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Abstract 
In the fifth and fourth century BC in Athens, old age did not confer automatically respect and authority, in fact, an old person's worth was based on one's ability to remain a functioning member of society. The cultural script of ageing was determined by biological changes in the body, but also by a social construct influenced by intellectual, economic and political considerations. Furthermore attitudes towards old age like gender and ethnicity reflected the habit in Greek culture of dividing the world into mutually exclusive categories, in this case youth versus old age.

Aristophanes presents in his comedies irascible and randy old men in situations that inspired ridicule and derision. These characters can be seen to represent existing anxieties in public life (polis) and in the private sphere (oikos) in classical Athens. The grotesque portrayal of old men as stock characters in Old Comedy continued into the fourth century's New Comedy as portrayed in the plays by Menander. 

This paper examines the historical context of Old Comedy, the role of costumes and masks in theatrical performances, the role of the audience, and the importance of the concept of self-control and courage in the definition of manliness in young and old men. It investigates the ideal behaviour expected from the elderly and its importance and in the public sphere and in the household. It also discusses the consequences of wars and poverty on older people and how their theatrical characters came to epitomise dispossessed social groups such as the farming community and war veterans. In the comedies the concept of old age was also interpreted differently by aristocratic and democratic citizens.

In addition, this paper explores the social, legal and financial consequences incurred when this model was transgressed. To understand these tensions and anxieties this paper researches literary sources, such as Old and New Comedy, philosophical treatises together with archaeological artefacts. It argues that older people behaving in a transgressive manner, without moderation (sophrosune), suscitated among the younger generation contempt together with fear of loss of reputation, wealth and household stability. It also argues that older people were fearful of social marginalisation in the public sphere together with loss of physical and financial security at the hand of the younger generation. This paper concludes that the representation of mental and physical disabilities of older people together with the theme of rejuvenation in Aristophanic Old Comedy, constitute Athenian social, cultural and political allegories.
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Introduction
This dissertation explores the representation of old age and old people in Greek comedy, more precisely, it includes all extant Aristophanes' comedies from 427 to 386 BCE and Menander's Dyskolos in 317 BCE. The dissertation argues that comic old people behaving in a transgressive manner in Attic comedy, without moderation (sophrosune), reflected real contemporary social tensions and expressed the anxieties of older people such as their loss of physical and financial security at the hand of the younger urban generation in the public (polis) or private (oikos) sphere.

This dissertation proposes to identify some of these social issues in the recurrent themes and motifs across the comedies and to compare and contrast these same issues with the philosophical argument of Plato and Aristotle. The primary sources used are: the Greek versions in the Perseus Digital Library edited by Gregory Crane, the English translations in the same Perseus Digital Library, the Loeb Classical Library edited by Jeffrey Henderson and the Penguin Classics collection translated by Alan Sommerstein and David Barrett. Menander's Dyskolos, with Moulton's 1975 translation, is looked at mainly in the section about old men and aggressiveness. The reference's abbreviations for primary sources are from The Oxford Companion to Classical Civilisation (pp. xv-xxii), and all authors are mentioned in in-text citations except Aristophanes. 

A lot of attention has been given to specific original Greek words and phrases, with the help of The Online Liddell-Scott-Jones Greek-English Lexicon to understand not only Aristophanes' theatrical comic language but also to comprehend and appreciate his use words in the larger Athenian intellectual, social and political context.

Because most of the social issues are cultural constructs the translations, which span the whole twentieth century, often reveal more the cultural assumptions of the time in which translations were done than those of classical Athens. In antiquity issues about old age discrimination or mental and physical disabilities were more perceived in 'terms of one's station in life' than in the context of the medical classification of modern perception (Goodey and Rose, 2013, p. 17).

Secondary sources for this dissertation comprise on the one hand, classical scholars who looked at Aristophanes treatment of old age from a philological and cultural point of view; and on the other hand, scholars from the medical or social sciences disciplines who are looking at Aristophanes' comedy as a literary source for information on ageing in antiquity.

The dissertation is divided into three chapters: the first chapter includes a short historical context plus an analysis of the comic costume in relation to the audience's perception; the second chapter investigate the representation of old age with reference to the social and political issues of the polis such as democracy, war and economic condition in classical Athens; the last chapter covers the private sphere, the oikos, and it investigates family relationships and generational problems between father and son. It also covers old age mental or physical disabilities, including aggressive and violent behaviour.
Chapter 1: Historical and theatrical context 
1.1.
Historical context 
In order to understand the political and social representation of old people in the context of Aristophanes' extant comedies it is important to place these comedies in the appropriate Athenian historical background. The first set of Aristophanic plays Acharnians (425 BC), Knights (423), Clouds (first produced in 423), Wasps (422) and Peace (421) was produced in the period framed on one side by the beginning of the Second Peloponnesian War (431), the Plague at Athens (430-426) and the death of Pericles (429) and on the other side by the preparation for the Athenian expedition to Sicily (415-413).

The second set of plays, Birds (414), Lysistrata and Thesmophoriazusae (411) and Frogs (405) was marked by the aftermath of the Sicilian defeat and the oligarchic coup by The Four Hundred in 411 BC. Lastly, Aristophanes' extant post-Peloponnesian comedies Ecclesiazusae (probably 391) and Wealth (388) were written during the Corinthian War (395-387) fought against Sparta by Athens, Thebes and Corinth and Persia caused by the general fear of Spartan expansionism (ODCW, s.v. 'Corinthian War').

David argues that, during the Peloponnesian war period, the farmers of small estates in Attica, which 'formed the cornerstone of economic stability' had great difficulties with loans and debts. They had to sell or abandoned their land and moved to the cities in search of work. However they were in completion with cheaper slaves. (David, 1984, p. 3). 

Furthermore, some rich Athenian citizens became wealthier by taking advantage of the economic crisis by lending money and increasing their agrarian estate. David argues that the growing gap between the wealthy and the poor Athenian citizens ended the socio-economic balance in place since the archaic period and the resentment of the poor towards the wealthy created social problems which started the decline of the city-state (David, 1984, p. 4). 

This essay investigates how old people in Aristophanes' comedy reflect specific political contemporary issues and social tensions caused by the war, the plague, and the ruinous Sicilian expedition. 
1.2.
General themes of old age in Aristophanes' comedies
In most extant Aristophanic plays there is one old male character who, after having identified major problem caused by the war, for example Dikaiopolis in Acharnians or Trygaeus in Peace, drives the action forward to some kind of solution or salvation (sôtêria). David argues that the idea of salvation from war, demagogues or poverty is a central theme in Aristophanes' comedies just as salvation became a catch word used in oligarchic circle at the time of the two oligarchic revolutions (411 and 404/403 BC) and after these revolution's failures salvation was used by democrats (David, 1984, p. 23). 


The exceptions to the general motif of old men seeking solution or salvation are Lysistrata and Ecclesiazusae wherein women are seeking solution and the two plays Clouds and Wasps wherein old-fashioned and frugal fathers are in conflict with the lavish lifestyle of their sons moving in high society (Sommerstein, 2009, p. 8).

In order to understand why Aristophanes selected often old men as main characters or members of the chorus it is important to investigate the cultural role of older people in ancient Athens. Stuart and Grey suggest that old age was a cultural construct and state of mind because in ancient Athens, becoming old was not celebrated with a ritual and being old was not a question of a specific age. Old age was related to physical, psychological, social or cultural well-being, but generational political conflicts put young men (neoteron) and old men (presbuteros or geron) in opposition (Stuart and Grey, 2000, pp. 248-249). 

Sommerstein suggests that one of the main motif of Greek comedy, and to a certain extent of the whole Greek culture, was the polar opposition of the 'young men or recently married' and the generation of their fathers. In addition, Sommerstein argues that the different forms of address of older people in Greek comedies, reflect the social role of older people in Athens. An old man could be called γέρων for example by a slave answering the door (Ach. 397) or the Old Men chorus in Acharnians calling themselves 'οἱ γέροντες οἱ παλαιοὶ' (Ach. 676) or more politely and civilly πρέσβυς when the poet Agathon answers Mnesilochus in Thesmophoriazusae 'ὦ πρέσβυ πρέσβυ,'(Thesm. 149; see also Sommerstein, 2009, p. 28). In fact, πρέσβυς suggests a meaning of august, honoured, seniority, elder and also ambassador (Richardson, 1933, p. 58) but gêras, 'old age' in Greek art and literature, 'bears not trace' of the older geras which conveyed the meaning of privilege of gift of honour (David, 1991, p. 74). Thus, there was a certain nuance and degree in the forms of address for old men which is reflected in the dialogues of Aristophanic plays.

However, the form of address for old women (γραῦς) do not reflect this kind of gradation, for Sommerstein argues that it is always used in comedy in a deprecatory way such as in Ecclesiazusae 'σὺ δ᾽ ὦ γραῦ, / παραλέλεξαι κἀντέτριψαι,' (Eccl. 903-4) and there was hardly a concept of 'middle-aged' except in Menander's Dyskolos 'ἂν τῶν διὰ μέσου τ [ις ᾖ γυνή, / ἐκάλεσ᾿ ἱερέαν.' (Men., Dysk. 495-496) translated literally 'priestess' as a mark of social status (Sommerstein, 2009, p. 28).
1.3.
Old Comedy's padded body and mask
Having looked into the form of address of old people in Aristophanic comedies this section analyses the ways actors and the chorus visually presented old people on the stage, in the fifth century in Old Comedy then in the fourth century in Middle and New Comedy.

All actors were males who wore tights that covered the body from neck to wrist and ankle; attached to the tights the actors wore heavy paddings in order to simulate a fat belly and backside, sometime also breasts. In addition, the actors wore a large padded phallus (Hughes, 2006, p. 42). At this point the performer was considered 'stage naked' as it can be seen on a Tarentine red-figure calyx-krater dated 400BC in the New York Metropolitan Museum of Art (1924.97.104; Green, 2010, p. 76, Fig. 3).

The specific class, gender and age identity of the character created by placing over this costume clothes, like a tunic, sandals or a female dress and a distorted mask, which covered the whole head and face. Varakis argues that Aristotle characterised the face as aischron, ugly in appearance and obscene in meaning ' τὸ γελοῖον πρόσωπον αἰσχρόν τι καὶ διεστραμμένον ἄνευ ὀδύνης.' (Arist., Poet. 1449a). Thus the distorted face was in balance with the exaggerated body padding creating a whole grotesque comic body (Varakis, 2010, p. 19). Foley points out how, in the fifth century, the comic body reveals a 'theatrical androgyny' that may indicate aging and/or compromised masculinity. In South Italian vase paintings actors appear with flaccid breasts of the fat, aging, sedentary feminised male body (Foley, 2000, p. 291). Hughes argues that Greek enjoyed the inversion of the classical ideal body. Men with large mouth, bulging eyes, and fat, unathletic body were kakos and in Hughes opinion morally inferiors and it suggested a lack of self-respect (Hughes, 2006, p. 42).

This comical representation of old age on the stage is in direct contradiction with the representation of Geras, the divine personification of old Age on painted pottery. On a red-figured neck-amphora from Capua, Herakles chases Geras represented nude, weaponless, and characterised by an emaciated body, thin hair, and wrinkles on the forehead (British Museum, Vase E290; Richardson, 1933, p. 74) 

In the fourth century, the padded body and the head masked of the Old Comedy characters evolved into a more developed contrast between 'straight', that is youthful and attractive, characters and those who kept the grotesque costumes, namely old men and women, and slaves (Foley, 2000, p. 296). In New Comedy, the body of older people became eventually less 'uncitizen-like' than those of the slaves, and costumes, although stereotyped, depicted more everyday life than those of Old Comedy. The padding and the phallus become less prominent with time (Foley, 2014, p. 262). The Greek scholar and rhetorician Julius Pollux, in the second century AD, provides a detailed classification of old men's and women's masks for New Comedy, most likely from Hellenistic literary sources (Ruffell, 2014, p. 149). Pollux describes seven types of old men characters such as grandads, Hermonian, Lycomedean and pimps, together with three types of old women such as dried-up, sallow and cunning wolfish faces, fat faced with ribbons or sharp crone with two teeth sticking out of each gum. Ruffell argues that from these masks the audience could infer the profession (active or retired courtesan; pimp), the social status (free, freedman or old slave), or lifestyle (flatterer or parasite) (Ruffell, 2014, pp. 150-154). Thus, New Comedy's masks rarely depicted old women positively, but there could be gentle and positive old men.
1.4.
Old people comic body vs citizen body
Varakis suggests that the ritual procession of the City Dionysia, which preceded the dramatic competition, was a 'product of the democratic world of Athens' and it influenced the way Aristophanic comedies were perceived by the audience (Varakis, 2010, pp. 30-31). During these processions the Athenian population paraded down the streets being under disguise. Csapo adds that the study of performance often forgets that the chorus in the comedies could 'claim upon the audience sympathy' because it included relatives and friends who had probably participated in the chorus of previous performances (Csapo, 2010, p. 123). Thus, Athenian citizens were not just a passive audience looking at actors and chorus in grotesque masks and costumes for amusement but a knowledgeable and sophisticated audience. Willi argues that the audience was expected to be aware of political circumstances, of previous comedies and tragedies and 'to be able to make wild imaginative leaps with allegories, metaphors and fantastic imagery' (Willi, 2014, p. 181). 

Douglas Olson analyses the comments made by Old Oligarch about the audience's expectation on the comedy performance. The performers could make fun and attack people of great wealth, high birth or great influence, but 'They do not permit the people to be ill spoken' (Ps. Xen., Const. Ath. 2.18). Comedy was not a tool of self-criticism, but a fun way, for the demos, to keep control of the state and damage the reputation of perceived dangerous individuals (Douglas Olson, 2010, pp. 38-39).

The old comic heroes, despite their grotesque costume and masks, mostly claim to be ordinary good citizens and soldiers like Dikaiopolis 'polites chrestos … stratonides' in Acharnians (Ach. 595-596). Foley argues that even if there seems to be a discrepancy between the old grotesque uncitizenlike character and his claim to be a good citizen, the audience is very well aware of the 'artificiality of the costume' with exaggerated padding and androgyny. The self-referential costume reminds the Athenian viewer that a non grotesque citizen body is beneath, with real problems such as the deprivation of the war, debts and real lawsuits. Foley points out that even comic women 'can claim symbolic citizenship' like when Lysistrata's name is linked to the contemporary Athena priestess Lysimache (Lys. 554) and the female chorus in Thesmophoriazusae because they can bear and rear good citizens (Thesm. 785-845) (Foley, 2000, pp. 306-7). 

Varakis argues that the masks and costumes in Aristophanic comedies, with their open mouths, fat bellies, buttocks and genitals offers very few elements to really distinguish social status. Even a slave's character would have been difficult to be differentiated given that, in the fifth century, there is no evidence for different slaves' clothes. (Varakis, 2010, pp. 35-36).

In fact, in the fourth century, when the comedy loses its openly public and civic purpose, the grotesque mask and costume become less interesting, and Foley argues that it is being interpreted more literally (Foley, 2000, p. 290). Ruffell argues that, in Menander's Dyskolos, although the old farmer Cnemon could be seen as a comic hero from Old Comedy in opposition to courts, prisons and war and promoting self-sufficiency (see e.g. 'ἔχων δ᾿ ἂν μέτρι᾿ ἕκαστος ἠγάπα.', Men. ll. 743-745) similar to Ecclesiazusae and Wealth, his voice is not endorsed in the play. Ruffell argues that Menander recalls the utopian schemes of Old Comedy in Dyskolos but he rejects them (Ruffell, 2014, pp. 219 -220). Thus, Cnemon is grotesque but not a hero, just a poor old man. Old men and women in New Comedy cease to be 'good' citizens in comic bodies with padded costumes but become no more than laughable ordinary characters. 
Chapter 2: Old age in public and civic sphere of the polis as reflected in comedy 

2.1.
Self-control and courage 
The grotesque mask and costume of Old Comedy was the ultimate depiction of the non-ideal Greek body. While tragedy displayed examples of civic ideals of restraint, control and discipline, comedy portrayed illustrations of 'anti-civic excess, sexual abandon, and unmilitary, anti-athletic slackness' (Foley, 2000, p. 275). Kosak argues that control over one's body is crucial expression of masculine self-identity in fifth century Athens (Kosak, 2006, p. 50). The surviving Aristophanic comedies present several main characters, usually older men, with lack of self-control. The notion of self-control (sophrosyne) signified a wide spectrum of qualities in Greek, from political shrewdness for men to chastity for women (McNiven, 2000, p. 71). However, it was also the use of gestures and body language which characterised the degree of self-control. For example, in Greek painted vases depicting funerals, grieving white-haired old men stand or sit with female mourners in an unmasculine manner. McNiven argues that mature men are perceived as senile or womanly if they lose control of their emotions (McNiven, 2000, p. 75). Aristophanes comically illustrates this loss of control in his older characters, not with excess of sad emotions, but of happy ones. Philocleon, in Wasps, is very much like a child gratifying his senses and appetite when he comes home happy with money from jury duty (Sommerstein, 2009, p. 198). He get kisses from his daughter, cakes from his wife and respect from his slaves he feels great: 'ἆρ᾽ οὐ μεγάλην ἀρχὴν ἄρχω καὶ τοῦ Διὸς / οὐδὲν ἐλάττω,' (Vesp. 605-620). In addition, Philocleon behaves with total lack of self-control offstage towards the end of the play at the aristocratic symposium. Xantia in his 'messenger-speech' (Dutta, 2007, p. 204) describes how the old Philocleon behaved badly 'οὐ γὰρ ὁ γέρων ἀτηρότατον ἄρ᾽ ἦν κακὸν.' (Vesp. 1299). He drunk and ate too much, then, with leaps, springs, and laughs, he insulted outrageously all participants 'ὑβριστότατος μακρῷ.' (Vesp. 1303). Byl argues that this scene is extremely funny because Aristophanes uses the comic inversion technique creating an inversion of expected customary roles (Byl, 1977, p. 64). 

As well as gesture and body language, in fifth century Athens masculine self-control was represented by specific bodily attributes, for example the size of the penis. Bonfante argues that the ideal of Greek male beauty included the small penis of a younger man. Longer penises were attributed to 'old men and ugly slaves' (Bonfante, 1989, p. 551). Geras (Old Age) is depicted with a long limping phallus on Attic painted vases. Foley argues that the grotesque long limping phallus of the Old Comedy costume brings to mind the unattractive one attributed to old men, dwarves, slaves and foreigners by Attic vase-painters, which suggests ridicule and otherness. 
(Foley, 2000, p. 307). These large phalluses were perceived as the representation of lack of self-control, one of the most important signs of citizenship (McNiven, 1995, in Foley, 2000, p. 307). 

Green argues that the aspect of Aristophanes' old men 'stood at the opposite end of the spectrum from the classical ideal', which was represented by the young men of the Parthenon Frieze, with their athletic body, calm faces, and 'preternaturally small penises'. An ideal Athenian citizen was expected to show self-control in public, to walk with poise and not in a hurry, not to make funny faces, his hair and beard were to be trimmed and neat, and to be properly dressed. The comic actors representing older men were totally out of this frame of reference. Green argues that 'in terms of the prejudices of contemporary Greek their physical appearance placed them outside the bounds of normal society' (Green, 2010, p. 80). Thus, the representation of older men in Aristophanic comedy without self-control in their gesture and body language, and sporting long limp phalluses, helped the Athenian citizen to position himself within the spectrum of possibilities in relation to the impossible classical ideal in a relaxed and convivial environment.

In addition to self-control, the virtue of courage was intrinsically linked to the conception of masculinity in fifth century BC in Athens, especially in relation to bravery in battle (Rubarth, 2014, p. 24), and andreia (courage, manliness and virility) comes from the word aner / andros meaning adult male. Thus, to retreat from danger or to flee from the enemy was considered cowardly, womanly or unmanly. Plato describes a courageous man as one staying in his assigned position and fighting the enemy: ' ὃς ἂν ἐν τῇ τάξει μένων μάχηται τοῖς πολεμίοις.' (Pl., Lach. 191a). Similarly Aristotle describes death in battle as the noblest test of courage (Arist., Nic. Eth. 1115a). In Athenian art, the representation of supplicant with stretched out hands with palm up was seen as a sign of weakness. Geras (Old Age) was depicted supplicating Herakles (McNiven, 2000, Fig. 1, p. 86). McNiven argues that old men were depicted in painted vases as 'physically and emotionally weak as outsiders together with women and children', and these images enabled adult Athenian men to convey the message that only themselves had the self-control and courage necessary to run the democratic city (McNiven, 2000, pp.86, 96-97). 

To counter the ideal figure of the heroic courageous adult Athenian hero, who is ready to die for his country and needed to protect the weak and incapable members of the city viz. women, children and old people, Aristophanes put forwards the figure of an old man with imagination and unscrupulous cleverness, who is the comic hero. Rosen argues that, in the Greek culture, the qualities of craft and persuasiveness of speech were admired and associated to heroic courage. Rosen agrees with Whitman, who 'invented' the comic hero in 1964, when he linked the Old Comedy comic hero with the satirical term ponêros 'an aggressive, self-aggrandizing and self-righteous' powerless man like the Sausage-Seller in Knights: 'δι᾽ αὐτὸ γάρ τοι τοῦτο καὶ γίγνει μέγας, / ὁτιὴ πονηρὸς κἀξ ἀγορᾶς εἶ καὶ θρασύς.' (Eq. 180-181), considered by Aristophanes in direct opposition to the spectators who are: ' καὶ τῶν πολιτῶν οἱ καλοί τε κἀγαθοί,' (Eq. 227). Rosen adds to the category of ponêros, comic old heroes like Dikaiopolis in Acharnians and Trygaeus in Peace, who fight against political and social structures that are threatening the well-being and survival of the people, the democratic city or even Greece (Rosen, 2014, p. 226; Whitman, 1964). 


Rosen argues that the comic hero, as an Aristophanic satirical figure, is a product of Old Comedy. Fourth century New Comedy, composed by poets such as Menander, has no satirical comic heroes with public or political agendas, but protagonists involved in primarily domestic and sentimental plots, with incidental derision of contemporary habits and customs (Rosen, 2014, p. 239).

Thus, the strong purpose and self-drive of the Aristophanic older comic hero was used to counteract the ideal figure of the heroic courageous young adult Athenian hero, fit and trim with an athletic body and an elegant self-controlled posture. Aristophanes characterises old men as cunning, strong willed and feisty also to contrast the idealised weeping old men in funerals or Geras as a supplicant in vase-paintings.
2.2.
Aristocratic and democratic attitude to old age
The representation of old age and older people in Aristophanic comedies was influenced also by the new cultural values originated by the democracy in Athens. 
Hubbard maintains that the social position of the elderly is always at its worst in democracies, whose culture values more new fashions, individualism and liberty than the authority and tradition of oligarchies. In Knights, the aristocratic chorus sings in honour of their fathers who did show courage and self-sacrifice in war 'εὐλογῆσαι βουλόμεσθα τοὺς πατέρας ἡμῶν' (Eq. 565; Hubbard, 1989, p.107). 

David contrasts the social position of the elderly in oligarchic Sparta with their position in democratic Athens. He argues that in Sparta privileged elders had more control over their estate (oikos) and more control over public information in a culturally oral society. In Memorabilia, Xenophon highlights the lack of respect for older men and fathers in Athens. Pericles the younger asks Socrates the rhetorical question: πότε γὰρ οὕτως Ἀθηναῖοι ὥσπερ Λακεδαιμόνιοι ἢ πρεσβυτέρους αἰδέσονται, οἳ ἀπὸ τῶν πατέρων ἄρχονται καταφρονεῖν τῶν γεραιτέρων, (Xen., Mem. 3.5.15). In David's opinion Greek oligarchic regimes present a 'natural inclination for gerontocracy' while radical democracies presented political equality and freedom unconstrained by age (David, 1991, pp. 57-58).

Plato writes in Republic, how the authority and respect for fathers and teachers is destroyed by the freedom given to the younger generations in democracies, thus the elders fear their children and pupils. The philosopher describes how the young mimic their elders and compete with them, while the old men have fun with the young and imitate them 'καὶ ὅλως οἱ μὲν νέοι πρεσβυτέροις ἀπεικάζονται καὶ διαμιλλῶνται καὶ ἐν λόγοις καὶ ἐν ἔργοις, οἱ δὲ γέροντες συγκαθιέντες τοῖς νέοις εὐτραπελίας τε καὶ χαριεντισμοῦ'' (Pl., Resp. 8.562e-563a). 

David argues that, while Plato wrote Republic, influenced by the Spartan way of life, it was the very freedom of the Athenian democracy that allowed the philosopher 'to develop, think and create as he did', thanks to the input of the Sophists teachings in the power of reasoning and the possibility to question critically traditional customs and beliefs (David, 1991, pp. 57-58).

In Talking about Laughter, Martin Oswald in a conference, asks Sommerstein to comment on the fact that, in Aristophanic comedies, the advocates of democracy are mainly older men whereas their younger sons aspire to change to a more oligarchical lifestyle. For example there is Strepsiades opposed to his son Pheidippides in the Clouds, and Philocleon versus Bdelycleon in Wasps. Sommerstein acknowledges the tension in the comedies between rich young men with an antidemocratic orientation and 'comedy's high evaluation of the old, linked with the theme of rejuvenation, which frequently results in the innovative hero being an old man like Dikaiopolis, Trygaios, Peisetairos, and Chremylos' (Sommerstein, 2009, p. 219).

So while Xenophon and Plato were critical of the poor treatment of the elders by the younger generation in democratic Athens, Aristophanes elevated old comic heroes, with the exception of Strepsiades in Clouds, into idealist innovators and seekers of solutions and salvation (sôtêria).
2.3.
Marathon and Salamis veterans 
While Aristophanes positions the comic hero in the present and future of the narrative, the poet deploys the chorus of old men in Acharnians (425 BC) and Wasps (422 BC) as the veteran fighters at Marathon (490 BC) and Salamis (480 BC) to symbolise 'the good old times', although very few veterans could still be alive (Hubbard, 1989, pp. 90-91). However, in Hubbard's opinion these choruses of old men, in the plays, are the voice of every soldier and sailor of past and present battles for the city of Athens (Hubbard, 1989, p.105). 

In Wasps the old men chorus protests about being left destitute while men who have never fought 'μήτε κώπην μήτε λόγχην μήτε φλύκταιναν λαβών.' (Vesp. 1119) are getting rich. Aristophanes elevates old men 'ἀλλὰ κἀκ τῶν λειψάνων δεῖ / τῶνδε ῥώμην νεανικὴν σχεῖν' (Vesp. 1066-1077) above young men, with their curly hair 'ἢ πολλῶν / κικίννους νεανιῶν' (Vesp. 1069) and their homosexual figure with 'open arses' 'καὶ σχῆμα κεὐρυπρωκτίαν' (Vesp. 1070). Hubbard argues that hostility of the old men chorus towards the younger generation was a feature of the fifth century Athenian political conflict between neoteroi and prebyteroi (Hubbard, 1989, p. 109).


In Acharnians, the old men's chorus positions itself in confrontation with the polis: 'οἱ γέροντες οἱ παλαιοὶ μεμφ0όμεσθα τῇ πόλει' (Ach. 676). These veterans are very angry for the disrespect to their old age and they are fearful of young orators bringing suits against them. They compare themselves to old Tithonos weeping and with no money left for decent burial: 'οὗ μ᾽ ἐχρῆν σορὸν πρίασθαι τοῦτ᾽ ὀφλὼν ἀπέρχομαι' (Ach. 691). 

Carey considers that the protesting chorus with its 'dramatic age' accuses the city to be responsible for this unhappiness (Carey, 2013, pp. 161-2, 173). In Carey's opinion 'these statements of dissent are fundamentally serious' because Aristophanes demonstrates that democracy creates a forum wherein public dissent is possible and all citizens have a right to speak out. In fifth century Athens, there were serious inequality, conflict of interest and contrasting opinions, thus dissent and consent were both necessary to preserve the democratic (Carey, 2013, p. 164; Finley, 1962, p. 20). 

Hubbard suggests that, in Acharnians, the old men chorus sings of old Athenians fighting hardiness in contrast to contemporary young orators' propensity to fight with rhetoric and eloquence, erga abandoned in favour of logoi (Hubbard, 1989, p. 97). Aristophanes inverts the epic Homeric dichotomy - spears for the young, words and counsel for the old - spoken by Nestor to Agamemnon in Iliad:” ἀλλὰ καὶ ὧς ἱππεῦσι μετέσσομαι ἠδὲ κελεύσω / βουλῇ καὶ μύθοισι: τὸ γὰρ γέρας ἐστὶ γερόντων. /αἰχμὰς δ᾽ αἰχμάσσουσι νεώτεροι, οἵ περ ἐμεῖο / ὁπλότεροι γεγάασι πεποίθασίν τε βίηφιν' (Hom. Il. 4.322-5). 

Parkin considers that the 'young warrior versus old counselor' recurring theme in classical literature could have been the result of the visible sign of old age on the Athenian citizen body, however counselling requires full mental power. In addition just being old was not all, the old man was to be also socially appreciated and with valuable military or cultural past experiences that could make his counsel prized.
Parkin claims that elders did not go to battle just as children and women and were not respected as younger able men. Thucydides observe that fact in his historical writing 'τῶν τε ἀνθρώπων τοὺς ἀχρειοτάτους ξὺν γυναιξὶ καὶ παισὶν ἐξεκόμισαν' (Thuc. 2.6.4), although ἀχρειοτάτους could have also include disabled men and such. 

Parkin claims that Aristotle questioned the full citizenship of children and older men, the latter being too old and discharged from active duty: 'καὶ τοὺς γέροντας τοὺς ἀφειμένους φατέον εἶναι μέν πως πολίτας, οὐχ ἁπλῶς δὲ λίαν ἀλλὰ προστιθέντας τοὺς μὲν ἀτελεῖς τοὺς δὲ παρηκμακότας ἤ τι τοιοῦτον ἕτερον'. Aristotle clearly states that a citizen must participate in the running of the city: ' πολίτης δ᾽ ἁπλῶς οὐδενὶ τῶν ἄλλων ὁρίζεται μᾶλλον ἢ τῷ μετέχειν κρίσεως καὶ ἀρχῆς.' (Arist., Pol. 3.1275a) which could imply that very old citizens, who could not attend public meetings, were not perceived as citizens by the philosopher. However, Parkins observes that Aristotle is concerning himself with theory and not practice. 

Aristophanes, one the one hand, represent the old men's chorus complaining about old age. In Wasps, the comic chorus is ridiculously moaning about not being useful anymore, a laughing stock in the street, only good to carry branches as thallophores in the Panathenaia procession or as affidavit holders 'οὐκέτι πρεσβυτῶν ὄχλος / χρήσιμος ἔστ᾽ οὐδ᾽ ἀκαρῆ: /σκωπτόμενοι δ᾽ ἐν ταῖς ὁδοῖς / θαλλοφόροι καλούμεθ᾽, ἀντωμοσιῶν / κελύφη' (Vesp. 540-545). On the other hand, in Knights, Aristophanes engages the youthful Knights-chorus into singing in admiration the heroic deeds and courageous self-sacrifice in battle of their fathers' generation 'εἰ δέ που πέσοιεν ἐς τὸν ὦμον ἐν μάχῃ τινί, / τοῦτ᾽ ἀπεψήσαντ᾽ ἄν, εἶτ᾽ ἠρνοῦντο μὴ πεπτωκέναι, / ἀλλὰ διεπάλαιον αὖθις.'(Eq. 571-573). 

Thus, Aristophanes' theme of Marathon and Salamis veterans must have touched a chord in the spirit of the Athenian audience. Acharnians and Knights won the first prize and Wasps the second. The comic chorus composed by Athenian citizens probably sang emotionally in honours of their forefathers who gave their life to defend their city and liberty. However, just complaining about old age in general was considered comical and not taken very seriously.
2.4.
Jury duty, fees and poverty
In addition to the theme of Marathon and Salamis veterans, another recurring theme, in which the representation of older men is prominent across many Aristophanic comedies, concerns the preoccupation that old men have about participating to civic functions, especially jury duty, and the public money they receive as fees for attendance. In fact, Hubbard considers that prominent men such as Cleon had used these fees as a sort of pension for old Athenians, who could be then be influenced to vote in favour of Cleon's political aspirations and against his political enemies (Hubbard, 1989, pp. 102-103). 

At the very beginning of Wasps, Aristophanes already anticipates that these old men at the assembly on the Pnyx are stupid sheep carrying staffs and wearing cloaks (tribonia): 'ἐν τῇ πυκνὶ / ἐκκλησιάζειν πρόβατα συγκαθήμενα, / βακτηρίας ἔχοντα καὶ τριβώνια' (Vesp. 31-33; see also Dutta, 2007, p. 192), however in Rubarth's opinion to take part in political activity, in fifth century Athens, was a major indication of masculine identity (Rubarth, 2014, p. 28).

In Wasps, Aristophanes ridicules the law with its system of popular courts and jury. The old men's chorus is depicted as 'waspish' and irascible when they sing a death sentence to the enemy of the polis and to the law system, namely the younger Bdelycleon: 'ὡς ἐπ᾽ ἄνδρα μισόπολιν / ὄντα κἀπολούμενον, ὅτι / τόνδε λόγον ἐσφέρει, / μὴ δικάζειν δίκας' (Vesp. 411–414). Old Philocleon is depicted as mean and passionate when he wishes to escape from home to go to court and cast guilty verdicts indiscriminately 'ἐπεὶ / βούλομαί γε πάλαι μεθ᾽ ὑμῶν / ἐλθὼν ἐπὶ τοὺς καδίσκους / κακόν τι ποιῆσαι' (Vesp. 319–322). Philocleon feels himself immensely powerful, just like a god 'ἆρ᾽ οὐ μεγάλην ἀρχὴν ἄρχω καὶ τοῦ Διὸς οὐδὲν ἐλάττω' (Vesp. 620; see also Wohl, 2014, p. 332).

In Sommerstein's opinion Aristophanes makes fun of payments (misthos) for civic functions because the poet is opposed to the system which causes waste of scarce resourses, encourages citizens to see public duty as a source of income, and endorses wrongful convictions; furthermore it makes jurors enthusiastic supporters of prominent citizens who proposed increase for such payments (Sommerstein, 2009, pp. 207-208). This payment was introduced by Pericles 'κατεσκεύασε μισθοφορὰν τοῖς δικαστηρίοις' (Arist., Ath. Pol. 27.4), at two obols and raised to three obols probably on Cleon's proposition not later than 425 BC. This fee was less than what a worker would be able to earn in a day, thus most of the volunteers for jury-duty were men too old to work (OCD, s.v. 'Law and Procedure, Athenian'). Thus, Aristophanes was indeed targeting the income of old citizens in his comedies. 

In Memorabilia, Xenophon writes about a dialogue between Socrates and his friend Eutherus a former well-off landowner. Eutherus explains how after having lost his estate in Attica and abroad, probably due to the Peloponnesian War defeat in 404 BC, he must perform manual work 'τῷ σώματι ἐργαζόμενος' (Xen., Mem. 2.8.1) to avoid begging a loan without security. Socrates reminds his friends that when he gets old he will need money and nobody will pay for his physical labour 'καὶ μήν, ἔφη, ὅταν γε πρεσβύτερος γένῃ, δῆλον ὅτι δαπάνης μὲν δεήσῃ, μισθὸν δὲ οὐδείς σοι θελήσει τῶν τοῦ σώματος ἔργων διδόναι' (Xen., Mem. 2.8.2). 
Although this dialogue is anecdotal, it denotes the incertitude faced by poor old people. In Wasps, the old Chorus Leader replays dramatically to his hungry son: 'ἀπαπαῖ φεῦ, ἀπαπαῖ φεῦ, / μὰ Δί᾽ οὐκ ἔγωγε νῷν οἶδ᾽ / ὁπόθεν γε δεῖπνον ἔσται.' (Vesp. 309-311). During the Peloponnesian, Athenians had to suffer through a plague epidemic, devastation of the countryside, defeat in Sicily and internal political turmoil. In Mossé opinion contemporary texts refer to the distress of Athens in the post-war years attesting, among other problems, the loss of a quarters of its adult male citizens (Mossé, 1973, p. 13). 

When Aristophanes wrote his last extant comedy Wealth in 388 BC he was close to his sixty. Sommerstein notes that in contrast with the earlier comedies, in which problems were caused by the wickedness and stupidity of famous characters and the solution was a return to the 'good old days' or an end to the war or even the expulsion of a  particular politicians, Wealth depicts a situation above human solution. This time, the salvation (sôtêria) must come from the gods (Sommerstein, 1978, pp. 267-268). In this play, old age is over-represented: the personification of Wealth is represented by an old blind man, although rejuvenated by the end of the play, the comic hero Chremylus is an old farmer and a ridiculous old woman in love has also a large part. Aristophanes, as an old man himself, seems tired of finding utopic solutions and this play represent the end of an era when Athens was wealthy and powerful to an impoverished and defeated city, embodied now by these old miserable people, and this play represent the end of Old Comedy (Sommerstein, 1978, p. 269).

In conclusion this chapter has considered how Aristophanes used comic representations of old people to show tensions in the polis, or the public sphere, between aristocrats and democrats, the role of war veterans in civic functions, and the contrast between impoverished citizens, mainly farmers, and wealthy citizens who took advantage of the war for private gains, in late fifth and early fourth centuries Athens. 

Chapter 3: The oikos and old men in comedy 
3.1.
Generational conflicts

This chapter proposes to review how the Aristophanic comedy representation of old people in the oikos or the private sphere, was a reflection of political and social anxieties in late fifth and early fourth centuries Athens, with special attention to generational conflicts in the family and to Aristophanes use of mental and physical decline of old people as a representation of some of these anxieties.

The importance of Athenian parentage for claiming citizenship and specific financial advantages explain the focus of Old Comedy on the household (oikos) as a kind of microcosm of the city (polis) in order to illustrate the social and economic conflicts Athenians faced. Generational conflicts, sometime quite violent, are represented in Aristophanic comedy in connection with public financial redistribution, as in Wasps, and in connection with the influence on young Athnians of new rhetorical, philosophical and literary developments or fashions, as in Clouds (Lape and Moreno, 2014, p. 348; Telò, 2013, p. 129).


In Athens, the head of the household (kurio) was legally responsible for the family estate plus he was accountable for the members of his estate which included the immediate family, wife and children, and the slaves. Rubarth argues that for Athenian males, to be the head of the household (oikos) was an important part of their masculinity (Rubarth, 2014, p. 27). Furthermore, the welfare of the older Athenians members of the oikos was a moral and legal obligation of the immediate family. Thus, old people were dependent on the younger generation for their financial and physical well-being. (Parkin, 1998, p. 37). The generational conflict in Wasps between the old Philocleon and his son comically magnifies the possible tensions, in Athenian families, between a 'retired' father and his kurio son. 
Hubbard sees these tensions as resulting from Philocleon loss of power in the household and his marginalised and insignificant position, and Philocleon desire to reassert his masculinity by persistently serving in juries. Philocleon asks which living being can be more terrible, even being old, than a juryman (δικαστής)? 'ἢ δεινότερον ζῷον, καὶ ταῦτα γέροντος;' (Vesp. 551; see also Hubbard, 1989, pp. 101-102).

In Wasps, Aristophanes, who shows his reservation for payments of fees for civic duties in several plays, solves the problem by bringing Philocleon back to in the household, even forcibly. The son Bdelycleon, legally mandated, reasserts the 'primacy of familial support for the elderly' and explains to his father 'ὧν οὕνεκ᾽ ἐγώ σ᾽ ἀπέκλῃον ἀεὶ / βόσκειν ἐθέλων' (Vesp. 719-720). Even the Chorus, previously antagonistic, praises Bdelycleon for his filial love and wisdom 'φιλοπατρίαν καὶ σοφίαν / ὁ παῖς ὁ Φιλοκλέωνος.' (Vesp. 1464-1465). Hubbard argues that Aristophanes affirms the primacy of the economic and social function of the oikos over the commitments to the polis (Hubbard, 1989, p.103).

Richardson considers several literary sources in classical Athens that reaffirm the moral and legal obligation for the legitimate son to maintain his parents in old age (Richardson, 1933, pp. 32-33, 55). For example in Solon's law the penalty for negligence was the loss of citizenship 'ἐάν τις μὴ τρέφῃ τοὺς γονέας, ἄτιμος ἔστω' (Diog. Laert., 1.2.59). Plato states that parents should be legally respected 'πᾶς δὴ τιμάτω πάσαις τιμαῖς ταῖς ἐννόμοις τοὺς αὑτοῦ γεννήτορας τοῖς νῦν πεισθεὶς λόγοις' and that neglectful children should be brought before the three eldest guardians of the laws 'πρὸς τρεῖς μὲν τῶν νομοφυλάκων τοὺς πρεσβυτάτους,' (Pl., Laws 11.932a-b). Aristotle reports how newly elected Nine Archons were questioned if they had well provided for their parents 'ἔπειτα γονέας εἰ εὖ ποιεῖ' (Arist., Ath. Pol. 55.3). Finally, in Economics, Xenophon writes about how, among humans, children are born from unions to provide subsistence for the parents 'ἔπειτα τὸ γηροβοσκοὺς κεκτῆσθαι ἑαυτοῖς ἐκ τούτου τοῦ ζεύγους τοῖς γοῦν ἀνθρώποις πορίζεται' (Xen., Oec. 7.19). 

While in Wasps Aristophanes brings to the audience's attention the tensions caused by financial problems for old people, in Clouds, the play writer employs the physical abuse of old people as a comical trope to illustrate anxieties caused by new educational methods and values of young Athenians at the end of the fifth and beginning of the fourth centuries BC. In Clouds, at the end of a feast, Strepsiades asks his son Pheidippides to sing an old fashion song by Simonides or recite something from Aeschylus. The son instead recites a piece from a recent tragedy by Euripides about an incestuous brother and sister relationship. The ensuing heated argument ends with the son beating the father (Nub. 1353-1379). At this point in the play the son insinuates that this beating was just 'δικαίως' (Nub. 1377) and 'νὴ τὸν Δί᾽ ἐν δίκῃ γ᾽ ἄν' (Nub. 1379; see also Sommerstein, 2009, p. 78). Further on Pheidippides declares that father-beating should be done in self-defence and sons should make it lawful (Nub. 1421-1429; see also Sommerstein, 2009, p. 96). Pheidippides also complains that the bodies of young should not beaten following the principle of the 'inviolability of the citizen's body' καὶ μὴν ἔφυν ἐλεύθερός γε κἀγώ' (Nub. 1414). Similarly, Sommerstein argues that Aristophanes 'negates and subverts' the free citizen identity and superiority when Bdelycleon order his own slaves to beat his father as he tries to escape by the window (Vesp. 398-399; see also Sommerstein, 2009, p. 139). 

Aristophanes goes as far as using parricide as a comic motif. In Frogs, Dionysus and his slave Xantia look around toward the audience to recognise 'πατραλοίας' (Ran. 273) translated by Barrett as 'murderers' and by Henderson as 'father beaters' but LSJ as 'one who slays or strike his father, parricide' and Middle Liddell as 'one who slay his father, a parricide' (Barrett, 1964, p. 145; Henderson, 2002, p. 61; LSJ s.v. 'πατραλοίας'; Middle Liddell s.v. 'πατραλοίας'). In Birds, the dramatic personae ΠΑΤΡΑΛΟΙΑΣ is translated as 'Father Beater' by Hendersen, 'Rebellious Youth' by Barrett (Hendersen, 2000, pp.10-11; Barrett, 1978, p.153). However, this young men wants to strangle his father to get his money 'ἐγὼ / ἄγχειν ἐπιθυμῶ τὸν πατέρα καὶ πάντ᾽ ἔχειν' (Av. 1351-1352), thus Aristophanes is staging a parricide. In David's opinion the motif of sons abusing fathers in Aristophanic comedy was not only fantasy but a real problem in classical Athens, as it can be seen by public lawsuits (graphê) concerning mistreated parents and Plato's (Pl., Laws, 879c-881e; Pl. Resp. 465a), and legislation concerning physical abuse of parents and older people (David, 1991, p. 42). 

Reckford considers that father-beating in Old Comedy originate from the ancient ritual combat of Old King and Young King when the combat was real. The blood of the Old King meant fertility for the crops and the women in the following year. Over time this generational combat became fictional and eventually found a place in Aristophanic comedy. Comedy can liberates deep wishes while it exorcise the corresponding anxieties. Greeks also knew the myths in Hesiod's poems about Kronos castrating his father Heaven and in turn being dethroned by his son Zeus. Thus, the tensions of these ancient rituals and myth was discharged by Aristophanic laughter (Reckford, 1976, pp. 111-114).

Aristophanes makes fun of the financial and physical vulnerability of old citizens and he offers some solutions, but literary sources show that legislators had to issues firm laws and punishments for adult sons who did not insure the financial and physical well-being of their old parents. The people of the polis expected the oikos to provide a safe environment for all its members.
3.2.
Old men and aggressiveness (Dyskolos)
In Wasps, when Bdelycleon tries to bring his father Philocleon under the care of the oikos and away from the public courts, he has to fight his father's strong character. Bdelycleon makes sacrifices to the god Apollo and asks the god to make his father mellow and end the discontent or peevishness 'παυσάμενον τῆς δυσκολίας' (Vesp. 882). The son accuses Philocleon of being unduly difficult and discontented 'οὐκ αὖ σὺ παύσει χαλεπὸς ὢν καὶ δύσκολος' (Vesp. 942). Towards the end of the play, the father in return accuses the son Bdelycleon of being hard to please and unbearable 'κἄστι δύσκολον' (Vesp. 1355). Byl argues that it was probably very comic to see the roles inverted and to hear the old men, acting as a youngster accusing his own son of being like himself dyskolos (Byl, 1977, p. 65).

The word dyskolos has the connotation of grouch, bad tempered or old cantankerous. Aristophanes apply this character trait to several old comic heroes and to old members of the chorus especially in Acharnians (Ach. 280-302) and Wasps (Vesp. 403-141). 

In Clouds, Aristophanes with his first-person voice presents this comedy as the most clever one (Nub. 524) and he declares that it will not use an angry old man hitting others with his cane 'οὐδὲ πρεσβύτης ὁ λέγων τἄπη τῇ βακτηρίᾳ / τύπτει τὸν παρόντ᾽ ἀφανίζων πονηρὰ σκώμματα (Nub. 541-542). Aristophanes acknowledges that the angry old man motif is very common in comedy and used to get some easy laughter (Halliwell, 2014, p. 193). 

Plato and Aristotle wrote about old people 'peri geros' in their philosophical treatises. Plato, probably in his fifties, wrote about old age with a positive point of view in a passage in Republic (Pl., Resp.1.328d-331d). In this dialogue set in 411 BC, during the peace of Nicias, Socrates is in his late fifties asks Cephalus, whose sons are in their forties, about being old. Cephalus is a happy old man and he admits that being wealthy makes old age less of a burden. He occupies himself with ritual sacrifices to the gods, and intellectual and activities free of sexual desires. He notes that old people usually complain about old age but he attributes this dissatisfaction not to old age but to their character 'οὐ τὸ γῆρας, ὦ Σώκρατες, ἀλλ᾽ ὁ τρόπος τῶν ἀνθρώπων' (Pl., Resp. 1.329d). Plato's passage present old age under a very positive light (Parkin, 1998, p. 23). However, Steinberger challenges this idyllic picture. He argues that Cephalus is actually obsessed with suspicion (hypopsias) and terrified (deimatos) by the idea of death and by the punishment waiting for him in Hades for unjust deeds (Pl., Resp. 330d-331a). Cephalus leave the story at this point preoccupied with his sacrifices and worried about mortality (Steinberger, 1996, p. 191). Thus, Plato gives a more nuanced approach to old age by showing the positive but also the negative side of aging.

In Rhetoric, Aristotle presents a very negative view of old age, because old men are cool or chill 'καταψύχω' as opposed to hot young men. Aristotle writes a long list of old men's defects such as being selfish, negative, hesitant, weak, malicious, little-minded and coward and yet old men are fond of life 'φιλόζωος' (Arist., Rh. 1389b-1390b; Parkin, 1998, p. 31). Richardson argues that these old age characteristics are found more in characters of Aristophanes than in the 'more pleasing types of the Homeric period'. Demos is bad-tempered, brutal and half deaf 'δύσκολον γερόντιον' (Eq. 40-43), Strepsiades is peevish and stingy and Dicaeopolis is rustic and boorish (agroikia) (Richardson, 1933, p. 28). Wohl believes that the aggressive character of old men in Old Comedy is not just 'the ill-temper of grumpy old men' but it is a form of orgê (passion, anger or wrath) that was part of the character of engaged citizens in democratic Athens (Wohl, 2014, p. 334).

The stock character of the aggressive old man 'dyskolos' in Old Comedy was ultimately used in New Comedy with 'continuity in terms of empathy and personality' but in a 'more naturalist form' that is with more individual and diversified character traits. However, this character continues to be a socially grotesque stereotype. The Aristophanic old man kurio (Dikaiopolis and Trygaeus) can still be recognised in the old father figure or the old farmer characters in Menander's comedy (Ruffell, 2014, p. 167). 

In Dyskolos , translated by Carroll Moulton (1977), Menander portraits the old grouch or old cantankerous Cnemon as a character who rejects society and who has a world view of no courts, prisons or war and 'all would be content with modest lives' (Men., Dys. 743-745), however this view is not endorsed in the context of the play. Cnemon prefers to be self-sufficient and needs no one (Men., Dys. 714-715). He is accused by Chaireas of having 'a nasty / disposition's common to poor farmers' (Men., Dys. 129-130) and to the terrified Daos, Gorgias admits that the old man is a problem and 'his grouchy temper turns aside persuasion' (Men., Dys. 250-254). By the end of the play Cnemon will be punished by being forced to socialise: he is forced to attend his daughter's betrothal feast. Ruffell argues that the play deals with the social tensions between wealth and poverty, and town and country people. Menander supports the character of the working farmer and infer that the town could lead to idleness, but does not make allowance for Cnemon excessive aggressive behaviour and rejection of society. 

Menander's play emphasises a world wherein social differences are minimised. New Comedy's realism depends on public or private threats to family life and on solutions that reward moderation, family harmony and social solidarity. Ruffell observes that ironically Menander's ideal world of happy endings is more utopian but less daring than the world of Aristophanes (Ruffell, 2014, pp. 218-220). However, one of the motif that united Aristophanes and Menander was the concept of agroikia which, in ancient Greek culture, represented the brutally hard world of agriculture and rural life. This concept then generated the stock character of agroikos, usually dyspeptic and anti-social old farmers such as Dikaiopolis, Trygaeus, Chremylus and Cnemon. 

Rosen considers that the term was seldom used in a positive way but often to evoke mockery especially by ancient ethicists such as Aristotle and Theophrastus, who found rusticity unphilosophical and unaesthetic (Rosen, 2006, p. 219). While there is not an exact match in Theophrastus' Characters, 'Surly Man XV' comes very close to Cnemon, because this character is not social, does not like to celebrate and does not pray the gods (Theophr., Char.).


In conclusion the theatrical character of the aggressive old men was used very often as a comic trope in Old and New Comedy, thus it must have been very popular with the audience. Athenian citizens probably could always recognise somebody in the family who would look like this, and by making the comic hero an irritable old farmer, urban citizens must have felt intellectually superior and free to laugh without reserve at the comedy's jokes 
3.3.
Old men mental disability 
Mental disability of old age is a constant theme in Aristophanic comedy. Aristophanes depicts old men with madness or obsessions or with loss of memory or with senility. In Wasps, Xanthias introduces Philocleon as an old man possessed by a disease or madness (νόσος), in tragedies this words is used for 'uncontrollable urge or a delusion which usually lead to catastrophe' (Dutta, 2007, p. 193). Philocleon craves to be a merciless judge every day. To cure the old man the son organises a ritual bath and purification in honour of Cybele. All was in vain so Philocleon was taken, by his broken-hearted son, at Aegina to the Asclepius temple to lie a night (incubation), but the father escaped back to jury duty in Athens (Vesp. 106-124). At the end of the play, Xanthias deliver what 'resembles a tragic messenger-speech' of offstage events (Dutta, 2007, p. 204), when he describes Philocleon crazy behaviour at the aristocratic dinner. The old man was very drunk, he jumped up and down, laughing and farting, but above all he was shouting and insulting guests all around. Then he knocked everyone on his way back home (Vesp. 1299-1323). Philocleon has exchanged one obsession for another and Xanthias uses now the word madness, passion, (mania) 'μᾶλλον δέ γ᾽ ἴσως μανίας ἀρχή' (Vesp. 1486) Prauscello argues that the democratic character of Philocleon behaves at dinner party in a non-aristocratic way recalling the description of Plato's madness. In Plato's opinion madness was a disease of the soul brought about by poor political institutions and bad speaking habits in the public and private sphere (Prauscello, 2013, p. 340).


Sometime aggressive and irritable old men could be judged as mad in the fifth and fourth century BC Athens and they became a serious problem for the adult sons and for the household. It was a question of self-control. If an Athenian citizen could not control himself, and became a public (polis) or private (oikos) nuisance or put himself or other in danger, than the family must find a way of controlling the mad person or ask the authorities for help. In Laws, Plato suggests how a madman should not appear in the city 'κατὰ πόλιν', but kept indoor by the family or the family would have to pay a fine (Pl., Leg. 11.934c-d). Plato continues by saying that loud cries, quarrels and verbal abuse are caused by a disease of the soul due to either natural temper or bad education, and are unseemly in a well-regulated city 'ἐν εὐνόμων πόλει' (Pl., Leg. 11.934d-e). Prauscello argues that Plato links loud voice and verbal abuse with madness, furthermore the portrait Plato depicts reminds of the description, in Republic, of the democratic Athenian citizens, the big and strong beast 'θρέμματος μεγάλου καὶ ἰσχυροῦ' (Pl., Resp. 6.493a; Prauscello, 2013, p. 337).

In Clouds, Pheidippides thinks aloud that maybe his rustic father Strepsiades has become mad (παραφρονοῦντος) by going to Socrates' think-thank, so he considers if he should denounce his father to the court for his madness (παράνοια) (Nub. 844-845). Pheidippides is thinking about παρανοίας γραφή, a legal action on account of insanity'. This prosecution for insanity is mentioned in Aristotle's Athenian Constitution whenever one man is wasting his own property when insane (Arist., Ath. Pol. 56.6). 

In Clouds, Aristophanes strives to bring up the subject about memory over and over in relation with Socratic thinking. Already before going to the φροντιστήριον, Strepsiades wonders how being old, forgetful and slow he is going to learn anything 'πῶς οὖν γέρων ὢν κἀπιλήσμων καὶ βραδὺς' (Nub. 129), then in a comic exchange Socrates asks Strepsiades if he has memory 'μνημονικός' and the old man answers that he has a good and a bad memory depending if money is owed to him or if he owes money (Nub. 482-485). Later on Socrates insults the old man by calling him boorish, from the country, hard to deal with, clumsy or left handed and forgetful ἄνδρ᾽ ἄγροικον οὐδένα / οὐδ᾽ ἄπορον οὐδὲ σκαιὸν οὐδ᾽ ἐπιλήσμονα (Nub. 628-629). Aristophanes condensed in this tirade of abuse all that could be negative in Strepsiades' character. In fact Socrates ejects the old man from his φροντιστήριον, because he is the most forgetful and the most stupid, superlatives, little old man, diminutive, 'ἐπιλησμότατον καὶ σκαιότατον γερόντιον;' (Nub. 790), Aristophanes is indeed a great writer. 

In fifth and fourth century BC Greece the concept of memory was a source of tension and anxieties in relation to literacy and the new disciplines of philosophy and oratory. In Phaedrus, Plato has Socrates explain how writing is an invention that will engender forgetfulness because the real memory will not be exercised anymore. Plato makes a difference between memory (μνήμη) and remembering (ὑπόμνησις), the appearance of wisdom (Pl. Phdr. 275a). Ong argues that Plato's critique of writing was a mental process made possible by writing (Ong, 1982, p. 79). In Republic, Plato states that to be a lover of wisdom (φιλόσοφος) one requires a good memory 'ἀλλὰ μνημονικὴν αὐτὴν ζητῶμεν δεῖν εἶναι' (Pl., Resp. 6.486d). Aristotle wrote a short treatise On Memory and Recollection, in which he discusses how dense slow-witted men are better at memories, a confirmation of impressed images from past experiences, and intelligent people are better at recollecting, an association of ideas and a mental activity that becomes automatic (Arist., De Memoria, 1-5; Hett, 1957, p. 287).

Memory was going to be important in the field of political and forensic public speech, nevertheless Plato and Aristophanes, who did not write about memory from the perspective of rhetoric, are considered very influential in the later development of mnemotchnics (ER, s.v. 'Memory'). Aristophanes brought to the Athenian audience's attention the existing tensions between the old rural oral and poetic culture in which memory came from learning by rote and the new sophisticated urban culture in which memory was going to be used for political advancement and philosophical reasoning 

As long as Athenian old men had control over their mental health, and were in relative good physical health, they could be active member of society. In Richardson's opinion there was among Greek a general idea that wisdom, namely prudence, discretion and judgment, was a natural development of getting old. In Laws, Plato regrets the absence of wise (σωφρονέω) men who could display the character and virtue of Nestor (Pl., Leg. 4.711e; Richardson, 1933, pp. 16-17). 

Furthermore, Aristophanes brings on stage, for comic effect, characters who have lost control over their mind not because of madness but because of senility. In classical Athens senility the deterioration of mental faculties, was called geras (Ahonen, 2014, p. 62). For example in Knights, the Chorus complains that Cleon/Paphlagonian treats them as if they were 'ὡσπερεὶ γέροντας ἡμᾶς' (Eq. 270) translated 'old and had no brain' (Sommerstein, 2003), 'codgers' (Henderson, 1998, Loeb) and 'old dotards' (O'Neill Jr., 1938). Rejuvenated Demos thinks of how he used to be 'γέρων;' (Eq. 1349) translated in this case as 'senile' by (Sommerstein, 2003), 'senile' (Henderson, 1998, Loeb) and 'dotard' (O'Neill, 1938).

In Laws, Plato approaches the being out of one's mind 'ἔκφρων' as due to illness, old age or a difficult character. If the adult son does not want to charge the father for 'τῆς παρανοίας', city officials shall act on the son behalf, and if convicted, the father shall not administer the household anymore and will be considered a child as long as he lives in the household 'καθάπερ παῖς δὲ οἰκείτω τὸν ἐπίλοιπον βίον.' (Pl., Leg. 11.929d-e). 

David notes that it is worth mentioning, even if not factual, the anecdote, reported by Plutarch in Moralia, in the essay Whether an Old Man Should Engage in Public Affairs (Εἰ πρεσβυτέρῳ πολιτευτέον), about how Sophocles, in his nineties, had been accused by his sons of παρανοίας. Eventually, Sophocles was acquitted after he recited the entry song of the chorus, parodos, of Oedipus at Colonus. (Plut., Mor. 10.785a; David, 1991, p. 56). 

Finley questions why there are hardly any references to senile dementia in old age in the Hippocratic corpus (Finley, 1989 p. 17). Byl considers that the mental disabilities of the elderly was reputed to have divine origin by ancient Greek, and also that they were aware that doctors and medical treatments could not help. Byl suggests that Aristophanes describes in Wasps, with a comic twist, the popular cure, employed at the time for mental disability. Philocleon is ritually bathed, the family made purification rites, and then Philocleon is taken to the sanctuary of Asclepius for incubation for a miraculous healing (Vesp. 115-124; Byl, 2003, p. 41).

Aristophanic old comic heroes are strong characters on a mission. They need to find solutions to their own problems and to the problems of the Athenian community around them. However, the play writer had no hesitation to employ old age mental disabilities as farcical and hilarious for his audience's entertainment. In return the audience did not mind this type of fun as laughter was a conduit to release the anxieties and tensions these terrible medical problems would cause in the Athenian household.
3.4.
Old men physical disability and rejuvenation 
Another recurring theme across several comedies, similar to mental disability, refers to the heavy emphasis on the physical disability of the elders. Aristophanes employs a variety of degenerative ailments to bring about comical predicaments for the characters in his plays. In Acharnians, the chorus of old men tries to run after Amphiteus but old age and stiff legs 'νῦν δ᾽ ἐπειδὴ στερρὸν ἤδη τοὐμὸν ἀντικνήμιον,' (Ach. 219) create comical contrast between the feeling of helplessness of old age and the shamelessness of youth. Similarly in Wealth, the enfeebled chorus complains about running as fast as old age allows 'οὔκουν ὁρᾷς ὁρμωμένους ἡμᾶς πάλαι προθύμως, / ὡς εἰκός ἐστιν ἀσθενεῖς γέροντας ἄνδρας ἤδη;' (Plut., 257-258), here again Aristophanes constructs an absurd contrast between speed and old age, which must have been hysterically funny for the audience to see in the theatre. 
(Richardson, 1933, p. 5). Byl argues that laughter is aroused not by Aristophanes' allusion to old people's infirmity per se, but by the contrast between the disability of old men and their pretensions and intentions (Byl, 1977, p. 62). 


Across the plays, physical disabilities due to aging include poor earing, loss of teeth, and diminished sight or blindness. In Knight, the slave Demosthenes describes Demos as an agroikos bad tempered 'ἀκράχολος' (Eq. 41) master who is rather deaf and an unbearable little old man 'δύσκολον γερόντιον / ὑπόκωφον' (Eq. 42-43). In Wasps, Bdelycleon tells his father Philocleon, who wants to gnaw through the net to escape, that he has no teeth 'ἀλλ᾽ οὐκ ἔχεις ὀδόντας' (Vesp. 165). In Wealth, the old blind god Plutus or Wealth, answers Chremylus, who asks how he got this ill or evil 'τουτὶ δὲ τὸ κακὸν πῶς ἔπαθες;' (Plut. 86), that Zeus made him blind 'ὁ δέ μ᾽ ἐποίησεν τυφλόν,' when he was young (Plut. 90). Aristophanes calls old age infirmities (κακόν) 'πρεσβυτικῶν μὲν οὖν κακῶν ἔγωγ᾽ ἔχοντα σωρόν.' (Plut. 270).

In Wealth, Aristophanes explains how Chremylus, who wants to cure Plutus' blindness, has two choices: call a doctor or going to the temple of Asclepius. In this play the city doctor is not available as Athens, in 388 BC, could or would afford to pay a city doctor as an employee. Even if this statement could be a theatrical exaggeration it should not be underestimated (Sommerstein, 1978, p. 332; David, 1984, p. 10). However in Acharnians, a city doctor was mentioned as available 'ἀλλ᾽ ὦ πόνηρ᾽ οὐ δημοσιεύων τυγχάνω' (Ach. 1030) in Athens in 425 BC. Later on in the play the slave Carion, like a tragic messenger ἄγγελος (Plut. 632), narrates how offstage Plutus has recovered his sight (Plut. 627- 770). 

Tordoff argues there were two temples of Asclepius in Athens, one in the city next to the Acropolis and one in the Piraeus at Zea and as Plutus took cold bath in sea water, then the miraculous healing took place in the Piraeus sanctuary. There is a consensus that the cult of Asclepius was introduced in the Piraeus at the outbreak of the plague however the active cult inside the city of Athens started after 420 BC (Tordoff, 2012, p. 152; Mitchell-Boyask, 2007, p. 116). Aristophanes' detailed narrative of the events featuring the traditional water cure and the night rituals in the temple for the incubation must have been very familiar to the Athenian audience.

Parkins notes that in the extant medical treatises from antiquity there was not really a field for geriatric. Most disabilities were seen as non curable, so medical interest was mostly directed to the prolongation of life with the help of diet and exercise (Parkin, 1998, p. 35; Finley, 1989, p. 2). Finch argues that ancient Greek believed that the course of life was determined by fate 'Μοίρας' (Hes., Theog. 904) over which individuals had no control, however they were already aware, from Herodotus histories and from the Hippocratic emphasis on diet, of 'individual variability in the condition of ageing' and that longevity could be linked to diet, drink, hygiene and exercise (Finch, 2010, p. 377). Menelaus Batrinos, emeritus professor of endocrinology, maintain that there are very strong indication that ancient Greeks lived longer than the average 35 years, which is the general opinion of today's scholarship. He argues that too many famous men have a documented median life span of 70 years. The living condition were favourable for longevity and eugeria (eulongevity). The climate was mild, slaves carried out hard work, but most important was the intense intellectual and social life in the city (Batrinos, 2008, pp. 82-83). The concept of eugeria can be found in Aristotle's Rhetoric, in which the philosopher explain εὐγηρία: a happy old age means growing old slowly (βραδυτής), free from pain (ἀλυπία), and with good fortune or chance (τύχη), which was seen as beyond human control (Arist., Rh. 1361b15).

Aristophanes grants the miraculous healing of restored eyesight, by the god Asclepius, to the personification of the god Plutus or Wealth. Philocleon runs away from the sumptuary so technically he is not miraculously cured of his supposed mental infirmity by Asclepius. Aristophanes employs an additional theatrical technique as a miraculous cure for his aged comic heroes, namely rejuvenation. Richardson notes that Aristophanes uses rejuvenation at the end of the plays as a consistent motif across his comedies, which often begin with an old comic hero who, by the end of the play, are transformed into youth behaving outrageously (Richardson, 1933, p 60). 

In Knights the most spectacular rejuvenation episode takes place, when old Demos, the personification of the people of Athens, is literally boiled young again or refined (ἀφέψω) by the Sausage-Seller (Eq. 1321–1336). The Athenian audience would remember the familiar myth about Medea conspiring with Jason to kill old king Pelias, after promising to the king' daughters the rejuvenation of their father in boiled water as reported by Pausanias in his Description of Greece (Paus. 8.11.2)

The rejuvenation theme can be also seen in Wasps, when the son Bdelycleon transform his old father into a young fashionable man about town (Vesp. 1450-60; 1474-1482). In Acharnians, Dikaiopolis is full of sexual energy towards his dancing girls at the end of the play while the chorus sings in admiration 'Hail to the champion' (τήνελλα καλλίνικος) (Ach. 1227-1234). In Peace towards the end of the play, old Trygaeus is young again 'αὖθις νέος ' and dressed for his wedding with Opora; and he feels that he deserves his reward because he has saved Greece (Pax 856-900). In Birds, the chorus sings for the exodos a beautiful wedding song, 'Ὑμὴν ὦ Ὑμέναι᾽ ὦ.' for old Pisthetaerus, fully energised towards his Basiliea (Av. 1720-1764). From attributed fragments to Aristophanes of a comedy entitled Old Age the chorus seems to be a group of old men who are rejuvenated and then act like dissolute young men (Henderson, 2008, p. 173; Byl, 1977, p. 72).

Byl argues that the theme of rejuvenation is a legacy from old religious festivals predating comedy, which celebrates springtime renewal and the fertility of the fields and women. Old age represent all that is intellectual, physical and moral decrepitude (Byl, 1977, p. 72). Hubbard argues that the theme of rejuvenation is a way for Aristophanes, a reformed-minded poet, to transform a passive self-satisfied audience into a young revitalised Athenian society like it was in good old days. The young again happy Demos exclaims towards the end of the play: 'μακάριος ἐς τἀρχαῖα δὴ καθίσταμαι.' (Eq. 1387). In addition, the old and infirm Acharnians symbolize the diminishing importance of the farmers in Attic society and they are ill-treated by the democratic polis, however the rejuvenation of the old farmer Dikaiopolis represent the reassertion of the agrarian faction if peace could have been restored. Free to trade and barter with all Greece, Dikaiopolis can restore the pleasure of flesh and food provided by the Megarian and Boeotian merchants (Hubbard, 1989, pp. 91, 95, 108).

Sommerstein considers that in Aristophanic comedy, after the realisation of the utopic solution to the perceived problem, the final scene of the comedy illustrates the consequences. Most of the time the effects are positive, except in Clouds, and they represent the 'comic concept of happiness', namely 'songs, dance, food, drink, sex, sleep, and good company' (Sommerstein, 2002, pp. xxxii, xlvii). Aristophanes emphasises the renewal of sexual potency in his rejuvenation theme.

Foleys argues that the large padded phallus that was part of the comic costume, was in most of the plays rarely erected. Only after rejuvenation, at the end of some play, there is mention of erection, symbolising young energy and potency, stimulated by the presence of young fertile women , for example Dikaiopolis (Ach. 1216-1221), Philocleon (Vesp. 1342-1347), and Demos (Eq. 1391) (Foley, 2000, pp. 298; 2014, p. 261). 

Aristophanes emphasis on male sexual potency was appreciated by the Athenian audience because together with war, family and politics it was one of the element that defined manliness in Athens in the fifth and fourth century BC. The rejuvenated comic hero at the of the play had to represent all that defined manliness, namely he had to be active, hard, consumer of beauty, powerful and lover as opposed to passive, soft, weak and beloved. So when Bdelycleon tells his father he is too old for the young flute girl and Philocleon knock him down with a punch (Vesp. 1379-1385) we can imagine the old men in the audience cheering with enthusiasm (Rubarth, 2014, p. 30).

Aristophanes' treatment of old people physical ailments with utopic rejuvenation, as a reward for the comic hero undertaking, reveal a deep need to finish the play on a positive and festive note, with the exception of Clouds. The theme of rejuvenation might have been a celebration to springtime or a desire to go back to the good old times when Athens was at peace and powerful. The audience wanted entertainment, thus laughing at old men, with their various ailment, could have been a good way to release tensions and anxieties and the happy end could make them feel less guilty for their mockery at old age.
Conclusions 
In conclusion this dissertation has attempted to demonstrate the relationship between the representation of old age and old men in the comedy of Aristophanes and the political and social anxieties in the fifth and fourth centuries BC in Athens. The old comic hero represented the farmers who lost so much during the Peloponnesian war when they had to abandon their land, and way of life. Some of the plays represented old men in a generational conflict with their son to symbolise the tension between democratic and aristocratic citizens. In Clouds, the old father typified the old oral educational system based on myths and poets in contrast with the new literate, rational and philosophical system. 

The chorus of old people represented the veterans of the battle of Marathon and Salamis when Athens defeated the Persian army against all odds and Aristophanes contrasted them positively against the current war against other Greek cities. Aristophanes preached, in vain, peace among Greeks. Financial social problems were embodied by old Plutus and the constant motif of impoverished older men preoccupation for paid jury duty. Mental disability in ageing men underlined the preoccupation with the legal responsibly for the wellbeing and continuity of the family household. Physical disability and rejuvenation typified the anxieties of the Athenian male identity in the context of sexual potency. 

Due to time and words constrains, this dissertation has not examined the representation of older women in Aristophanic comedies. It should have investigated research questions or themes on financial problems, sexual desires, and aggressiveness together with the perceived drinking problem of older women present in some of the plays and in other literary sources which have approached these issues in classical Athens.
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