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ABSTRACT

What Are You Laughing At?

An Analysis of Humor in Terence's Eunucchus
by

Henry John Schott


This paper seeks to show how Terence crafted humor in the Eunuchus and how similar the mechanisms are between ancient and modern joke-telling. I focus on four consecutive scenes starting with Act 2 scene 1 to explore the roles of the main slave characters, Parmeno and Gnatho, as well as their relationships to their masters. Additionally, I draw reference to modern scholarship on humor, most notably from Raskin and Attardo's General Theory of Verbal Humor (GTVH). I also explore the construction of a joke and different readings of the original text which can alter the reception of the joke. I conclude by showing that Terence used many of the same tropes and styles of humor that modern comedians still employ. In this exercise, I hope to open the door for modern adaptations of Terence to be produced alongside other great hits from antiquity by Plautus and the Greek tragedians.* 
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The Eunuchus of Terence was the most popular drama of his career. Modern understanding of humor and its structure as derived from the six parameters of a joke defined by Raskin and Attardo can provide reasoning for the popularity of the Eunuchus
. Scholars address many different aspects of Roman drama, ranging from the very concrete concerns of set design and masks, to literal argumenta ex silentio concerning moments of silence and silent characters on stage.
 They also address the issues of originality, the delivery of lines, and the maintenance of the actors' voices.
 In this paper, I will examine the humor of Terence's Eunuchus through a close reading of Acts 2 and 3. These acts are central to the humor of the play because of their focus on the servus callidus (clever slave) and the parasitus (moocher), stock characters of ancient comedy. I will show that Terence's style of humor was based on such universal ideas that modern comedians still employ the same tropes in their jokes.


Before we delve too deeply into the works of Terence and the semantics of humor, we must first explore the climate in which Terence was writing. In the third century BCE, there were a number of comic playwrights vying for attention on festival stages in Rome. Plautus flourished just before Terence and was popular among the crowds with his vulgar humor and slapstick adaptations of traditional Greek works.
 He imported many stock characters from the Greeks including, but not limited to, the servus callidus/stultus (clever/foolish slave), miles gloriosus (braggart soldier), adulescens amator (male ingenue), and parasitus (sycophant, moocher).
 Plautus did more than provide a rote translation of Greek originals. He breathed new life into the stories and filled them to the brim with his own brand of vulgar humor and slapstick comedy. Thus he was an essential figure in the formation of Roman comedy as a separate entity from its Greek counterpart.


The only surviving biography of Terence comes down to us from Gaius Suetonius Tranquillus, a Roman biographer of the late 1st and early 2nd century CE – roughly 250 years after Terence flourished. Suetonius writes that Publius Terentius Afer (Terence) was born in the early second century BCE in Africa, as his cognomen suggests. He was brought to Rome as a slave, quickly freed, then started his career as a playwright by 166 BCE. Terence produced six successful plays in Rome at the Megalensian games between 166 and 161 BCE before his abrupt death around 159 BCE or any time between the end of the Second Punic War and the beginning of the Third Punic War.
 A common criticism of Terence was contaminatio – conflating of Greek works to produce a subpar Latin play – which Terence acknowledges in the prologue of the Eunuchus.
 He defends himself against his critics by saying that what he has created is something unique and totally new to Roman audiences.
 However, he also states nullumst iam dictum quod non dictum sit prius (There is nothing that has not already been said before)
. If everything that can be said has been said, how does Terence adapt his plays to convey his own humorous sensibilities?


Humor is notoriously difficult to define, especially across the temporal and cultural barriers that separate us from Terence. In this paper, I will try to identify the dramatic humor of Terence's Eunuchus – the words and situations that he intended to be funny. This is distinct from personal humor, in my opinion, which I will define as a subjective scale from person to person that determines whether or not a given audience finds a joke funny. In other words, I will try to determine some modicum of authorial intent behind the comedy of the Eunuchus in an objective manner while acknowledging that not every joke is a winner.
 If a comedian fails to account for the sensibilities and general feel of an audience, jokes, no matter how well constructed, are doomed to fail because audience's personal humor will not resonate with the dramatic humor. 


I will explore four scenes of the Eunuchus sequentially starting with Act 2 scene 1 and going through Act 3 scene 1. I have chosen these scenes because they contain a great variety of humorous material. This is not to say that the play is filled with jokes in the traditional sense.
 Rather, the humorous material in question uses many of the same elements as traditional jokes while not sharing form. The beginnings of the two acts show the comic trope of the clever slave interacting with his master. Act 2 scene 2 shows what happens when two cunning slave figures meet in a single scene, and Act 2 scene 3 is where the protagonist's slave comes up with the titular plan to sneak his master into the house of his brother's mistress as a eunuch. In these scenes, not only do the situational differences such as a free character subverting his status to win the girl as a slave provide humor, but Terence also fills each interaction with witty verbal banter that tickled the funny bones of ancient Romans.


At this point, I want to discuss translation and how it affects comic reception. Without the proper context, a modern reader must be wary of applying his own cultural ideas onto the ancient text. The dilemma of a translator is balancing a literal translation demonstrating knowledge of the language and an idiomatic translation demonstrating cultural awareness. As Moodie explains, each translation is ephemeral and pertains only to the audience for which it was written. That is to say, in order to appreciate a work of ancient comedy fully, it is necessary to wrestle with the work to glean stylistic nuance and form that pertain to society's current sensibilities. In addition to the translation of this project, I have inserted what I believe to be appropriate stage directions that are not present in the manuscript tradition, at least from the original author. With that said, all translations found in this paper are my own unless otherwise specified. I have tried to craft a working version of the play that would be appropriate for college-aged audiences today. Therefore, I have taken some creative liberties in the modernizing of some idiomatic or cultural phrasing for 2017.


We begin with Act 2 scene 1. Phaedria, the play's protagonist, has just been ordered by his lover Thais to leave town for a couple of days. She needs the time to prepare for the arrival of a slave-girl named Pamphila, whose brother is on his way to Athens at the behest of Thais. Phaedria's slave, Parmeno tries to console his master who remains devastated that his mistress may not want to spend every waking moment with him:


PH. Fac, ita ut iussi, deducantur isti. PA. Faciam. PH. At diligenter.


PA. Fiet. PH. At mature. PA. Fiet. PH. Satine hoc mandatumst tibi?


PA. Ah rogitare, quasi difficile sit! Utinam tam aliquid


invenire facile possis, Phaedria, quam hoc peribit!


PH. Do just as I've ordered and make sure they are led in. PA. I'll do it. PH. But be 
careful.


PA. [deliberately] Alright. PH. And be fast. PA. [quickly] Alright. PH. You sure you 
got it?


PA. Ah, you keep on asking like it's a difficult task! If only you could solve your 
problems as easily as you cause them!

Here we see Phaedria, heartbroken and frantic, making sure that his slave will do exactly as he has ordered. Parmeno seizes the opportunity to poke fun at his master. As Phaedria gives nervous and unnecessary warnings, Parmeno changes the tone of his response each time, hence the stage directions in lines 207 and 208. The verbal joke in these lines lies in Parmeno's final thoughts, “If only you could find something as easily as you're losing this.” Donatus, a fourth century commentator of Terence, explains that Parmeno's sense was, tam facile utinam lucri aliquid invenias, quam facile istuc amittes (If only you would find some profit as easily as you will easily lose that). By placing quam hoc peribit at the end of the whole sentence, even after the vocative, the audience is led to believe that Parmeno might finish his sentence with agas or even facias (...as easily as you do it) to keep with the repetition of facere and fieri in this scene instead of quam hoc peribit. Had Parmeno used the word facias to keep in line with his pattern of faciam...fiet...fiet, I believe that there would be less of a punch in the line. The inversion of expectation is what constitutes the dramatic humor of the situation. This style of joke follows the system exemplified by Raskin and Attardo in their general theory of verbal humor (GTVH)
. Not only is there a script opposition between the characters (master/slave, simple/cunning), at the end of Parmeno's speech there is a weak garden-path trope that leads the audience to a different conclusion than the given resolution.
 Parmeno speaks condescendingly to his master, who has been established as less capable than his slave. This setup is common in ancient plays and is used extensively both by Latin and Greek authors in their servi callidi. 


Later in the same scene, Phaedria seeks advice from his slave-friend Parmeno on what he should do while he is out of town:


PH. Censen posse me obfirmare et


perpeti ne redeam interea? PA. Tene? Non hercle arbitror,


nam aut iam revortere aut mox noctu te adiget horsum insomnia.


PH. Opus faciam, ut defiteger usque, ingratiis ut dormiam.


PA. Vigilabis lassus: hoc plus facies


PH. ... si sit opus, vel totum triduom? PA. Hui


univorsum triduom? Vide quid agas.


PH. Do you think that I can hold out and 


not come right back? PA. You? God no! You'll be returning as soon 


as you leave or insomnia will force you back in the dead of night. 


PH. I'll busy myself so much so that I can't do anything but sleep. 


PA. [chiding] You won't be able to sleep. 


… PH. ...Can I go without her for three whole days if I need to? PA. Bah,  


three whole days?! Find something to do.

Parmeno does not think that Phaedria can handle himself on his own. No matter how much Phaedria tries to stay away, his incessant love will drive him back to Thais.
 Phaedria is presented as a weak-willed man who is, in a sense, a slave to his mistress.


Much of the humor in this scene is centered around the staging, in my opinion. All staging of ancient productions is based on conjecture, however, because there is a lack of direction from the script itself. The copies of the scripts that circulated in antiquity were secondhand, idealistic accounts from people who had seen some performance somewhere which may or may not have been the original performance at the Ludi Megalenses. Marshall argues for a certain amount of improvisation in the lines of any given production.
 The idea of commonplace improvisation muddies the waters of any manuscript claiming to be the script because it implies that the production captured in its pages may be the only one set up in that way. There may have been countless other permutations of the show that varied in their faithfulness to the true original production envisioned by Terence. Furthermore, the manuscripts had to be hand-copied for many years after the show's debut. Not only is there a high chance of numerous lapsus calami, but the original scripts were never published either.  Such a practice invites numerous transcription errors.
 A focus on physicality and staging allows the scene certain freedoms that a script may restrict. 


Phaedria's exit here is interesting. After Parmeno chides his master's lovesickness, Phaedria authoritatively says stat sententia (we'll see –) and leaves. This brief statement illuminates how Terence is setting up the relationship between Phaedria the master and Parmeno the slave. Donatus comments that this phrase is synonymous with certum est (it is certain), thus giving an authoritative tone to Phaedria. However, I disagree with this reading. I believe that Phaedria's final words in this scene show the audience that his slave is really going to be in control for this play, not the master. Because our sources are solely in print, there is a difficulty in ascertaining the exact tone and delivery of the line. There appears to be a Saturnalian inversion with respect to the power dynamic between the two.
 Parmeno drives the conversation because his master is too distracted by his predicament with Thais and even ends this exchange with an imperative rather than a present subjunctive to his master. Vide quid agas (Find something to do, lit. See what you should do). According to recent stylistic analysis of the imperative mood and its variants in Roman comedy, Parmeno's use of the imperative here indicates that he is demonstrating his own authority over Phaedria.


Beyond the shifting power dynamic between Parmeno and Phaedria, there is much to be said about Terence's colloquial style in these lines. Comedy is notorious for finding new uses for old words, making it difficult to discern the intended meaning of many phrases; the Eunuchus may employ the phrase stat sententia as a semantic hapax legomenon, that is, a unique instance of meaning for a given phrase. Usually hapax legomena are individual words that only appear once in the corpus of a given literature.  Authors such as Callimachus and Juvenal are famous for their linguistic innovation. The idea that comedy is the source of hapax legomena is exemplified in Terence's predecessor, Plautus.
 Plautus plays not only with the characters on stage and the plot itself, but also with words via puns, jokes, and semantics. Terence, being an author of comedy, would likely implement some of the same features used by Plautus, namely the bending of words and tropes through verbal tomfoolery. I argue that, because of his role as a comic playwright, Terence has used stat sententia in a way contrary to later instances found in Cicero and Ovid. The sense of “we'll see” in place of “it is certain” supports the idea of a Saturnalian inversion of the master-slave relationship on stage. The phrase literally means “the opinion stands,” but in the context of comedy where some of the finer nuance may be relegated to the delivery of the line, I believe that it makes more sense to hear Phaedria leaving the scene exasperated at Parmeno's constant challenging of what he has been saying.


This ancient scene plays into the modern ideas of humor and the GTVH with its use of language, its apparent targets, and its script opposition. All of these factors are parameters established by Raskin and Attardo.
 In its language, or punchline placement, the scene strings the audience along with many small payoffs from Parmeno's nonchalant yet commanding presence on stage. All of this leads to a line delivered by Parmeno in the form of his discourteous command to his master by means of a present imperative rather than the more polite subjunctive. The targets of a joke like this appear to be any slaves or former slaves in the audience who would love the chance to speak that way to their own masters. The target, however, can also be read as any citizen in the audience if the tone is construed as “how funny would it be if our slaves actually talked like that?” Of course, the most obvious connection to the modern GTVH and this ancient scene is the script opposition between Parmeno and Phaedria. Master against slave. Cunning against dense. As with numerous jokes today, humor can easily be derived from the idea that opposites should not attract.


Terence has more than one character serve as servus callidus (cunning slave) in his Eunuchus, although one is free.
 The adulescens amator, Phaedria, competes with the miles gloriosus, Thraso, for Thais' love; Parmeno competes with Gnatho for the audience's adoration. Gnatho opens the second scene of the second act with a long-winded soliloquy, beginning with an anecdote about some poor man he met on the street. He gives this man a pitiable description, calling him hominem haud inpurum, itidem patria qui abligurrierat bona (hardly an impure man, who, like me, had squandered his father's goods). The audience is to believe that this wretch on the street is no wretch at all through the litotes of haud inpurum, and is very much like Gnatho since he, too, squandered his father's fortune. Gnatho paints an image of this not dissimilar man for the audience saying video sentum squalidum aegrum, pannis annisque obsitum (I see a shabby, squalid, sickly looking fellow, beset with rags and years). A natural response to seeing such a squalid man in such dire straits is empathetic pity. Gnatho, however, exploits the schadenfreude of the situation.  After all of this build up to feel sorrow for the man sitting in rags and years, Gnatho succinctly interjects hic ego illum contempsi prae me (This man in front of me – I hated him). Gnatho, having become incensed at the man's condition, explains:


GN. ... “Quid homo” inquam “ignavissime?


Itan parasti te ut spes nulla relicua in te sit tibi?


Simul consilium cum re amisti? Viden me ex eodem ortum loco?


Qui color nitor vestitu', quae habitudost corporis!


Omnia habeo neque quicquam habeo; nil quom est, nil defit tamen.”


GN. … “Why,” I said, “you lazy bum? Have you totally given up on hope? Did you 
lose your sense with the kitchen sink? I've been in the same place as you and gotten 
out of it. [vaunting about the stage] Do you see what color I have, what splendor, how 
I am garbed, what swagger I have! [waxing philosophical] I have everything and I 
have nothing; although I have nothing, nothing is lacking.”


Gnatho paints himself as someone who has it all. He differentiates himself from the man on the street by citing his vigor and gait as the marks of a successful man. He mocks this man for seemingly abandoning all of his hopes and dreams rather than picking himself up by his bootstraps. And how might he have done that? By becoming a parasite. This is the joke – that Gnatho is so proud of himself for holding such a base position. Gnatho concludes his rant by saying Omnia habeo neque quicquam habeo; nil quom est, nil defit tamen (I have everything and I have nothing; although I have nothing, nothing is lacking). Instead of living the high life and having it all himself, Gnatho truly has nothing. This is because he is a parasitus by nature and chooses to take from others that which he lacks himself, which, in this case, is everything. Gnatho's monologue is a prime example of the use of language to misdirect an audience. He leads the theatrical audience first to believe that the man in the streets to whom he is speaking is a pitiable fellow before stating his contempt for him.


A little further on, the audience is treated to a duel of sorts between the two servi callidi, with each thinking that he is more cunning than the other. Parmeno starts the scene hidden to Gnatho but visible to the audience. This perspective allows him to speak snide witticisms without reproach at lines 254, 265, and 269-270. Gnatho finally sees Parmeno and approaches him with “the highest salutations.”
 The ensuing conversation is quick and terse. It plays into an important facet of comedy: to appear not to think. If there is too large of a pause between lines or actions, the audience may become disinterested in what is happening in the show. Therefore, in comedy, it is important to speak one's lines as soon as the other finishes without speaking over them. Gnatho approaches Thais' house, outside of which stands Parmeno. He brings with him the beautiful slave-girl, Pamphila, who is a gift from his benefactor, Thraso. Parmeno, not too enthused to see his rival approaching, readies himself for dealing with this unfortunate turn of events:


GN. Quid agitur? PA. Statur. GN. Video.


Num quid nam hic quid nolis vides? PA. te. GN. Credo; at num quid aliud?


PA. Qui dum? GN. Quia tristi's. PA. Nil quidem. GN. Ne sis; sed quid videtur


hoc tibi mancupium? PA. Non malum hercle. GN. Uro hominem. PA. Ut falsus 
animist.


GN. How's it going? PA. It doesn't. GN. I see that. 


[indicating Pamphila] Do you see anything here that you don't want? PA. You. GN. I 
believe it; but is there anything else? PA. Why do you ask? GN. Because you look 
sad. PA. Not at all. 


GN. In any case, don't be sad; how does this girl look to you? PA. Not bad, sheesh. 
GN. [aside] I've got him now. PA. [aside] How wrong he is.


We see that Parmeno gives brief answers of one or two words in an attempt to stop his conversation with Gnatho as quickly as possible. If it were not obvious enough to the audience that Parmeno did not want to engage with Gnatho by his potential body language, his exasperated tone found in the use of quidem (indeed) and hercle (egad) may be rendered into colloquial English as something to the effect of “sheesh.”  Gnatho, however, keeps pestering his personal rival to get a rise out of him. Each slave thinks that he has the other one beat in this battle of wits, as evidenced by their asides Uro hominem (I've got him now) and Ut falsus animist (How wrong he is). 


Part of the humor in the situation arises from the characters themselves who are  slaves by rank or behavior, but much more cunning and witty than their positions as slaves would have the audience believe. Humor also arises from the speed of the interaction. Finally, humor can be found in the double meaning of certain phrases. A few lines later in this conversation Gnatho is telling Parmeno how he is agreeable to his friends, implying that Parmeno is a friend of his. Sic soleo amicos [beare] (Thus I am accustomed [to delight] my friends.) To this, Parmeno responds laudo (I praise). Without a given object of the verb, the audience is left to decide whether Parmeno is saying “I commend you [for being so good to your friends]” supplying te or “I commend them [for dealing with you]” supplying eos.


In the next scene, we are introduced to Chaerea, Phaedria's brother, who has been chasing after some girl from the Piraeus, the port of Athens. Parmeno is naturally disinterested in offering advice to another lovesick youth. He tells the audience as he sees Chaerea approaching:


PA. Ecce autem alterum! 


Nescio quid de amore loquitur: O infortunatum senem!


Hic verost, qui si occeperit, 


ludum iocumque dicet fuisse illum alterum,


praeut huius rabies quae dabit.


PA. Oh look, the other one!


He's saying something about love: their poor dad!


When Chaerea gets started, their dad'll say that Phaedria


is a schoolyard joke when compared with what 


Chaerea's fervor will bring.


Chaerea runs onto the stage, greets Parmeno, and begins to explain his situation. Parmeno expresses consternation at Chaerea's predicament. In order to curry favor from his brother's slave, Chaerea reminds Parmeno of past favors that he did to benefit the slave. This quid pro quo mentality is reminiscent of the host-guest relationship in antiquity even though this exact situation does not apply to the characters at hand. Since Parmeno has been the recipient of generous favors, he must in turn perform generous favors.


CH. Nunc, Parmeno, tu ostendes te qui vir sies.


Scis te mihi saepe pollicitum esse 'Chaerea, alquid inveni


modo quod ames: in ea re utilitatem ego faciam ut cognoscas meam,'


quom in cellulam ad te patris penum omnem congerebam clanculum.


PA. Age, inepte. CH. Hoc hercle factumst. Fac sis nunc promissa adpareant:


sic adeo digna res est, ubi tu nervos intendas tuos.


CH. Now, Parmeno, you will show what kind of man you are. 


You know that you have often promised me 'Chaerea, just find something 


you love: then I'll show you how useful I can be,' 


when I brought the whole pantry in secret to your room.


PA. Bah, you're an idiot. CH. No, that happened. Now's the time to make 


good on your promises: this is a worthwhile endeavor when you really try.

Not only does Phaedria invert the master-slave relationship in how he treats Parmeno, but his brother Chaerea does as well. Rather than order their slave to help them with their affairs of love, both brothers have to convince Parmeno that theirs are worthy causes. While Phaedria's treatment of Parmeno was more nuanced in Act 2 scene 1, Chaerea tries to guilt Parmeno into helping him. Perhaps Chaerea has less influence over Parmeno's actions because, as was established, he is Phaedria's slave. In any case, Chaerea shows in his plea that there is something of a rapport between the free man and the slave that can easily be construed as a friendship.


Although Parmeno is wary of helping his master's brother because he is already obligated to help Phaedria that day, Chaerea manages to persuade him to find his missing girl. Parmeno inquires about her appearance to make sure he can spot her in a crowd saying:


PA. Quid tua istaec? CH. Nova figura oris. PA. Papae!


CH. Color verus, corpus solidum et suci plenum. PA. Anni? CH. Anni? Sedecim...


PA. Flos ipse. CH. Ipsam hanc tu mihi vel vi vel clam vel precario


fac tradas: mea nil refert dum potiar modo.


PA. What about your girl? CH. She's got a whole new kind of face. PA. Oh-ho!

CH. A true color, a solid and juicy body. PA. How old is she? CH. How old? Sixteen...


PA. A flower itself. CH. Make sure you get this flower herself to me either by force


or in secret or even by prayer: I don't care as long as I get her.


Ashmore takes suci plenum as “youthful” or “strong,” but I believe that there is more humor found in the idea of an author writing about how “juicy” someone is, at least to a modern audience who has familiarity with booty shorts. Parmeno then inquires her age so that he can help Chaerea look for her, and Chaerea answers that she appeared to be around sixteen years old. Since she is young, it makes sense that commentators of Terence would read flos ipse as “the flower [of youth] itself.” Chaerea's response, beginning with ipsam, shows the audience that there could be more than one interpretation of Parmeno's statement. There is a debate between various manuscript traditions as to whether the word ipsam immediately follows Parmeno's ipse, if at all. I suggest that the placement of the word provides a comedic reading of the exchange; Parmeno is saying as an aside that the girl is metaphorically a flower. This reading is accepted by dictionaries and Donatus, who writes that because Vergil uses flos in a way to imply the flower of youth, so, too, must have been the meaning desired by Terence, writing, “as was written in the works of Vergil, (Aen 1.590-591) 'lumenque iuventae purpureum' in which even the years are declared, because 'iuventae' is such and these years are indicated as very many, that is FLOS IPSE” suggesting that flos refers to the “flower of youth” rather than an epitome of beauty.
 I disagree with this logic because Donatus is using an author from over a hundred years later than Terence to deduce authorial intent. Had he cited a contemporary or even an earlier author, I believe that this argument would have more weight.


It is important to note that all six of Terence's plays take place in Athens rather than Rome, and that the characters are Greek. Chaerea, being an Athenian who may not speak Latin nearly as well as the Romans spoke Greek, cannot follow Parmeno's metaphoric language when the clever slave mutters flos ipse after hearing of how beautiful Pamphila is.
 If we take the immediate ipsam as an emphatic correction to Parmeno's apparent misgendering of this girl, we see that Chaerea has read too deeply into Parmeno's metaphor and may not be aware that the grammatical gender of flos is masculine. As in Raskin and Attardo's GTVH, language and its function not only augments the humor of the joke, but also provides a basic foundation from which other jokes may stem.
 Now that the audience has been primed to the idea that Chaerea is not the most competent fellow, Terence continues:


PA. Quid? Virgo quoiast? CH. Nescio hercle.


PA. Undest? CH. Tantundem. PA. Ubi habitat?


CH. Ne id quidem. PA. Ubi vidisti? CH. In via. PA. Qua ratione eam amisti?


CH. Id equidem adveniens mecum stomachabar modo,


nec quemquam ego esse hominem arbitror quoi magis bonae felicitates omnes 


advorsae sient.


PA. Quid hoc est sceleris? CH. Perii


PA. Why? Whose girl is she? CH. God, I don't know.


PA. Where's she from? CH. Somewhere. PA. Where does she live?


CH. I don't even know. PA. Where did you see her? CH. On the road just now. PA. 
How did you lose her?


CH. I was getting mad at myself just now on my way here about that, I think that 
there 
is no other man who is a bigger stranger to good luck.


PA. What a tragedy! CH. Shit...

Chaerea has fallen deeply in love with this girl that he has only seen. He does not even know her! Therein lies the humor. He comes across her passing by the road, immediately falls in love, then loses her in the crowds. Instead of blaming his own incompetence, however, Chaerea chalks it up to bad luck.


Parmeno devises a plan in which Chaerea will be allowed to stay with his mystery girl, Pamphila. He explains that Chaerea will have to dress as a eunuch and be given to Thais as a present since Phaedria promised her a eunuch. He says that the plan will be easy to effect because Phaedria already purchased an old eunuch that he is ashamed to offer and that Chaerea would be a much more pleasant option.
 Since Chaerea is willing to do anything to see his love once more, he goes along with the plan without hesitation, much to Parmeno's dismay, and decides to set off at once to prepare:


PA. Quid agis? Iocabar equidem. CH. Garris. PA. Perii, quid ego egi miser!


Quo trudis? Perculeris iam tu me. Tibi equidem dico, mane.


CH. Eamus. PA. Pergin? CH. Certumst. PA. Vide ne nimium calidum hoc sit modo.


CH. Non est profecto: sine. PA. At enim istaec in me cudetur faba. CH. Ah.


PA. Flagitium facimus.


PA. What are you doing? I was just joking. CH. Now you're babbling. PA. Shit, what 
have I done! Where are you going? You'll ruin me. Come on, wait up!


CH. Let's go. PA. Are you going? CH. You know it. PA. Maybe you should cool off 
before you rashly rush in.


CH. It's not at all rash: come on. PA. But I'll be flogged by the bean... CH. Bah.


PA. We're committing a crime.

Parmeno attempts to weasel his way out of any liability for his plan to replace an old eunuch with Chaerea, but Chaerea will not listen to reason. He is determined to implement Parmeno's plan, much to the chagrin of Parmeno. Chaerea's rashness is exemplified in the swift exchange on line 380 with the rapid succession of one-word statements. CH. Eamus. PA. Pergin? CH. Certumst. This plays into a common theme in comedy that I was taught during my time in the theatre: the faster something can be done, the funnier it becomes.
 This is not to say that scenes should be acted at a breakneck speed. Rather, actors should leave as little dead space as possible between lines and actions such that the story can still be understood. There can be a break in speaking as long as there is not a break in action and there can be a break in action as long as there is no significant pause of speaking. Lines should not overlap. The rapidity of single words overlapping each other gives the illusion that there is no time to think and that action must be taken swiftly. This speed has a different tone to it than the speed found in Act 2 scene 2 between Gnatho and Parmeno. Here, both parties are energetic and trying to rein the other in – Parmeno is trying to convince Chaerea not to agree to the plan without thinking it through while Chaerea is trying to calm Parmeno down from his worried state. In the previous scene, one party was trying to prod the other into giving a reaction – Gnatho eggs Parmeno on until he gets more than a one word response from his rival.


There is some question regarding the meaning of Parmeno's proverbial line near the end of this conversation. Ashmore cites Donatus for the meaning equating At enim in me cudetur faba (But still the bean shall be struck against me) with in me hoc malum recidet; in me haec vindicabitur culpa (This evil shall strike against me; this fault shall be avenged against me) where me is in the accusative, but Donatus does not delve any deeper into the meaning of “the bean.” Perhaps this sentiment is some sort of servile jargon – a turn of phrase that would appeal to slaves as a humorous reference to their daily lives. The bean would describe the knotted end of a whip that would be used to punish slaves. Donatus contrarily explains the bean scene as, “a proverb, that is: this ill deed will come right back to me, this fault will be punished through me as the only one who did it, upon whom it is struck, that is: the bean is hit, when the crushed [bean] is stripped of its pods by the clubs, as is by the custom of the rustic people in some places.”
 He suggests that the bean may be Parmeno himself, and that Parmeno is describing his own beating should his master learn of his subterfuge. Wealthy, free Romans were not the only demographic in the audience of a typical festival play. Performances drew crowds so diverse that the likelihood of their personal humor tastes aligned was slim to none
. This widely varied audience required different kinds of jokes and gags to be won over by the playwright. Therefore, dramatists wrote characters like Parmeno who would show the lower classes that just because they were poor did not mean that they could not be clever.


The use of the bean is a good example of language as a parameter for a joke. This phrasing, while not meaning much to modern audiences, resonated with ancient audiences as a sort of cultural inside joke. The target, or targets, as in Act 2 scene 1, are both slave and citizen members of the audience. However, this joke sits differently with both of those targets. Slaves or freedmen may recognize the bean as homage to their suffering at the hands, or beans, of cruel masters. Citizens may enjoy the idea that Parmeno might get his just desserts for all of his conniving. Nonetheless, this exchange highlights much of what makes a joke objectively funny regardless of the audience.


In the third act, the audience is introduced to Gnatho's master and Phaedria's rival for Thais' affection: Thraso. Gnatho and Thraso come gallivanting onto the stage as Chaerea and Parmeno leave after having crafted their eunuch-switching plot. Thraso, an egotistical, bloviating jackass, is asking Gnatho whether Thais truly appreciated his kind gesture. Gnatho, being a sycophantic servus callidus, gives Thraso nothing but the best words regarding his mission to deliver Pamphila.
 Thraso seizes the opportunity to boast about himself and tells Gnatho again that he is the favorite of some king somewhere. He pays no heed to Gnatho. This is not a rapid exchange, as above, but a conversation dominated by the braggart. Instead of finding humor in quick wit, the comedy lies in the character and stage direction of the soldier. Imagine the following exchange:


GN. Rex te ergo in oculis THR. Scilicet


GN. Gestare. THR. Vero: credere omnem exercitum,


consilia. GN. Mirum.


GN. You were always in the king's... THR. ...thoughts


GN. ...lap. THR. Of course, he entrusted me with his whole army


and his plans. GN. [deadpan] Wow.

In these few lines, there is a lot going on. The characters have already walked out onto the stage and set themselves up for the audience. I see the scene playing out with Gnatho planted off-center and Thraso gesticulating wildly around him as he tells Gnatho his stories. Gnatho looks ahead into the audience with an apathetic look on his face while Thraso is facing him. Perhaps, when Thraso's back is turned, Gnatho imitates his benefactor because that is all he can do to keep the routine fresh.


THR. Tenes.


Tum me conviviam solum abducebat sibi. GN. Hui,


regem elegantem narras. THR. Immo sic homost:


perpaucorum hominumst. GN. Immo nullorum abitror,


si tecum vivit.


THR. You've got it. Then he took only me as his drinking partner.


GN. Oh! You say that the king is choosy.


THR. Rather it's like this: he has very few men around him.


GN. I think none, if he is with you.

Gnatho insults his benefactor right to his face. He implies that Thraso is not only someone who engages in homoerotic sex with this nameless “king,” but he even goes so far as to imply that his benefactor is the passive recipient of sexual advances.
 Thraso, however, being too self-absorbed to care, ignores his biting remark. Since Gnatho is not a slave per se, I believe that it makes more sense to a Roman audience that he should get away with saying something along these lines than if Parmeno, who is a slave, were to say something similar to his master. However, as I have previously noted, Gnatho plays a rather servile role under Thraso although he is technically a free man who is only mooching off of Thraso's military successes. 


Parmeno interjects to the audience in line 418: di vostram fidem, hominem perditum miserumque et illum sacrilegum! (God help me, this man's a ruinous wretch, and that guy is a scoundrel!) The positioning of the characters on the stage changes the meaning of this line since the illum is ambiguously referencing either Thraso or Gnatho. If we imagine the three characters – Thraso, Gnatho, and Parmeno – standing in that order on the stage left to right, the audience would interpret Gnatho as [hunc] hominem perditum miserumque (a ruinous wretch) since he is closer to the speaker while Thraso, who is standing further from the speaker, would be illum sacrilegum (a scoundrel). If the positioning, however, were such that the line from left to right were Gnatho, Thraso, Parmeno, then Thraso is the ruinous wretch and Gnatho is the scoundrel. Of course, either of these lines could be wholly reversed with Parmeno on the opposite side of the stage or rendered totally ambiguous by placing Parmeno in center stage. Placing Parmeno center stage, however, makes little theatrical sense because he is a hidden character who more than likely has run off to one side of the stage behind some scenery.


Considering the pedantic differences between who among Thraso and Gnatho is a wretch or a scoundrel may seem banal when approaching the problem of translation, it is nevertheless quite important to understand who is who in the original Latin. The connotations of the word sacrilegum alone shift the opinion that the audience may have for the one who is receiving the insult. I believe that illum must refer to Gnatho because he knowingly flatters Thraso with vain blandishments and continuously hides his true intentions from Thraso even though he is more than willing to share and even encourage the audience to follow his brand of “Gnathicism” in Act 2 scene 2. If Gnatho is the scoundrel, that makes Thraso the hominem perditum miserumque (ruinous wretch). Calling Thraso a poor wretch implies that while he may not be an inherently good person, he has just been mixed up with less than ideal influences, namely Gnatho.


Setting aside the issues that arise from arguing about nonexistent stage directions, we move on to an exchange between Thraso and Gnatho about a certain dinner party. Seemingly on a roll from a previous story about some servant of the nameless king he serves with a terrible punchline, Thraso begins:

THR. Quid illud, Gnatho,


quo pacto Rhodium tetigerim in convivio,


numquam tibi dixi? GN. Numquam; sed narra obsecro.


Plus miliens audivi.


THR. Gnatho, have I never told you about the time I bested that Rhodian 


at dinner? GN. No, never! Please, do tell.


[aside] I've heard this a thousand times...
Gnatho must brace himself for what the audience can only surmise from his reaction is a trite story concerning some Rhodian stereotype. Thraso, playing himself up near the point of absurdity, continues:


THR. Una in convivio


erat hic, quem dico, Rhodius adulescentulus.


Forte habui scortum: coepit ad id adludere


et me inridere. “Quid ais” inquam homini “inpudens?


Lepu' tute's, pulpamentum quaeris?”


THR. There was someone at the party with me, who I say was a Rhodian youth.


By chance I had an escort with me. He began to flirt with her and mock me.


“What are you saying, you boy?” I said to him. “What's a pussy like you doing 


on the prowl?”

He describes the man as Rhodian, which carries with it some cultural weight. One could liken this to an American comedian starting a joke with “So I met this Frenchman the other day...” Both scenarios cause the audience to think of cultural stereotypes about the subject. Thraso is playing up the differences between himself and his subject. The punchline of the joke (Lepu' tute's, pulpamentum quaeris?) is overtly crass in its delivery, becoming something akin to calling the man a “pussy.” Thraso's word choice in lepus is one that emphasizes the effeminate nature of the youth. Rather than calling the man a rabbit, Thraso uses lepus as a prodding term of sexual nature, much like the contemporary use of “pussy” as either a cat or a sexual woman. The joke literally says, “You yourself, a rabbit, are seeking an hors d'oeuvre” but that does not translate well into English.


After hearing this attempt at a joke from Thraso, Gnatho begins to flatter and compliment him. Gnatho is showing himself to be a paragon of his self-proclaimed philosophy. As he praises Thraso, Thraso asks if the reason is because Gnatho has heard the joke before. Rather than admit that the joke was truly unfunny, Gnatho states that the joke is really one of the best jokes in existence and is circulated among the funniest comedians. Hearing that the joke is really funny, Thraso then lays claim to the joke as his own.

GN. Facete lepide laute nil supra.


Tuomne, obsecro te, hoc dictum erat? Vetus credidi.


THR. Audieras? GN. Saepe, et fertur in primis.


THR. Meumst.


GN. How witty, how charming, how elegant, nothing could be more so.


I beseech you, did you come up with that yourself? I thought it was old.


THR. Had you heard it before? GN. It is often considered the best.


THR. Then, it's mine.

Here Gnatho, following his own Gnathicism established earlier, lauds Thraso's wit and originality. However, since Thraso is not a very bright individual, he fails to see the blatant sarcasm in Gnatho's words. Thraso, wanting to maintain his facade of cunning, claims the joke as his own as soon as Gnatho reassures him that it is a feat of cunning and wit to have come up with such a line. Gnatho continues praising everything that Thraso says, no matter how foolish or unoriginal, as long as they are on stage together.


At the end of the scene, Gnatho lays the foundation of a plan to win Thais' heart through envy and deceit. He tells Thraso to pretend to be in love with the slave-girl that he is giving her that day since Thais is always talking about how much she loves Phaedria whenever Thraso tries to make a move. Thinking that this plan is brilliant, Thraso praises Gnatho in a manner that Gnatho himself would praise Thraso. However, Gnatho still finds a way to have the last sycophantic word:


THR. Bene dixti ac mi istuc non in mentem venerat.


GN. Ridiculum; non enim cogitaras. Ceterum


idem hoc tute melius quanto invenisses, Thraso!


THR. Well said, that [plan] had not occurred to me.


GN. Ridiculous! For you had not yet thought of it. Moreover


you would have reached the same conclusion, but better, Thraso!

Many of the elements in Act 3 scene 1 between Gnatho and Thraso mirror Act 2 scene 1 between Parmeno and Phaedria. Both scenes play up the inverted roles of their subservient characters, Gnatho and Parmeno, to be in a more elevated position than their masters, Thraso and Phaedria. Additionally, Gnatho's lackadaisical disregard for Thraso is like reflecting Parmeno in a fun house mirror: it accentuates and enhances certain qualities. Rather than hiding behind some sort of decency, Gnatho flat out implies that Thraso is a passive sexual partner in a homoerotic relationship. He also relentlessly insults his benefactor's wit under the guise of praise. It seems that Gnatho is designed to be the character that everyone is supposed to hate. Rather than relying on playing to certain demographics, in a similar way to how Parmeno appeals to both slave and free men, Gnatho purposefully mocks and derides everyone leading to a general distaste for the character.


At the end of this journey through a few select scenes from Terence's Eunuchus, we see that an author writing in the 2nd century BCE, while borrowing much of his style from his predecessors, implemented numerous ideas of humor that persist to the modern day across time and culture. The GTVH appears to not only work for general cases today, but also for cases in the distant past, showing that jokes and humorous situations arise from a few basic elements. The servus callidus and parasitus tropes, as well as their interactions with each other and their respective masters, sow the seeds of comedy in whatever scene they appear in. Through these four scenes starting with Act 2 scene 1, we see that the humor of Terence derives from the inversions of these characters. Furthermore, this type of analysis can be extended to the rest of the Eunuchus as well as the entire corpus of Terence, indicating that this shared construction of humor between the ancient and modern worlds is not just happenstance, but a pattern. Although personal humor varies from person to person, dramatic humor remains a testament to certain universal qualities of joke-telling. Whether a scene comes from over 2000 years ago or from two weeks ago, the jokes within it will share rudimentary elements that connect us to our ancient heritage.
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APPENDIX

The process of putting together a rough show for the four scenes explored in the above paper shed fresh light onto not only the ancient script, but my own rendering of the Latin. I assembled five student actors who somehow managed to find time in their busy schedules to assist me in my endeavors. I cannot thank them enough for their help in demonstrating my ideas about the staging of the Eunuchus in a small black-box theatre environment.


The attached script does differ slightly than some of the block quotes in the paper. This is because as I brainstormed with my actors about the recitation of these lines, they sometimes suggested slightly different inflections or readings of a line or two without drastically changing the veracity of the translation. I also believe that this discrepancy highlights the small differences that could accrue between various versions of a play as I mentioned above. Both versions are true to the story and what happens from scene to scene, although they may differ by a word or two.


If we had had more time to hash out the production, I am confident that a full staging of the Eunuchus could have happened. With the hectic time of year, however, performing the whole play was out of the question. I fully intend to continue this type of work in my career and maintain a repertoire of classical comedies adapted for contemporary audiences.
Dramatis Personae
Ryan Gilliam
(’19)

Phaedria

Alonzo LaGrange (’17)
Parmeno

James Baker
(’17)

Gnatho

Cooper Manley (’17)

Chaerea

William Hague (’19)

Thraso
ACT II (207- 390)

sc. I (207-231) [PHaedria, PArmeno]
PH:
Do just as I've ordered and make sure they are led in.

PA:
I'll do it.

PH:
But be careful.

PA:
[carefully] Alright.

PH:
And fast.

PA:
[more quickly]Alright.

PH:
Are these instructions enough for you?

PA:
Ah, you keep on asking like it's a difficult task!  If only you could find something so easy, Phaedria, since this will be lost.

PH:
I am also lost, because it is more dear to me: don't act biased.

PA:
Not at all: I will get it done.  But is there anything else?

PH:
Embellish our gift with words, as much as you can, and drive off that rival from her, as much as you can.

PA:
I'd remember even if you didn't remind me.

PH:
I will go to the countryside and wait there.

PA:
I would think so.

PH:
But you...

PA:
What do you want?

PH:
Do you think that you can assure me and make sure that I will not return in the 
meantime?

PA:
You?  Goodness I think not; for either you will already be turning back or will soon drive yourself here sleepless in the dead of night.

PH:
I will do this task, so that I am dead tired, with unpleasing things to sleep.

PA:
You'll go on watch when you're tired: you will do more than this.

PH:
Get out of here, you're not saying anything, Parmeno. Goodness this softness of mind must be cast out; I'm indulging myself too much.  I'll miss her, what if she needs me?, [to himself]...for three whole days?

PA:
Bah, a whole three days?  Find something to do.

PH:
We'll see – [exit]

PA:
Gods above, why are you so lovesick? [aside]Men are so changed by love that you don't recognize that he's the same man!  Nobody was less foolish, and nobody more severe nor more moderate than he, but who is this man who is coming here?  Ah, indeed it is the parasite of the soldier, Gnatho: he's bringing with him a maiden as a gift for this woman.  Oh my, what a pretty face!  It is amazing except I will give myself an uglier one today with my worn out eunuch.  She beats Thais, that's for sure.


sc. II (232-291) [GNatho, PArmeno]
GN:
Immortal gods!  How one man excels over another man!  What a contrast between the smart and the foolish!  Something's come to mind: while I was arriving here today, I met someone of my own rank and station, hardly an impure man, who, like me, had squandered his father's goods: I see a shabby, squalid, sickly looking fellow, beset with rags and years.  “Why are you dressed like this?” I asked.  “Because poor old me lost what I had, O look what I've been reduced to.  All of my acquaintances and friends have left me behind.”  I despised this man in front of me: “Why,” I said, “you lazy bum?  Have you prepared yourself like this so that there is no hope left for you? Did you lose your wits with your estate?  Do you see me having arisen from the same situation?  What color I have, I struggle, how I am garbed, what gait I have! [waxing philosophical] I have everything and have nothing; although there is nothing, nevertheless nothing is lacking.”  “But I am 
unlucky and cannot be the butt of the joke or suffer the rods.”  “What?  Do you believe these things happen like that?  You're completely off base! There used to be some name for that type of man, in the early ages: this is a new outlook; I have found this path. There is a kind of men who want to be first among everything, but they're not: I belong to these men. I do not prepare myself with these things so that they laugh at me, but I laugh at them and I wonder at their character at the same time. Whatever they say, I praise; if they change their mind, I also praise that.  If anyone denies something, I deny it as well.  If he says something, I also say it.  I have ordered myself to agree to everything.  This business is now by far the most fruitful.”

PA:
[to audience] What a smart man!  In short, this man makes crazy men out of fools.

GN:
While we were discussing these things, we arrived at the marketplace, all of the happy confectioners ran up to meet me, fish-mongers, cooks, sausage-makers, fishermen, with whom I had served and my fortune waxed and waned and I serve often: they greet me and call me to dinner, they hail my arrival.  When that poor hungry fellow saw that I had so great an honor, he then so easily asked me for food; there the man began to beg me to allow him to learn my tricks of the trade: I ordered him to follow closely, if he could, as if the disciplines of philosophers have terms from themselves, so that they would call you a Gnathic.

PA:
[to audience] Do you see the pleasure in feeding at the cost of another?

GN:
But why do I digress in bringing this girl to Thais and ask her to come to dinner?  But I see poor Parmeno standing before this doorway, the slave of my rival.  I've already won.  Not amazingly there is a cold welcome.  I'm sure to mess with this hooligan.

PA:
These people think with this gift that Thais is theirs.

GN:
Gnatho bids his greatest Parmeno with the greatest greeting.  How's it going?

PA:
It doesn't.

GN:
I see.  Do you see anything here that you don't want?

PA:
You.

GN:
I believe it; but is there anything else?

PA:
Such as?

GN:
You look sad.

PA:
Not at all.

GN:
Don't be in any case; [getting in PA's face] but what does this slave seem to be to you?

PA:
It's nothing bad, gosh.

GN:
I've got him now. [aside]

PA:
How mistaken he is. [aside]

GN:
[gesturing to Pamphila] How pleasing do you think this gift for Thais is?

PA:
Now you say that we have been thrown out of here: this is the changing nature of all things, alas.

GN:
Should I return after six months for rest to you, Parmeno, so you don't run about up and down nor keep watch until dawn.  How do I delight you?

PA:
Delight me?  Hahaha!

GN:
I am used to delighting my friends in this way.

PA:
I commend them.

GN:
[shifting] I'm keeping you here: perhaps you were about to set out somewhere.

PA:
Nowhere in particular.

GN:
Then give me a little help: make sure I am allowed inside.

PA:
Alright, go on in: the door's already open because you're bringing her.

GN:
[indicating himself] Do you want anyone out here to be called in?

PA:
He may only go through for the next two days: fortunate one who now opens the door 
with one little finger, I'll make sure that you will often be kicking those doors in vain.

GN:
Are you still standing here, Parmeno?  Ho, has a guard not been placed here, lest some 
messenger surreptitiously run here from his soldier? [exit]

PA:
Eloquently said: indeed those wondrous things may be pleasing to the soldier.  But I see my master's younger son coming here.  I wonder why he left the Piraeus, since he is a guard for the public there.  He is not rash, yet he's rushing here.  I don't know why he's looking about.


sc. III (292-390) [CHaerea, PArmeno]
CH:
I'm screwed!  That girl is lost and so am I.  Where should I look? where should I 
search? Who should I ask? What road should I take, I don't know.  There is one hope: 
wherever she is, she can't hide forever. O what a  beautiful face! I remove all other 
women from my mind: I'm tired of these mundane models.

PA:
Oh look, the other one!  He's saying something about love: their poor dad!  When 
Chaerea gets started, their father'll say that Phaedria was a schoolyard joke when 
compared with what Chaerea's fervor will bring.

CH:
May the gods and goddesses ruin that old man, who has delayed me such; and may they curse me as well who stopped and paid attention. Look, it's Parmeno!  Hello!

PA:
Why are you sad?  Why are you in a rush?  Where are you coming from?

CH:
Me?  Goodness, I don't know where I've come from and I don't know where I'm going.

PA:
Why's that?

CH:
[starry-eyed] I'm in love.

PA:
Hmm...

CH:
Now, Parmeno, you will show what kind of man you are.  You know that you have often promised me 'Chaerea, just find something you love: then I'll show you how useful I can be,' as I brought the whole pantry in secret to your room.

PA:
Get out of here, you fool.

CH:
No, that happened. Now's the time to make good on your promises: this is a worthwhile endeavor if you really try.  This maiden is hardly like our maidens, whom mothers make sure have drooped shoulders, bound chests, to make them so thin.  If anyone is a little more built, they say that she is a boxer, they take her food away: even if their naturally big-boned, and make her by their 'treatment' as thin as a reed: thus they are loved.

PA:
Why that girl?

CH:
She's got a different look.

PA:
Amazing...

CH:
A true color, and a juicy body.

PA:
How old is she?

CH:
How old...? Sixteen-ish?

PA:
A flower in and of itself.

CH:
Herself, make sure you get her to me either by force or secretly or by prayer: I don't care how, as long as I get her.

PA:
Why?  Whose girl is she?

CH:
Gods, I don't know.

PA:
Where's she from?

CH:
Eh, somewhere.

PA:
Where does she live?

CH:
I don't even know that.

PA:
Where did you see her?

CH:
On the road.

PA:
How did you lose her?

CH:
Coming here I'm even mad at myself now, I don't think there's any man who has worse 
luck than me.

PA:
What ill fortune this is!

CH:
I'm so screwed.

PA:
What's the matter?

CH:
You're asking me?  Do you know my father's colleague Archimedes?

PA:
I think so.

CH:
He, while I was following her, met me in the road.

PA:
What a pain.

CH:
Rather inopportune, but it gets worse.  I can take any oath with a clear conscience that I had not seen him for six or seven months, except now, when I wanted least to see him and least needed his help.  Gah, surely this like a sign?  What's that about?

PA:
[with a start] Huh? I'm with you.

CH:
He immediately ran up to me, what a distance indeed, [mimicking the old man] janky, 
trembling, his lips were let down, groaning: 'Hey...Hey! I'm talking to you Chaerea,' he 
said.  I stopped.  'Do you know why I wanted to talk to you?' 'Tell me.' 'Tomorrow is 
my court date.' 'So?' 'I want you to tell your father carefully, make sure your father 
remembers that he's going to testify on my behalf.'  While he was talking, an hour 
passed.  I asked what else he wanted.  'I'm good' he said.  I left.  When I looked back 
here where the girl was, she had just turned down this street.

PA:
[aside] He speaks something amazing, just now she has been handed over as a gift.

CH:
When I got here, there was no girl.

PA:
Surely some companions followed the girl, right?

CH:
Yeah: a moocher with a slave-girl.

PA:
[aside] That's her. [to CH] Get out of here. [overly dramatic] Stop; it's already too 
much.

CH:
You're thinking of other things.

PA:
No, I'm thinking about this.

CH:
Do you know who she is?  Tell me, have you seen her?

PA:
I've seen her; I know who she is. I know where she has been taken.

CH:
Oh-ho, Parmeno, tell me, do you know where she is?

PA:
She was led here to Thais: she was handed over as a gift.

CH:
Who has the power to give a gift like that?

PA:
The soldier Thraso, rival of Phaedria.

CH:
Sounds like bad news for my brother.

PA:
Moreover, if you should know what gift he's giving against this man's, then you should tell me more.

CH:
What's my brother giving?

PA:
A eunuch.

CH:
That half-man?! Who was bought yesterday, that old man-woman?

PA:
The very same.

CH:
Certainly a man will be thrown out with this gift out the doors.  But I didn't know that Thais was our neighbor.

PA:
She just moved in.

CH:
Shit, I have never even seen her!  Just tell me: is she as beautiful as they say?

PA:
Oh yeah.

CH:
But nothing to my girl, right?

PA:
No comparison.

CH:
Please, Parmeno, make sure I get her.

PA:
I'll do it carefully; I will give it my attention, I'll help: do you want anything else?

CH:
Where are you going now?

PA:
Home, to perform the job your brother told me to. I will take you to Thais.

CH:
O that lucky eunuch who will be given to this house!

PA:
Why's that?

CH:
You really want to know?  He will always see his fellow slave of such great beauty at home, [cozying up to PA] he will talk to her, he will be together with her in one house; he will sometimes eat food with her; he'll sometimes sleep close to her.

PA:
[slyly] What if you also should become as fortunate?

CH:
What do you mean, Parmeno?  Tell me.

PA:
You should take his clothes.

CH:
His clothes?  What then?

PA:
I'll take you inside as him.

CH:
I'm listening.

PA:
I'll say that you are him.

CH:
I get it.

PA:
You should enjoy his benefits which you were just saying he has: you may eat, be, touch, play, and sleep near her; since nobody of hers nor she know you or who you are.  Furthermore, your appearance and age makes it easy to pass yourself off as a eunuch.

CH:
You're absolutely right! I have never heard a better plan. [grabbing PA's arm] Come on, let's go this second: disguise me, take me away, lead me, as quickly as it is possible.

PA:
What are you going on about?  I was joking.

CH:
You're chattering away.

PA:
Shit, what have I done! Where are you running off to? You'll knock me over. I'm telling you, wait!

CH:
Let's go!

PA:
Are you going?

CH:
Definitely.

PA:
Don't go reaching into the fire.

CH:
It's not dangerous at all: let me go.

PA:
But I will still have to pay the penalty.

CH:
Pshaw!

PA:
We're committing a crime.

CH:
Is it a crime to be led into that woman's house and get pay back on those torturous women who despise us and our youth and who torture us in every way? Or to deceive them as they have deceived us?  Or is it fair that these things happen to our father, as he is made the fool by me with trickery?  Because those who knew would blame me; everyone would think that the former it is a worthy act.

PA:
What's that?  If you're sure, I'll help you; just don't blame me afterward.

CH:
I won't.

PA:
Are you ordering me to do it?

CH:
Should I? [puffing himself up] I am forcing you and ordering you: never shall I flee 
responsibility.  Follow me. [exit]

PA:
May the gods make this turn out fine! [go to exit, but hide upon hearing Thraso]

ACT III (391-614)

sc. I (391-453) [THRaso, GNatho, PArmeno]
THR:
[offstage loudly] Was Thais really very grateful?

GN:
The gratefulest

THR:
So you're saying she's happy with it

GN:
Not so much for the gift, but the giver. She really likes that [pointing at Thraso]

PA:
[aside] I am looking out so that, when the time is right, I may lead him in.  But look, it's the soldier.

THR:
[entering] That's my gift: all things I do win favor for me.

GN:
Pay attention.

THR:
Even the king himself was very grateful, whatever I had done. No one else.

GN:
He who has wit often uses his words to steal glory won by someone else. You do that.

THR:
You've got it. 

GN:
You were always in the king's...

THR:
...Thoughts.

GN:
...I was gong to say lap.

THR:
Of course, he entrusted me with his whole army, and his plans.

GN:
[sarcastic] Wow.

THR:
If he ever grew weary of company or work, when he wanted to rest, like...you know?

GN:
I know: like when he might want to spew[dick joke?] his trouble.

THR:
You've got it. Then he took me alone as his drinking partner.

GN:
Oh!  You're saying that the king is a choosy fellow.

THR:
It's more like this: he has very few men around him.

GN:
[aside] But I think none, if he is with you.

THR:
Everyone was jealous of me, they made biting remarks behind my back: I didn't care: they desperately envied me; indeed one in particular, whom had been put in charge of Indian elephants.  When he was more annoying, 'Please, Strato' I say, 'why are you so beastly? Is it because you're in charge of the beasts?' [loudly laughing at his own joke]

GN:
[laughing with him] Beautifully said, my goodness, and wisely, too.  Amazing!  You had 
quite wrecked the man. What did he say?

THR:
He was speechless, immediately.

GN:
How couldn't he be?

PA:
[aside] Gods, by your faith, this man is wretchedly ruinous, and that one's a scoundrel!

THR:
Gnatho, have I never told you about the time I bested that Rhodian at dinner?

GN:
No, never! Please, do tell. [aside] I've heard this a thousand times.

THR:
There was someone at the party with me, who I say was a Rhodian youth. By chance I 
had an escort with me. He began to flirt with her and mock me. “What are you saying, 
you, boy?” I said to the man. “What's a pussy like you doing on the prowl?”

GN:
Hahahaha. [so caught up in fake laughing that he doesn't notice Thraso stop]

THR:
What is it?

GN:
How witty, how charming, how elegant, nothing could be more so.  I beseech you, did 
you come up with that yourself?  I thought it was an old joke.

THR:
Had you heard it before?

GN:
It is often considered the best.

THR:
Then, it's mine.

GN:
It pains me that this joke was said to a churlish and free-acting youth.

PA:
[aside] But may the gods destroy you!

GN:
How was he, I ask.

THR:
He was destroyed: everyone who was there was dying with laughter.  Everyone even feared me.

GN:
Not without reason.

THR:
Should I clear myself with Thais about this, since she suspects that I love the girl?

GN:
Not at all.  Rather, increase the suspicion.

THR:
Why?

GN:
You ask me why?  Don't you know how much it burns whenever she mentions or 
praises Phaedria?

THR:
I do.

GN:
This is the only solution: when she names Phaedria, you will name Pamphila; if at any point she says 'Let's send Phaedria inside to join us,' let us call Pamphila to sing; if she praises his beauty, you should praise hers in turn.  Give her a taste of her own medicine, it'll drive her mad

THR:
If indeed she were to love me, that would work, Gnatho.

GN:
When she is expecting what you give her and loves it, she already loves you. It has long been easy for you to upset her; she always fears that you, having been angered, may take your pension to someone else.

THR:
Well said, that had not occurred to me.

GN:
Ridiculous; for you had not yet thought of it.  Moreover you would have reached the same conclusion, but better, Thraso!
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