
 

 

THE WAR OF THE GENERATIONS:  
WHEN ADULESCENTES AND SENES  

ACT UNEXPECTEDLY1 

FRANTZESKA KATSARI 

This paper follows the progress of the pattern of the generational conflict 
in Plautus and Terence and outlines each author’s different approaches. 
The research will focus on Plautus’ Bacchides and Asinaria and Terence’s 
Adelphoe and Hecyra. In Plautus’ Bacchides adulescentes and senes 
become rivals, though unintentionally. The Bacchides sisters act as 
catalysts in order to reverse the pattern of the generational conflict. In the 
Asinaria, Plautus plays with the pattern of the senex amator, which turns 
upside down palliata’s stereotypical pattern of generational conflict. In the 
Adelphoe, Terence juxtaposes the results of two rival methods of 
education: the strict and the lenient methods. Finally, in the Hecyra, the 
paterfamilias has no control over what is going on and is kept in the dark. 
Both poets use the same pattern but in an unexpected way, which 
undoubtedly affects the comic result. Meanwhile they try to define the 
ideal father – son relationship with respect to communication and 
education. 

I. Introduction 

Adulescentes and senes are stereotypical characters of the fabula palliata 
and as a result their interaction has some expected features. According to 
Duckworth2 “The adulescens of Roman Comedy is presented in a 
sympathetic light; he is not caricatured and ridiculed as are so many other 
characters, especially in the comedies of Plautus. Occasionally the 
adulescens is married (e.g. Pamphilus in the Hecyra), but usually he is a 
young man whose love for a courtesan motivates the action (e.g. Ctesipho 
in the Adelphoe)”. This courtesan may be a slave girl, or a girl of a good 
family whom he has raped at an earlier time, prior to the opening of the 

                                                           
 

1 I would like to express my sincere thanks to Professor Sophia Papaioannou who 
read earlier drafts of this paper and offered useful advice that helped me improve 
and strengthen my arguments. 
2 DUCKWORTH (1952: 237). 
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play (e.g. Pamphilus in the Andria – it should be noted that in this comedy 
the girl is a pseudo-meretrix and actually an Athenian citizen). “Τhe 
adulescens of Roman Comedy has been accused of being weak and 
uninteresting, of being a stock character”3, without personality, totally 
subservient to his father’s will, against which he does not dare act, turning 
instead to his wily slaves for assistance. On the other hand, the senex is 
usually bad-tempered (iratus), severe (e.g. Demea in the Adelphoe) or 
lacks sympathy and understanding. Furthermore, he may even fall in love 
with a young girl, and in doing so he is taking the role of the adulescens 
(e.g. Demaenetus in the Asinaria).  

The difference in character inevitably leads to conflict between the 
adulescens and the senex, but in the context of the palliata this conflict is 
never direct. Plautus and Terence creatively adapt the traditional pattern of 
generation conflict. According to this pattern, the sons try to hide ther love 
affairs from their fathers, while conversely, their fathers pressure their 
sons to marry an Athenian citizen. Konstan4 notes that “Roman fathers 
typically disapproved their sons’ liaisons with courtesans, because they 
could prove both costly and embarrassing”. Thus, “in a typical Roman 
Comedy, passion (amor) comes into conflict with social and familial 
obligation (pietas) when the young man falls in love with an apparently 
ineligible (i.e. non-citizen) young woman”.5 Both dramatists experiment 
not only with the pattern itself but also with the stereotypical 
characteristics of the characters involved in the generational-conflict 
theme of the fabula palliata. 

The scholarly treatment of the conflict of generations theme is 
extensive, and many scholars have focused on the stereotypical characters 
of the adulescens and the senex, the relationship between them, and 
fatherhood in general. The father – son relationship is a pattern which 
appears in many comedies of Plautus and Terence.  

The aim of this paper is to follow the progress of the generational 
conflict pattern in Plautus and Terence and outline their different 
approaches. My discussion will prove that Plautus and Terence revised 
this theme, one which they had received from Greek New Comedy, and 
through original refinements they effected a better and more thorough 
understanding of Roman Comedy. I shall focus on Plautus’ Bacchides and 
Asinaria and Terence’s Adelphoe and Hecyra, as in these comedies the 
two dramatists’ attempt to diverge from tradition is clear enough.  

                                                           
 

3 DUCKWORTH (1952: 239). 
4 KONSTAN (1978: 215). 
5 SLATER (1988: 250). 
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II. Plautus’ Bacchides 

While the father–son relationship is the core theme of Plautus’ Bacchides, 
the dramatist also experiments with the character of the so-called senex 
amator. According to Ryder,6 “the amatory behaviour only becomes an 
issue in the final 95 lines of the play (Act V. ii), when Nicobulus and 
Philoxenus go to the two Bacchis sisters to complain about the influence 
that the sisters are exerting over their sons and ask their money back”. 
Until then, the two senes do not play a decisive role in the plot. We, the 
audience, only see the senex Nicobulus being deceived by the servus 
callidus Chrysalus. The senes Nicobulus and Pistoclerus do not resemble 
to the stereotypical senes of the palliata as they are not senes irati. Instead 
the servus Lydus, who is the tutor of Pistoclerus, is playing this role. This 
is easy to understand, if we take Lydus’ criticism of Pistoclerus and the 
compliments addressed to Mnesilochus into consideration:  

immo neque habebis neque sinam; I prorsum domum, Pl. Bacch. 146. 
(transl. “Never! You shall not have one; I will not allow it. Go home this 
instant”) 
 
neque mei neque te tui intus puditumst factis quae facis, 
quibus tuom patrem meque una, amicos, adfinis tuos 
tua infamia fecisti gerulifigulos flagiti, Pl. Bacch. 379–382. 
(transl. “Neither in my sight, nor your own, did you feel any shame at your 
actions, actions, you infamouscreature, that make your father, and me too, 
and your friends and relatives accessories to your disgrace”). 

In the second scene of Act Five, the Bacchis sisters are willing to give the 
senes back half of their money provided that they join them in. They 
attempt to seduce them and as a result to make them their sons’ rivals. 
Philoxenus is the first to succumb (ego amo, Pl. Bacch. 1163, transl. “I’m 
in love with her”)7 and then tries to break Nicobulus’ resistance. The play 
closes with Nicobulus abandoning himself totally to the will of the sisters, 
thus becoming their obedient slave:8 

caput prurit, perii, vix negito, Pl. Bacch. 1195. 
(transl. “My head does itch! Dear, dear, dear! It is hard to keep saying no”) 
 
                                                           
 

6 RYDER (1984: 183). 
7 See also Pl. Bacch. 1166–1168: meo filio non sumus iratus,/ neque te tuost 
aequom esse iratum: si amant,/ sapienter faciunt.(transl. “I’m not angry at my son, 
and you oughtn’t to be angry at yours; if they’re in love, they’re acting wisely”). 
8 RYDER (1984: 183). 
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ducite nos quo lubet tamquam quidem additos, Pl. Bacch. 1205. 
(transl. “Take us where toy please, just as if we were your veritable bond 
servants”) 

Meanwhile, the adulescentes Mnesilochus and Pistoclerus are kept in the 
dark about the transformation of their fathers. This is a subversion of the 
palliata’s conventions, since knowledge is the prerogative of the 
adulescentes, while the senes are usually ignorant. 

Thus, adulescentes and senes become rivals,9 albeit unintentionally. 
The Bacchis sisters play a decisive role in this plot twist, acting as 
catalysts in order to reverse the pattern of the generational conflict. 
Stereotypical roles are inverted as the senes amatores become victims of 
the malae meretrices and they act as if they were the adulescentes 
amantes. 

III. Plautus’ Asinaria 

In the Asinaria, Plautus experiments once again with the pattern of the 
senex amator, which turns upside down palliata’s stereotypical pattern of 
the generation conflict. The play begins with the father, Demaenetus, 
talking to his slave and outlining his educational philosophy. 10 He gives 
the audience the impression that he has created a strong bond with his son, 
but as soon as he becomes his son’s rival, he falls short of our expectations 
and inverts the expected father – son relationship pattern. Although the 
senex Demaenetus wants to help his son get his beloved courtesan, he 
finally falls himself in love with the courtesan and expects a night with her 
as reward for helping his son. 11 This is a sudden plot twist, one which 

                                                           
 

9 According to KONSTAN (1978: 216) “Plautus’ most successful story type is based 
on the competition between two rival lovers for a single girl. This type, familiar 
from the Miles Gloriosus and the Pseudolus, is built essentially on the struggle 
between two contending factions or parties. On one side are the supporters of the 
young lover, on the other the satellites, parasites, cooks and other hangers-on of the 
rival. The rival himself is generally a stranger, a foreign soldier, for example. He is 
full of bombast but not powerless: either he already owns the girl or he is in a 
position to purchase her, in which case the procurer is his natural ally”.  
10 Demaenetus does not resemble to the comic stereotype of the father who is 
usually a senex iratus. His way of thinking surprises the slave Libanus – as well as 
the audience – who asks “quid istuc novi est?”, Pl. As. 50, transl. “What’s this 
surprise?”. According to KONSTAN (1978: 215) “Libanus would seem to be bearing 
a message from Plautus to notice a novel departure from the familiar pattern”. 
11 RYDER (1984: 181). 
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occurs without warning and without so much as a hint to prepare the 
audience. 12  

In Act Five, when the young man confronts his father having dinner 
with the courtesan, he considers it is his duty to respect his father’s 
relationship with the courtesan and leave them alone no matter how 
jealous he does feel: 

pietas, pater, occulis dolorem prohibit. Quamquam 
egoistanc amo, 
possum equidem inducer animum, ne aegere patiar 
quia tecum accubat, Pl. Asin. 831–834. 
(transl. “My duty as a son takes the sting out of the sight, father. Even 
though I do love her, of course I can persuade myself not to be disturbed at 
her being with you”). 

There is no conflict between them. Indeed, in the case at hand, the 
adulescens lets his father take not only the courtesan but also his role in 
the play, since the father behaves as if he were the adulescens amans. 
Traditionally, in Roman comedy, young men are forced to abandon their 
courtesans in order to marry an Athenian citizen, not to vouchsafe them to 
their fathers as it happens in the Asinaria.  

In the end, the solution to this disturbing of the comic order is 
produced by the matrona Artemona, whose role thus proves catalytic. 
Without her intervention, it would not have been possible for the senex 
amator to resume his role of the father and the young man in order to get 
back his courtesan. Besides, the matrona is actually playing the role of the 
paterfamilias as she has the control of her large dowry, while the senex 
Demaenetus has been reduced to a status of dependency. 13 The play seems 
to close with the victory of the young man, but this is never noted 
explicitly, since the play does not really specify whether the young man 
got back together with the courtesan, but closes with the resignation of the 
senex. 

To sum up, the plot of the Asinaria takes an unusual turn as Plautus 
experiments with palliata’s stereotyped themes, characters and patterns. 

                                                           
 

12 According to KONSTAN (1978: 216) “in the first scene of the Asinaria, Plautus 
planted certain expectations for how the story would unfold. The expectations are 
based on the audience’s familiarity with the standard paradigms of plot forms in 
ancient comedy. […] The most common paradigm in classical comedy is based on 
a simple triangle involving a father, a son, and a girl. The son is torn between 
passion for the girl who is, at least to all appearances, ineligible as a partner in 
marriage, and fear of his father, a stern paterfamilias of the old school”.  
13 KONSTAN (1978: 217). 
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He plays with the pattern of the senex amator and the theme of the 
generations conflict in order to compose a clever comedy and surprise the 
audience. 

IV. Terence’s Adelphoe 

According to Fantham14 “the relationship between father and son is, of all 
common human bonds, the one treated most frequently and with the 
greatest sympathy by Terence. Concern for the art of fatherhood and its 
direct effect on the son’s character formation is nowhere in the palliata so 
prominent as in Terence’s Adelphoe. The dramatist expresses his judgment 
on how a man should behave once he happens to be the father of a 
growing son”.  

Terence in the Adelphoe juxtaposes the results of two rival methods of 
education: the strict and the lenient one. Demea, a tight-fisted married 
farmer, is palliata’s stereotypical senex who believes in the strict 
upbringing of children. He lives in the country and avoids making 
redundant expenses. On the other hand, Micio, Demea’s brother, is an 
easy-going wealthy bachelor living in town. He is a non-typical senex and 
has adopted and brought up Demea’s other son, Aeschinus. He is lenient 
and generous and offers his adopted son everything he wants. He believes 
that it is better to discipline children by earning their respect and showing 
generosity than through fear: 

pudore et liberalitate liberos 
retinere satius esse credo quam metu, Ter. Ad. 57–58. 
(transl. “I believe that it is better to discipline children by gaining their 
respect and showing generosity than through fear”)  

Otherwise, he argues, he would not behave like a father but like a master: 

hoc pater et dominus interest, Ter. Ad. 76. 
(transl. “That’s the difference between a father and a master”). 

Despite the fact that Micio and Demea raise their children in diametrically 
opposite ways, this has no special impact on their sons’ character. 15 Both 

                                                           
 

14 FANTHAM (1971: 970).  
15 Nonetheless FANTHAM (1971: 972) notes some differences between Aschinus 
and his brother Ctesipho. “Aeschinus is stronger, more generous and high 
principled and loves an honest girl whose citizen birth enables their romance to 
end in marriage. On the contrary, Ctesipho is weaker and in love with a vicious or 
insignificant girl to whom marriage is impossible”.  



The war of the generations 

85 

Aeschinus, who has been raised by a parent who showered him with 
tenderness and all sorts of luxury, and Ctesipho, who has been raised with 
severity and frugality, are in no way different from the palliata’s 
stereotypical young men. They are both adulescentes amantes, immature 
and irresponsible. Aeschinus does not take into serious consideration the 
problems that will arise due to the abduction of Bacchis, and Ctesipho on 
the other hand does not dare claim the courtesan, depending instead upon 
his brother for assistance and allowing him to be involved in this kind of 
adventure.  

What is more, both of adulescentes get involved in their respective 
love affairs behind their fathers’ backs, which undoubtedly means that 
both pedagogical systems prove ineffective, as neither of the senes manage 
to forge a desirable relationship with their respective sons. The two fathers 
face the issue of communication with their sons in totally different ways: 
the strict and aloof Demea attempts to maintain the generational gap, while 
the generous Micio tries to bridge it. In fact he tries to create a father – son 
relationship based on understanding and respect for the choices of his son: 

hoc est patrem esse aut hoc est filium esse?, Ter. Ad. 707–708. 
(transl. “Is this what it means to be a father or a son?”) 
 
hoc non amandus, hicine non gestandus in sinust?, Ter. Ad. 709. 
(transl. “Is not he a man to be loved and cherished?”) 
 
non, si queam 
mutare. Nunc quom non queo, animo aequo fero. 
ita vitast hominum quasi quom ludas tesseris. 
si illud quod maxume opus est iactu non cadit, 
illud quod cecidit forte, id arte ut corrigas, Ter. Ad. 737–741. 
(transl. “No, not if I could change it. As it is, since I can’t, I accept it with 
good grace. Life is like a game of dice. If you don’t get the exact throw 
you want, you have to use your skill and make the best of one you do get”) 

In his monologue in the First Act, Micio clearly states that it is not 
necessary to exert his authority all the time (do praetermitto, non necesse 
habeo omnia / pro meo iure ager, Ter. Ad. 51–52, transl. “I’m generous, I 
turn a blind eye, I don’t find it necessary to exert my authority all the 
time”). However, as Fantham16 notes “nothing that is said or done by 
Micio or his son in the first four Acts of the Adelphoe suggests that his 
concept of fatherhood is anything but successful”. At this point I would 

                                                           
 

16 FANTHAM (1971: 984). 
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like to mention Forehand’s17 point of view as far the servus Syrus is 
concerned as a catalyst. He believes that as the play progresses,  

the relationship between the two fathers and the two sons becomes an 
important measure of each father’s success in raising his child. Despite his 
reluctance to come to his father earlier, the reconciliation between 
Aeschinus and Micio constitutes one of the most positive statements of the 
relative success of Micio’s method. Their meeting points up the fact that 
Demea never talks directly to Ctesipho. Terence develops the lack of 
communication between him and Ctesipho by involving Syrus more and 
more in the effort to keep the two apart. At the same time he gradually 
reveals how instrumental the slave has been in making Demea believe that 
his strictness has produced a model son. Scenes one and two of Act Four 
provide a climax to this development when Syrus averts the last chance for 
a meeting while father and son are within a few feet of one another. 

The Adelphoe is less concerned with the generational conflict than with 
the confrontation between the stereotypical senex and the non – 
stereotypical one, as well as with the two rival theories of education. 18 
Terence’s attempt is to find the ideal distance between the two 
generations. Without approving or rejecting one of the two proposed 
systems, Terence presents their positive and negative sides and leads the 
audience to realize that the policy of disciplined freedom is what 
ultimately creates the desired father – son relationship.  

“Terence took the ‘harsh father’ and the ‘lenient father’ of earlier 
Greek tradition and with unusual psychological insight created the two 
senes, Demea and Micio. They are living personalities, human and likable, 
both partly right, but each mistaken in the value and the results of their 
own educational philosophy”.19 

At the end of Act Five, Demea decides to change himself and become 
pater festivissimus instead of being paterfamilias (o pater mi festivissume!, 
Ter. Ad. 983, transl. “You’re wonderful, father!”).20 He now understands 
that if he wants to be likable, he should bridge the gap that separates him 
from his son – and hence the next generation – and his brother, who 
behaves with sympathy for the young men. However, a little later he 

                                                           
 

17 FOREHAND (1973: 56). 
18 Nonetheless, according to JOHNSON (1968: 172) “the Adelphoe is less concerned 
with two rival theories of education in conflict or with a confrontation between a 
gentleman and a boor than it is with two self – satisfied men who are made to 
collide in order that we may witness the universality of self – satisfaction and its 
inevitable frustrations”. 
19 DUCKWORTH (1952: 249).  
20 Ter. Ad. 983. 
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reveals that he had parodied the liberalitas21 and humanitas of Micio to 
expose their limitations and prove their ineffectiveness. 22 He also wants to 
demonstrate that the favourable judgment of people for Micio do not stem 
from sincerity, but from weakness, indulgence and extravagance. 
Fantham23 notes that Demea rejects his previous way of life not on moral 
grounds, because he has found it wrong, but on grounds of policy: 

re ipsa repperi 
facilitate nil esse homini melius neque clementia. 
id esse verum ex me atque ex frater quoivis facilest noscere. 
ill’ suam semper egit vitam in otio, in conviviis, 
Clemens, placidus; nulli laedere os, arridere omnibus; 
sibi vixit, sibi sumptum fecit: omnes bene dicunt, amant. 
ego ille agrestis, saevos, tristis, parcus, truculentus, tenax 
duxi uxorem. Quam ibi miseriam vidi! Nati filii, 
alia cura, Ter. Ad. 860–867. 
(transl. “I’ve discovered that in reality nothing is better for a man than to 
be generous and easygoing. Anyone can easily see the truth of this by 
comparing my brother and myself. He has always lived a life of leisure and 
conviviality; he’s easygoing and even-tempered, he never gives offence, he 
smiles at everybody. He’s lived for himself, he’s spent for himself. 
Everyone speaks well of him, everyone loves him. I on the other hand am 
your typical rustic: aggressive, surly, stingy, ill-tempered, tight-fisted. I 
married a wife, and what misery that brought me! I had sons, another 
worry.”) 

He sees Micio’s success as earned not by love and understanding but 
paullo sumptu (Ter. Ad. 876, transl. “little expense”). Comedy’s 
conventions are turned upside down, but without this affecting the overall 
comic effect24 for Demea’s transformation is only an act.  

                                                           
 

21 JOHNSON (1986: 174) notes that “Micio’s great error lies in assuming that his 
liberalitas must necessarily have the overwhelming efficacy he imagines for it” 
(ill’ quem beneficio adiungas ex animo facit,/ studet par referre, praesens 
absensque idem erit, Ter. Ad. 72–73, transl. “A person who is won over kindness 
acts from the heart. He is eager to repay you; he will be the same whether he is 
with you or not”).  
22 JOHNSON (1986: 183). 
23 FANTHAM (1971: 988). 
24 According to FANTHAM (1971: 985) “in the live performance the audience could 
not reinterpret earlier scenes retrospectively in the light of final verdict”. 
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V. Terence’s Hecyra 

Finally, in the Hecyra almost all the rules of the palliata are abolished. For 
nearly two thirds of the play, the audience for is left in ignorance – we do 
not know why Philumena, the young bride, kept avoiding her mother-in-
law, and then ran away from her husband’s house. In fact, this ignorance is 
only a part of the atypical structure of the Hecyra plot. We, the audience, 
also ignore important elements of the storyline: the play starts with a 
wedding that has already taken part,25 nor do the heroes resemble Plautus’ 
model characters.  

Parmeno, the alleged cunning slave, in no way reminds us of the servus 
callidus of Plautus’ comedies, since he does not help Pamphilus but he is 
preoccupied instead with his moralistic sayings and not interested at all in 
his involvement in the plot. This produces an ironic contrast between his 
view of himself as a servus callidus and his real uselessness, indeed 
counter – productivity in the play. 26 The ancient commentary of Donatus27 
was the first to note that from the beginning of the comedy to the end 
Parmeno is sent running about and never learns what he most desires to. 

Bacchis is a bona meretrix, a betrayed courtesan who finds it difficult 
to understand the character of the young men. The pattern of the 
adulescens amans is overturned, since the dialogue between the two 
courtesans in the beginning of the play shows that the courtesans are 
faithful, while it is the young men who are not the trustworthy ones.  

Sostrata is not a typical matrona for she never nags anybody but rather 
promptly accepts to inconvenience herself in order to facilitate the reunion 
of his son with his bride.  

Within such a context, the only stereotypical character in the play is the 
senex Laches. He is the senex iratus, who cannot live together with other 
people. Embroiled inside a peculiar plot that hardly reminds the stage 
reality of a typical palliata, the father of the young man seems to be and 
actually is completely out of place. Although he is supposed to be the 
paterfamilias, he has no control over what is going on and is kept in the 

                                                           
 

25 According to SLATER (1988: 251) “it bears repeating that the Hecyra begins 
where other ancient comedies end – with an acknowledged, legitimate marriage in 
place. Moreover, we view that marriage first through the eyes of two women – for 
whom marriage is an enemy. As the play opens Philotis and Syra are discussing 
the marriage of Pamphilus to Philumena, an event which has disillusioned the 
romantically inclined young Philotis, for it ended Pamphilus’ affair with her friend 
Bacchis”. 
26 SLATER (1988: 254).  
27 DONATI (1905: 335).  
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dark. Laches remains to the end a senex iratus, yet, as the play draws to 
closure he surprisingly initiates two moves out of character, firstly when 
he approaches the courtesan Bacchis and asks her to intercede in order to 
save his son’s marriage, and secondly when he voluntarily withdraws from 
the play and goes to the countryside: 

rus habitatum abii concedens vobis et rei serviens 
sumptus vostros otiumque ut nostra res posset pati 
meo labori haud parcens praeter aequom atque aetatem 
meam, Ter. Hec. 224–227. 
(transl. “I went away to live in the country out of consideration for you and 
to look after our estate, so that our income could support your expenditure 
and your life of leisure”) 

He decides not to get involved in the relationship of the couple and lets 
them solve their own problem, fearing that his explosive nature may lead 
him to acts which he would regret later: 

odiosa haec est aetas adulescentulis. 
e medio aequom excedere est: postremo nos iam fabulae 
sumu’, Pamphile, “senex atque anus.” Ter. Hec. 618–623. 
(transl. “Old people are irksome to the young. It is the right thing for her to 
get out of your way. In the end we’re just the old couple in the story, 
Pamphilus”) 
 
videndumst ne minu’ propter iram hanc impetrem quam possiem, 
aut nequid faciam plus quod post me minu’ fecisse satiu’ sit. 
adgrediar. Bacchi’, salve. Ter. Hec. 729–731. 
(transl. “I must be careful not to lose temper and do achieve less than I 
might have, or overdo things and then regret it afterwards. I’ll approach 
her. Good day, Bacchis”). 

The Hecyra stresses morals and ethics. The heroes present their feelings in 
detail and explain the way they are going to act – initiatives which do not 
usually feature in the palliata. Furthermore, the adulescentes usually do 
not make decisions, instead leaving their fathers to arrange the issues that 
concern them, especially their marriages. In this comedy however, 
Pamphilus feels that he is able to maintain the control of the situation on 
his own, so that his action and behaviour reminds us more of the servus 
callidus than the adulescens amans. It should also be noted that the 
adulescens Pamphilus repeatedly states his commitment to pietas,28 but it 

                                                           
 

28 SLATER (1988: 255) notes that “in the patriarchal society of Rome the 
obligations of pietas all point to the paterfamilias, the male head of the household. 
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is striking that the receiver of this pietas is matrona Sostrata and not the 
senex Laches, as commonly happens in the fabula palliata.  

nam matris ferre iniurias me, Parmeno, pietas iubet, Ter. Hec. 301. 
(transl. “Filial duty bids me bear with any wrongs done by my mother, 
Parmeno”) 
 
nunc me pietas matris potius commodum suadet sequi, Ter. Hec. 481. 
(transl. “In this situation my duty as a son bids me give preference to my 
mother’s interests”) 
 
quandoquidem illam a me distrahit necessitas, Ter. Hec. 492. 
(transl. “Since she’s torn away from me by fate”) 

This factor distinguishes the father – son relationship as an atypical one 
according to the palliata standards. Father and son do not clash against 
each other, although there is a gap between them, which de facto 
complicates their relationship. Each of them represents not only a different 
generation, but also a different comedy. The father is the typical Plautine 
senex iratus while the adulescens is the product of Terence’s experiments 
with the conventions of the genre. 

VI. Conclusion 

To conclude, both Plautus and Terence use heavily the same comic motif 
of generational conflict, but in an unexpected way, one which undoubtedly 
affects the comic result. They also play with the stereotypical features of 
this motif, as well as with the formation of several of the stereotypical key 
characters of the fabula palliata. Plautus uses the pattern of the senex 
amator to enhance the comic effect and to play with the conventions of the 
palliata. Both dramatists prove to be extremely intelligent, as they propose 
a different approach to traditional patterns and characters which result in 
the evolution of the Roman comedy genre. 

                                                                                                                         
 

Pietas includes the obligation of the wife to be subordinate to the husband, though 
we have seen that Sostrata is sufficiently free from the control of her husband that 
she lives apart from him. Pamphilus’ view of pietas in promoting his mother to 
equality with his father only reinforces her independence”.  
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