) exemplifies such a transformation.

Additionally, Praxagora’s metaphoric proposition to rethink the city as a household
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implicates architectural conditions by imagining different environments (city and house)
as performing analogously.

Yet, there is a more fundamental way in which architectural conditions are
implicated in each of these dramas: by the representative capacity of the theatrical
orchestra itself, which plays host to situational transformation. At different times
throughout the same play, the open orchestra momentarily becomes a variety of places,
each sponsoring particular dramatic exchanges. Acharnians, provides a case in point. At
the start of this drama, the orchestral site becomes the Athenian Assembly-place (the
Pnyx, wherein peace is initially skirted). Once the Assembly adjourns, this same site
becomes, in turn: the open orchestra itself, which hosts the transformative effects of the
peace “treaty” (173ff); then, the rural area before the protagonist’s home, which hosts the
Dionysian celebration (202ff); and, then, the area just outside the house of Euripides, who
provides Dikaeopolis with tragic props for his “just” arguments (394ff). The orchestra
subsequently becomes again the very theater of Dionysus, which hosts Dikaeopolis’ para-
tragic speech to the chorus (496-508); then, a common market-place, which hosts
commercial exchanges (719ff); then, again, the rural area before the protagonist’s home
(969ff); and, in the end, a Dionysian site, hosting a drinking contest.”” These
transformations are brought about not simply by a willing suspension of disbelief but by
particular dramatic actions, including figurative allusions in speech and gesture; a
proliferation of tangible and implied properties; as well as timely engagements of the
orchestral limits, notably the skéné&’s central door and the front row of seats delimiting
the area of the chorus. Whereas the orchestral situation during Acharnians is remarkable
for its many iterative shifts, the orchestral area during Aristophanes’ Peace is remarkable
for hosting simultaneous extremes. For, in Peace the orchestra becomes the area just
outside the heavenly halls of Zeus, only to become again—or rather remain—the very
theater of Dionysus. In other words, the orchestra conjures the most distant heavens
while at the same time maintaining (via Trygaeus’ meta-theatrical asides delivered
directly to the spectators) awareness of the present earthly and shared civic situation.

Unlike tragic settings, which tend to be stable for the duration of a single drama,

comic settings tend to shift. Indeed, the comic orchestra seems to have been a special

On the spatial ambiguity and temporal fluidity in Acharnians, the plot of which suggestively
moves through each season and each corresponding Dionysian festival, see Slater (1993), esp.
401, where he emphasizes the special Dionysian dimension of these changes. For instance,
the “tasting” of the (wine) “treaty”, not only prompts the move from war to peace and the
altered mood of the protagonist but also initiates a change of setting.
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place for dramatizing situational shifts—for testing the potentiality of civic settings to
become otherwise.” As such (and as suggested above) the theatrical orchestra provided a
theoretical, critical and operative forum for representing the city and its surroundings
areas in ways that have architectural implications. Such implications are most
perceptible in Aristophanes’ Birds, for it is in this play that architectural conditions are
not only conjured in the course of the drama but also implicated directly in the central

problem (or agon) of the play. Thus, Aristophanes’ Birds requires greater elaboration.

A DETOUR IN CLOUDCUCKOOLAND
AN ARCHON WHO IS NOT ARCHITECTING AND A TECHNE THAT IS AS DRAMATIC AS IT IS TECTONIC 3.4

Although Aristophanes’ Birds is set in a marginally nebulous place, architectural
conditions are implicated most ostensibly in it, since Peisetacrus proposes a “plan”
(bouleuma) that involves founding a city and building its walls (162). Peisetaerus further
persuades others to accept his “plan” with compelling arguments and representations
(1621f); he provides detailed instructions to those who will build it (550ff, 836-44); and
he names the place he has proposed (819). However, even though Peisetaerus appears to
involve architectural conditions more directly than any of the other comic protagonists,
and even seems to be acting like an architect, he is not, like Trygaeus, said to be
architecting. Perhaps this is because Peisetaerus is acting more as a city “founder”
(oikistes, 1277),” and as the “ruler” (archon, 1123) and “King” (turannos, 1708) of the
city he founds. A discussion of the ancient institution of city founding (and the
architectural acts implicit in it) is beyond the scope of this study.” It is pertinent,

however, to elaborate briefly on Peisetaerus’ entitlement as archon, for the dramatic

% As Alberto Pérez-Gomez has compellingly shown, the dramatic orchestra provides a

“paradigmatic site for the revelation of architectural order”. Pérez-Gomez and Pelletier
(1997), 51, cf. Pérez-Gomez (1994).
> Toward the end of the play an eager herald greets Peisetaeros as: “O founder (oikistes) of the
most glorious aetherial city...” (1277). Earlier in the play, Peisetaeros’ actions are also put
into terms of “founding”, as when he first proposes to “found (oikisate) a single city” (173).
The related verbs “to found” (oikizein), “to settle” (katoikein), and “to settle-down (or
establish)” (kathidruien) are invoked throughout the play (cf. 45, 152, 183, 194, 964).
%" On the institution of city founding and the cult of its “founder”, or “settler” (oikistés), also
called the “first leader” (archégetés), see Malkin (1987); Dougherty (1993); Jeffery (1961);
Bowie (1993), 151-177; and Detienne (1998)—who casts Apollo as “architect” when
discussing this god’s oracular role at Delphi in prompting such city founders.
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situation in which this title is assigned to him suggestively links him to tektones, and to
the direction of their work.

In Aristophanes’ Birds, the only time that Peisetaerus is called archon is at the
moment he receives a detailed report from a messenger about the progress of construction
on the “wall” that he had earlier commanded the birds to build. Upon rushing into the
orchestra and invoking Peisetaerus as “archon” (1123), this messenger reports that the
wall is “completely built” (exoikodometai, 1124), and that its appearance is magnificent,
its width extraordinary, its height towering, and its “carpenters” (tektones)—being
woodpeckers—*“exceptionally skilled” (sophotatoi, 1154-55). Peisetaerus, then, is here
called an archon in specific relation both to sophisticated tektones and to a magnificent
“wall” (teichos). Although we may consider this archon, these tektones, and this “wall”
as exemplifying architectural conditions, we must acknowledge that the description of the
work is given hyperbolically and in jest. For, according to the messenger, this “wall” is
so wide as to allow two chariots hitched to two Trojan Horses to pass on top (1126-29);
so high (“one hundred fathoms™) as to be twice as tall as Babylon (1130-31); and so well-

3

built not only by sophisticated woodpeckers, “who pecked out the gates with their
beaks”, but also by “ten thousands storks”, who bore bricks in their bills, and “thirty
thousand cranes”, who hoisted the masonry (1133-41). Hence, this ridiculously inflated
report should be heard as an elaborate parody both of architectural magnificence and of
the magisterial ambitions of the archon whose “plan” (bouleuma)—intent, wish, or will—
it was to build such a bigger-than-Babylon wall.”’

One could take this comic portrayal of an ambitious archon as a general parody
of over-reaching colonizers and tyrants;”® or, as a more targeted critique aimed at local
Athenian archons—those “magistrates” who were appointed each year by lot to

administer, on behalf of the people, the city’s religious festivals (including the Dionysia),

and not to over-build the civic infrastructure and sacred sanctuaries (as some may have

°7" Nan Dunbar (2002) has suggested that this exchange parodies the detailed description of

Babylon in Herodotus’ Histories (1.178-79)—a description Aristophanes would have known.
See her note to lines 1125-31 in Birds.

% The failed Athenian mission to Sicily the previous year (415 BCE) may be parodied in

Aristophanes’ Birds. Konstan (1997) summarizes the views on this hypothesis in the course
of developing his own. A comparable parody of colonizing ambitions seems implied in a
verse of Euripides’ fragmentary tragedy Erechtheus, in which newly founded cities are
described as game boards, with their settlers as game pegs that do not quite fit (Frag. 360.7-13
Loeb).
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been tempted to do).gg Yet, here, it is most helpful to see the architectural ambitions of
the archon in Birds in distinct relation to the ambitious architecting demonstrated in
Peace, since this distinction suggests further reasons why Aristophanes withheld the
activity from Peisetaerus, but granted it to Trygaeus, whose ambitions and
accomplishments were quite different. Indeed, by comparison, one even can take
Trygaeus’ “architecting” in Peace as performing in opposition to Peisetaerus’ “walling”
(teichizein), “walling-off” (apoteichizein), “walling-round” (periteichizein), “fencing”
(phrassein), and “building” (oikodomein) in Birds.'™  For, whereas Trygaeus’
“architecting” ultimately aims to regenerate the city, to liberate Peace, to rejuvenate the
people, and to set-up a divine statue conspicuously for all to behold; Peisetaerus’
“building” activities aim to abandon the city, to colonize the sky, to subjugate the birds,
and to cut-off mortal communication with the gods by blockading the ethereal realm
through which the smoke and fragrance of burnt offerings would rise.'” In
Aristophanes’ Peace, Trygaeus commands just one comparably obstructive, or
“blockading”, activity: as he takes flight on the beetle he urges all mankind to “wall-
off... the privies and alleyways” so that his heaven-bound dung-beetle will not become

102

distracted by the scent of mortal dung (99-100). ™ Trygaeus’ “walling-off”, then, does

not, like Peisetaerus’, aim to interrupt mortal communication with the gods, but rather to

99 . . . . . .. ..
In Athenian democracy, the primary duties of these archons involved maintaining civic and

religious traditions on behalf of the people. For instance, the office of the archon basileus
(King archon) involved administering the city’s most ancient festivals (the Eleusinian
Mysteries, the Arrephoria, the Panathenaia, the Anthesteria, and the Lenaia). The office of
the archon eponymous (whose name entitled the year) involved administering the more
recently established festivals (including the City Dionysia). And the office of the War archon
(Polemarch) involved administering the rites pertaining to war—including, propitiatory
sacrifices (to Artemis and Ares), public funerals, and commemorative funeral games held in
honor of those who had fallen in battle. The duty, or “office” (arché), of each of these
Athenian archons was thus primarily defined by the “ancient” (archai) traditions, and newer
comparable customs, they were obliged to uphold (and not on an abstract idea of authority).
Given that such traditions (festivals and sacred practices) took place at particular sanctuary
sites, administering the upkeep of those sites would have also been an integral aspect of their
office. It is easy to imagine then that some archons would also have become overly-involved
in ambitious building projects. Aristotle’s Athenian Constitution is a primary source for the
duties of archons; see Simon (1983), and Garland (1984), esp. 111-13.

100 Line numbers respectively: 838; 552; 1576; 182; 1125 and 1133.

1ol Interrupting the aromas of sacrificial offerings is central to Peisetaerus’ argument in Birds, for
he persuades the birds that they can tax the gods for the pleasure of receiving the fragrant
smoke—which must pass through their domain first (190-93).

192 The verb for walling-off here is, more literally, to “build-up” (an-oikodomein).
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restrain those malodorous emanations that might hinder his own heavenly ascent and
intended communication with Zeus. Furthermore, in Aristophanes’ Peace, there is just
one comparable “building” activity that is hyperbolically described; and this comes not in
a moment of parody but in the parabasis—a special song of the chorus, performed soon
after the climactic recovery of Peace. In this song, the chorus members turn directly to
the spectators (and to the dramatic judges) to extol the virtues of their own performance.
As they do so, they claim that their “comic poet [Aristophanes]... [is] worthy of high
praise... [for] by getting rid of... lowbrow buffoonery, he’s made our art (techné) great
and built it up (oikodomeésas) to towering size with impressive verses, conceptions, and
uncommon jokes” (734-50). The great edifice under construction in Peace, then, is the
drama itself; a work composed by Aristophanes with poetic elements: “verses” (epos),
“conceptions” (dianoias) and “uncommon jokes” (skommasin ouk agoraiois). Compared
to the “building” activities parodied in Birds, the “building” activities celebrated by the
chorus in Peace are aimed more at opening-up the potential for anagogic speculation than
at walling-off such lofty communicative exchange. Perhaps, then, we ought to take
“architecting” in Peace to include directing the “building-up” of divine pursuits through
such dramatic poetry as the chorus members demonstrate and describe.

Of course, one must grant that the building activities commanded by Peisetaerus
are also constructs of the dramatic poet, and that Peisetaerus’ “walls”, be they parody or
not, are “erected on a scaffolding of metaphor”.'” Indeed, just as in Peace, the only
mention of techné in Birds comes in direct relation to dramatic poetry; specifically, when
a composer of dithyrambs arrives “bird-crazy” to Cloudcuckcooland in search of wings
so that he may “fly on high and snatch from the clouds fresh preludes”, for, as he
explains, his “whole art (techné) depends on them!” (1383-87). Not unlike this “bird-
crazy” poet, when Aristophanes refers to techné in his plays, the “art” of dramatic poetry,

together with its composition, adjustment, bases and high aims, are primarily at stake.'®

103 quote here, the words of Gregory W. Dobrov (1997), 96, who shows how Peisetaerus’

mastery is linked to his own mastery of metaphoric language.
104 Craft-metaphors frequently qualify poetic arts in Aristophanes’ dramas. For instance, in
Frogs, which stages a poetic debate between Euripides and Aeschylus, the poets are qualified
as “thought-builders” (phronotektonos, 820) and “melody-makers” (melopoion, 1250) who
raise “heaven-high towers of rhyme” (purgosas rhymata sumna, 1004). Their wit is
“brightly-polished” (877) and “neatly-chiseled (957); and their verses are judged by weighing
them on scales, measuring them line-by-line with rulers (kanons) and wedging them into
brick-moulds to test their dramatic form (798-803, 1366). In Women at the Thesmophoria,
the dramatic poet Agathon is shown in the act of composition. Before he appears, however,
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This review of comparable comedies begins to reveal that, although architectural
acts are explicitly implicated in Aristophanes’ Peace, they are also generally active in his
other dramas: active in the settings conjured within the orchestra; active in the
transformative schemes proposed and pursued by protagonists; and active in the dramatic
art of the poet, whose analogous techné involves not only devising well-crafted plots and
verses but also representing civic transformation persuasively, and in its fullest frame of
reference. The comparison of Peisetaerus’ and Trygaeus’ distinct intentions and
accomplishments further suggests that, for Aristophanes, architecting did not simply
involve planning to found cities, to build walls and to transform situations, but to do so in
ways that might liberate and rejuvenate the people while also bringing them into
conspicuous and phenomenal contact with positive, worldly and divine influences.

Now I must return this discussion to the particularities of Peace, so as to consider

in more detail the dramatic accomplishments, manners and motives of its protagonist.

(pulled out from behind the skéné on the ekkyléma), a servant describes his imminent activity:
“Ihe] is going to construct the [beginnings] (archas) of a drama (dramatos). He is rounding
fresh poetical forms, he is polishing them in the lathe and is welding them; he is hammering
out sentences and metaphors; he is working up his subject like soft wax. First he models it and
then he casts it in bronze” (52-7)—Eugene O'Neill, Jr., Trans. And, in Knights, a slave recalls
an homage to Cratinus, entitled “Artificers of dexterous songs” (Tektones eupalamon humnon,
530). Such imagery is found in the earliest examples of Indo-European poetry, see below, p.
195, n 449. On the trope in Aristophanes, see the section entitled “Le poéte-architecte” in
Taillardat (1965), 438-39. The trope persists in ways that are relevant to Plautus’ architectus-
figures, notably in Mosterllaria (90-156) where, edification of oneself and one’s children is
compared to building and caring for a house (cf. 760-65). And in Miles Gloriosus (915-21),
the architectus is said to have prepared his scheme as a ship-builder, having “laid down the
keel true to line (bene lineatam)”.

Whereas these tectonic tropes conjure a kind of word-smithing, techné more generally
extends to a range of arts involving performative capacities in Athenian drama: discerning arts
of seamanship and archery; interpretive and mantic arts of divination (like that of the seer
Teiresias and the prophetic god Apollo); communicative arts of heraldry (like that of
Hermes); strategic arts of scheming (as tends to be demonstrated by certain female
protagonists); deceitful arts of trickery (as exemplified by Odysseus); persuasive and
animating arts (like that of the magical sculptor Daidalos); musical and enchanting arts (as of
Orpheus, Amphion and the Muses); and dramatically ambiguous arts of Dionysus. Sources
for these are as follows: discerning arts (of seamanship and archery)—Sophocles’ 4jax (357,
1121); interpretive and mantic art—Euripides’ Phoenician Women (771, 954); Hypsiple
(Frag. 757.857, 890), and Frag. 87; Sophocles’ Oedipus Tyranus (357, 707, 562, 642, 707);
Antigone (998); and Aeschylus’ Agamemnon (249, 1133, 1209); Eumenides (17); and Seven
Against Thebes (25); Heraldry—Euripides’ Suppliant Women (382); Sophocles’ Women of
Trachis (620) and Philoctetes (137); scheming—Euripides’ Medea (322, 365, 402), Iphigenia
at Aulis (744); and Frag. 87; deceit and trickery—Aeschylus, Frag. (322); Sophocles’
Philoctetes (89, 769, 137), Euripides’ Rhesus (953); Iphigenia among the Taurians (24); “the
arts of Daedalus” (invoked for their persuasive force)—Euripides’ Hecuba (838); musical and
enchanting arts—Bacchae (674, 806). Cf. the long list of “arts” Prometheus claims to have
given to human society in Prometheus Bound (4771Y).
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— CHAPTER FOUR —
Architecting: Dramatic Modes of Representation and Transformation
4.0

In the comedies presented above “peace” manifests most palpably as a flask of
potent wine (in Acharnians), as a lively feminine figure (in Lysistrata), as a dramatic
series of metaphors (in Assembly Women), and as an ambiguous pair of wings (in Birds).
In Peace, however, Peace manifests most divinely (as a goddess), most enduringly (as a
statue “installed” within the orchestral grounds), and most diversely (since ‘“Peace” is
conjured not only with images of wine, animate femininity, dramatic potentiality and
soaring levity, but also with civic, social and worldly consequences that extend beyond
those peaceful benefits figured forth in the other plays). Furthermore, Trygaeus’ way of
procuring peace involves not only “just”, “loosening”, “effective” and “persuasive”
modes of action, as the other protagonists exemplify and by their names personify, but
also other agencies pertinent to “architecting”, including “directing” (phrazein), and
acting meta-theatrically. By acting meta-theatrically I mean acting in ways that, on the
one hand, reflexively draw attention to the artifice of dramatic poetry, and, on the other
hand, interpretively mediate between the conjured world of the drama and the situated
world of the spectators. Niall Slater has called Aristophanes’ Peace the “most
metatheatrical” of his extant plays,'” and Edith Hall has emphasized that, “Peace is tied

more closely than any other Aristophanic work to its immediate historical situation.”'*

Although meta-theatricality as an interpretive construct is not central to my arguments,'”’
such agencies do pervade Trygaeus’ performance in Peace, just as they also inform the
actions of the “architects” in Euripides’ Cyclops, and the role of Odysseus (as a

storyteller within the story) in the Odyssey, as will later be shown.'®

Thus, as I proceed
to interpret the architectural acts of Trygaeus, his meta-theatrical acts will also be

revealed.

195" Slater (2002), 115.

106 Hall (2006), 327.

197" On the meta-theatrical aspects of Aristophanes’ comedy and the status of scholarship on the

topic, see Slater (2002).

108 See below, for instance, p. 202, 227-28 (n. 546), 233, and 240. Meta-theatrical agencies are
also demonstrated by the architectus-figures of Plautus. See, for instance, Slater (1985) and
Moore (1998)—although these studies do not place any special emphasis on the architectus
title in relation to the protagonist’s meta-theatrical acts.
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A BASIC PLOT—ELABORATELY REPRESENTED AND PROFOUNDLY ENACTED 4.0

If a divine, enduring and manifold “Peace” is what Trygaeus restores in this
drama, and if “architecting” can be understood to gather his diverse modes of action,
what then are his motives, or motivating desires? Posed differently, what constitutes the
problematic situation that prompts this protagonist to act in the first place? Simply put,
Trygaeus desires peace because he is exasperated by perpetual war. His experience of
war on the mortal plane, followed by his discovery of War’s concealment of Peace in the
heavens, together motivate him to lead a two-fold plan: to retrieve Peace on behalf of all
the people; and to (re)install Peace enduringly upon the earth—within the very milieu
threatened by War. Thus, the absence of Peace and the ongoing threat of War, together
constitute the basic problem of this play and together qualify the problematic situation
motivating the protagonist to act in the ways that he does.

Such a basic plot—peace is lacked, then Peace is regained—has led some
interpreters of Aristophanes’ Peace to judge it as his most simple play. And yet, while
pointing out its simplicity (sometimes dismissively), these same interpreters also
emphasize that the play is unique in its manner of dramatization.'” Indeed, although the
central problem (or agon) of the drama can be stated simply, it is not so simply
represented in the play. Rather, the profound lack of peace is made dramatically apparent
in a number of ways, the most significant of which involve political, allegorical and
metaphoric representation. Politically, the negation of peace is shown most strongly with
verbal scorn aimed directly at all the citizens gathered in the actual theater who, by their
political misconduct, prevent peace from emerging. Allegorically, the loss of Peace is
represented with a dramatic interlude staged in the heavens among a cast of personified

agencies and suggestive props (including, Peace, War and Riot, as well as an instructive

109y, effrey Henderson (1975), for instance, notes that the story of Peace is “simpler” than his

other plays that treat the same theme (such as Acharnians), and that its “method of
dramatizing” is “more symbolic” (p. 62). Cedric H. Whitman (1964) judges Peace to lack
both a complex plot and significant character development—*yet... its verbal and imagistic
wealth is abundant” (p. 104). Hans-Joachim Newiger (1980) also finds Peace to be unique
alongside Aristophanes’ other peace-plays; suggesting that, compared to Acharnians and
Lysistrata, Peace presents its themes most directly and symbolically, and takes its metaphors
literally (p. 226). K. J. Dover (1972) also regards Peace as thematically comparable to
Acharnians, but different in its “composition and in the characters of their heroes” (137). In
spite of innumerable illuminating comments by these scholars on Peace, I have not found a
thorough analysis of Peace’s peculiar mode of dramatization. It is also worth noting that due
to its apparent simplicity, some scholars have been outright dismissive of the play, thus not
studying it in detail. Niall W. Slater sums up such (unwarranted) scholarly opinion by saying:
“few would list it among his best plays”. See Slater (2002), 115, with further references.
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mortar and allusive pestle). Metaphorically, the dearth of peace is variously represented
throughout the play; most forcefully, it is shown in the opening scene with an odiferous
immersion in dung—the profane stuff that fuels the dung-beetle, thus propelling the
protagonist’s heavenly ascent and initiating his restorative scheme.

It is helpful to regard in detail each of these manners of dramatic representation
(political, allegorical and metaphoric) for two primary reasons: first, in order to recognize
how these displays of Peace’s absence prefigure and then yield to enduring and
(arguably) architectural representations of Peace’s presence; and, second, in order to see
how Trygaeus’ actions are crucial in revealing and bringing about these transformations.
And so, throughout the extensive discussion that follows, I am arguing that architectural
representation both underlies and entails these other modes of dramatic representation. In
other words, although the following chapters focus on the political, allegorical and
metaphoric representations of Peace’s absence turned presence, it is architectural
representation and transformation—as dramatic modes—that remain my primary

theoretical concerns.
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— CHAPTER FOUR | Part One —
Political Representation

PoLITICAL MISCONDUCT, CONTEMPORANEOUS TROUBLE AND PRODUCTIVE SEASONS OF DISCONTENT

Politically, the lack of peace is represented throughout the play with verbal scorn
for those—among the “people” (démos), among the “Greeks” (Hellénas), and among the
very “spectators” (theatai)—who, by their own political misconduct, prevent Peace from
emerging. Trygaeus, the chorus, Hermes and even Peace herself voice complaints
against such individuals whose obstructive behavior they oppose. Trygaeus specifically
holds self-interested “sycophants” and “lovers of litigation” in contempt—emphasizing

"9 1 ater, the chorus

that these troublemakers exemplify what he is not (190-91).
members, who are themselves eager for peace, wish to be distinguished from “bitter
jurymen”—from all those who, reluctant to compromise, are ever ready to condemn
(349)."""  The chorus members also target “regimental commanders” (taxiarchon) for
critique, not only because these commanders have pompously led their troops into battles
that they themselves were then the first to ﬂee,112 but also because these same
commanders have committed social “injustices” (adikésan) by treating city folk with
lenience and farmers with undue abuse (1172ff). Hermes augments these mortal protests
with divine interpretation. In the course of explaining why the gods have abandoned “the
Greeks” in disgust, Hermes characterizes the typically distrustful, conspiratorial and
aggressive ways of these Greeks, who stubbornly persist in their misconduct even when
they should be negotiating for peace on behalf of the people (211-20). Later, in the
course of explaining how Peace came to perish, Hermes delivers more particularized

scorn. As mentioned above, he specifically implicates Pheidias (the architect/sculptor)

and Pericles (the patron/statesman) in the colossal “trouble” that initiated Peace’s

Ho Standing at heaven’s door, Trygaeus introduces himself (to Hermes) for the first time in the
play, as “Trygaeus of Athmonum, an accomplished vintager, no sycophant and no lover of
litigation (erastén pragmaton)” (190-91).

"1 Hermes reiterates the chorus’ distaste for “bitter jurymen” (dikasten drimun) later in the play

when, during the hoisting scene, he accuses certain uncooperative members of the chorus of

“accomplishing nothing but litigation (dikazete)” (506).

12 919,992, 1130, 1172ff. In addition to this particularized scorn for “regimental commanders”,

the chorus also gives voice, throughout the play, to the various unpleasantries of war: to its

constraining formations and uniforms (303, 561); to its emblems of terror (561); and to its
limited rations of onions (312); etc.
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disappearance (603-14). Hermes then blames the irascible manners of the Greeks, and
the greedy tendencies of their allies, for having exacerbated that “trouble” (607-27). The
messenger god further condemns urbane “speakers”, not only for having misled the naive
farmers who had sought refuge from war within the city (and among the citizens), but
also for having agitated the people generally by stirring-up their suspicions and fears
(632-48). Most strikingly, Peace herself issues a formal charge, or “complaint” in this

'3 Upon being rescued, this speaking statue (via her interpreter Hermes) accuses the

play.
very “spectators” gathered in the theater of inconsiderately voting-down her peace-
treaties when seated in “Assembly” (Ekklésia, 658-67). She goes on to accuse “the
people” (demos) of having thoughtlessly elected malicious “guardians” for themselves
(684). And, by her questions, Peace further suggests that these “people” have turned
their backs on what she holds to be most dear: “archaic things” (fa archaia), such as the
poetry of Sophocles and Cratinus, which began to perish, she claims, at the same time she
did (694ff).

All of these accusations, most forcibly those of Peace, are delivered directly to
the assembled audience. In this emphatic meta-theatrical way, Trygaeus, the chorus,
Hermes, and Peace herself invite us not simply to hear their political complaints but also
to see the direct political relevance of their theatrical show. For, by their manner of
performance we see these actors as political speakers, the on-looking “spectators” as
chastened deliberators, and the entire dramatic event as an active session of “Assembly”
and/or “Council”. These comparisons exemplify a frequent situational trope in the
comedies of Aristophanes, wherein the theatrical orchestra suggestively becomes the

"4 Such meta-

open area of the Pnyx (where the Assemblymen typically gathered).
theatrical comparisons further reinforce the political agency of drama, and assert the civic
importance of the theatrical institution.

As a satirical treatment of disingenuous citizens and dysfunctional politics, the
variety of verbal scorn delivered throughout Peace is consistent with Aristophanes’ other
political plays and suits well the comic genre that Aristophanes exemplifies. Yet, the

unusually serious and direct satire found in Peace also stands as an especially fitting

113 . s . . .
This “complaint” (epikaleis) of Peace may have had some influence on Erasmus (a translator

of Aristophanes’ plays), for much later in the Renaissance he composed his own “Complaint
of Peace”—a monologue in which Peace scorns her contemporaries for their worship of War.
"% 0n the Pnyx, see above, p. 39 n. 79. This situational trope is exemplified also in the opening
scene of Acharnians (as discussed above); throughout Aristophanes’ Assembly Women
(Ecclesiazousai); and in the trial scenes of Wasps, Clouds, and Frogs.
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response to the contemporaneous situation in Athens. For, at the time of the play’s
performance, the citizens were indeed embittered, irritable and in a general state of
discontent, since they were themselves suffering from strained politics and perpetual war;
namely, the Peloponnesian War, which in that spring of 421 BCE was already in its tenth
year. Although this war between the Athenians and Spartans (and their respective allies)
would ultimately last for thirty years, a particular incident during the summer prior to
Peace’s performance had opened the possibility for a positive turn of events. For, during
that summer (of 422 BCE), Kleon and Brasidas (the pugnacious leaders of the Athenians

and Spartans, respectively), had both been killed in battle.'"”

With these aggressive
leaders eliminated, reconciliation among the Athenians and Spartans finally seemed
possible. Indeed, soon after the death of these aggressors, both sides “turned their
attention to peace”, as the ancient historian Thucydides, who lived through this very war,
attests (5.14.1). According to Thucydides, these peace negotiations began optimistically
soon after the deadly summer battle, but then dragged on throughout the ensuing fall and
winter—seasons that must have yielded increasing anxiety for the people (5.17.2).
Although nearing accord, the two sides were still negotiating peace in the very early
spring of 421 BCE. We know this detail since Thucydides notes that their truce was
finally ratified “at the end of winter, just at the beginning of spring, immediately after the
City Dionysia” (5.20.1)."® In other words, peace was found just after the dramatic
festival during which Peace was performed.

Although we do not know what persuasive effect Aristophanes’ drama had on the
actual peace negotiators (who were likely sitting among his spectators), we do know that
the political atmosphere during that Pan-Hellenic festival of 421 BCE would have been
optimistic and tense. We may also be fairly certain that like the play’s chorus members
who eagerly rush into the orchestra near the beginning of the play in response to
Trygaeus’ summons (292ff), all the people who had gathered on the Southern slope of the
Acropolis to witness Aristophanes’ drama were themselves longing for war to end and
peace to return, if only the right leader would seize this opportunity to propose a proper

plan for peace. Furthermore, we may safely presume that during those anxious seasons

s Thucydides narrates the events surrounding this Battle of Amphipolos in book five of his

Peloponnesian War. On the relevance of these events for Aristophanes’ Peace, see Olson
(1998), xxv-xxxi; and Sommerstein (2005), xvff. Cf. Ste. Croix (1972), 231-44.

116 This truce is known as the “Peace of Nikias”, named after the Athenian statesman who led the
negotiations. Edith Hall (2006), 326ff, has described Trygaeus as “Nicias’ shadow”, as a

dramatic stand-in for this historic peace-making politician.
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just prior to the City Dionysia—that hopeful fall and uncertain winter of negotiations—
Aristophanes was himself composing and rehearsing his scheme for Peace. Perhaps he
was doing so in a positive state of melancholy, not unlike the madly optimistic mood that

Trygaeus is said to have been in at the start of play.'"’

Thus, with all these historically
reflective motivations and meta-theatrical associations, Aristophanes’ Peace offers
(together with comedy) serious mimetic testimony to a contemporaneous situation—a
problematic yet hopeful situation that motivated the dramatic protagonist to attempt
restorative action, and stirred the concerned dramatist to represent that hypothetical

action in terms of architecting.

A-POLITICAL INCLINATIONS: PURSUING HARE-BRAINED SCHEMES 4.1b

Although the situation motivating Trygaeus to take action for the sake of Peace
was clearly reflective of specific political problems involving diplomatic strife,
democratic discord, social discontent, and the incessant threat of war, the particular mode
of action that Trygaeus preliminarily engages in the play does not attempt to repair these
problems via normal political procedures. This apparent avoidance of politics and its
most obvious institutions stands out all the more when compared to the overtly political
actions taken by certain peace-seeking protagonists in Aristophanes’ other plays. Indeed,
alongside these other agents, Trygaeus’ preliminary action seems a-political. For, the
serious lack of peace does not motivate Trygaeus to go directly to the “Assembly” (to

118

persuade his fellow-citizens to discuss the topic more earnestly); ~ nor to press for a

reconciling “truce” (neither by hiring a special delegate to procure one, nor by coercing

119

“Council” to host their adversaries for negotiations).”~ Neither does Trygaeus trick the

entire democratic body into voting him into power with a “show of hands” (so that he

"7 Near the beginning of Peace, Trygaeus’ own slave deems his master “crazy” (maten, 95),
“deranged” (parapaieis, 90), and “mad” (mania, 54, 64-5). He further suspects that this
madness has been brought on by a bout of melancholy, or “(black) bile” (cholé, 66).
Trygaeus’ “mad” plan “to fly straight to Zeus” was modeled after the plan of Bellerophon,
who Euripides had dramatized with similar qualities in his now fragmentary tragedy,
Bellerophontes. See Riedweg (1990), esp. 49-50. The ancient Greek doctrine of humours,
implicit in Athenian drama and pre-Socratic teachings, is more fully developed in later works,
such as Aristotle’s Problemata (XXX, 1). See Klibansky et al (1964), and below p. 72, n. 154.

118 . . . .
As Dikaeopolis does in Acharnians.

119 . . . . . . . .
As Dikaeopolis does in Acharnians, and as the charming heroine does in Lysistrata.
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might rule the city as he pleases).'”

Rather, Trygaeus acts preliminarily in a way that
circumvents all such political institutions and procedures. Opting to engage the theater’s
stage machine, this architect-figure initially bypasses local and human authorities.
Instead, he flies “beetle-back”™—"“straight to the gods”—in a dramatic move that is at
once mythic, paratragic, allegorical, even hare-brained.'”’ Nevertheless, Trygaeus can
claim this highly unconventional move as his most political and just act, since he dared to
perform it publically and on behalf of others. Where this comic hero does appear willing
to engage in more conventional political procedures, it is to boldly indict Zeus; for, as
Trygaeus takes flight on the dung-beetle he warns that if Zeus refuses to reveal a plan for
restoring worldly harmony he will “write him up” (graphomai, 107)—an official mode of
public prosecution, and one that Justice herself (the daughter of Zeus), claims as a serious
part of her office elsewhere in a relevant drama of Aeschylus.'”

Trygaeus’ preliminary act on the dung-beetle, then, although seemingly a-
political is, in many ways, also hyper-political. For, although Trygaeus engages
theatrical devices in lieu of political institutions, he makes political use of those devices,
hyperbolically: by taking his concern for worldly harmony directly to Zeus—the

preeminent figure of “counsel” (boulé) and “justice” (diké);' and by acting on behalf of

120" As Praxagora does in the Assembly Women.

21 This move may be called “hare-brained”, in part, because in the Aesopic fable that Trygaeus

takes as his model it is the hare’s idea to seek help from a dung-beetle. “Hares” also figure
into Peace, for barbequed rabbit meat is one of the delicacies offered at Trygaeus’ wedding
feast (1150, 1196, 1313). Yet, the scheme may also be considered ‘harebrained’ because the
phrase “Aetna beetle” (73) seems to have had such idiomatic connotations: expressing
astonishment for phenomena that were marvelous yet monstrous, ingenious yet ludicrous.
“Aetna beetle” expressions are also found in the fragmentary lines of Epicharmus’ Heracles
(Frag. 76); Plato Comicus’ Feasts (Frag. 37); Aeschylus’ satyr play Sisyphus (Frag. 127); and
Sophocles’ satyr plays Trackers (Frag. 314.307) and Daidalos (Frag. 162). On dung-beetles,
in general, see Davis and Kathirithamby (1986), 83-89. In ancient Egyptian religion and
mythology, dung-beetles, or scarabs, also figure prominently and profoundly, especially in the
iconography and hieroglyphic representation of the god Khepera, “he who comes into being”.
Khepera was a manifestation of the rising Sun-god Ra, and associated with acts of creation,
resurrection, protection and judgment. See Budge (1904), 354-58. In some instances, scarab-
shaped medallions bear inscriptions commemorating the installation of obelisks and royal
marriages, see Wilkinson (2008), 40-1.

122 0n Aeschylus’ so-called Diké Play (which arguably has another architecting-figure in it), see

below, p. 115-21.

123 Trygaeus repeatedly emphasizes that he is going “straight (euthu / orthos) to Zeus” (68, 161,

77,819 cf. 301). This bold intention performs metaphorically, since “straight” (euthu) and
“upright” (orthos) are common tropes qualifying just acts. See, Havelock (1978), 252-54.
Later in the play, Trygaeus again posits his deed as “just”; for as he prepares to take
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so many others—all “the cities”, all “the Greeks”, and “all the people”. Furthermore,
these hyper-political ambitions should be seen not merely as over-arching and broadly-
reaching but also as profoundly archaic, or pre-political. This is partly because the Peace
that is ultimately recovered in the play is a most basic, earthy and archaic figure; and
partly because the special class of “people” that Trygaeus claims most emphatically to act
on behalf of are best understood as “the founding people” (laoi)—representatives of a
“pre-political social world”, as Johannes Haubold has argued.'” These extreme
dimensions of Trygaeus’ actions—to reach hyperbolically for such exemplary counsel
(and justice), and to act so representatively, for and with “all the people”—must now be

elaborated. First, the hyperbolic reach for “counsel”.

HYPER-POLITICAL AMBITIONS: SEEKING EXEMPLARY COUNSEL (boul€é) 4.1c

As mentioned above, Trygaeus begins to recover peace neither by joining his
fellow citizens in “Assembly” (Ekklésia), nor by seeking advice from the members of
“Council” (Boulé). Rather, Trygaeus begins to recover Peace, more boldly, by seeking
counsel of another sort and at a higher level: he seeks the divine counsel, or counseled
plan, of Zeus. This we learn, first, from a slave who pronounces, incredulously, his
“mad” master’s intent to go directly to Zeus and inquire: “what on earth do you plan to
do (bouleuei poiein)” (58). A moment later we hear Trygaeus himself—as a voice from
behind the skéné—rehearsing this same question in protest: “Zeus! What on earth are you
trying to do to our people?” (62). Then, again, from above—while in full view upon his
heaven-bound dung-beetle—Trygaeus reasserts his “intent” (rnoos): to go straight to Zeus
to ask, “what he’s planning to do (poiein bouleuetai) [about the Greeks]” (104-06).'*

This hyperbolic ambition to obtain the “plan”, or “will”, of Zeus resonates with

tragic tales of mortal hubris, and with epic portrayals of Zeus’ omniscience. For, in

“Harvest” as his prized wife, he rhetorically asks whether he is not being rightly or “justly”
(dikaios) rewarded: “And rightly, no? For I alone rode on beetle-back and saved the Greeks,
who now can all live safely in the countryside...” (865-7).
124 This special group (the /aoi) was invoked on occasions when political and sacred institutions
were either being founded for the very first time, or being re-founded ceremonially, as will be
discussed further below. See Haubold (2000), 163-73.
125 The Greek verb for “planning” (bouleuein) is cognate with Boule, the Council of five-hundred
advisors who, by performing this activity, preliminarily put forth a “plan” (boulé).
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Greek myth there is more than one tale of divine punishment delivered to those who had
presumed they could gain such counsel;'* and, in epic and dramatic poetry, there are
specific reminders that the “intent”, or “mind (noos), of Zeus is ever stronger than that of
man” (lliad 16.688), and that the “plan”, or “will” (boulé), of Zeus is inscrutable.'"”” Of
course, in Aristophanes’ Peace, the comic conceit to find out the plan of Zeus is not
brought to fruition. For, once Trygaeus makes it to the heavens he does not learn what
Zeus is “planning” (bouleuein), instead—in Zeus’ absence—he learns what War is
“planning”. And, according to Hermes, War is planning to do “exactly as he pleases”
(atechnos ho ti bouletai, 206). This colloquial expression with which Hermes first
presents War’s destructive plan suggests, more literally, that War will do thoughtlessly,

128

or “artlessly” (atechnos), whatever he “wishes” (ho ti bouletai). Having no crafted

intent, War’s careless plan is (in effect) no plan at all.'”

Soon after making this double
discovery—of the unavailability of Zeus’ plan and the threat of War’s planless plan—
Trygaeus himself begins to plan. Having hyperbolically sought divine counsel, Trygaeus
is, thus, obliged to take counsel—with himself, with his situation, with others (Hermes
and the chorus), and with exemplary models (such as Aesop)—and, so, devise a plan to
rescue Peace.

Trygaeus’ subsequent proposition—to “draw-out Peace” (292)—is not, however,
explicitly called a “plan” (bouleuma), such as the comparable “plans” of other scheming

130

protagonists in Athenian drama are.” Neither is his own activity expressly qualified as

126 The stories of Bellerophon, Phaethon and Salmoneus attest to the virtue of knowing one’s

mortal limits. So, too, does an adage from the archaic poet Alcman: “Let no man fly to

heaven or attempt to marry Aphrodite” Frag 1.16-17, in Campbell (1982), Vol. 2, 363.
127 «The [plans] (bouleuei) of heaven are indeed frightening (deina) and inscrutable (dusgnosta)”
(Euripides Frag. 13a Loeb). This sentiment is also found toward the end of Aristophanes’
Peace, when a skeptical priest warns: “men... know not the mind (noos) of the gods” (1064).
On “the plan (boulé) of Zeus, a marked topic in the /liad from line 5 of the first book, see
Lyn-George (1988), 37-41.
128 According to Hermes, the Olympian gods also thoughtlessly, or “simply” (atechnos),
abandoned the heavens (199). This use of the colloquial adverb is relatively common in
Aristophanes’ plays. Cf. Clouds 439. See Olson’s note to the line 199.

129

LT3

The absence of Zeus’ “plan” and the threat posed by War’s “careless” (atechnos) plan
resembles the conditions that the architect-figure (Odysseus) faces in Cyclops. For, just
before enacting his own plan, he fears that “chance” (fuchén) might be the only god (606-07).
B30 1 Acharnians, the chorus praises the peaceful “plan” (bouleumatos) and “good counsel”
(euboulias) of Dikaeopolis (838, 1008). In the opening scene of Assembly Women, Praxagora
begins to share her “plans” (bouleumata) secretly under lamplight (17). And in Birds,
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“planning” (bouleuei). Nevertheless, Trygaeus’ dramatic actions show that he himself
begins to do (poiein) what he thought Zeus ought to be doing: bearing witness to War’s
mistreatment of Peace and the people (236-88); recognizing the “great danger” (and
injustice) of this situation (264); and intending to do something about it (292). Trygaeus,
then, goes on to demonstrate the development of his plan with a series of decisive
actions: seizing the opportunity to act; summoning “the people” to help him; and
proposing that, together, they “draw-out Peace, the friend of us all” (292ff). It is at this
point in the play that these summoned “people”, the assembled chorus, qualify Trygaeus’
activity as “architecting” (305). And this activity (interrelated with “planning”), then
continues, for Trygaeus goes on: tempering the chorus’ enthusiasm (309ff); reminding
them of their common goal (315); re-orchestrating them for collaborative work (309-45);
and, then, pausing to take thought on how precisely to reach the concealed figure of
Peace. This active pause is marked in the script by Trygaeus turning his gaze down
toward the ground wherein Peace is hidden and saying, “Let me see” (katido, 361)—an
act that resonates with an exemplary (epic) mode of preliminary contemplation.'’
Following this productive pause Trygaeus’ architecting (or planning) continues by:
persuading Hermes to join in the work (362-424); summoning the Graces, the Horai,
Aphrodite and Desire to sway the work (431-56); and, then, encouraging, evaluating and
adjusting the chorus’ performance as they, all together, draw-forth Peace with their ropes
(464-510).

Even though Trygaeus’ proposition to “draw-out Peace” is not explicitly called a
plan, this procession of performative acts—perceptive observations, expressed intentions,
situated exchanges, and timely judgments—should be taken as demonstrative of his
planning. The chorus members suggestively affirm this when, toward the end of the play,

they cast such a processual series not only as comparable to the planning Trygaeus had

Peisetaerus puts forth his “plan” for a city in the sky, most boldly: “Oh what a grand
bouleuma 1 see in the race of birds...” (Birds 162-63). Later in Birds, the proposition of
Meton is also called a plan, for Peisetaerus asks him: “What form (idea) does your plan
(bouleumatos) take?” (993). In Lysistrata, the heroine summons her collaborators to join her
for “planning” (bouleusomenaisin, 14), then describes the “device” (méechané) she has in
mind to counteract the bellicose ways of men (111, cf. 300). Many of the “plans” devised by
scheming heroines in Euripidean tragedy are also called a bouleumatos (Medea 769, 772;
Helen 1044, 1079; Electra 948; Iphigenia Among the Taurians 1290, 1431). Odysseus,
however, devises a dolon, a deceptive “scheme” or “trick” (Cyclops 476).

B! In the 1liad, Odysseus is remembered as one who—before speaking—would first, “look down

with eyes fixed on the ground (kata chthonos)” (3.218). Trygaeus’ own downward glance is

marked in the script by his reference to “these stones” covering Peace (361).
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initially sought from Zeus but also as part of the architecting they had demanded of him.
Praising Trygaeus, they sing: “Surely all that God wills and fortune favors goes forward
according to your intent (kata noos), with one success leading to another at just the right
moment (kata kairon)” (939-41)."*> Peace is coming to be restored, this chorus suggests,
by Trygaeus’ own motivating desire for Peace, “according to [his] intent” (kata noos);
and by his thoughtful responses to the contingencies of his peculiar situation, “according
to the right moment”, or “opportunity” (kata kairon). And all this is not only “going
forward” in agreement with divine will and fortune’s favor but is, more literally, being
“set upright” (kat-orthoi), just like the divine statue of Peace herself, which Trygaeus
(just a few lines earlier) had promised to “install” (923). Thus, the “plan” of this
architecting-figure proceeds both in opposition to Polemos and in imitation of divine
planning, which, though absent, was sought.

Two further points should be noted before moving on. First, the chorus’ praise
for the intentional and processual planning of the protagonist echoes the way they had
earlier qualified the intentional and processual work of the dramatic poet; for, in their
parabasis (the self-reflexive song about the play), they had promised to tell the spectators
about their “intent”, or what they have in “mind” (noos), and about their “path of words”
(odon logon, 733)." Secondly, the importance of acting as a guiding agent, or guiding
“mind” (noos), in situations that are full of contingencies, would become persistently

associated with “architects” in early Greek thought."**

132 . . . . . . .
The chorus praise Trygaeus in various ways in the closing scene of the drama, extolling his

“good spirit” (864), “wise mind” (sophe phreni) and “resourceful daring” (1029-30). They

further deem him to be “good for all the citizenry” (909-10); “a savior for all mankind” (914);

a paradigmatic citizen, the “envy (z€l6tes) of everyone” (1035); and simply the best, or “first”

(proton)—“next to the gods” (917).

33 The way, road, or “path of words” (odon logon) is a poetic commonplace apparent already in
the Odyssey, specifically when Odysseus praises the Phaeacian minstrel’s Muse-inspired
“paths of song” (oimas aoidon, 8.481 cf. 8.74). See Olson’s note to this line in Peace.

3% Where Plato and Aristotle do mention “architects”, it is usually their knowing guidance that
they value: providing not “manual labor” (cheirourgian)”, but leadership toward aims
(eustochia), logos and “knowledge” (gnosini). See, Plato Statesman 259e; Cf. Aristotle
Metaphysics 981a30, 1013a10; Nichomachean Ethics 1141020, 1152b1; and Politics
1260a15, 1282al, 1325b20; and Xenophon Memorabilia 4.2.10.

The statesman Demades (c. 380-319 BCE) asserts this valuation more dramatically by
personifying “Intent”, or Mind (Noos), as “architect”. In the midst of a lengthy speech (a
self-defense of his own skills as a counselor), Demandes introduces this persuasive aside:
“Force does not enable a man to master even the smallest things. It was inventiveness
(epinoia) and system (methodo) that made him yoke the ox to the plough for the tilling of the
land, bridle the horse, set a rider on the elephant, and cross the boundless sea in boats of
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PRE-POLITICAL BASIS: ACTING FOR AND WITH “THE [FOUNDING] PEOPLE” (/aoi) 4.1d

Aside from Peisetaerus, who abandons the city, the other comparable peace-
seekers in Aristophanes’ comedies (as presented above), claim to act on behalf of the
“city” and the “Greeks”."”> Trygaeus, however, claims to act not only for the “city” and
the “Greeks” but for a much greater and more profound collection of others. Throughout
Peace Trygaeus claims to be acting on behalf of various comprehensive groups: all “the
cities”; “all the Greeks”; “all the Pan-Hellenic Greeks”; all the “common folk”; all the

99, 6

“peasant folk”; all the “mortals”; “all the sorry little humans”; all of “humankind”; all
“the spectators”; and, most immediately, “all of you”.136 Yet, at certain pivotal moments
of the drama, Trygaeus acts, most basically, for and with those who have been called “the
founding people”. As Johannes Haubold has shown, these “people” (laoi), tend to be
evoked with poetic and ritual force when political and sacred institutions are just being
founded, or re-founded."’

It is helpful to gather the few instances in Peace in which Trygaeus invokes this
special pre-political group, starting with his very first words of the play. These opening
words of Trygaeus—called out while he still remains hidden behind the skéné—signal a
protest against Zeus’ apparent negligence to watch over “the people”: “Zeus! What on

earth do you plan to do to the people?” (62). A moment later, we see Trygaeus soaring

up to confront Zeus on the people’s behalf (82). Upon reaching the heavens and

wood. The architekton and craftsman (démiourgos) of all these things is Mind (Nous), and
we must [consult] it as our guide (kathégemoni), not always seeking to follow the subtleties of
our own [private interests] (idias) but rather the natural changes of events (metaptoseis)...”
(On the Twelve Years, 42). J. O. Burtt, Trans.

135 Dikaeopolis claims to act for “the city” (Acharnians 27, 75, 499); Praxagora acts for the

“city” (Assembly Women 108, 175 etc.); and Lysistrata acts to save “all of Greece” (Lysistrata

29,41, 46 etc.).
136 Trygaeus acts on behalf of: all “the cities” (poleis, 63, 1035); “all the Greeks” (panton
Hellenon, 93, 105, 293, 436, 1321); “all the Pan-Hellenic Greeks” (i Panellénes, 302); all the
“common folk” or, “fellow demesmen” (ton demoten, 920); all the “peasant folk”, or “farmer
people” (georgikon leon, 921); all the “mortals” (brotoi 286); “all the sorry little humans” and
“humankind” (anthropia 263, 914); all “the spectators” (theatai, 1115); and “all of you”
(humeis, 150, 759). As Hall (2006), 326, observes, “[Trygaeus] is exceptional amongst
Aristophanic heroes in that he represents the whole of the assembled city, inviting
identification with virtually all Athenians present. He is humane, altruistic, and self-
sacrificial (364-75); he is only self-interested insofar as his self-interest coincides with that of
his fellow Athenians and Greeks.”

57 Haubold (2000).
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discovering the danger Peace is in, Trygeaeus again invokes “all the people”, this time
calling upon them to actually come forward and help rescue Peace. He summons this
group (who subsequently appear as a heterogeneous chorus), first, by invoking their basic

trades, outlying regions and humble social ranks (296-98);"*

and, then, by issuing a ritual
call, “Come hither, all ye people” (deur’ it 0 pantes leoi, 298). This call matches
verbatim the legendary call of Theseus, the founding King of Athens. According to
Aristotle, Theseus had, with these very same words, once called “all the people” together
to re-settle the city of Athens as a democracy—“on equal conditions” (epi tois isois)."”
The profoundly ritualized dimension of these “people” perhaps explains how it is that
they (the chorus) are able to suddenly appear in the heavens in response to Trygaeus’ call.
For, unlike common mortals, these ritually and poetically-charged “people” are akin to

% Soon after the

the sacred setting from which they dramatically emerge in the play.14
chorus members (who, in part, perform as representatives of these “founding people”)
help the protagonist to recover Peace, Trygaeus calls upon this special group again.
When he is ready to announce—to all those assembled—the benefits they have together
regained, Trygaeus cries out in the manner of a herald, “Hear, ye people (akouete ledi,

551).""" The good news following this formulaic cry is that the “whole world” has been

138 Trygaeus specifically calls upon: the farmers, merchants, carpenters, craftsmen; the islanders;
and the immigrants and foreigners (as noted above, p. 18).
139" Aristotle’s historical note (Frag. 384) is preserved in Plutarch’s “Life of Theseus” (Lives
25.1), which reads: “Desiring still further to enlarge [augment, or amend] the city, he invited
all men thither on equal terms (epi tois isois), and the phrase ‘Come hither all ye people’ (to
deur’ ite pantes ledi), they say was a proclamation of Theseus when he established a people,
as it were, of all sorts and conditions.” (Bernadotte Perrin, Trans.). For a discussion of this
passage, see Haubold (2000), 170-71. As Haubold emphasizes, this ritual formulae of
Theseus, although preserved in later sources (of Plutarch/Aristotle), is “faithfully recalled in
drama”—specifically, in Aristophanes’ Peace (p. 180). Such a call is also prefigured in
Homeric epic, in those calls of heralds, which assemble all the people for critical events: for
counsel, for games, for funerals, and for receiving others into their group. The consequences
of such events affect the broad community, cutting across all social ranks (//iad 2.50ft, 9.10,
19.42; and Odyssey 8.7, etc). See Haubold’s “Appendix B”, ibid.

140 . , .
Commentators on Aristophanes’ Peace sometimes take the sudden appearance of the mortal

chorus in the heavens as a structural problem in the play, as does Dover (1972), 132-33. Cf.
Hubbard (1991), who reviews the problems in his Appendix 3 “The Identity of the Chorus in
the Peace”. Understanding the chorus as representative of the /aos may help with the
interpretation of this and other apparent contradictions in the chorus. On the “deeply un-
prosaic notion” and “poetic-ritual force” of the laos, see Haubold (2000), 14.

" Haubold (2000), 202, gathers the few other instances in Athenian drama where this ritual call

is made.
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replenished with peace; and that the farmers, liberated from the city, can now return to
replant their fields (551-55). Later, having himself returned home to earth, Trygaeus
invokes the “people” again. Just before announcing his intent to “install” Peace’s statue
enduringly in the orchestra (923), he boldly claims that he deserves a reward for
performing such restorative deeds, including freeing “the peasant people” (921, cf. 632).
Finally, in the jubilant exit scene, as Trygaues prepares to leave the orchestra with his
new bride, he invites “all the people” to join in common rejoicing (1317).

To summarize, then, the drama Peace both begins and ends with the protagonist
invoking the “founding people”, who are at first endangered (62) and in the end rejoicing
(1317). The relative well-being of these “people” is thus a measure of the protagonist’s
overall success.'”” Trygaeus further involves these “people” rhetorically, ritually and
poetically throughout the drama, each time he commences a re-founding act: as he
prepares to recover Peace in the heavens (296); as he pronounces and, thus, re-
inaugurates her benefits for all in the theater (551); as he begins to re-establish her statue
in the city (921); and as he sets-forth to re-settle his own domestic life (together with
Harvest) in the country (1317). Such (re)founding acts, as led by this architect-figure—in
the heavens, in the theater, in the city, and in the country—resonate with other founding
acts involving these “people” (laoi) as presented elsewhere in Athenian drama. Two such
exemplary acts are relevant to note here. Near the end of Aeschylus’ Eumenides (458
BCE), the goddess Athena calls upon “the [founding] people” just as she establishes
Athens’ first homicide court, together with this institution’s civic site, the Areopagus
(681-84). And, in Euripides’ Orestes (408 BCE), a messenger recalls the time when King
Danaus “first assembled the [founding] people” for public arbitration, thus inaugurating
what would become known as the “Assembly” (Ekklésia), together with this institution’s
civic site, the Pnyx (872-73)."* With such foundational acts in mind, it is easier to see in
Aristophanes’ Peace how these pre-political “people” (laoi)—those who had previously
been without such foundational institutions—would call upon a protagonist fo architect

on their behalf and, so, prepare enduring places for them to begin to perform politically.

2 Haubould (2000) makes this argument with respect to Homeric heroes and the “people” they

lead in epic. Such people are, in a sense, touchstones of a leader’s success; although, as
Haubould, shows Homeric leaders are rarely successful in saving their “people” (as Trygaeus,
comically, is in Peace).
3 Haubould (2000), 167, notes further examples (in Pindar and in reference to the Delphic
oracle) where the laos were evoked in relation to the laying of foundations and the founding
of cities.
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A few observations about the semantic and metaphoric relevance of these
“people” (laoi) are warranted before moving on. Whereas the “citizens” (politai or
démos) are defined by the particular “city” (polis) or “region” (déme) to which they
belong, and the “commoners” (hoi polloi) are named for their anonymous “plurality”
(pollotes); the laoi—those called the “founding people”—are etymologically and
conceptually bound to “stones” (lithous)."™ This basic association between “founding
people” and “stones” recalls, on the one hand, the autochthonic myth of the Athenians—
the tale that they, being indigenous, sprang spontaneously from the lithic soil of Attica in
the manner of stones emerging from the earth."” Yet, on the other hand, associating
living people with “stones” also reminds the present population of their own paradoxical
strengths and vulnerabilities. As for their strength, the image of stone-like people
conceptually asserts a sense of firm solidarity both individually, as stones, and in
aggregate, as durable social constructs. Like individual stones in an architectural work,
these “people” each contribute to the strength and integrity of a greater work, one much

larger and more epic than themselves.'*

Metaphorically, then, one could compare (and
allegorically assert) the socio-political composition of a society with the composition (or
concinnitas) of a city’s stonework.'”’ As for the group’s vulnerability, invoking the laoi
during ceremonial occasions before the “citizens”, reminds these civilized people of their
own stone-like condition—not simply that basic condition from which they once sprang,
but also a base condition to which they might catastrophically return if (whether by some
internal lack of communal bonds or by some external threat) they would allow their
society to break apart and their citizens to scatter and fall. The risk of reverting to rugged

individual stones thus remains a possibility integral to “the people”. Or, as Haubould

puts it, these “people” (laoi) are “[c]arrying in themselves a memory of their non-

144 Haubould (2000), 43.

145 Rosivach (1987), and Loraux (1993).

146 A5 Haubould (2000), 43, argues, this group, the /laos “tend to subsume individual purpose
under the overarching project of communal survival”.

17 Alberti composed such an allegory in one of his Dinner Pieces, called “The Temple”. In this

tale, the discontented foundation stones scorned their lowly placement in the great edifice and,
in revolt, raised themselves up to what they deemed a more distinguished place—high upon
the parapet. This self-interested move of the huge stones caused the entire temple (of which
they had once been an integral part) to crumble and fall. Alberti’s allegory called “Stones” is
also relevant. See Marsh (1987), 175-76 and 61.
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. . 1 . . .
existence [as a human society]”.'* Interestingly, one of the rare instances in Homer’s

Odyssey, in which Odysseus refers to his own crewmen as “people” (laoi) instead of
“companions” (hetairoi) arises when they are together caught within the cave of the
Cyclops—a stoney situation, in which not only are the individual lives and social bonds
of the group threatened, but so too is their basic humanity (Odyssey 9.263)."* Like the
threatening situation within the cave of the Cyclops, the intolerable situation at the start
of Peace provides another circumstance in which an Athenian dramatist (in the fifth
century BCE) deemed it appropriate to involve “architects” for the sake of people.'”

The extent to which such architectural metaphors (involving autochthonic myths,
foundational “stones”, and enduring socio-political cohesion) may have supported
Aristophanes in his choice to have Trygaeus actively architect for and with stone-like
“people” must remain an open question. Nevertheless, it is suggestive that “stones” are
involved in the dramatic recovery of Peace. For, when Hermes first indicates where
Peace is hidden—in a “deep cave... down there”—he also emphasizes that she lay there
beneath a pile of stones: “And do you see how many stones (/ithon) he [War] has piled on
top, so that you’ll never ever get your hands on her?” (223-26). It has been suggested
that as Hermes utters these vivid lines he also opens the central door of the skéng, so,
revealing this heap of “many stones” lying immediately beyond."”' These conspicuous
“stones” are reasserted a short while later by Trygaeus. For, when he turns his own
attention to the problem of reaching Peace, he wonders aloud how he will manage “to
clear away these stones (/ithous)” (361). Besides adding tangibly to the problem of
reaching Peace, this pile of “stones” performs metaphorically in at least two ways: as
representing a heap of obstructive individuals (such as those enumerated above) who, by
their political misconduct, prevent Peace from emerging; and, secondly, as relating
closely to those stone-like “people” (the laoi). It is, after all, these “people” (the
representative chorus) who, at Trygaeus’ command, ultimately do “clear away those
stones (l/ithous)”, making Peace’s emergence from the ground possible (427). This

uncovered figure of Peace, then, by being drawn out from beneath “stones” and with the

1% Haubould (2000), 43.
149
Haubould (2000), 105-06.

159 On the comparable groups of representative people that Odysseys, as architect, acts on behalf
of in Euripides’ Cyclops, see below, p. 219-22.

151 . . . . . .
Olson surmises this stage action in his note to lines 224-25.
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help of stone-like “people”, would herself seem to share in the foundational qualities of
both these “stones” and these “people” (laoi). For, this nascent Peace is brought into the
drama, like them, as a potentially strong yet ever-vulnerable figure.

But what of the “stones” themselves? Aside from their metaphoric associations
with obstructive and foundational people, how else might one see the material stones? It
may well be the case that when Hermes opened the door of the skéné to reveal the “many
stones” lying immediately beyond, that these theatrical “stones” were seen against great
heaps of building stones lying in the distance, just behind the theater’s skéné (within the
open sanctuary of Dionysus). For in that year (421 BCE) preparations were underway to
build a new portico and temple to this god of drama, the stones for which must have been

piled about the sanctuary grounds.'>

Thus, when Hermes opens the door of the skéné to
indicate the problematic site wherein Peace lay hidden, he very plausibly revealed both
theatrical “stones” and building “stones”. Such a superimposition would invite one to see
the full ensemble of “stones” as being both obstructive and potentially re-constitutive of
Peace; and, further, to consider the dramatic emergence of Peace and the nascent

architectural conditions as performing in tension and in parallel.

In the preceding discussion I have touched on the a-political, hyper-political and
pre-political manners of representing and pursuing an absent Peace. What remains to be
seen, however, is how these circuitous, exemplary and preliminary modes of action come
to address the central political problems of the play: those involving the lack of peace, the
dysfunctional institutions, and the disingenuous citizens. Trygaeus’ meta-theatrical
manner of repairing these political problems by repairing the social and sacred bonds

underlying them is sketched below.

META-THEATRICAL RESTITUTION: RESTORING PRE-REQUISITES FOR PEACE (philia AND Thedria) 4.1e

When Trygaeus (as mortal architect), Hermes (as divine overseer) and the chorus
of farmers (as founding “people”) together draw Peace out from the pit and into the light,
a manifold sense of harmony is drawn out with her. For, upon rescuing Peace, specific

social improprieties are, at once, rebalanced: the soldiers are released from military

152 Boersma (1970), 217; Pickard-Cambridge (1946), 1-49.
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service to return to healthier pursuits (526ff); the farmers are restored to their productive
livelihood (551-59); the makers of agricultural implements (mattocks and sickles) are at
liberty to revive their trades (545-56); the citizens of formerly conflicted cities are
“reconciled” (diallageisai, 540); and “all” is rejuvenated, for the “whole world” (hos
apanta)—like a replenished cask of wine—suddenly “brims with late-vintage peace”
(554)."" Besides these broadly social and worldly reparations, which Trygaeus and
Hermes proclaim in the heavens upon Peace’s appearance, a more subtle harmonious
adjustment is attempted later in the play by Trygaeus himself. For, during the earthy
“installation” scene, this architect-figure renews good humor with a poetic image offered
in prayerful petition. Standing in the midst of the orchestra and speaking directly to all
the spectators assembled on the slopes around him, Trygaeus—as if speaking from the
bottom of an enormous bowl full of people—implores Peace, to “release us from
battles... [to] rid us of suspicions... and [to] blend us afresh with the juice of friendship
(philias)...” (996-97). Like tempering strong wine with the right amount of water,
Trygaeus proposes here to “blend” or “mix” (meixon / kerason) all of the ill-humored
Greeks assembled around him—all of those irascible, disingenuous, embittered,
pompous, cowardly, abusive, aggressive, stubborn, skeptical, irritable, greedy, self-
interested and inconsiderate individuals sitting right there in the theater—into milder,
better-humored citizens.'>* And, this figurative blending, Trygaeus claims, will not only
mix them “afresh”, but (more literally), re-mix them as “in the beginning” (ex archeés,
996).

Such reparations, as pronounced in the heavens and enacted in the orchestra, thus

involve extremely comprehensive adjustments aimed at reconciling relations at all

153 Only the makers of war-gear (Crest-makers, Sword-smiths and Spear-sharpeners) remain un-

rejuvenated in this scene (543-49).
154 On the resonance of these lines with the Greek doctrine of the humours, see the notes to lines
996-99 in Platnauer (1964), where he writes: “Aristophanes here seems to use cholos [“juice”
as equal to the Hippocratic chomos = ‘humour’... The Greeks believed that both psychical
and physiological phenomena were conditioned by humours. Trygaeus here prays that all
men may be, as it were, recompounded; this time with a larger admixture of the juices of
friendliness and mercy, qualities in which they are deficient.” On the ancient doctrine of
humors (black bile, yellow (or red) bile, blood, and phlegm; and their corresponding moods,
melancholy, choleric, sanguine, and phlegmatic), see Klibansky et al (1964), esp. 3-41
(although with no reference to this drama). See also below, p. 60, n. 117 and p. 313.

The larger image of re-mixing the Greeks as in a giant bowl may also have magically
rejuvenating connotations. Medea, for instance, accomplished (and deceptively promised)
such a magical feat (Apollodorus 1.9.27). And, in Aristophanes’ Knights, Démos (a
personification of the “People”) is magically “boiled” (off-stage) so as to restore him to his
former vigor and glory (1321). On this motif in Aristophanes, see Reckford (1979), esp. 194.
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levels—from the most intimate and immediate, to the most extensive and worldly. And
just as wine figures as an active ingredient in both the rejuvenated individuals (being
tempered with “friendship”) and in the replenished “world” (now “brimming” with
Peace), so Trygaeus as architect (and vintager) acts as a primary agent, re-balancing and
adjusting various conditions in ways that aim not only to restore personal happiness but
also to refresh social, civic and cosmic bonds, so that the familial, political and religious
relations crucial to worldly peace might be fully sustained.

Besides refreshing filial relations, drawing-out Peace also recuperates another
vital prerequisite for peaceful politics: Theoria. This lively (yet silent) personification of
“Beholding”, having reappeared in the heavens together with Peace, returns to earth with
Trygaeus and is ultimately delivered by him directly to the spectators. Appropriately,
this return of Thedria plays-out meta-theatrically. Just after returning to the mortal plane
(and just before installing Peace), Trygaeus—again reaching beyond the limit of the
orchestra—Ieads this desirable figure to a prominent seat among the members of
“Council” (Boulé), who were themselves seated in the front row of the theater.”
Finding no one among these men sufficiently “just” (dikaios) to act as her escort (877),
Trygaeus himself leads her to and sets her in the Councilors’ midst (881-2). In this way,
Trygaeus reasserts the intimate bond between dramatic and political representation, while
at the same time making fully apparent—for all those assembled—the proper activity of
these Councilors: attending less to the business of war, and more to the care of
“Beholding”.'”® Furthermore, by “setting-down” (katithémi) Thedria as a lively actor in
the midst of the theater (882), Trygaeus prefigures his own “installation” (hidrusis) of
Peace as a vital statue in the midst of the orchestra (923ff), while at the same time
preparing the counselors to “behold” that subsequent act all the more keenly.

Yet, this restitution also performs more broadly. For, by returning Theoria to

“spectators” (theatai) in the “theater” (theatron), Trygaeus begins to fulfill one of his

155 These distinguished elders had special front row seats (prohedria), such as the stone thrones

surviving today in the Dionysian theater (although in the fifth century BCE these seats were
likely made of wood). The “Boulg”, and its implied members, are repeatedly mentioned in
this scene (714, 715, 846, 872, 878, 887, 893).
156 Tpe handing over of Thedria to these men of the Council is as sexually charged, as it is
politically motivated (886-908). Such sexual imagery, although appropriate to Aristophanes’
comic genre, is also specifically suggestive here of the strong desire the counselors ought to
have for Theoria and for Peace.
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earlier promises to the people: to restore their right to “spectating” (thearein, 342)."”’
This activity of “spectating at public festivals” (which Thedria properly personifies),'®
involves more than “beholding” drama. As others have emphasized, this special mode of
keenly “seeing” in the theater was only one manifestation (albeit an important one)'” of
festival experience, which also included such benefits as: the pleasure of travel from
one’s hometown to a host venue; the enlightening delights of sight-seeing along the way;
the advantages of hospitality among locals; and the stimulating risk of mingling with
strangers.'® Such benefits of “spectating” (thedrein) would also include: participating in
the related events staged before and after the plays (such as political meetings, patriotic
displays, parades, songs, feasts and revels); partaking in the greater drama of common
holiday, religious release and Dionysian worship; and sharing in a liturgical calendar that

1

united citizens across the expansive Pan-Hellenic region.'®’ Diplomatic relations were

also fostered and maintained by “spectating”, particularly by official inter-city
delegations of spectators led by representatives known as architheoroi.'® In other words,
although it may be tempting to translate Theodria with its related English word “Theory”,
and to isolate Thedria’s primary benefit to the apprehension of dramatic poetry (or, even
more restrictively, to its conceptual content), it must be emphasized that Thedria, at the
time of Aristophanes’ Peace, was intertwined with social, civic and religious festivities.
Theoria was also intertwined in special ways with the theater (theatron)—the sloped area
accommodating the activity of “spectating”; and the open level ground supporting

dramatic performances for the duration of the festival. This orchestral ground, or dance

floor (choros), also (in all likelihood) supported the rehearsal of drama, the training of

157 According to Thucydides, the right to “attend festivals (theorein) in safety” was the very first
provision of the actual peace-accord between the Athenians and Spartans (5.18.1).

5% Hall (2006), 3271,

159 . Lo . T . e e
On the special significance of actively and judiciously seeing to the institutions of both the

Theater and the Assembly, see Goldhill (2000); and Goldhill and Osborne (1999), esp. 5-7.
10" On the interrelation of traveling to see the world and the wisdom one gains from thinking

about, or speculating upon, that experience, see Dougherty (2001), esp. 3-4. As Doughtery

shows, Odysseus and (historically) Solon exemplify such speculative, or theoretical wisdom.
tol Trygaeus himself speaks to such benefits in his promise to the chorus (341-45). Cf. Reckford
(1987), 14-35; and Hall (2006), 337, who asserts that Aristophanes’ Peace and its protagonist
are “obsessively interested in festivals”. On the “festive character of theater”, described from
another (philosophical, aesthetic and hermeneutic) perspective, see Gadamer (1986), esp. 57-65.

162 Wilson (2000), 44-6.
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choruses, and other such socially constructive, divinely inspired, mimetic and
anticipatory events throughout the year.163 It is this full institution of Thedria that
Aristophanes (as dramatist) and his spectators (as audience and prior chorus members
themselves) were enmeshed in; and it is this full scope of “spectating (at festivals)” that
Trygaeus (as protagonist) aims to repair and perpetuate when he assertively returns the
appealing figure of Theoria to “Council”. Perhaps then we should see Trygacus (as
architect) as likewise being concerned, proactively, with this greater scope of Thedria, of
which the physical setting (the theater) was a definitive part—a stable forum,
representative of the whole diffuse institution.

The scope of an architect’s concern and their dramatically assertive manner of
appealing to “Council”, bring us to a final observation on political representation in

Peace.

ARCHE-TECTURAL ACTION: APPEALING DIRECTLY AND PROFOUNDLY TO COUNCIL 4.1f

As mentioned above, the architect-protagonist in Peace initially bypasses
political institutions such as the “Assembly” and “Council”. Yet, in the end, he does go
directly to the Councilors sitting in the front row. He goes to these members of the
Boulg, however, not to gain their counsel but to offer them what they need to perform
counsel well, and to fully remind them of what is good for the people: Thedria. While
such a bold move as this makes for compelling comic drama, it may also have reflected
contemporaneous procedure. As ancient inscriptions attest, architects indeed presented
their propositions directly to this advisory board of elders, since these Councilors, and
their institution known as the Boulg, were responsible for preliminarily reviewing the
suggraphai (graphic markings) and paradeigmata (models) of those architects who were

being considered for public hire.'**

Thus, members of the Boule—such as those sitting in
the front row of the theater for Aristophanes’ Peace—would have routinely acted as

spectators, beholding the persuasive propositions that architects figured-forth, together

163" See Wilson (2000), 72-3. Other places called the choregeion and didaskaleion (place of

dancing and teaching), which were likely a part of the Choregos’ home, are attested.

164 Rhodes (1972), 122-27. One fifth century BCE inscription, notes that Kallicrates shall submit
(or “show forth”, epideichsai) to the Boule suggraphai for the door and altar of the Temple of
Athena Nike on the Acropolis. Members of the Boule were also routinely involved in the
general supervision of public building projects, together with architects and priests of those
sanctuary sites being rebuilt.
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with the representative offerings they brought forth. As with Trygaeus’ “installation” of
Peace’s statue in the orchestra (which can be seen to mime Pheidias’ “installation” of
Athena’s statue in the Parthenon) his mimetic performance before the Boul€ should be
taken not simply to mirror normative architectural acts but, more proactively and
profoundly, to offer dramatic corrections and poetic expansions of them, as well as to
perform as an exemplary model for them; since, Trgyaeus not only provides the Boulg
with markings and models for the peace that was initially sought, but also aims to fully
reveal the motives and benefits of a divine Peace that had been hidden, or absent. Thus,
this architect-figure seeks to repair and reveal both peace and the basic yet obscure
conditions underlying Peace. And these conditions, as the discussion above has shown,

include: philial and sacred relations, good humor, and the right to “spectating” (theorien).

We do not know how ancient architects, such as Pheidias and Kallikrates,
actually acted before the Boulg, or to what extent their manners of figuring forth
propositions and showing forth supporting models may have resembled the dramatic
performance of Trygaeus. Yet, we do know that Philon, a Greek architect of the fourth
century BCE, performed in a way that left an enduring impression on his critical
audience; for, as one author recollects, “Philon, gave so eloquent account of his
dispositions (rationem) in the theatre, that the people, lettered as they were, praised his
oratorical no less than his artistic skill.”'®’

The suggestive image of an architect-figure performing persuasively with words
and props, will be helpful to bear in mind as we move to consider another mode of
dramatic architectural representation in Peace: allegory. As with political representation,

the allegorical lack of Peace prefigures and then yields to her enduring presence.

165 Valerius Maximus (8.12.2), Trans. in Shackleton (2000). A similar anecdote about Philon,

concerning his complementary arts of architecting and performatively speaking, is found in
Cicero’s treatise on the art of the orator (of 55 BCE): “If it is true that Philon, the architect
who designed the arsenal for the Athenians, expressed himself quite fluently when he gave an
account of his plans (rationem) before the people, we must not attribute this fluency to the
craft (artificio) of the architect rather than to that of the orator.” (de Oratore, 1.62).
Translation in May and Wisse (2001). Besides the arsenal in Piraeus, Philon also designed
the porch on the initiation hall in Eleusis (as noted by Vitruvius 7.pref.17).
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— CHAPTER FOUR | Part Two —
Allegorical demonstrations

BEARING WITNESS TO DRAMATIC INTERLUDES STAGED IN THE HEAVENS 4.2a

Allegorically, the loss of Peace is represented near the beginning of the play with
a dramatic interlude, staged in the heavens, among a cast of personified agents and
suggestive props. These agencies include the menacing persona “War”, his accomplice
“Riot”, a “martial mortar” (full of endangered farmers and farm products), and a much
sought-after “pestle” (236-88). The abused figure “Peace” is also present (though
invisibly) throughout this scene, since just before War comes out to demonstrate his
proposed mistreatment of mortals, Hermes points out the “deep cavern” (and lithic
grounds) wherein the mistreated goddess lies hidden (223-24). The confinement of this
feminine figure in an underground chamber brings to mind a number of mythic models,
such as Persephone’s confinement in Hades (as mentioned earlier).'® The interest here,
however, is on the allegorical interlude, which is played-out in full view of both Trygaeus
and the spectators and which is dramatized through a particular ensemble of personified
agents and suggestive props.

This allegorical interlude—during which War demonstrates how he intends to
“grind” all the people—is crucial to the plot since upon witnessing it Trygaeus feels
himself not only motivated but obliged to counteract War’s plan on behalf of all the
endangered people. Yet, besides offering persuasive testimony to War’s general threat,
this allegorical interlude also offers particular ways to understand that threat. In this
interpretive regard, the tangible properties of War—his much sought-after “pestle” and
his “martial mortar”—play significant roles. The “pestle”, for instance, like Peace, War
and Riot, is itself personified. For, when War discovers that he is missing his “pestle”,
and dispatches Riot—first to Athens (261) and then to Sparta (274)—to find this grinding
agent (to no avail), he is at the same time searching for a mortal replacement for those
pugnacious leaders of the Athenians and Spartans (Kleon and Brasidas) who had, indeed,
recently been lost in battle.'”” As powerful and seemingly unstoppable as War appears to

be, this allegory shows that he is nevertheless dependent on a mortal “grinder” if he is to

166 See above (p. 28, n. 54). On the motif of imprisoned women in Athenian tragedy, which
metaphorically associates burial and bridal chambers, see Seaford (1990).

167 Trygaeus himself makes this interpretation relatively clear in the play (271f). Kleon is
likened to a “pestle” also in Aristophanes’ Knights (924). Cf. Slater (2002), 20.
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crush all that he has gathered in his bowl. Without a “pestle”, War is momentarily at a
standstill. Yet, as War himself warns, another grinding agent will surely materialize.
Comprehending all this, and encouraging the spectators (with his own meta-theatrical
asides) to understand the situation as well, Trygaeus seizes the fleeting opportunity to
rescue Peace and, so, preempt the advance of War.

Aside from this personified “pestle”, War’s “martial mortar” also contributes to
an understanding of war’s threat, as well as to Trygaeus’ plan for peaceful restitution.
This property performs, however, not as a personified figure, but rather as a figured site
of conflict. This architecturally suggestive “mortar’—as a delimited place of both
conflict and potential restitution—requires greater elaboration.

When War first makes his monstrous appearance in the play—by marching out
from behind the theater’s ské&n€ as though stepping out from the halls of Zeus—he brings
with him a huge stone bowl, which is “over-grown in size”, according to Hermes (229),

and of astonishing “breadth” in the eyes of Trygaecus (238).'®

Setting this gargantuan
bowl down in the midst of the orchestra and standing menacingly over it, War then
verbalizes his threat to the “much-enduring mortals” (236). As he does so, he tosses an
agricultural product emblematic of each region he intends to grind into his bowl: Prasian
prasa (leeks), Megarian garlic, Sicilian cheese, and Attic honey (242-52). The punning
wordplay makes clear that it is both the fruits of farming and the farmers that War intends

to grind (mash into mincemeat) in his bowl.'®

And this huge stone surround—in which
the farmers have been gathered by War—can be seen not only as a culinary vessel (in
which War, as a cannibal, prepares his ghastly meal),'” but also as the encircling stone
walls of a city; for during the Peloponnesian War farmers had indeed been forced to
retreat inside of city walls, since attacking farmland was a primary tactic of ancient

1

warfare.'”' By planning to grind up all that he has gathered within this stone bowl, then,

168 Upon first seeing the mortar, Trygaeus is aghast: “Lord Apollo, the [breadth] (platous) of that
mortar!” (238). A moment earlier, Hermes had warned Trygaeus of its being “over-grown in
size” (huperphua to megethos, 229)—O0lson’s translation.

169 , . . .. , . -
See Olson’s note to the line for the quasi-authenticity of War’s recipe for muttotos.

170 The image of human devastation as crushed food is prefigured by Trygaeus’ concern that if
Zeus (if he does not pay attention) will have “pitted and pulped the cities” (63)—as if
preparing to eat them. Belligerent rulers make a mash of cities also in Wasps (924-25).
7 Peace, Hermes refers to farmers having sought refuge in the city (632-33). On the
vulnerability of farmland during wartime, see Hanson (1998); and Olson’s note to lines 632-
33. (Note: Athens is known to have been a walled city since the mid-sixth century BCE).
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War is threatening not only to continue ravaging the outlying farmland and fruits of
farming, but also to grind up all those who thought they were safe when they took refuge
within the city walls. In other words, the encircling stone walls of the city—thought to be
a defense—are ironically shown by this allegory to perform also as a trap.

Such an interpretation of War’s “mortar”—as a walled-city caught up by war—
seems to be supported in the play by the architect-figure himself. For, before Trygaeus
even sees the astonishing “breadth” of War’s bowl (238), he first hears war’s “martial”
sounds (235). More literally, he claims to hear “war-charging” sounds (polemistérias)—
sounds that Aristophanes associates elsewhere with the terrible noises of a walled-city
under siege, with door-ramming, ladder-clamoring, and other such “wall-storming”

operations (teichomachas).'™

Thus, according to Trygaeus, War’s “mortar” sounds like a
city at war even before it comes to look and perform like one. Along a similar line of
interpretation, one may take War’s “martial mortar” as a garrisoned-fort; for, like
ravaging farmlands and besieging cities, building and manning fortified surrounds within
enemy territory was a veritable tactic of ancient warfare—one by which the crucial
supply roads leading to a besieged city might be blocked by building a strategically
located fort, or else the besieged city itself might be completely encircled by another
enemy wall (as by circumvallation). Either way, the unpleasant goal of such fortifying
tactics was to force all those people trapped within the walled city to surrender, or die of
eventual starvation.'” According to the ancient historian Thucydides, such tactics were
increasingly relied upon during the Peloponnesian War, which (as mentioned above) was
already in its tenth year at the time Aristophanes staged Peace. Moreover, according to
Thucydides, the Spartans had specifically been threatening to use such proven tactics
more aggressively against the Athenians—if they did not concede to a truce in that Spring
of 421 BCE (5.17.2). These tactics of war—whereby “walls” were designed and built as
coercive weapons, deadly traps and interruptive blockades—were known as techniques of
“counter-walling” (apo-teichismos), as well as “walling-against” and “walling-upon”

LRI

(epi-teichismos)."™* Such tactics recall the various “walling”, “walling-off” and “walling-

72" Acharnians 570-72. Cf. Herodotus 5.113. For aural imagery of wall-storming operations and
siege warfare, see Aeschylus’ Seven Against Thebes 465-71; and Euripides’ Phoenician
Women, 1172-86.

'3 On these walling tactics, see Kern (1999), 89-134; and Hanson (1991), 180-88. Ironically, the
situation for the besiegers within the walled forts was often as contemptible as those besieged.

7% Several passages of Thucydides attest to such tactics (6.99.1). See also the previous note.
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round” activities that the tyrannical protagonist Peisetaerus commanded when colonizing
the sky, ensnaring the birds and cutting-off communication with the gods in
Aristophanes’ Birds.'” With these menacing tactics of “walling” in mind, it is easy to
see, in Peace, how it is that a huge stone surround, or “martial mortar”, would have been
an appropriate property in the hands of War. By this allegory, one may further recognize
what a mistake it would be to leave such property in martial hands, for although this bowl
is full of strife it nevertheless remains representative of civic space.

This allegorical interlude helps to make both the specific threat of War and the
general war-time situation within and around walled cities not only more apparent but
more understandable. How, then, does this allegory inform the architect-figure’s peculiar
response to that full situation? At one level, as already stated, War’s demonstration
obliges Trygaeus to take immediate action. Although Hermes had already told Trygaeus
what War had done to Peace and what he planned to do to the people and their cities
(223-31), it is only upon witnessing this allegorical representation that Trygaeus comes to
understand the broader circumstances and, so, discern what he must do to transform
these. Thus, by offering general insights into basic human conditions, the dramatic
allegory performs as most allegories do: persuasively, didactically, indirectly and
comprehensively.'”®

At another level, the allegorical display suggests how Trygeaus’ preliminary
action on the high-flying dung-beetle can be understood, retrospectively. For, at the start
of the play, Trygaeus (being a farmer caught in wartime) would have himself been
trapped, together with the citizens, within such city walls as the “martial mortar”
represents. Trygaeus’ preliminary upward flight, then, can be seen as being performed in
opposition to those stone walls that surround him. For, wishing to find a way out of the
war-threatened city he was caught in—and having reportedly made a failed attempt with

“scaling ladders” (69)'"'—Trygaeus seizes upon the beetle. Appropriating the stage-

173 See above, p. 50-51.

176 On ancient allegory, see Shapiro (1986). As Shapiro notes, the Greek term allégoria is not
found until the fourth century BCE (in Demetrios of Phaleron’s work On Style 151; 285). The
concept, however, is discernible in early poetic works, including Aristophanes’ Peace, as
others have shown. Cf. Hinks (1939), and Rothwell (1995), 233, who also emphasizes the role
of fables (ainos) in Aristophanes’ plays, which are “designed to teach... by indirect means”.
177 Trygaeus’ slave mentions his attempt to reach Zeus on “scaling ladders” (lepta klimakia).
Such ladders, as Olson notes, were typically used offensively to attack city walls during a
siege (although never very successfully). Thucydides, however, tells of an historical incident
(in 428 BCE) in which the besieged men of Plataea used such ladders successfully to break-
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machine, Trygaeus catapults himself up and over the wall of the theater’s skéng, as
though up and over the wall of the city—as though up and out of War’s deadly bowl.'™
In this parabolic way, Trygaeus liberates himself from his immediate and limited
circumstances, not simply by escaping this situation but by opening up another point of
view onto its conflicts, with the hope of finding both comprehension and positive means

of transformation.'”

Walls and “walling”, as devices and tactics intended to entrap,
would seem, then, to be representative of what this architect-figure seeks to over-come
and counter-act. As such, these walls, like War, perform as antagonizing agents. And
yet, their agency is more ambiguous; for walls—as of the skéng, the city, and the
allegorical bowl—remain throughout the play primary sites of dramatic attention,

surprising revelation, and potentially peaceful transformation.'®

TURNING A “MARTIAL MORTAR” INTO A SACRED “BOWL OF FRIENDSHIP” 4.2b

Although a “mortar” and encircling walls are shown in the dramatic allegory to
be properties belonging to and in the service of War, it should be emphasized that there is
nothing inherently war-like in either of these stone surrounds. In fact, the “mortar”
(thueian) that is named in the play (228, 230, 235, 238), is etymologically and
performatively linked to the ritual activity of “offering”, as by burning (thuein)—the
honorable rite that such a “mortar” more typically served."™ 1In this common vessel
called a thueian, fragrant herbs, frankincense, pieces of cedar, and other such aromatic

substances were ground together, mixed with perfumed oils, and then burned as incense

out of their city when they had become entrapped by the Spartans’ circumvallation (3.20-24).
On the use of scaling ladders in siege warfare, see Hanson (1991), 181.
178 Although Trygaeus’ liberating and peace-seeking deed on the stage-machine seems to mime
the action of a catapult, this war-machine was (reportedly) not invented until 399 BCE (in
Syracuse). See, Hanson (1991), 187; and Marsden (1971).
7 1tis tempting to compare this upward escape of Trygaeus, to Daedalus’ escape from the
encircling stone walls of the labyrinth. According to later poets, upon being imprisoned in
this work that he himself had built, Daedalus looked up and said to his son: “surely the sky is
open, And that’s the way we’ll go” (Ovid, Metamorphosis 8.189-90).
180" Athenian tragedy and episodes of epic poetry frequently involve walls as metaphorically,
politically and symbolically-charged constructs. On walls, as exemplary sites on which, over
which and before which agons are powerfully staged, see Goldhill (2007).

81 Ag opposed to the igdis, a “mortar” named for the act of “pounding” (igdizein). See Olson’s

note to line 228-29, and Mortiz (1958), 22.
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182

in honor of the gods. ™~ Aside from preparing and offering such fragrant gifts, a “mortar”

by the name of thueian was also used as a common domestic bowl for mixing and sharing

gratifying meals.'®

Given these common uses of a “mortar”—as a site for rendering
sustenance to both gods and mortals—one can imagine that as Trygaeus disdainfully
watched War’s menacing show, he was beginning to feel himself obliged, not only to
rescue Peace and save the people, but also to re-appropriate that stone bowl for its proper
peaceful roles. Indeed, the re-appropriation of the bowl—and the city it represents—
seems to be initiated in the play in at least two ways.

One way in which this sacred property is effectively taken out of the hands of
War and into the service of Peace is by the involvement of a number of other peaceful
vessels that dramatically take over after War’s menacing show. In the second half of the
play, following the recovery of Peace, a variety of beneficent bowls enter into the
performance. For instance, a libation bowl (1093ff), a lustral basin (956), and a sacred
basket of barley (947), each perform as tangible props in the hands of Trygaeus and his
assistant as they carry-out purifying and propitiatory rites around the orchestral altar
during the “installation” of Peace. Other vessels—those exemplifying peacetime
activities—are conjured verbally in the play. These include: wine cups, wine jugs, and
wine strainers (535, 537, 916); as well as porridge pots (594), and kettles full of cooked
beans and figs (1144). A platter of delicacies (1193), a tray of grilled meat (1031, 1115),
and a pan for kneading honey cakes (869) also show up in the orchestra in preparation for
the play’s culminating wedding feast. Other holding places, wherein mixing and
mingling are figured positively, include those suggestively alluded to off-stage: the warm
bathtub for Trygaeus’ bride (843, 868, 1339), and the ready marriage bed for the happy
couple (844). More suggestive still are the receptive hollows of those feminine figures,
whom Trygaeus rescues along with Peace (892), as well as the fertile recesses within the
maternal earth, which the chorus of farmers, in the end, eagerly rush home to plant
(1140).

Besides overcoming the image of War’s destructive bowl with a diverse series of
more peaceful (plentiful, productive and receptive) bowl-like hollows, there is another
way by which the sacred property misused by War is dramatically re-appropriated for

Peace. In the second half of the play, War’s stone “mortar” (thueian) is effectively

182 1 ilya (1972); and Detienne (1994), 38ff.

183 Cf. Frogs 123-24, Wealth 718-20.
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replaced with the stone “altar” (thumelé)—the sacred theatrical property that permanently

* This substitution of the “mortar”

stood at the center of the Dionysian orchestra.'
(thueian) with the “altar” (thumelé), as a site to receptively sponsor the honorable activity
that War’s “mortar” would not (that is, “offering”, or thuein), is intimated in part by the
punning language. Yet, the substitution manifests most vividly in performance by the
paralleling of two distinct yet comparable episodes in which first the “mortar” and then
the “altar” perform conspicuously: as focal points for the dramatic action; as sites of
transformation; and as suggestive models of civic and sacred space. The first episode—
oriented around the “mortar”—consists of War’s allegorical demonstration, which is
staged as an interlude in the heavens near the beginning of the play (236-88). The second
episode—oriented around the “altar”—consists of Trygaeus’ “installation” of Peace,
which is acted-out as a sacred rite in the orchestra near the drama’s end (923-1038). In
the first episode, War presides over the “mortar” as if he were a hungry cannibal,
ominously forecasting destruction for all the cities and people. In the second episode,
Trygaeus presides over the “altar” as if he were a religious official, prayerfully wishing
for the rejuvenation of all the cities and people. The relative position of Peace during
these two scenes is also helpful to picture: whereas Peace is visibly absent throughout the
first scene (hidden in a pit beneath a pile of stones); Peace is visible to all in the second
scene, for her statue stands by Trygaeus in the orchestra “fully revealed” (apophenon,
997). She may also have been positioned in such a way that would allow her to behold
the “offering” (thusian) being prepared openly in her honor (977). Even the “war-
charging” sounds of War’s mortar are replaced in the later episode by the music of
“flutes”; for the play’s pipe player takes up his position alongside the altar while
Trygaeus enacts the propitious rites (952ff). Finally, one must compare the figured
contents gathered by the comparable vessels. Whereas War’s stone surround—as a
walled-city—comes to be filled, by War’s threat, with frightened people, misplaced

farmers and endangered farm products (taken from troubled territories); Trygaeus’

184 Trygaeus makes this altar conspicuous when, in need of an altar to sacrifice to Peace, he
discovers one (with feigned surprise) right there in the orchestra: “Look, here’s the altar right
in front of the door!” (942). Trygaeus leads a purifying rite around the altar (956-72);
pronounces a propitious prayer over it (973-1015); arranges fire-wood upon it (1024-26); and
then, after lighting it (1031), the fragrant “aroma” is evident (1050). This permanent
orchestral altar is well attested and, arguably, used as a stage property in some plays. Such a
raised platform performed as an orienting feature of choral dances and, according to legend,
provided the elevated spot upon which Thespis first leaped so as to address the chorus in a
spoken voice, thus giving birth to the art of the actor. See: Pickard-Cambridge (1968), 86-86;
Burkert (1966), 101; Arnott (1962), 42-56; Dearden (1976), 46-49; Rehm (1988).
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altar—as a level civic platform—comes to be filled, by Trygaeus’ wishful prayer, with
local citizens, as well as with all that exemplifies bountiful harvests and fair trade with
distant territories: Megarian garlic, cucumbers, apples and pomegranates; Boetian ducks
and other tasty birds; as well as exotic Copaic eels (1000-05). By his elaborate prayer,
Trygaeus continues to figuratively fill the level area of the altar as though filling an open
marketplace with positive civic conflicts, such as the busy jostling of competitive
shopping (1007ff). At last, he fills this altar-furned-agora with all “the Greeks”
(including himself). And then, speaking over this representative area full of citizens
(while at the same time speaking from within the great bowl of the theater), Trygaeus
implores Peace (as quoted above) to “blend us Greeks [as in the beginning] with the juice
of friendship...” (996-98). Given that “bowls of friendship”, “bowls of freedom”, and
“cups of welcome” were common tropes in Greek poetry for filial and sacred relations,
the social and spatial connotations of Trygaeus’ rejuvenating demonstration—being
performed over the vessel-like altar and within the bowl-like theater—would likely have
been perceived and experienced by the assembled spectators.'®

And so, by this propitious in situ performance with representative words and
props, this architect-figure transforms the image of the city from an area encircled by
entrapping walls to an area defined by the open orchestra, and from a “martial mortar” to
an honorable “altar”. When, just a few lines later, the chorus members thank Trygaeus
for having saved their “sacred city” (1035-36), it is tempting to picture them as
synchronically gesturing to and dancing round the re-sanctified and representative

186

altar. ™ Although this orchestral altar was arguably involved in a number of dramas as a

stage property (as an altar, as a place of supplication, as a tomb, as a speaker’s platform,

187

as a musicians’ perch, and as an offering table), "' it seems rather appropriate that an

5 11 the 1liad, for instance, Themis receives Hera back into the halls of Olympus with “cups of

welcome” (deikanoonto depassin, 15.86); and Hera, later, reciprocates the gesture and the
trope (24.101). Hector, in his Trojan city, prays for “a bowl of freedom” (krétéra eleutheron,
6.528)—a cup he is denied. In Athenian drama, there are many expressions involving the
image of a “bowl of friendship” to qualify social bonds among those who drink wine and pour
libations from a common bowl. Cf. Euripides’ Medea 138.
186 Safeguarding altars was a trope for protecting cities, as the architect-figure in Euripides’
Cyclops also suggests (286-98). See below, p. 237-38, n. 577.
87 On the involvement of this orchestral altar in Athenian tragedy, see Rehm (1988). Given that
the term thumele refers to the flat stone slab, or “top surface” of the altar on which fire was
kindled, thumele at times suggestively names other such stone surfaces; including, steps,
foundations, platforms, a stage, and even the orchestra itself. See Gow (1912), esp. 234-35.
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architect-protagonist would see in this theatrical and religious platform a complex image

of the polis and a dramatic scheme for its propitious transformation.

PERFORMING (AND PERSONIFYING) TRANSFORMATION 4.2c

In a short comic episode toward the end of the play (1210-64), Trygaeus
performs a series of transformations that, like his dramatic substitution of the “mortar”
with the “altar”, convert destructive devices of war into properties supportive of peace.
Like the previous substitution, this series of transformations also perform
representatively, since the changed artifacts reveal aspects of the broader (civic and
worldly) transformations that the protagonist also aims to bring about. Aside from
offering additional examples of such transformations, this particular series further
suggests that Trygaeus’ actions may be taken to exemplify a techné of transformation;
specifically, an art of initiating transformations with broadly peaceful intent.

Near the end of the play, following the elaborate “installation” of Peace in the
orchestra, Trygaeus begins preparing a banquet to celebrate his impending marriage to
Harvest. As he does so, a Sicklemaker and Potter arrive bearing wedding gifts, including
products of their respective trades (1198-1206). These grateful craftsmen have come to
reward Trygaeus for the “great blessings”, as well as for the good “sales and profits”, that
he has brought them by “making peace” (eirénén poiésas, 1199). A moment later,
however, an Arms-dealer, Helmet-maker and Spear-maker pay Trygaeus a visit. These
unhappy craftsmen have come to complain that the return of Peace has put them out of
business. Specifically, they accuse Trygaeus of having “uprooted” them by destroying
both their “techné and livelihood (bios)” (1210-12). In the comic exchange that follows,
Trygaeus, aiming at ridicule as much as at reparation, proposes a series of peaceful
transformations for their now obsolete wares. Having just previously used a captain’s
crest-feather for dusting crumbs off a banquet table (1192-3), Trygaeus now demonstrates
for these weapons-makers (much to their dismay) how their devalued war-gear may be
converted for peaceful use: by utilizing an item of armor, specifically a cuirass, as a toilet
(1224-39); by turning a troop-marshal’s bugle into either a device for playing drinking
games, or a scale for weighing figs (1240-9); by inverting a warrior’s helmet for use as a
wine vessel (1258-9); and by taking a set of deadly spears as supportive vineyard stakes,
after sawing them in two (1262-3). Insulted by these proposals, the arms-makers leave

(1264).
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This episode, staged late in the play, recalls an earlier (and even briefer)
exchange in which, just after the recovery of Peace, Hermes and Trygaeus turn directly to
the “spectators” to ridicule those among them whose techné depends upon war (544).
Crest-makers, Sword-smiths and Spear-sharpeners bear the brunt of their abuse; while
those spectators who fashion agricultural tools (mattocks and sickles) are said to join in
mocking these craftsmen of war (545-49).

These brief episodes—in which crafted instruments of War are turned into
implements of Peace, and craftsmen of war-gear are ridiculed by artisans of agricultural
tools—suggest many things. At a practical level, the episodes attest to the importance of
crafted tools in making and maintaining either War or Peace. The episodes also show
that Trygaeus’ manner of “making peace” includes making critical preliminary changes
that allow for others to “make peace”, in part, by simply offering them the proper tools to
do so. In other words, the making of Peace is, for this architect-figure, shared with other
makers (including certain craftsmen) and concerned with the appropriateness of
mediating tools. At a dramaturgical level, the emphasis on tools demonstrates the
importance of such tangible properties in making the benefits of Peace vigorously
apparent in the drama. Even as invisible props, tools are integral to the imagery of
Peace’s restoration. For instance, soon after Peace emerges from the pit, Trygaeus tells
the farmers that they are free to lay down their “spear, sword and javelin”, to take up their
“farm tools” (552-53), and to return to their farms where their “shining mallets” (for
breaking-up the earth) await them, and where their “winnowing shovels glitter in the
sunlight” (566-67). There is a further element of parody at work in this radiant imagery,
since on the Homeric battlefield it is the armor and weaponry of warriors that gleam in
this celebratory and divinely sanctioned way."™ At a more iconographic level, there are
further observations to draw from the particular tools, props, or attributes that these
craftsmen bear. At this level, the agricultural figures—with their mattocks, mallets,
sickles, winnowing shovels and pottery—can be seen to representatively dramatize the
seasonal cycle of (re)productive labor: breaking-open the earth and releasing her fertility
(mattock/mallet); reaping earth’s benefits (sickle/winnowing shovel); then gathering,
preparing and sharing those bounties, conveying them to markets, and preserving them

for winter (pottery). On the other hand, the opposing figures—with their spears, swords,

188 A5 the armed Achilles moves in to deliver Hector the fateful blow, a “gleam” from his sharp
spear appears as a star in the heavens (/liad, 22.317-19).
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helmets and regimental crest feathers—can be seen as representative of perennial battles
(which heed no season), and of the more troubling honor sought by those men who lead
them. Thus, beyond re-enforcing the abstract opposition between Peace and War, these
episodes—by showing the lively antagonism of particular craftsmen and crafted
products—compare and contrast human practices: the techné of agriculture (involving
worldly rhythms and the strife of labor), and the fechné of warfare (involving civic
(dis)harmony and the strife of battle). How then, does Trygaeus’ own fechné relate to
these others?

Unlike the craftsmen named in these episodes (makers of mattocks, sickles,
pottery, helmets, spears, crests and swords), Trygaeus does not himself make any such

% Thus, amid these

crafted products. Rather, Trygaeus is making, or performing, peace.
craftsmen, Trygaeus proposes and enacts transformations that aim to adjust their products
so that these artifacts might support positive activities. Although Trygaeus may be said
to turn one product into another (the cuirass into a toilet, the bugle into a target and scale,
the helmet into a cup, and the spears into a set of vineyard stakes) he, more
performatively, can be seen to reinterpret each device, adjusting others’ perception of
them and demonstrating how they might serve a diversity of positive human practices,
such as relieving oneself, festive gaming, careful measuring, communal banqueting, and
nurturing vines. One could go on to compare how these proposed adjustments would
further transform the social relations among the people performing such activities, as well
as the general mood of the situations in which the changed devices would perform. For
instance, turning the war-gear into domestic, sympotic and agrarian props would also turn
combatant tensions toward relief, revelry, agreement and gratification. By considering
such interrelated transformations, Trygaeus’ preliminary adjustments can be understood
to initiate representative changes that potentially turn not simply one artifact into another
but social and situational relations from strictly antagonistic to loosely sympathetic. And
this understanding of the protagonist’s transformative capability, or techné, leads to
another.

Given the particular diversity of transformations that Trygaeus initiates in
Peace—combined with an understanding of his special name—one may begin to see this

protagonist as exemplifying, even personifying, a transformative agency; one that not

189 . L « > L .
As mentioned above, Trygaeus is said to “make peace” (eirénén poiésas, 1199); and he is

shown, by comparison, to make, or “perform planning” (poiésas bouleuein)—such as he
hoped Zeus might do (58ff, 106). The verb poied here retains its double sense, meaning both
“to do” and “to make”, see Gould (1955), 20, n. 1.
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only turns conditions of war to conditions of peace but also turns devices of Tragedy
toward the aims of Comedy. This poetic transformation of genre (Tragedy to Comedy) is
heard both in the laughter, which is among the profound benefits of his dramatic actions,
and in the name “Trygaeus”, which suggestively identifies this protagonist as Tragedy-
turned-Comedy. For, in the name “Trugaios” one not only hears “trugad” (“I harvest”),

=

together with “truge” (the wine “vintage”), and “trux” (the “dregs”, or unfermented
wine), but also discerns “Trugddia”—Aristophanes’ invented word for his own comic
genre, which is itself a pun on “Tragoidia” (Tragedy).lgo Thus, the name “Trygaeus”
embodies Tragoidia (Tragedy) turned Trugodia (Comedy). This etymology and punning
word play, when taken together, presents Trygaeus as both an agent of “Harvesting”—he
who “Gathers the vintage”—and an agent of Aristophanic “Comedy” (Trugddia)—he

1

who takes up tragic themes but turns these to comic ends.'”’ Trygaeus’ special techné of

transformation, then, gathers not only the fechné of farmers and architects but also the

techné of both tragic and comic poets.'>

190 = 1a? (13 ba = b (13 2 = 1 T e 2
“Trugodia” is the “ode” (0dia) sung for the “dregs” (¢rux); whereas Tragoidia is the “ode

(0dia) sung for the sacrificed “goat” (tragos), which tragic poets in archaic times had sung

for. The “dregs” (trux) refers to unfermented wine; the unstrained residual portion of wine

that remained in the bottom of a cask after the new wine was poured off. It was the lowest but

most potent substance in the cask, thus fittingly qualifying the stuff of comic drama

(according to Aristophanes). On Trygaeus’ potent name, and the correspondence of “Tragedy

and Trugedy”, see Olson (2002), note to line 497-500; Taplin (1983); Edwards (1991); and

Hall (2006), 328-35. As Hall notes in these pages, the special ending of Trygaeus’ name

(aios) makes him “in some sense the offspring of ‘Trugedian’”. Hall also notes here that in

some contexts, the god Dionysus was evoked with the epithet Protrugaios, he who “presides

over the vintage”, leading or looking forward to such harvesting activities.
1 As Hall (2006), 178, claims: “Trygaeus”, being closely identified with #rugédia, exemplifies a
form of Comedy having “the same social utility and didactic force as Tragedy.” In this
discussion, Hall further suggests that Trygaeus is “virtually a personification of socially useful
Comedy” and can be seen as the masculine counterpart to the feminine figures of “Poetry” (as
personified in Aristophanes’ fragmentary Poiésis, Frag. 466-67 Loeb), and “Komaodia” (as
personified in Cratinus’ fragmentary Putiné, the “Wine Flask”, 423 BCE). The serious sense
of trugodia is made explicit in Aristophanes’ Acharnians, when Dikaeopolis asserts: “even
comedy (trugodia) knows about what’s right (dikaion)” (500).

Performing in a mixed genre persists as a predicament and opportunity for architect-
figures beyond Trygaeus. For, in Euripides’ satyr-play, “architects” perform in a burlesque,
yet tragically interdependent genre; and in Plautus’ Amphitryon, Zeus—the “architect of all”
(architectus omnibus, 45)—devises, with the help of Mercury, a tragic plot in a comic guise, a
mix called (for the first time), “tragicomoedia” (59). See, Christenson (2000), 149.

12" Given that the chorus in Peace praises the “great fechné” of their comic poet (749), one may
take the techné of dramatic poetry, the techné of agriculture (and the arts that support it), and
the techné of warfare (and the arts that support it), as forming a triad of “arts” in this play
(544,1212). The atechnos manner of War (and the gods) adds a fourth artless (careless and
thoughtless) sort of art (206, 199).
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With this complex understanding of Trygaeus’ name, one may also count him
among the ensemble of other personified figures performing allegorically in the play.

Together with War, Riot, Peace, Theodria, and Harvest,193

Trygaeus acts as Harvester and
Trugedian—a tragicomic cultivator of potentially positive transformation. In this way,
Trygaeus would also join those other comic protagonists—Dikaeoplis; Lysistrata;
Praxagora; and Peisetairos—whose own names, likewise, evoke their special capability:
Justly advising Cities; Loosening Armies; Acting effectively in the Agora; and

Persuading Comrades.

PARADIGMATIC SHOWS: WAR AND PEACE IN THE ORCHESTRA AND ON EXEMPLARY ARTIFACTS 4.24

Before moving on to consider another manner of representation in Peace, I must
briefly return to the allegorical interlude so as to draw out a further allusion in its show.
A clue to this allusion is borne by “Riot”. As assistant to War, Riot contributes comically
to the allegorical scenario—rushing from place to place in search of a “pestle” at War’s
command, and absorbing the abuse of his ruthless master. Yet, beyond physical comedy,
Riot (Kudoimos)—whose name is variously translated as “Havoc”, “Uproar”, “Tumult”
2194

and “Confusion

Iliad, Riot is found both on the troubled battlefield (5.593)'”* and on the artfully wrought

—also resonates profoundly with the epic din of battle. For in the

shield of Achilles, where the divine craftsman Hephaestus chooses to inset Riot, together
with Strife (Eris) and destructive Fate (Kér), as ornaments, animating the shield’s image

of a city at war (18.535). Riot is also found on the shield of Heracles; since, in Hesiod’s

193 . — . ) , )
There are more personifications in Peace than in any other of Aristophanes’ comedies. Other

personified abstractions appearing in Aristophanes plays include: “Reconciliation” (Diallagg)
in Lysistrata; “Sovereignty” (Basileia) in Birds, the “People” (D&mos), and the “Treaty
(Agreements)” (Spondai) in Knights, the “Just” and “Unjust” arguments (Dikaios and Adikos
Logos) in Clouds; “Poverty” (Penia) and “Wealth” (Ploutos) in Wealth; and the “Muse of
Euripides” Frogs (1306ff). These figures are gathered and briefly discussed in relation to
other personified agents in Greek myth in Lever, (1953). Cf. Olson (1992), especially pp.
313-14. In Athenian tragedy, one finds the “Well-Minded Ones” (Eumenides), “Might”
(Kratos) and “Force” (Bia) in Aeschylus’ Prometheus Bound; in Euripides one finds
“Madness” (Lyssa) in Heracles, Death (Thantos) in Alcestis.

194 “Riot” the name offered by Bowie (1993), 134ff; “Uproar”, Olson (1998); “Tumult”, Newiger
(1980); “Hubbub”, Henderson (1991); “confusion” is the often sense of the noun in epic.

195 «Riot together with Ares and Enyo (god and spirit of war) follow Hector onto the battlefield
in book five (5.593). Cognate forms of kudoimos, also qualify the phenomena of “havoc” and
the activity of “wreaking of havoc” on the battlefield (11.163, 324, 15.136).
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poem The Shield, Hephaestus has again inset Riot as an animate ornament, together with

Strife and destructive Fate (155-56)."°

By having War call his accomplice by the name
“Riot” (255), then, Aristophanes associates this comic extra with the riotous persona set
into epic poetry. Beyond appropriating epic clout for Riot, such an allusion more
significantly links Aristophanes’ allegorical representation of War (and his drama Peace
in general) to the shields of Achilles and Heracles—those exemplary defensive works of
representational art that, like his own drama, actively display elaborate images of war and
peace together with an impressive milieu of worldly conditions. By alluding to these
shields, one may also infer that Aristophanes was linking his own work as a dramatic
poet to the activity of the exemplary craftsman Hephaestus; for this smith’s manner of
orchestrating lively representations upon the bounded area of a shield provides an
appropriate model for the dramatic poet, who similarly fashions vivid scenarios in (and
around) the bounded area of the orchestra.

There is a further, more narrative, way in which Aristophanes’ dramatic allegory
resembles the Homeric description of the shield of Achilles. Like the allegorical
representation in Peace, which is staged in the heavens as an interlude set within the play,
the making of the shield of Achilles is presented as an elaborate digression (a descriptive
ekphrasis) set within the larger epic (18.476-616). During this episode of the //iad, the
action on the Trojan battlefield is momentarily suspended (together with the tensions
among all those in conflict) as poetic attention moves up to “high Olympus”, ascending—
together with Thetis—to the divine workshop of Hephaestus where Achilles’ shield and
its representative scenes of war and peace are vividly prepared (18.142ff). As in
Aristophanes’ Peace, then, it is in the heavens above where the audience of the epic, as of
the drama, is given such a comprehensive and illuminating show. As Mark W. Edwards
has observed, such representational digressions in Homeric poetry perform like extended
similes, “Like an enormous simile, the scenes on the shield [of Achilles] hold the

7 In Aristophanes’ Peace, the spectator’s

narrative still for a while as we gaze at them.
gaze upon the allegorical interlude is marked and modeled within the drama by Trygaeus
himself. For, while War and Riot perform their menacing show, Trygaeus watches on

discerningly from his hiding place at some limit of the orchestra (234). From this

196 A5 Heracles dons his shield for a duel with Kyknos (son of Ares), the images upon his shield
are elaborately described in a way that closely resembles the model scene in the Iliad.

7 Edwards (1987), 278. Cf. Becker (1995), 49, who also compared the ekphrasis on Achilles’
shield to Homeric similes.
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marginal and intermediate position, Trygaeus offers the spectators numerous interpretive
(and comic) asides: responding to the scenario as it develops; urging the spectators to
look on as well and to “see (horate) the serious danger (megas kindunon)” (264); and
reassuring them to endure this “great test” (megas agon)” (276-86). In this way,
Aristophanes’ digression brings interpretive attention to the dramatic poetry, to its own
artifice and to its bearing. And this it does (like the Homeric display of Achilles’ shield)
by moving to an eccentric place and to an alternative mode of representation; as well as
by offering a comparative, layered and expanded view back onto the main themes of the
narrative. Thus, by their interpretive role, combined with their conspicuous manner of
influencing events both within the story and beyond it (to the story’s audience), such
digressions (allegorical interludes, descriptive ekphrasis, and extended similes) act as
illuminating and auxiliary complements to the poetic work of which they are also an
integral part.'”®

I must refrain from delving too deeply into this nested topic of poetic and
representational devices. I will simply emphasize that the architect-figure in Euripides’
Cyclops (Odysseus) also involves such a device; specifically, an extended simile, or
mixed analogy, which, like the interlude in Peace, is inclusive of allegorically and
architecturally suggestive imagery and is modeled after epic poetry. And, the architect-
figure in Cyclops delivers this poetic image, as a kind of architectural representation, to
both the chorus and the spectators so as to persuasively show and dramatically illuminate
the broader significance of his transformative scheme. (This will be discussed below, p.

267f9).

If the allegorical interlude staged in the heavens offers extraordinary and divine
insight onto War and Peace, the metaphoric display staged on the mortal plane would
seem to offer a visceral immersion in the human experience of war and the lack of peace.
It is to this metaphoric mode of representing Peace’s absence and potential presence that

we now turn.

9% On the general significance of digressions in Homeric poetry, see Austin (1966). The poetic

role that such devices play within epic and dramatic poetry resembles the architectural role
that ornament plays for buildings, as described by Alberti (and as discussed above in the
prologue). For a relevant discussion of this notion—that poetic and architectural ornaments
gain and sustain value in relation to the works and situations they adorn—see the chapter
entitled “Aesthetic and Hermeneutic Consequences” in Gadamer (1993), esp. 159.
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— CHAPTER FOUR | Part Three —
Metaphoric Bases

PRELIMINARY DESCENT INTO DUNG (THE OPENING ACT OF PEACE) 433

Metaphorically, the lack, or negation of Peace, is represented most forcibly at the
very start of the play with an odiferous immersion in “dung”."” In this ridiculously
chaotic opening scene, one slave is stationed in the midst of the orchestra at a mixing tub
full of dung. There, he begrudgingly shapes the dung into neat little balls, all the while
complaining directly to the spectators about his unpleasant experience in doing so. A
second slave, meanwhile, frantically rushes, back and forth, from this tub of dung in the
midst of the orchestra to the central door of the skéng€. There, he delivers the carefully
prepared dung-balls to a “filthy, smelly and voracious [thing]”—hidden immediately
beyond (38). When the slave that has been busy shaping the dung finally becomes fed-up
with his foul task, he abandons the offensive tub, and goes himself to take a peak behind
the door of the skéné (29). Astonished, this slave turns back to the spectators to mime
what he has just seen (35ff), and then to disclose the play’s “plot” (logon, 50). From this
dung-shaping slave we thus learn that the repulsive yet fastidious thing concealed behind
the skéng is “a giant Aetna dung-beetle” (73). We further learn that this beastly beetle—a
device imported by his “mad” master—has been feeding on dung as unlikely fuel for an
urgent ascent to the heavens.

As A. M. Bowie has concisely observed, the preliminary presentation of dung in
Aristophanes’ Peace shows that “all is not well in the world”. > Indeed, here, as
elsewhere in epic poetry, the excessive presence of dung is emblematic of a situation run
amuck.”®  Yet, beyond plunging us into muck, into general chaos, and into aberrant
conditions as abhorring as war, this metaphoric scenario—involving dung, dung-shaping,
dung-eating and dung-fueling—also introduces a series of more precisely suggestive
associations. To begin with, one may compare the “tub” of dung to the “mortar” of War;

both as a conspicuous site of transformation, and as a primary stage property

199 This “dung” is first called out as “donkey dung” (onidon, 4), but mortal dung (kopos, 9) and a

slang substance (chezo, 24, 151, 164) are also included in this mix.

200 Bowie (1998), 135.

201 Odysseus encounters “great heaps of dung (kopos)” within the cave of the Cyclops (Odyssey
9.329), and again at the doors of his own household in Ithaca (17.297, 306). These are the

only two mentions of “dung” that I am aware of in Homeric poetry.
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representative of the city. In performance, War may well have used the very same stage
property (for his menacing show) that the slave had just previously used (for his repulsive
chore). Such a re-appropriation of the same prop for different purposes would make
explicit its metaphoric capacity. The slave initiates this representative capacity of the
“tub” with the particular name he gives to it. For, as he abandons this “tub” in disgust, he
calls it (literally) a “bilge” or “hull”, as of a ship (antlias, 17).*** As such, this “tub” of
dung not only prefigures the allegorical image of the “martial mortar” as a walled city
caught up in war, but also introduces the metaphor of a ‘ship of state’—burdened with
sewage.”” The dung within this “tub”, or troubled ship, further foreshadows the mash of
leeks, garlic, cheese and honey at the bottom of War’s “mortar”; as well as the intolerable
condition of all the people War’s mash represents. At another level of interpretation, the
ominous stench rising out of the collective dung strongly suggests that the relationship
between mortals and gods has also run amuck; for, as Bowie explains, “bad smells...
stand in opposition to spices and perfumes that are a means of communication with the
gods, and altars are naturally polluted by such [smells] as excrement.”*** Thus, this first
dung-ridden scene of Peace, suggests what the subsequent episode in the heavens proves:
that both the human and the divine situations have become profoundly problematic.
Beyond revealing the magnitude of the play’s central problems (in the midst of
which the architect-figure is obliged to act), the presence of dung in the first scene of the
play also sheds light—a contrasting light—on a range of primary transformations brought
about in the course of the drama. For instance, the repulsive stench of dung and the
reluctant “shaping” of dung balls for consumption by a strange beetle at the start of the
play (4ff), gradually give way to more attractive imagery: to the appealing fragrance of

wine, flowers, perfume and divine offerings (5251, 862, 1050); to the “shaping-together”

202 Rejecting the demand for more dung-balls, this slave says: “No, by Apollo, I won’t! I can’t
stand over this ship (antlias) any longer!” (17). The antlias refers specifically to the lowest
part of a vessel, which tended to fill with stagnant “bilge water”. See Olson’s note to the line,
whose translation of the verb “stand over” (huperechein) I have borrowed.

203 . . . . .
Such a trope—of the city, or state as ship—is found in a number of Aristophanes’ other

comedies: in Wasps, a slave claims that the plot of the play concerns “the whole ship” (fou
skaphous holou, 29). Cf. Frogs 361; and Assembly Women 108. The image reappears in
Cyclops, (see below p. 273), and persists in the philosophical writing of Plato (Republic 488a-
89b). It was popular among poets already by the sixth century BCE, as in the poetry of
Alcaeus and Theognis (667-682). See Page (1955), 179-97.

29 Bowie (1998), 135. “Fragrant” is an epithet of “altars” in Homeric poetry. On the importance

of good smells to Greek gods, see also Lilja (1972), 19-30, and Detienne (1994).
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of wedding cakes made of sesame seeds, oil and honey (869);*” and to the consumption
of these auspicious cakes by the bride, the bridegroom, and all their grateful guests at the
play’s end (1305ff). Whereas the slave in the first scene makes it very clear that he
would never think of tasting the dung-balls that he is obliged to shape (13-14); the chorus
members, in the culminating banquet scene, eagerly devour the honey-cakes (as well as
the roasted meat, sweet rolls and cookies) that they are generously offered (1191-96,
1305ff). And, it is tempting to see them being offered these delicious treats from the very
same metaphoric bowl. Thus, the preliminary image of dung (together with its “tub”)
performs as a base phenomenal measure against which the fuller spectrum of peaceful
transformation (its more diversely sensual, social and satisfying scope) may be more
thoroughly appreciated and clearly desired. Modern scholarship has offered a number of
ways to concisely express these primary transformative movements in the play: from
“dung cakes... to wedding cakes”; from excreting to eating; from sterility to fertility;
from decay to rejuvenation; and from the foul smell of animal dung to the fragrant

6 To this series one may add the change from “shaping” (plassein,

exhalations of gods.
4) to “shaping-together” (sumplassein, 869), which implies not only a movement toward
more subtly inclusive manners of making, but also a development from forming an
overwhelmingly singular condition to synthesizing a variegated condition of abundance.
Although the gist of these positive movements may be clear enough, there is still more to
be seen, sensed and made of the dung.

Dung, as has been shown above, gives representation to the dearth of Peace, to
the burdensome reach of War, and—by measure of contrast—to the positive scope of the
play’s peaceful transformations. But dung is not reducible to a negative element simply
opposed to a positive and plentiful peace, for the involvement of dung as fuel for the

heaven-bound beetle introduces one of the profound ironies of the drama: the unlikely

role of low substances for high pursuits.*”” There is, in other words, a potentially positive

295 The “sesame rolls” (sésame) being “shaped-together” (xumplattetai, 869) in the play were

standard treats at weddings. By their “prolific” seeds, sesame rolls were believed to bestow
fertility onto the marriage couple, see Oakley and Sinos (1993), 23.

2% These primary transformations (or reversals) are emphasized by the following scholars: from
“dung cakes... to wedding cakes”—Whitman (1964), 63; from excreting to eating—Reckford
(1979), 192; from sterility to fertility—Henderson (1991), 63; from decay to rejuvenation and
from foul smells (of mortals and animals) to fragrant communion (between mortals and
gods)—Bowie (1993), 135-36.

207 Dung also plays a productive role for Odysseus in the Cyclops episode of the Odyssey, for, he
hides the sharpened stake in a heap of dung just before using it to blind the cannibal (9.329).
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and generative agency within the dung. Indeed, Trygaeus, as a farmer, would be keenly
aware of the dung’s potential as a productive fertilizer—as a substance especially
appropriate to bring about not only a bountiful “Harvest” but an earthy Peace. Accepting
the substance in this ironically positive way invites an additional comparison: seeing the
lowly “dung” as analogous to residual “dregs” (#rux)—the potent substance that collects
at the bottom of a new cask of wine, which Trygaeus (as “Trugedian” and Vintager)
would likewise aim to re-cultivate.*® One may further see in these dark, mucky, low yet
potent substances a reflection of the maddeningly melancholic “bile” (cholé), which
according to the dung-shaping slave had so positively overwhelmed Trygaeus at the start
of the play (66); just as it may well have infected Aristophanes himself as he began to
shape the drama. Given these potentially positive interpretations of the dung (as earth’s
fertilizer, as wine’s potent “dregs”, and as a poet’s bitter verve) one may find in Peace’s
preliminary episode of dung-shaping a dramatic metaphor for poetic composition; one
that enacts the shaping of verses into refined drama as the kneading of dung into neat
digestible balls—which, in turn, propel speculative devices and restorative schemes. This
performative association is made apparent in the play by the dung-shaping slave himself,
for it is this same actor who (just after shaping the dung) goes on to bring aspects of the
drama into visibility and intelligibility: first, by vividly miming the concealed dung-
eating beetle (35); then, by lucidly sharing the play’s “plot”, or reasoning (logos, 50ff).
And this the slave does both by pronouncing the protagonist’s initial complaint, the
motivating argument behind the dramatic action (58), and by revealing the “novel way”

209

(tropon) the protagonist intends to act (63-77). Dung-shaping, then, models the

shaping of drama and, more specifically, prefigures and fuels the protagonist’s scheme.*"”

2% On the poetic merits of “dregs” to Aristophanes see Edwards (1991), 167.

209 Trygaeus’ “novel way [or turn]” (kainon tropon, 54-5) on the beetle is later cast by him as
“new” (neon, 94). Yet, it should be emphasized that Trygaeus found this device in the fables
of Aesop and in the tragedy of Bellerophon (as he himself points out, 129ff). The novelty he
demonstrates, then, is in the way he furned the beetle and tragic devices to his present situation.

210 . . .
In later Roman literature, “shaping” becomes a common trope for the forming of poetry. The

architectus-protagonist in Plautus’ Miles Gloriosus, for instance, says with delight that his
“scheme” is shaping-up well “under his hands” (sub manus, 873, cf. 1143). This same
protagonist is greeted as “architectus” a moment later (901). This trope may already be
suggested in the /liad, by the potter-simile that specifically qualifies a image of making circle-
dances upon Achilles’ shield (18.600-03). In Greek literature, “shaping” becomes a common
trope for fashioning thoughts (as in the imagination) and molding young minds (as in
education). Cf. Plato’s Phaedrus 246¢, Republic 377c.
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Together with these productive metaphors of dung and dung-shaping, the activity
of “shaping” itself should be heard as productive; for the word “shaping” names a basic
form-giving act. The two productive examples that frame this drama—the initial
“shaping” (plassein) of potent dung-balls (4), and the ultimate “shaping-together”
(sumplassein) of auspicious offerings (869)—have already been mentioned. A few
examples of “shaping” as found beyond this drama will help to reveal further relevance in
this basic mode of making. In the other plays of Aristophanes, for instance, one finds
verses referring to the “shaping” of clay vessels, as by a potter (Wasps 926); and to the

211

“shaping” of clay houses, as by a child (Clouds 879). In tragic drama, more

ambiguously, one finds the “shaping” of speech (notably, Odysseus’ fabrication of

212

lies),” ~ and the “shaping” of life-like bodies (notably, the gods’ fashioning of a phantom-

figure, or eidolon, of Helen).213

In the poetry of Hesiod one finds verses that not only
provide a rare example of the same “shaping-together” activity as found in the drama
Peace,”™ but also suggest a primary, if troubling, model for the figure of Peace herself.
For, when Hesiod describes how Hephaestus formed Pandora (the first woman), he does
so as follows: “the renowned smith took [moistened] earth and shaped it together
(sumplasse), through Zeus’ counsels (dia boulas), into the likeness of a modest maiden”

(Theogony 571-72). The full description of this event in the poetry of Hesiod reveals that

211 . . . . . . .
Whereas the vessel-shaping remark in Wasps is made in passing, the house-shaping remark in

Clouds is given as part of a more significant passage. Here, a father, seeking to gain
admittance for his son into Socrates’ “think-shop”, gives the following evidence for his son’s
ability to learn: “He’s a born philosopher at heart. Why, when he was still a tyke this high, he
could make clay houses at home, and carve boats, and fashion figwood carts, and he’d make
frogs out of pomegranates as pretty as you please—" Yet, it is the discerning capacity for
reasoning that his son lacks: “—Just see that he learns that pair of Arguments (/ogo), the
Better (kreitton)... and the Worse (adikon)”. (Clouds 877-85). A fragmentary line of a lost
drama (likely by Euripides) offers another sense of such house-shaping. Here, the poet asks:
“What house shaped (plastheis) by carpenters (tektones) could enclose the divine form within
its enfolding walls” (Frag. 912a Loeb). Both an affinity and a contest between the enfolding
potential of a tekton’s well-shaped walls and a poet’s well-shaped words seems implied by
these lines.

22 Sophocles’ Ajax, the chorus suspects that Odysseus “shapes” slanderous lies (148). And, in

Aeschylus, Prometheus Bound, Hermes warns Prometheus that Zeus’ threat to him is no lie—

“no shaped boast” (1030).

213 Menelaus presumes the gods fashioned an eidolon of Helen in Euripides’ Helen (585). The

notion that humans are “shaped” from clay is found also in Aeschylus’ Seven Against Thebes

(890) and Aristophanes’ Birds, where the feathered chorus mocks mortals as mere “artifacts

of clay (plasmata)” (686).

214 Besides Aristophanes’ Peace and Hesiod’s Theogony, the compound verb “shaping-together”

(sumplassein) is rarely found in ancient literature, appearing only in a few later sources. LSJ.

96 Peace—CHAPTER FOUR—Dramatic Modes of Representation and Transformation



like the auspicious offerings (made of sesame seeds, oil and honey), Pandora was
“shaped-together” with a diversity of ingredients including: earth and water, voice and
vigor (as harmonized by Hephaestus); the skills of weaving (as implanted by Athena); the
qualities of charm, passion and “stinging desire (pothos)” (as mixed in by Aphrodite);
and a deceitful mind (as worked in by Hermes).””® The ironic intent in crafting Pandora
in the first place would seem to be the special contribution of Zeus himself, for it is by his
“counsels” (dia boulas) that all these gifts are “shaped-together” and then presented to
mortals as a “tempting snare (dolon)” (Theogony 589).*'® Perhaps all of these specific
examples of “shaping” when brought together provide a series of clues as to the implied
“shaping-together” of Peace in Aristophanes’ play. For, these examples of forming clay
vessels, model accommodations, ambiguous speech and alluring maidens provide clues to
the earthy materiality of Peace’s statue (perhaps made of clay, not stone); to her uncertain

27 4o her

yet shapely and capacious form (perhaps resembling a large amphora);
ambiguously alluring influence (prompting both proper desire and, potentially, more
troubling lust); as well as to her own shaper, for whoever it was that formed this

representation of Peace may well have done so after the manner of Hephaestus.*"®

15 Besides Hesiod’s T heogony (566-616), the making of Pandora is also described in Works and

Days (58-106). There, Hephaestus’ formative act is narrated in similar terms: “without delay
the renowned lame god shaped (plasse) from earth (ek gaiés), through Zeus’ will (dia boulas),
the likeness of a shy maiden” (71-2). The earlier command of Zeus had specified that
Hephaestus should first “dampen earth with water” (gaian hudei phurein, 61).

216 Zeus gives Pandora to Epimetheus (and all men) in retribution for Promethesus’ theft of fire.

17 There are no direct clues in the play as to Peace’s physical appearance (aside from the chorus’
comment about her “fine face [or mask]”, euprosopos 617). Yet, the goddess does appear
amphora-/ike to Trygaeus, for when the goddess first emerges from the earth, Trygaeus
searches for a fitting expression to greet her with, one that, like her, has “the capacity of ten-
thousand amphorai” (muriamphoron, 521). Pandora was closely associated with a large
vessel, a pithos (erroneously called a box). Ancient clay vessels were metaphorically and
formally charged with feminine aspects (shapeliness, receptive hollows, and bearing
capacity), see Dubois (1988), esp. 47-9. On the Greek conception of women “as containers”
(as having wombs, and as residing in the inner rooms of a house), see Reeder (1995), 49-56,
91-101 and 195-99. On p. 51 of this collection is a suggestive vase painting image of “Hope”
poking her head out of Pandora’s vessel—thus appearing as a large vessel with a face atop it.
On the Greek perception of divine statues as vessels in general—as receptacles to be filled
with divine influences and to preserve and properly release these influences—see Steiner
(2001), esp. 121-25.

18 Pheidias arguably shaped the colossal statue of Athena after the manner of Hephaestus

shaping Pandora. For, upon the base of his colossal statue of Athena was a sculptural relief
depicting the “birth of Pandora” (said to show Athena bestowing her with a crown and woven
gifts with a group of witnessing gods). Why the making of this first troubling woman is
shown beneath the statue of Athens’ first patroness has been a question. One could consider
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Yet, what do these “shaping” and ‘“shaping-together” activities tell us about
Trygaeus, and his architecting activities? As protagonist of the scheme to recover Peace,
Trygaeus does not himself shape her figure as Hephaestus had shaped Pandora, since
Peace emerges from the earth fully formed.”"” Rather, more like Zeus (in Hesiod’s story),
Trygaeus’ actions lead to Peace being brought (back) into appearances in the heavens;
and then to her being (re)presented to mortals in the orchestra. Yet, here, Trygaeus’
intentions diverge from those of Zeus, for Trygaeus returns Peace to mortals so that she
might perform not, like Pandora, as a “tempting snare” but rather as a compelling
reminder of peaceful benefits. Granted, somewhat like Pandora, this representation of
Peace prompts “desire” (pothos)—the chorus members admit that they are “overcome
with desire (pothoi)” for Peace (584);* just as Peace is said (by Hermes) to have “desire
(pothoi) for this land (choras)” (638). Yet, this kind of “desire” (pothos) is not primarily
a sexual desire (such as Pandora’s figure might be expected to compel), rather it is a
longing for some thing, some one, or some condition that is absent—a “desire for

something not at hand.”*'

Thus, by installing Peace in the open area of the orchestra, as
well as by enacting social activities that her figure orients (such as dancing, wedding
feasts and sacrifices), this architect-figure seems to be prompting mortals not to lust for

Peace’s shapely form but to urgently desire the social and worldly conditions that are

the sculptor’s own emergent self-awareness of his act of fashioning an exemplary female

figure, which might be as troubling as it is appealing. See Hurwit (1999), 235-45.
21 There is another version of Pandora’s genesis (on a vase painting) showing her rising—fully
formed—up and out of the earth in a kind of epiphany. Such a “coming up” is comparable to
Peace’s coming out from behind the obscuring skéné. On the well-known vase (a volute krater
of circa 450 BCE kept at the Ashmolean Museum, Oxford)—see Reeder (1995), 284-86. The
tool held by Epimetheus in this painting is especially important: a large “mallet” (sphura).
While this “mallet” is closely associated with certain craftsmen, potters and smiths (Odyssey
3.434, Aeshcylus Frag. 307)—for, with it clods of earth might be struck and, so, softened in
preparation for shaping clay formworks—the implement was also linked to farmers—for with
it one broke up the earth, releasing its fertile potential (Peace 566). A satyr play by Sophocles
(of 470 or 460 BCE), suggestively entitled Pandora, or The Hammers (Sphurokopoi) supports
the interpretation that the tool was used to strike the ground and, so, releasing or summoning
Pandora. On the relation of this vase image, its tool, and dramatic ‘coming-ups’, see Simon
(1982), esp. 134-36, and 145-47; and Olson (1998), xxxvi-vii.

220 The chorus members further address Peace as the “desired one” (ho pothoumené, 588).

221 Weiss (1998), 33. As Weiss shows in this article, pothos is the kind of desire that Demeter
has for her abducted daughter Persephone, and that Odysseus’ family in Ithaca has for him.
In Aristophanes’ Frogs, pothos is also the kind of desire that Dionysus has for a “skilled poet”
and that Heracles has for minestrone (53, 66, 71). As Weiss, following Plato (Cratylus 420)
further shows, pothos is distinguished from other kinds of desire, namely eros and himeros.
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lacking and that her form and forum (the open orchestra) represent.222 If all this—all that
has taken shape in the orchestra—may be taken as ‘“shaping-together”, then the
transformation from the play’s initial dung “shaping” is indeed profound. For, this
development has not only gathered more variegated and auspicious conditions of
abundance, but has also sought to harmonize these tangible, spatial, social and dramatic
ingredients through diverse modes of animate participation. This architecting-
protagonist, then, succeeds in shaping-together, or “making peace” (eirénén poiésas,
1199), by making peaceful benefits dramatically apparent, appealing and available to
others.

Finally, along with all that has been said above about “dung”—its metaphoric
potential and its suggestive malleability (being transformable even into the desirable
drama of Peace)—Aristophanes’ choice to establish the conditions of War in relation to
“dung” also turns an abstract conflict (the battle for peace) into a palpable struggle with
the profane stuff of one’s own mortal self. For, in the first scene, this familiar substance
(and the actors’ slavery to it) dramatically exposes the primary strife of this drama as
being bound to basic human conflicts: to the mortal conditions of hunger, toil, decay and
death—incessant burdens that are nevertheless overcome in the play by poetic pursuits.”>
By its reminder of such basic mortal topics, then, “dung” ultimately returns us to earth,
not only as that inevitable repository of death but as the fertile grounds out of which
Peace emerges, and as the supportive grounds for divine statues to be installed and
human activities to be enacted. It is to the metaphoric and productive potential of this

earthy substance—the fertile, supportive and orchestral grounds—that we now turn.

FERTILE GROUNDS: DRAWING UP PEACE (TOGETHER WITH HER EARTHY BENEFITS) 4.3b

Although Trygaeus’ initial movement on the high-flying beetle is unmistakably

upward—"“away from the ground”; up “into the air”; skyward “to the heavens”; and

22 The kind of desire Peace prompts is expressed well by Kenneth J. Reckford (1987), 8, who
puts it more in terms of the poet: “Peace cannot be regained until it is strongly enough
desired; cannot be desired until it is remembered; cannot be remembered until it is rightly
imagined—under the guidance of the comic poet employing the magic of poetry and stage.”

23 Such basic mortal conditions recur as urgent concerns for Odysseus in Euripides’ Cyclops.

The problem of hunger is also a concern unique to Odysseus, among all Homeric heroes. (cf.

1liad 19.154-83, 198-237). Concern for his own (and his men’s) “accursed belly” has

prompted W. B. Stanford (1963), 69, to qualify Odysseus as an “untypical hero”.
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“straight [up] to Zeus™***

—Peace, ultimately, is not recovered from above but is rather
pulled up to the orchestra from below. As numerous descriptive utterances in the play
make clear, Peace is “drawn”, “drawn-out”, and “drawn-up to the light”. She is also dug-
up and unearthed from “down there”, from beneath heaps of “stones”, and from the “deep
cave” she was “thrown in” by War.**> In other words, in spite of pursuing Peace in the
upper-world, the architecting-figure, together with Hermes and the chorus, draw Peace
out, in a sense, from the under-world. Peace—the goddess, the statue, and the worldly
condition—emerges not from the clouds but from the earth.

Although, in performance, the actors most likely pulled Peace out more
laterally—by pulling the ship-like rolling device (the ekkykliema) out from behind the
obscuring sk&né into the open orchestra—this revelatory event is comparable to a
miraculous chthonic emergence. The language in the script supports such an image. The
chorus members, for instance, are repeatedly called “farmers” during and immediately
after the work of reaping Peace (508, 511, 551, 556ff 603). And, the chthonic nature of
the event is then sustained and extended with imagery of other earthy phenomena: with
the bountiful produce, pleasing aromas, sweet tastes, and seasonal sensations that
(together with Peace) emerge from the fertile ground. Trygaeus, Hermes and the farmers
draw-out these earthy phenomena both physically—with their rope—and verbally with
catalogues of peaceful benefits. These benefits show forth first as images of wine; for
Peace is anticipated as a “Vine-lover” (308); greeted as “Grape-giver”; regarded as
capaciously yielding “10,000-amphora” (520-21); and inhaled as a fragrant vintage (523-
30). Such earthy benefits of Peace also show forth palpably in song as plentiful
produce: as fresh figs, myrtle berries, blooming grape vines, flourishing violets and

healthy olive trees (572-81); as well as nourishing cucumbers, pomegranates, apples and

2% The line numbers for all this upwardness are as follows: “away from the ground” (apos ges,

159), up “into the air” (meteoros airetai, 80), skyward “to the heavens” (ouranon, 104) and
“straight [up] to Zeus” (euthu tou Dios, 68). Cf. lines 58, 62, 70, 68, 77, 80, 161.

225 Peace is “drawn” (elkusai, 300), “drawn-out” (exelkusai, 294, 315), and “drawn-up to the

light” (anelkusai to phos, 307, cf. 417 etc.)—from “down there” (touti to kato, 224), from
beneath heaps of “stones” (lithon, 225), and from the “deep cave” (antron bathu) she was
“thrown-in” (enbal’) by War (223). Hermes also emphasizes the underground status of Peace
when he indicates the place War has “thrown (her) in” (enebal’, 223), and when he warns that
Zeus intends to punish anyone caught “digging her up” (anorutton, 372).
226 This epithet “grape-giver” (botruodore) further associates Peace with earthy conditions, since
it recalls similar epithets for Earth, such as “giver of grain (zeidoros) in the Odyssey (3.3).
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acorns (1000-02). Other earthy benefits of Peace show as proper mortal toil, for Trygaeus
and the farmers eagerly anticipate their joyful work of inspecting vines (1160f) and
“gathering (the vintage)” (trugésomen, 912, 1139f); as well as their satisfying toil of
harvesting produce, re-plowing fields, re-planting crops, preparing feasts, and marrying
brides (570ff, 775ff, etc.). The earthy benefits drawn out together with Peace also include
“Harvest” (Opora), who brings to Trygaeus an intimate and familial promise of begetting
a “brood of grapes” (708), and who brings to all the broader benefits of Harvest-season,
including the aroma of ripe fruit, the music of harvest festivals, and the related social and
somatic pleasures of the feast (523-30, 1159-71). Peace herself, as one of the divine

Horai (that is, a daughter of Zeus and sister to Justice and Good Order),””’

also brings
with her the seasonal benefits of worldly regularity, which the chorus members celebrate
with images of winter pastimes, played inside by the fire while it rains (1131-58); and
with images of high summer pleasures, including the return of the cicada’s song (1159-
71). Whereas a variety of more social and political benefits (such as the restitution of
philia and Theoria) are also drawn forth upon drawing-out Peace, these earthy images—
of abundant wine and produce, and of the synchronization of mortal toil and worldly
rhythms—attest to the broad scope of harmony that Peace’s re-emergence restores.

But there is still more that the architecting-Harvester (Trygaeus), the founding-
farmers (the chorus), and the divine guide (Hermes) draw forth from the orchestral

grounds when they draw out Peace, for they also bring to light certain poetic images

bearing architectural relevance.

POETIC GROUNDS: DRAWING UP PEACE (TOGETHER WITH HER ORIGINATING IMAGERY) 4.3c

All the bountiful and vigorous imagery celebrated in Peace (and gathered above)
not only projects a prodigious future but also resonates with a mythic past, by bringing to

mind comparable scenes of prosperity portrayed elsewhere in epic poetry. For instance,

227 According to Hesiod’s Theogony, “Peace” (Eirénén) was sister to “Justice” (Diké) and “Good
Order”, or “Lawfulness” (Eunomia); collectively called the Horai (Seasons). These three
figures of regularity were born to Zeus and his second wife Themis, “Divine Custom”
(Theogony 901-04). The Horai are twice evoked in Aristophanes’ drama: just before drawing
Peace out of the pit, in the libation prayer that also invokes Aphrodite, the Graces and Desire
(455); and, following her emergence, in a euphoric song, celebrating the joys of summer, the
chorus exalt “dear Seasons” (Horai philai, 1168). It is tempting to regard the two female
companions to Peace (Thedria and Opora) as surrogates for Justice and Good Order. On the
significance of the Horai in choral performance, see Mullen (1982), 209-24, esp. 218.
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the strifeless abundance of the Golden Age, as represented in Hesiod’s Works and Days
(110-27), resonates with the worldly harmony and earthy prosperity figured forth in
Peace. One may even take this strifeless Golden Age as a model for the conditions

sought in Peace.”™

And yet, given that a defining feature of this lost Golden Age was the
earth’s capability to bring forth fruits “of its own accord” (automate, 118), this particular
poetic image is limited as a model for the kind of Peace pursued by Trygaeus and the
farmers, who themselves long for the toil of agricultural labor. The only “automatic”, or
“self-moving”, agency in Peace is a desirous agency intrinsic to Peace herself. For,
Hermes insists that Peace had many times in the past “appeared” in Athens “of her own
accord” (automaté /| autén)—out of her “longing for this land”—but her “longing”
(pothdi) was not reciprocated by the people, so she turned-away.”” Thus, the work of
sustaining desire for Peace is more at stake in this play than the desire to be free of work.
Although Athenian poets, especially comic poets, did dramatize (and satirize) the

nostalgic draw of the idyllic Golden Age,”’

Aristophanes seems to have modeled the
desirable conditions in Peace after different poetic images.

Given that Trygaeus is himself an exemplary “Harvester”—he who “gathers the
vintage” (trugad)—one may begin by considering the only three scenes of “harvesting”
in epic poetry. These images, which Aristophanes (and Trygaeus) must have had in mind
when composing (and pursuing) Peace, include: the scenes of earnest toil—ploughing,
reaping and “harvesting” (trugodsin, 293)—as depicted on the shield of Heracles in
Hesiod’s poem The Shield (285-99); the scenes of joyful work—ploughing, reaping and

“harvesting” (trugoosin, 18.566)—as animated upon the shield of Achilles in Homer’s

lliad (18.541-72); and the scenes of an ever-blooming orchard and active vineyard—

228 . . . .
Most interpreters of Peace take it for granted that the ‘Golden Age’ was its primary model for

the prosperity desired. See, for instance, Olson (1998), xxxi.
229 As Hermes puts it: “The orators... took to driving this goddess away... though many times
she appeared (phaneisan) of her own accord (auten) out of longing (pothai)) for this land”
(635-38). And, again, a few lines later: “she came here of her own accord (automaté), offering
the city a basketful of treaties, and was voted down three times in the Assembly” (665-67).

20 The fragments of Athenian comedy attest to a number of plays dealing with this theme. See

Ruffell (2000). On the ambiguities of the Golden Age, also known as the “Age of Kronos”,
see Vidal-Naquet (1978). As Vidal-Naquet and others emphasize, the savageness of the
Cyclops and the idyllic nature of his land exemplify the kind of ambiguity associated with
such an age. In the Odyssey, this is also drawn out by the so-called Goat Island, a land of
unfailing prosperity, which Odysseus describes in detail as being right next door to the
Cyclops’ island (9.131-42).
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together with its rhythms of “harvesting” (trugoésin, 7.124)—as portrayed in the land of
the Phaeacians in Homer’s Odyssey (7.112-32). As in Aristophanes’ drama, each of these
epic scenes of “harvesting” also show a variety of festive activities (wine-drinking,
feasting, music-making, sporting and dancing), which both accompany and follow the
agricultural work. What must be further emphasized is that integral to each of these
scenes of worldly peace and earthly prosperity is also an exemplary model of civic peace
and social justice. Close to the ploughed fields and grapevines upon the shield of
Heracles is set a “city of men”, animated with wedding processions (Shield 270ff).
Situated within the ring of cultivated land on the shield of Achilles, is a circle of elders,
who are each in turn deliberating the justice of a case (/liad 18.497-508). And, bounded
by the generous orchard and vineyard of the Phaeacians is the hospitable palace hall
where a stranger (Odysseus) is kindly received, judged on the merits of his speech
(especially his stories), and duly awarded honors (Odyssey 11.333-76; 13.1ff).

If the worldly and civic Peace that Aristophanes (and his protagonist) sought
were modeled after such exemplary scenes as these, then we ought to regard as well how
these scenes entail architecting, or architectural conditions. Within the shield of
Heracles, architectural conditions are implied by the configuration of encircling city walls
with their “seven golden gates” and “fitted lintels” (270ff), as well as by the
configuration of charioteers competing nearby in an open “arena” (agonos), in the middle
of which stands a “much-adorned” (poludaidalon) tripod—the work of Hephaestus
(Shield 301-13). Upon the defensive shield of Achilles, architectural conditions are
found in the configuration of deliberating elders, who are seated together in a “sacred
circle” (hieroi kukloi) upon a ring of “polished stones™ (xestoisi lithois). Architectural
conditions are also found nearby in the configuration of youths “running round with
cunning feet” upon the “dance floor” (choros), which is fashioned after the one once
made by Daidalos. And these active configurations themselves take shape just as they
are being set into animate armor by Hephaestus (/liad 18.503-4, 590-606). In the
Odyssey, the Phaeacian “overseers” actively initiate architectural conditions when, in
anticipation of a bard’s performance, they prepare a “dance floor” (choros) by leveling
the ground and marking its threshold (8.258-60). Architectural conditions are further
woven into the hospitable Phaeacian hall: with its golden doors, silver doorposts, bronze
threshold, and elaborate walls with fixed seats that extend “from the threshold to the
innermost chamber”. And this ornamented surround—within which Odysseus’ storied

speech is shared and judged—has at its threshold vigilant dogs, also fashioned by
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Hephaestus (7.81-102). One could go on regarding the full range of exemplary
conditions that these nested milieux offer (including the parallel situations of war and
strife, the delimiting realm of Oceanus, and the over-arching constellations), but this
much of their settings is sufficient for my argument.

Each of these settings just described (the city, the competitive arena, the sacred
circle, the dance floors, and the ornamented hall) should be taken as architectural not only
because they are elaborately crafted and appropriately arranged for dwellers and their
activities, but also because they exemplify originating settings for primary mortal actions:
marrying, competing, deliberating, dancing, hosting strangers and telling stories. Taken
together with the orchards, the vineyards, and their accompanying activities, these
originating scenes may be considered as the bases for Aristophanes’ and Trygaeus’
scheme for Peace—the exemplary “beginnings” from which Peace (the play) and Peace
(the worldly and civic condition) gain orientation, mythic depth and enduring relevance.
Such originating conditions or exemplary “beginnings”, the poets called archai.®' Given
that Aristophanes’ architect-protagonist was seeking such conditions, it is not surprising
that the Peace he recovers is repeatedly associated with archai in the play. Indeed, Peace

is said to re-inaugurate, or begin (arxai), “many good things” (436); to revive festivals

21 0n this poetic sense of arché (which is not reducible to a logical, philosophical or material

“cause”), see Mullen (1982), 116-17. As Eric Voeglin (1957), 133ff, has also emphasized,
philosophical notions of a generative principle (arché) and phenomenal cause (aition) were
“prefigured in the medium of myth”. In the Odyssey, for instance, an orienting olive tree
served as the “beginning” (archomenos) for Odysseus’ marriage bed (Odyssey, 23.199). And,
the primary question for an oral poet (one who knew a vast repertoire of interrelated stories)
was “where to begin”. Odysseus asks himself this question just before he begins to tell his
incredible tales to the Phaeacians: “What shall I tell you first (¢ proton...9.14). On the
significance of this question in the Odyssey, see Pucci (1998), 138; and Burkert (1987), 48.
Similarly, in Aristophanes’ Women at the Thesmorphoria, the dramatic poet Agathon sets
down the “beginnings” (archas) of his drama (52). See also, Vernant (1965), esp. 79, where
(with reference to Hesiod) he emphasizes that when the Muses sing they start “at the
beginning—ex archés”. And this prioritizing of “beginnings”, Vernant continues, is not
meant “to situate events within a temporal framework, but to reach the very foundation of
being, to discover what is original... which makes it possible to understand the whole process
of becoming.” Cicero would later name “Arch@” as one of the Muses (De Natura Deorum
3.54), see Detienne (1996), 41. In the related context of ritual, Walter Burkert (1983), 5,
emphasizes, “The Greeks seem to have given most care to the ‘beginning’ stages
(archesthai)”. Finally, Aristotle would later posit an appreciation for “beginnings” as
interrelated with an understanding of the “good” (Nichomachean Ethics 1095b6, 1098b2)—an
understanding that led Gadamer (1986), 162, to surmise, that, for Aristotle, “the true arche
(starting point)” consisted of our common practices—our living awareness and experience of
what is agreed upon as good. On the profound significance of common dwelling practices, or
typical situations, for architects, see Vesely (2004), esp. 387; and Leatherbarrow (1993), esp.
215-25—sources to which my argument about originating settings (above) is indebted.
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232 to

with “original” (archés) themes (780); to reinvigorate “ancient” (archaion) customs;
recall “archaic” (archaios) ways of life (572, 694); as well as to recover “all good things”
and remix amiable affiliations—just as these were “in the beginning” (ex archés, 996,
1327). Conditions of arché, then, are also drawn-forth when the architect-protagonist
draws-up Peace—not only Peace and her benefits, but her pre-conditions. And Trygaeus
makes these arché-conditions apparent for others not by pointing forlornly to some peace
lodged inaccessibly in the past,” but by revealing Peace as a vital potentiality, the
“beginnings” of which are available, right there, in the present.”** For, in spite of the
dramatic conceit that Peace was hidden in a remote heavenly pit, Trygaeus, together with
his collaborators, draws her out—most inventively—from the very grounds of the theater.
He then gives this act more persistent presence by re-founding archaic Peace anew,
installing her enduring statue as a dramatic figure in the midst of the orchestra to stand as
“patroness of marriages” and “dancing grounds” (choron, 974-76). Directing such re-
inaugural, re-generative and re-presentational acts, with archaic depth, novel appeal and
enduring relevance, would seem, then, to exemplify ‘“architecting” in Aristophanes’

Peace.

DRAWING COUNSEL FROM THE DREGS: ARCHITECTING AND THE REACH FOR ARCHAI 4.3d

Compared to those other protagonists (Dikaeoplis, Lysistrata, Praxagora, and
Peisetairos) who also sought peace in Aristophanes’ plays, the actions of Trygaeus, again,
stand out as unique. For, although certain of these other protagonists uphold “ancient

. . . . 235 .
customs” (archaion nomon) in the course of their reparations,”” Trygaeus actively seeks-

232 , . . .
Numerous verses of the chorus’ songs describe what Aristophanes calls elsewhere “ancient

customs” (archaion nomon)—traditional practices or ancestral ways.
233 Although peaceful conditions are displayed in the //iad (on the shield of Achilles and in
certain extended similes), where “peace” is actually mentioned in the epic, it is evoked as a
condition of former times (fo prin ep’), to be recalled and longed for but not experienced
(2.797, 9.403, 22.156).

2% The only mention of “peace” in the Odyssey casts it as a potentially re-inaugurated condition,

for Zeus, in the closing book of the epic, declares: “let wealth and peace abound” (24.486).

233 Praxagora argues that women ought to rule the city because they uphold “ancient custom”

(archaion nomon), while men are indifferent to them (4Assembly Women, 216, 588). At the
close of Acharnians, Dikaeopolis’ drinking competition is an “ancestral custom” (fa patria,
1000). In Birds, on the other hand, the birds fear that their “ancient ordinances” (thesmous
archaious) will be broken if they allow Peisetaerus to build a city in their sky (331).
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out, brings-back and sets-up an archaic figure that was thought to have been irretrievably
lost. Regarded in this way—as bringing back an archaic figure thought lost—the primary
action of Trygaeus closely relates to (and even anticipates) that of a different comic
protagonist: Dionysus, who himself performs in Aristophanes’ Frogs (405 BCE).
Although in this comedy Dionysus travels down to Hades, not up to heaven, and brings
back an exemplary poet, not an exemplary Peace, the primary actions of the two
protagonists are remarkably similar. For, both Dionysus and Trygaeus initially yearn for
what is lacked (a “skilled poet” / an enduring peace);** both risk crossing daunting

237

thresholds in pursuit of this desire (via elaborate theatrical means);”" and both return not

with what they had initially sought (Euripides / Zeus’ plan for peace) but with a

comparable figure (Aeschylus / Peace), which is both more archaic and more basic than

38

what they had initially yearned for.*® Furthermore, both Dionysus and Trygaeus bring

these representative figures back to the mortal plane so that their “good counsels”

239 240

(gnomais agathais)” and “many good things” (pollon agathon)”™™ will positively

influence the citizens and “save the city”.**'

More could be said about the comparable plots of these two dramas (Frogs and
Peace), and about their kindred protagonists (the god of drama and an exemplary
Trugedian). Yet, it is enough here to point out that Dionysus’ primary movement—his
descent to Hades—is analogous to Trygaeus’ own ambiguous ascent to heaven. Indeed,

given the numerous ambiguities in Trygaeus’ movement and in Peace’s emergence, as

well as the many references to the topography of Hades in Peace,”* one wonders if the

236 Dionysus “yearns” (pothos) for a skilled, or “dexterous poet” (poiétou dexiou, 71, cf. 53, 59),

since he judges all living poets to be “wreckers of their art (fechnes)” (93).

237 .. , . . ,
Dionysus’ descent involves an elaborate costume change and a ride in Charon’s ferry.

28 Frogs, Aeschylus is said to have been alive “in the old days” (tois archousin, 1073).

239 Frogs 1502. As Dionysus prepares to lead Aeschylus back to the upper-world, Pluto bids

farewell to the dramatic poet in this way: “Save (soze) our city with your fine counsels

(gnomais agathais)”.

240 peace 436. The “good things” Peace brings with her are repeatedly invoked: 538, 887, 946,

999, 1198, 1134, 1326 etc.

241 Frogs 1501. Peace’s capacity to save is marked by the chorus’ first words, as they enter the
orchestra: “straight for salvation” (301).

42 There are numerous allusions to “descents” and underworld conditions in Peace: when the

slave abandons the tub of dung, he says “take it to the ravens” (19)—a euphemism for ‘take it

106 Peace—CHAPTER FOUR—Dramatic Modes of Representation and Transformation



> Such an

maneuver on the dung-beetle is not a “descent”, or katabasis, in disguise.24
ironic inversion (ascent as descent) would not simply aim at humor, but rather aim to
associate the basic conditions that Trygaeus ultimately seeks less with Zeus and more
with a mortal and ancestral realm hidden beneath the earth, being latent in the experience
and counsel of those who had lived before.

The motif of drawing up figures from the underworld seems to have been a
relatively common motif in Old Comedy. In Eupolis’ Demes (412/17 BCE), for instance,
when the political situation in Athens reaches an insoluble state of crisis, certain
exemplary statesmen—those who led the city “before” (prosthen, 43)—are brought back
to earth from Hades. These exemplary leaders (including Solon and Pericles) are
summoned to the mortal plane, drawn up into the orchestra (perhaps with the
ekkukléma), and then consulted on topics of civic affairs.** Inversely, in Aristophanes’
Gérytades (408/7 BCE), a group of poets, troubled by the degenerate state of their “art”,
descend to the underworld to confer with their deceased predecessors about their
common concerns. Representatives from each dramatic genre (Dithyramb, Tragedy and

Trugedy) join this delegation for the sake of their fechné.”* These dramas (Frogs,

to Hades’; the beetle is thought to be a portent (teras) of “Zeus the Descender” (kataibaou,
42); and Hermes (who is himself sometimes found in Hades as Psychopompos, guide of
souls) addresses Trygaeus at heaven’s door by exclaiming “Lord Heracles!” (180)—thus
implying a comparison between Trygaeus and a hero known for his labor in the underworld.
As well, each time “Dionysus” is evoked in Peace, it is in association with death (267, 109,
442, 1278 cf. 188-89). Furthermore, although apparently in heaven, Trygaeus warns the
chorus to be quiet so as not to awaken Cerberus, the watchdog of Hades (313). Hermes’
claims that Peace “perished” (604)—as if she had died and gone to Hades. And Trygaeus’
return to earth recalls a katabasis, for he asks: “How will I get back” (katabesomai, 725).

243 . .
The metaphoric dung, figured forth in the orchestra at the start of Peace, can be seen to play a

role in conjuring imagery and topographical conditions that are conducive to such a harrowing
passage. For, in Frogs, Dionysus’ descent is dramatized with a ferry-ride across the
orchestral grounds, which (by verbal allusions and choral songs) becomes a dark, wet, muddy,
marshy, bubbly, gurgling and fragrant “lake”, or “swamp” (limné, 137, 181ff, 209-20, 228-35,
241-49, 272, 352). This “swamp” most likely refers to Dionysus’ own archaic place of
worship in Athens, his sanctuary “in the marshes” (en Limnais), which may have been located
just South of the theater, near the river of Illissos, and may indeed have performed as an
underworld passage. For this argument, see Hooker (1960). Aeschylus’ fragmentary
Psychagogoi also involved a “swamp” in its dramatization of necromancy (Frag. 273). On
Dionysus’ association with underworld topography, see Cole (2003).

244 Storey (2007), 175-77, where he notes that, “Rectifying a degenerate present was a good
comic fopos.” The translated fragments of Eupolis’ Demes are in Page (1942), 203ff.

245 Geérytades, Frag. 156-204 (Loeb). On the significance of this delegation of poets, or “fellow
artisans” (sumtechnoi, Frag. 190), and on the relation of these fragments to Aristophanes’

Poiésis, see Hall (20006), esp. 414. The fragments of Gérytades are further relevant here
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Demes and Gérytades) help to reveal yet another earthy benefit that Trygaeus (as
architect-Harvester-Trugedian), the chorus (as founding-farmers), and Hermes (as a deity
of thresholds) bring out of the orchestral grounds when they draw-up Peace: not only
bountiful produce, divine statues, lively figures, and poetic images with architectural
relevance, but also archaic counsel—basic yet profound counsel that is hidden just
beyond, or beneath, mortals’ present situation and thus available to them by means of
dramatic arts.

With the strong desire for arché conditions underlying the motives of Trygaeus
in Peace, it is thinkable that Aristophanes conceived this architect-protagonist less as a
leader of tektons and more as a tekton of archai—as one who reaches for profound
counsel, brings basic yet novel figures into appearances, and makes originating

conditions persuasively apparent and available for others.

since, like Peace, they preserve a call to the stage-machine operator (Frag. 160), see below p.
118. Poiésis is of further interest since its fragments suggest that its plot (like Peace) also
involved the recovery of a personified figure (Poigsis), who had suffered some “injustice”
(adikoumené), and was then found (possibly in the underworld) as a statue and brought back,
or “led up” to the agora, where she was set-up in an installation rite. A fragmentary line
preserves the intention to “install [the goddess] (hidrusomai) with an ox” (Frag. 591.84-6).
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— CHAPTER FIVE —
Giving, Taking and Discerning Directions

(phrazein) ACTIVITIES INTEGRAL TO ARCHITECTING 5.1

When the heterogeneous chorus members rush into the orchestra in response to
Trygaeus’ call, they first display their overwhelming eagerness for peace. Then, they
turn to Trygaeus and insist, “if it is necessary for us to do anything [in view of peace],
direct us and architect” (305). While numerous aspects of “directing” (phrazein) have
been worked into the discussion above, the following section offers a more focused
account of this activity, which, as Aristophanes suggests, is both analogous and integral
to architecting.

At a basic level, phrazein is an act of making disclosures. In this sense, the term
is sometimes translated as “telling” or “explaining”. A number of examples from
Aristophanes’ Peace demonstrate this semantic range. In the opening scene of the play
(just following the confusing immersion in dung), the dung-shaping slave turns to the
spectators and offers to “explain” (phraso) the play’s “plot” (logou, 50). He then
discloses Trygaeus’ protest as well as his intent to boldly question Zeus (54-61). Once
Trygaeus makes his soaring entry upon the beetle, this same slave—seeking clarity—
demands that Trygaeus “tell (him)” (phrases) exactly where he intends to fly (102).
“Heaven” is the reply (103). Once Trygaeus reaches heaven’s door, Hermes appears,
insisting that this stranger “tell (him)” (phraze) who he is and where he’s from (186).
Trygaeus answers by fully disclosing (for the first time in the play) his potent name and
homeland;**® his special skill, “a dexterous vintager”; and what he is not—“no sycophant
and no lover of litigation” (190-91). Later, in the course of persuading Hermes to join his
plan, Trygaeus introduces a compelling argument by saying: “I’'m going to tell you
(phraso) something terribly important...” (403). A made-up tale then follows about the
Sun and Moon plotting to oust the Olympian gods (406ff). Finally, toward the end of the
play a skeptical priest arrives, interrupting Trygaeus’ installation ceremony with this
demand: “tell me (phraseth’) who you’re sacrificing to... please say (phrasés)” (1054-
61). “Peace” is Trygaeus’ eventual response (1062).

Each of these verbal disclosures, having been either promised or demanded,

reveal important narrative (and divine) details, thus making known to others that which is

246 5 . . . . . .
Athmonon” was a region known for its grape vines and its shrine to Aphrodite, see Hall

(2006), 325; and Bowie (1993), 138, n. 23.
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not yet apparent about the drama: its plot; the protagonist’s underlying concerns and
forward-thinking intent; destinations and settings; identifications and backgrounds;
important arguments; and the name of an as yet unrecognized (or, not fully
acknowledged) god. Thus, at this basic level, one could say that phrazein is an act of
phrasing—of figuring forth logos through common speech so as to make sense apparent.
At another level, phrazein should be understood as an activity involving
disclosures that are, at once, more performative and more interpretive. As such, the verb
is best translated as “directing”, “elucidating”, “revealing” and “pointing out”. Hermes
demonstrates these more subtly active and situational dimensions of phrazein within the

play, just as he exemplifies such divine agencies elsewhere.”"’

Within Aristophanes’
Peace, the “directing” activities of Hermes may be taken to include, first, his protective
role as “doorman” to Zeus’ threshold (179). It is in this position that he effectively
directs unwelcome intruders away. After Hermes has been persuaded to welcome
Trygaeus and the chorus across this threshold (426ff), he then turns his protective and
directive attention toward other transitional sites, including the orchestral limits and the
underground. For, together with Trygaeus, Hermes watches over Peace’s emergence
from behind the skén€, while directing the chorus in hoisting the goddess out of the pit
and “into the light” (516). Following these acts performed in situ and in relation to
particular thresholds, Hermes’ “directing” continues in a related manner. Prompted by
the chorus’ demand to “teach them” (didazon, 602), Hermes elucidates the obscure events
behind Peace’s disappearance. Whereas earlier (in conversation with Trygaeus at
heaven’s door) he had disclosed the theological and allegorical reasoning behind her loss
(204-26), Hermes now narrates the detailed political history that led to her withdrawal
(603ff). In this interpretive, or hermeneutic, capacity, Hermes also translates—and
conveys to all—Peace’s otherwise mute concerns (661ff). Then, as Trygaeus prepares to
return to the mortal plane, Hermes provides him with further directives: to deliver
Theoria back to Council (713-14); to take Harvest as his bride, to “set up house” together
with her, and to propagate (706). Finally, Hermes points out the way for this mortal to
return to earth, leading the dramatic action across yet another threshold with a gesture,

and the words “[right] this way, right past the goddess” (725). Given this variety of

247 On the special capacities of this god in relation to phrazein (and aphrastos)—on making

hidden sense perceptible for others and (when he chooses) imperceptible—see Steiner (1994),
40-49. The Homeric Hymn to Hermes forms the basis of Steiner’s observations. On the
divine aspects of Hermes, which make him an appropriate accomplice to Trygaeus in Peace,
see Bowie (1993), 138-42.
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precise directives, it is remarkable that Hermes does not direct Trygaues to “install” the
statue of Peace in the orchestra. This directive would seem to be a mortal initiative; one
that the architect-protagonist may, nevertheless, have conceived during his meeting with
Hermes—perhaps while contemplating the obstructive pile of stones and reflecting on the
more common manifestation of Hermes in the city as a herm.***

Although these directions performed by Hermes are not each qualified as acts of
phrazein, it would seem right to consider them as such, since, like Trygaeus, Hermes is
called upon by the chorus to generally direct the rescue of Peace: “you, wisest of gods,
take charge, and in craftsmanly fashion direct us (phraze) in what needs doing” (428-29).
When compared to the narratively clarifying verbal disclosures, these more performative,
interpretive and situated acts demonstrated by Hermes invite a broader understanding of
phrazein: as directing malevolent agencies away; as directing attention toward critical
thresholds and through uncertain topographies; as directing others in collaborative and
transformative work; as directing initiatives for civic, domestic and regional prosperity;
and as directing others toward a deeper understanding of events, with historical,
allegorical and theological interpretations.

This last point opens onto a further manifold sense of directing; one that involves
both self-direction, and the direction of others in matters that are not only knowable and
inferable but desirable. These more reflective, ethical and philosophical acts of phrazein
can be understood in terms of “perceiving”, “discerning”, “advising” and “guiding”. As
others have shown, this sense of the verb closely relates it to the complementary acts of
recognition and comprehension.”*’ In these senses, phrazein also bears epic and mythic

depth. For, according to Homer, Odysseus (like Nestor) often pauses to “take thought”,

248 s s 2 «
Herma is, literally, “heap of stones”. Such a heap—a “monument set up as an elemental form

of demarcation”—prefigured the more statuesque form of a herm. See Burkert (1985), 156.
In Peace, the chorus members do see Peace in relation to a herm, for they suggest that she
deserves a more honorable installation sacrifice than the “pots (of food)” that a herm typically
received (924). If Peace performed like a herm, then she would perform apotropaically:
averting evil, or turning War away. Trygaeus does greet Hermes as “the Averter of Evil”
(alexikakoi, 422)—a rare epithet that is also put upon Aristophanes in the parabasis of Wasps
(1043). In the lliad, Odysseus similarly becomes involved in a relevant mission to “ward off
evil” (alexikakos, 10.96). See below, p. 196ff. Cf. Hesiod, Works and Days, 123.

2 Steiner (1994), 16-29. In her discussion of “recognition” (anagignoskein) of various Homeric

sémata (such as Odysseus’ scar and bed), Steiner emphasizes that both verbal and non-verbal
disclosures are put in terms of phrazein in epic poetry. She further shows that phrazein tends
to involve interpretation of non-verbal and inferential disclosures, and “silent or oblique
messages” such as portents (thunder crashes, bird phenomena). Etymologically, phrazein is
tied to phronésis, practical intelligence or prudence, and phrenes, the seat of “deep thought”.
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or “direct himself” (phraszomtha) both in advance of action and in the midst of difficult
situations (Odyssey 10.192, Iliad 14.61),250 and according to Hesiod, Zeus swallowed
Metis so that she might “advise him” or “direct him (phrassaito) in matters good and
bad” (Theogony 900).”' In Peace, Trygaeus’ own reflective actions recall these epic and
mythic modes of phrazein. For, by perceiving the trouble within his own situation at the
start of the play, and by being himself stirred with concern throughout the play, Trygaeus
repeatedly discerns the best way to act: first, steering the high-flying beetle directly to
Zeus; then, summoning appropriate collaborators to help rescue Peace; and, finally,
installing Peace in the midst of the orchestra such that /er benefits might be fully
revealed and thus provide telling direction (phrazein) to others. Each of these pivotal
deeds of Trygaeus—at the onset, in the midst and at the end of the drama—ought to be
understood as acts of phrazein since the chorus members call upon Trygaeus to “direct”
them in the overall recovery of Peace. And they do this not once but twice: as they arrive
in the orchestra eager for peace (305); and, again, as they prepare for the collaborative
work of hoisting (359).>> Moreover, at the very end of the play, the chorus members
thank Trygaeus for having “directed them” to the peaceful benefits they desire (1311).”
In order for these benefits to have been recognized as desirable, however, they had first to
be not only drawn-out and figured-forth but fully-disclosed via acts of phrazein—verbal

and non-verbal disclosures, which are comparable to poetic modes of ekphrasis, akin to

dramatic modes of representation, and integral to architecting.

230 See Mourelatos (1970), 20-21, where he emphasizes the navigational dimension of phrazein,

“The action of the divine navigator is often expressed by the verb phrazo: the guide ‘shows’
the way or ‘singles out’ the goal.” He gives examples from the Odyssey: Athena guiding
Telemachus on his journey; Proteus instructing Menelaus on his homecoming; and Calypso
giving instructions to Odysseus. By taking these directions and his own self-direction,
Odysseus (like Trygaeus) would seem to be miming these divine navigators and their acts of
phrazein. Phrazein is occasionally found as a participle, as in Aeschylus’ Suppliant when
Danaus requests attendants and local “guides” (phrastoras) to lead the way to the city’s
temples (492). Cf. Sophocles’ Electra, where dolos is personified as the “director” (198).
21 Similarly, Gaia and Ouranos “[together] contrive (sum-phrassasthai) métis” on behalf of
Rhea, so that she may prevent Kronos from swallowing her new child, Zeus (Theogony, 471).
It has been pointed out that in certain instances the verb phrazomai “functions as a verb
[form] of métis”, see Nagy (1999), 48. He cites passages from the //iad (involving Odysseus)
in support of this claim: 9.423, 426, 347, 423-26.
232 Turning to express their serious commitment to Trygaeus, the chorus says: “But whatever we
can do to please you, come tell us (phraze); for a stroke of good luck has chosen you as our
commander (autokrator)” (357-60).
23 This gratitude is expressed just after Trygaeus offers the chorus delicious food (as the
culminating peaceful benefit) and insists that they indulge.
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“Directing” (phrazein) and “architecting” (architektonein) are closely associated
in Aristophanes’ drama Peace, both by the chorus’ combined attribution of the acts to
Trygaeus (at line 305), and by Trygaeus’ joint demonstration of them throughout the
play. Although this comedy would seem to be the earliest, it is not the only ancient
evidence asserting such an affinity. For, in the fourth century BCE, public inscriptions
pertaining to architectural work typically included a line that made phrazein an obligation
of architects, specifically by stating that all work shall be carried out “as the architect

2% The most intact and best known of such

directs” (an phrazei ho architekton).
inscriptions dates to 330 BCE. This inscribed stone (or stelae) pertains to the architect
Philon and to the construction in Piraeus of a naval Arsenal (an edifice to house sails and
other shipping gear). This lengthy inscription first pronounces the names of those
implicated in the work, then gives a series of precise specifications for the building
features, including: details about the arsenal’s siting; its overall dimensions; its stone
(where this should be quarried and its finish); the thickness of its foundations; the girth of
its columns; the spacing of these columns; the orientation of its door; the placement and
proportion of its windows; the spacing of openings for air-movement; the spacing of its
roof timbers; the spanning direction of its crossbeams; the dimension of its overhangs;

and the provision for wooden storage chests (to keep the sails in). This inscription, then,

culminates with a revealing statement concerning the role of the architect:

and all this (tauta apanta) shall be thoroughly worked (exergasontai)
by those hired, in accordance with the markings (suggraphai),
measures (metra) and models (paradeigma), as the architect directs
(an phraséi ho architecton).

(Arsenal Inscription, 95-6) >

234 See, for example, the inscription pertaining to work at the Athenian Asklepieion (IG II*

1685.105, 108, of circa 400 BCE), in Aleshire (1991), 26.
233 My translation, adapted from the translation available in Bundgaard (1957), 117-21.
Expressions similar to “as the architect directs”—such as “according to the architect”, or “as
the architect commands” (ho architekton keleuéi)—are also found in this and other
inscriptions, particularly where the work requires some in situ judgment about measures and
rhythms. Note that “commanding” keleuein is directly associated with “the architects” in
Euripides’ Cyclops, see below p. 223ff.
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Although, by the time this Arsenal inscription was prepared, phrazein may not
have conjured all the profoundly synthetic modes of direction that Hermes and Trygaeus
(as well as Odysseus, Nestor and Mgétis) had once performed, this inscription does
maintain that “directing” was crucial to the full task of architecting, and that such activity
would involve more than whatever may have been shown through the architect’s models,
measures and markings. While the on-site direction of diverse tradesmen has long been
considered crucial to architectural work,>*® Aristophanes’ dramatization of “directing”, as
integral to architecting conditions for Peace, reminds us of its fuller scope and originating
basis; that is, as involving performative acts, qualitative conveyances, situated judgments,
interpretive discoveries and dramatic disclosures that direct and compel others (and
oneself) toward deeper understandings, desirable conditions and propitious beginnings.
Although such subtle and ephemeral acts are difficult to recognize and interpret, let alone
preserve and archive, Aristophanes’ dramatization of phrazein, together with this Arsenal
inscription and the later anecdotes concerning Philon’s eloquent “dispositions” (quoted

above, p. 76), attest to the persistent value of such vital architectural performances.

2% On the practice of architecture in general in the ancient Greek world, see Bundgaard (1957)

and Coulton (1977). Ancient Greek (and Roman) architects seem to have made little use of
drawings, engaging rather verbal and numerical demonstrations, see Wilson Jones (2000) 50,
n. 10. On ancient Greek practices of in situ devising (drawing full scale templates and
sketches directly on temple walls), see Haselberger (1997).
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— CHAPTER SIX —
Architecting beyond Peace: instances of the verb in other ancient literature

While a verb form of “architect” is rare in modern English, it was not uncommon
in ancient Greek. Besides its use in Aristophanes’ Peace, there are at least ten other
certain instances of the verb in extant Greek literature and two conjectured appearances
of the verb in the fragments of Athenian drama. A verb form is also found in ancient
Latin. In the pages that follow, I have gathered these few instances of architecting, along
with a brief description of how the term arises in the script. Together, these examples
lend grammatical support to the seemingly anomalous verb in Peace and, further, inform
the activity of the protagonists in both Peace and Cyclops. These examples, spanning
from the fifth to the first centuries BCE, also give some indication (however oblique) of
the changing perception of architectural activity during the time prior to Vitruvius’ de
architectura (circa 25 BCE). Here, then, are the other instances of architecting, given in
chronological order. The two earliest examples happen also to be the two conjectured

appearances of the verb.

DISTRIBUTING JUSTICE: AESCHYLUS’ FRAGMENTARY DIKE PLAY >’ 6.1

Among the fragments of Athenian drama one finds a few lines of tattered script
belonging to a play by Aeschylus in which the role of Diké—the personified figure of
Justice—is arguably cast in terms of architecting. Although the textual remains of this
script are slight, one can nevertheless discern from them that a pivotal scene is in the
midst of unfolding: Dike, having just arrived as a stranger to an unnamed land, is
speaking to a group (presumably the chorus), who stand as representative inhabitants of
the land. She presents herself as the revered daughter of Zeus, who himself exemplifies
justice. Ever since Zeus “justly” (dikéi) overcame his father Kronos, she claims to have
held a place of honor at the side of Zeus’ throne (5-10). Now, at his bidding, she has

descended from her divine seat to this mortal land with a beneficent intent (11-13).

57 This untitled fragment of Aeschylus, consisting of just over forty lines, is occasionally

referred to as the Diké Play. The most recent Loeb Classical Library edition identifies it as
“Frag. 281a”. Unless otherwise noted, all line numbers used here refer to this source and
make use of its translation by Alan H. Sommerstein (2008), 276-287. The prior Loeb
translation was also useful, Lloyd-Jones (1963), 5791f.
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Prompted by questions from the chorus, Diké pronounces her name: “Justice, [she] who
has the greatest primacy in heaven” (15). She then elaborates on her special role, or
office: for “the just” (dikaiois) she extends their “life in justice” (endikon bion); for the
brash, she chastens them (17-19).>® How does she do this, the chorus ask, “by the
charms of persuasion, or by the method of force?” (20). “By writing” (graphousa), Dike
responds, “by writing down their transgressions on the tablet of Zeus” (21), and then
disclosing these inscriptions at the ordained time (22-24). In the last intelligible
fragments of this play, Dike testifies to her benefits by recalling how she once reformed
even the most savage of gods. She presumably refers to Ares, god of war, and to how she

once compelled this agent of strife to be more discrete in his ways (30-41).%°

Finally,
from the chorus, we gain a sense of how the newcomer is likely to be received. For, they
predict that “the people” of the land will indeed welcome this divine figure who brings
procedures for just treatment and proof of her benefits; and who calls herself “Dikg&”.
Being the only known Athenian drama in which “Justice” performs as a
personified agent, this play of Aeschylus, partial though it is, nevertheless contributes to
our understanding of the institution and representation of justice in the fifth century

BCE.”® This rare dramatization of Justice, however, may also add to our understanding

of architectural performance, since one of the play’s tattered lines arguably casts the role

8 L am following Lloyd-Jones (1963) in his reconstruction of this fragmentary line: “In the

reckless I implant (phuo) a chastened mind (sophronas phrenas)”. Sophronas here suggests
that the “mind” (phrén) would somehow be “softened” by some imposed moderation.
Sommerstein (2008) conjectures in his translation that Diké somehow causes the wicked “to
change their ways” (19).
23 There is some scholarly debate over which “unruly child” of Zeus and Hera Dike refers to
here. As Sommerstein suggests, Ares best fits Diké’s image of a reckless child who had been
shooting “wayfarers with arrows” and who she claims to have “nursed” or “reared” (ethrepha,
31). According to myth, dike (as a judicial process) also played a formative role in suffusing
the strife of Ares. As a mature divinity Ares was the first murderer made to stand trial before
the counsel of the gods—a trial that founded the first homicide court of Athens. The site of
this trial is still called Areopagus, “Hill of Ares”. See Robertson (1953).

260 Although Diké does not actively perform as a character elsewhere in extant Athenian drama,

Aeschylus and other dramatists do invoke her as a personified figure. Her earliest appearance
in Greek literature (together with her sisters Peace and Good Order) is in Hesiod’s Theogony
(901-2), and Works and Days (213-285). In Homeric poetry, her personification is only
hinted at. In an extended simile in the //iad, men who give “crooked judgments (skolias
themistas) in the place of assembly (ein agoré)” are said to “drive justice out”. This chasing
away of “justice” (diken) from the “agora” prompts Zeus (in this simile) to send in a tempest
as menacingly destructive as the din of war (16.386-92). On Dik&’s procedures and persona
in Homer, Hesiod, Aeschylus and beyond, see Havelock (1978), esp. 193-217; and Lloyd-
Jones (1971) and (1956).
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of Dike in terms of architecting. Upon learning the name of Dike, the chorus asks her a

leading question:

What sort of honor do you architect (architektoneis)? (16).%"

Dike responds, as mentioned above, by indicating that she honors “the just” by extending
their “life in justice”, and chastens the brash by inscribing their offences and making
these known. If a long “life in justice” is the sort of “honor” (timé) that Dike brings to
mortals, then her manner of “extending” (teinein)zéz—distributing, withholding and

adjusting—such “honor”, as well as her manner of making dishonor apparent, must

261 . .. . . ..
My translation, based on those indicated below. This fragmentary line has significant textual

difficulties due to a lacuna of several letters in the critical verb. The editor of the authoritative
edition of these fragments, cautions against any reconstruction of the fragment, which he
prints as follows:

S. L. Radt, Tragicorum Graecorum fragmenta. Vol. 3, Aeschylus. (Gottingen: Vandenhoeck
& Ruprecht, 1971), 381. In spite of Radt’s caution, the Greek verb architektoneis is the only
conjectured verb that has been posited for the line in scholarly commentary. D. L. Page
reconstructs the lacunae as follows:

Tolas 8¢ Tin]fis Apx[1TeKTOV]ElS . [Aéye.

See: D. L. Page, “P.Oxy. 2331 and Others” in The Classical Review. New Series. Vol. 7, No.
3/4 (Dec. 1957), 192. Although arguing for the plausibility of this verb, Page himself does
not translate it with its literal English equivalent. Instead, he offers (in the same article) two
descriptive alternatives:

“Of what privilege are you the originator?”; and,
“Of what office are you the chief executive?”

Lloyd-Jones (Loeb 1963), accepts Page’s reconstruction of the Greek verb, but in English
provides an appropriately gendered substitution:

“And of what privilege are you the mistress?”

Sommerstein (Loeb 2008), renders the line as follows [his brackets]:

“And over what h[onou]rable function do you pre[side (?)], t[ell us (?)]?”

Although these scholars do not render the finite verb architektoneis as “architect” they do
offer a series of related actions and figures that they consider to have bearing on the role:
originating, executing, influencing as a mistress, and presiding.
262 L . . . . L
The verb teinein (stretching, extending or drawing-out) is related both to the verb enteinein
(stretching in tension) and to the abstract noun entasis, which would come to name the kind of
adjustments (relational, perceptual and proportional refinements) that architects do perform.
See Vitruvius On Architecture 3.3.13.
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together qualify her role, or office. It is this complex office that the chorus figuratively
projects as architecting.

Given the fragmentary status of this play, including a gap of several letters in the
critical verb, it is risky to say more about its architectural implications. However, in spite
of this risk, the suggestion—that justice, as an act may be understood in terms of
architecting—warrants further consideration. This suggestive association is all the more
pertinent given that Aeschylus makes it in the mid-fifth century BCE, which would make
it the earliest extant “architect” term recorded (in either literature or inscriptions).263
Thus, before moving on to the other instances of the verb, it is productive to ask what
might have prompted Aeschylus to figure Diké’s distribution of “honor” as analogous to
architectural activity?

One could approach this question by considering the contemporaneous ground of
the play’s performance;** it is appropriate, however, to first seek out the mythic grounds
for Aeschylus’ trope. In this respect, Diké herself provides a clue to the poetic model that
Aeschylus may have had in mind when choosing his figure of speech. This clue points
directly to Zeus and to his triumph over Kronos. According to Hesiod’s Theogony, after
overcoming Kronos and subduing the Titans, Zeus commenced his first order of business:
distributing “honor” to each and every god (73-4, 885). Hades, for instance, was allotted
the honor of influencing the dead, while Poseidon earned dominion over the sea.”®
Aphrodite gained sway over the alluring ways of women (203-06), and so on for each of
the immortals. Like the “honor” that Dik& purportedly architects in Aeschylus’ play, the

“honor” that Zeus allocates in the Theogony is also called fimé.**® For Hesiod, however,

263 Aeschylus’ fragmentary Dike play is undated, but it is likely to have been composed and
performed between 476 and 458 BCE (the known date range of his extant plays). On the early
appearances of “architect”, see above, p. 36, n. 71.

%% Such an interpretive approach would involve considering Aeschylus’ acquaintance with

Pericles, the influential statesman (and friend of Pheidias) who led the extensive rebuilding

program in Athens from 440-430 BCE. Interestingly, well before this rebuilding campaign,

Pericles acted as chorérgos (producer) for Aeschylus’ earliest extant tragedy The Persians

(472 BCE). On the interrelations of politics and art (dramatic poetry and architecture) at that

time, see Castriota (1992), and Shapiro (1989).

25 This allotment, which is discernible in the Theogony, is made more explicit in the //liad, where

Zeus, Poseidon and Hades are said to have shaken out lots for these honors, and, thus, “in

three ways have all things been divided, and to each has been apportioned his own domain

(timés)” (15.185-89).

296 M. L. West describes timé as: “the ‘provinces’ or ‘spheres of influence’ of the gods, allotted at

the beginning of Zeus’ régime”. See his note to lines 73-4 in West (1966). Homeric poetry
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Zeus did not architect this timé, instead, he ‘“declared”, “arranged”, “apportioned”,
“divided” and even “subdivided” it.**’ Such manners of distributing “honor” suggest that
Zeus was not only entitling each god to influential powers or privileges, but that he was
also arranging appropriate accommodations for them. Indeed, just as one (in the position
to do so) might divvy-out spoils among comrades after a lucrative battle raid,”® or

partition land among citizens when founding a city,*®

Zeus allots to each god both an
appropriate mode of influence and a correspondingly influential placement. Zeus
himself, for instance, as the new sovereign, fittingly ascends to a new place of honor:
high atop Mount Olympus (37). Other Olympians rise as well to dwell there with him
(101). Hades and Poseidon come to be situated elsewhere: below the earth and within the
sea, respectively (456, 767, 930ff). Yet, it is not only these new ruling gods who earn
honors and placements from Zeus; for the poet of the Theogony goes on to sing of the
revised honors and reordered arrangements of other more contentious and marginal
agents. The troublesome Titans, for instance, who had brashly attempted to overthrow
Zeus’ rule, are stripped of honor, banished and imprisoned deep below the earth, in
Tartaros (730-43, 808, 882). The gigantic Hundred-Handers, who had helped Zeus resist
the Titans, are deployed to an appropriately supportive place: beneath the sea “at Ocean’s

foundations” (816). The monstrous Gorgons, and other agents dangerous to mortals, are

placed at another limit: beyond Oceanus, “at earth’s end” (274-75). This survey of

reveals timé to be more broadly inclusive: an ability to exercise political influence; a claim to
status and prestige in relation to one’s peers; a political right shared communally; and, a
particular property (land or prize) that is earned, gained or otherwise owned. See Adkins
(1960), esp. 29.
27 Theogony 73-4, 112, 390-4, 425-6, 885. The