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Aristophanes is arguably the most influential comic play write in history and has been referred to as the ‘Father of Comedy’. [footnoteRef:1] He was an Athenian, born during the period termed by Ober as the classical efflorescence, a time famous for ‘intellectual achievement: art and architecture, literature, visual and performance art, scientific and moral thought.’ [footnoteRef:2] Aristophanes wrote in the Old Comedy style [footnoteRef:3] and regularly came under fire for his satirical attacks on the Athenian state, high society and foreign policy. Indeed in one instance he was accused of treachery by the (albeit fairly authoritarian) Athenian statesman Cleon when he ‘treasonably embarrassed the city before strangers at the City Dionysia’. [footnoteRef:4]  [1:  Hall. (2007). Aristophanes in Performance 421 BC-AD 2007: Peace, Birds, and Frogs. p.1.]  [2:  Ober. (2015). The Rise and Fall of Classical Greece. p.1. ]  [3:  Old Comedy: Greek theatre – Britannica. (2021). Characterised by an exuberant and high-spirited satire of public persons and affairs. Composed of song, dance, personal invective, and buffoonery, the plays also include outspoken political criticism and comment on literary and philosophical topics.]  [4:  Foley. (1988). Tragedy and Politics in Aristophanes' Acharnians. p.33. ] 


Aristophanes wrote his Lysistrata, which translates as Disarmer of armies and was first performed in 411 BCE, [footnoteRef:5] against the backdrop of the Peloponnesian War, fought between the city state of Athens and its allies and Sparta and its allies, of which he was a vocal critic. [footnoteRef:6] Lysistrata is Aristophanes’ most famous treatment of the conflict and it is within this play that his final plea for peace is made to bring about an end to the destruction of the war. Far from being solely an anti-war piece however, Lysistrata also considers various other aspects of Athenian society, most notably the role of women within the public life of the polis which will be discussed in due course.  [5:  Lysistrata - Ancient History Encyclopaedia. (2021). ]  [6:  In his earlier work, Acharnians, Aristophanes had his protagonist Diakiopolis in Ach. 541 question the role of Athens in the conflict when he asked, ‘You will say that Sparta was wrong, but what should she have done?’, that is when faced with Athenian aggression. ] 


Like Aristophanes, Spike Lee is known for focussing the vast majority of his body of work on what he perceives as problems within contemporary society, often using comedy and satire to illustrate this. His work has been described as ‘blisteringly funny, unapologetically confrontational satire,’ [footnoteRef:7] that takes aim at racial prejudice and the systems that uphold this, particularly in the USA. [footnoteRef:8] Lee’s body of work has, like Aristophanes, has earned him great acclaim whilst also seeing him become entangled in a number of controversies. [footnoteRef:9]  [7:  Bamboozled - The Criterion Collection. (2021).]  [8:  Spike Lee’s Masterpiece About Racism In The US - BBC.com. (2021).]  [9:  Spike Lee's Controversial Quotes: A Brief History – L.A Times.com. (2021).] 


Lee’s 2015 film Chi-Raq is an adaptation of Aristophanes’ Lysistrata, and whilst thematically continuing in a similar vein to the vast majority of Lee’s previous body of work (that is the consideration of racial prejudice in the USA), borrows heavily from the original play and challenges gender roles within the society in which the piece is set. Chi-Raq, like some of Lee’s other films, was not a commercial success, it did however receive a generally favourable critical reception upon its release, with Rotten Tomatoes stating that ‘Chi-Raq is urgently topical and satisfyingly ambitious’ and awarding the film an 82% score. [footnoteRef:10] Interestingly, reception to Chi-raq within the city of Chicago was negative as Chicagoans ‘reacted negatively to the appellation Chi-raq’ and took issue with ‘Lee’s characterization of their city’. [footnoteRef:11] [10:  Chi-Raq (2015) - Rotten Tomatoes. (2021).]  [11:  Dué. (2016). Get in Formation, This Is an Emergency: The Politics of Choral Song and Dance in Aristophanes' Lysistrata and Spike Lee's Chi-Raq. p.23.] 


Within both of the aforementioned texts, it is abundantly clear that gender expectations and roles play a huge part in the narrative and development of the characters, so prior to the discussion of these representations of gender, a clear definition is needed to ensure clarity of discussion throughout this essay. 

Gender can be described as ‘the characteristics of women, men, girls and boys that are socially constructed.’ Which can include, but are not limited to ‘norms, behaviours and roles associated with being a woman, man, girl or boy, as well as relationships with each other’. [footnoteRef:12] This essay is of course concerned with how these ideas of gender are represented in the texts considered and so henceforth, the ways in which this definition of gender is used to characterise but also the way in which gender norms and expectations may be usurped and undermined will be discussed.  [12:  Gender And Health - World Health Organisation - Who.int. (2021).] 


Prior to analysing and contrasting individual elements within the texts, a discussion of the social context of both of these texts will be carried out so as to ensure an understanding of the expectations and norms of each period. This will assist in framing analysis throughout the rest of the essay. 

The Classical Athens of Aristophanes, although being the birthplace of the concept of Democracy, was far from democratic for Athenian women. Whilst it is true as Gomme states, that there is, ‘no literature, no art of any country, in which women are more prominent, more important, more carefully studied and with more interest, than in the tragedy, sculpture, and painting of fifth-century Athens,’ [footnoteRef:13] there seems to be a great paradox between the lives of real women in classical Athens and those represented in contemporary art. O’Neal writes that the ‘roles of Athenian women in the fifth century B.C. were primarily those of wife and mother,’ and that women for the most part were ‘legal nonentities whom the Greek male excluded from any participation in the political or intellectual life of the city’. [footnoteRef:14] It is difficult not to reject Gomme’s view of the lives of Athenian women as ‘inversions or exaggerations for dramatic effect’ as these are primarily ‘male authored’ and appearing in art, and as such ‘have little or no relation to the lives of real women’. [footnoteRef:15] It is undeniable that women feature extensively in the art of classical Athens, it can be argued however that often, these representations are of the ‘perfect wife of Hellas’ and are therefore not reflective of real Athenian women, but are aspirational or cautionary examples. O’Neil goes further to suggest that ‘women fulfilled various roles in society which the male Athenians viewed as either good or bad. The two primary good roles played by women were those of wives and mothers. Among the bad roles were those of lovers , rebels and witches.’ [footnoteRef:16] O’Neil’s mention about the ‘bad’ role as rebel is important when considering the social context in which Lysistrata was written and performed. Refusal to behave in line with very gendered expectations of the time would have made the character of Lysistrata remarkable and would have certainly been cause for a largely to male audience to find the play provocative.  [13:  Gomme. (1925). The Position of Women in Athens in the Fifth and Fourth Centuries. p.4.]  [14:  O'Neal. (1993) The Status of Women in Ancient Athens. p.117.]  [15:  Wilson. (2005). Making Silence Speak: Women’s Voices in Greek Literature and Society. p.1.]  [16:  O'Neal. (1993) p.117.] 


The contemporary USA of Chi-raq is of course worlds away from classical Athens in terms of the agency and independence of its female citizenry, that being said, within the subculture that Lee has chosen to represent in his adaptation, that is predominantly poor, urban dwelling African American communities, there are some striking resemblances. Lee chooses to inextricably link his community in Chi-raq to rap culture by using the song Pray 4 My City by Nick Cannon over the opening credits and then setting the opening sequence in a club where a rap concert is taking place. In doing so, Lee frames his community within the context of everything that rap culture espouses, that is notions of masculinity, femininity and the gender expectations there within and very early on establishes the ‘prevalence of back-and-forth gang violence’ with messages and social media updates being sent between gangs during this sequence. [footnoteRef:17]  [17:  Jusino. (2020) Riffing on Lysistrata: Gender and Social Critique in Spike Lee’s Chi-raq. p.54.] 


Anderson states that rap culture has developed in opposition to mainstream culture and that this can be seen in the music that ‘encourages young listeners to kill cops, to rape and the like.’ [footnoteRef:18] Violence, misogyny and sex are all a regular features of rap music according to a study conducted by Weitzer and Kubrin which can be seen in Table 1 below. [footnoteRef:19] [18:  Anderson. (2000). Code Of The Street: Decency, Violence, And The Moral Life Of The Inner City. p.107.]  [19:  Weitzer and Kubrin. (2009). Misogyny in Rap Music. p.12.] 
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Herd further supports this hypothesis by stating that ‘there has been a dramatic and sustained increase in the level of violence in rap music’ and that ‘portrayals of violence in later songs are viewed in a more positive light as shown by their increased association with glamour, wealth, masculinity and personal prowess.’ [footnoteRef:20] The issues surrounding the objectification of and violence towards women in rap culture is made all the more problematic when one considers the effect of this and Herd goes further to state that ‘exposure to violence in the media is associated with aggressive behaviour in readers, viewers and listeners.’ [footnoteRef:21] Anderson again suggests that young men specifically ‘often apply the ideology glorified in rap music to the problem of making a living and survival.’ [footnoteRef:22] If we accept that rap music and therefore rap culture is often violent and misogynistic, and that media affects the behaviours and attitudes of its consumers, we must accept that the community that Lee is attempting to present in Chi-raq to be those things too. Indeed, Dash writes that throughout Chi-raq, the question of misogynoir, that is the ‘dislike of, contempt for, or ingrained prejudice against black women’ is an issue that frequently appears. [footnoteRef:23]  [20:  Herd. (2009). Changing images of violence in Rap music lyrics: 1979–1997. p.395]  [21:  Herd. (2009). p.395]  [22:  Anderson. (2000). p.107.]  [23:  Chi-Raq & Spike Lee's Accidental Misogynoir - Danielle Dash. (2016)] 


It seems then that both Aristophanes’ and Lee’s Lysistrata characters, though separated by approximately 2500 years, face quite similar issues within their respective communities. Both are viewed primarily as objects, Aristophanes’ Lysistrata being an Athenian ‘legal nonentity’ and Lee’s Lysistrata being the girlfriend of a high ranking Spartan gang member. Both are essentially non-functioning members of a group by virtue of who their male partner is. Both appear to have little choice or independent decision making ability and of course both, again as a result of their male partner’s, are involved in and suffering as a result of a conflict that is not of their making. All of this being said, Lee’s Lysistrata does seem to be relatively comfortable with the violence that she encounters, as she engages in sexual activity with her partner after she was a ‘front-row witness to the concert shooting’ in the opening sequence, and so therefore can arguably be considered complicit in a different way to Aristophanes’ Lysistrata, who really does have little to no agency in classical Athens. 
Now that discussion of the social context and gender expectations of both texts have been considered and discussed, individual elements and events within the works will now be studied. 

Within both texts, sex and violence are closely linked and the constant use of phallic symbolism and imagery, more often than not linked to weapons, seems to suggest that male sexuality particularly is linked to violence. 

Classical Athens was undoubtedly a phallocracy. [footnoteRef:24] Keuls remarks that ‘Athenian men habitually displayed their genitals and their city was studded with statues of gods with phalluses happily erect’. [footnoteRef:25] Ubiquitous phallic imagery in classical Athens is clearly meant to impose the dominance of maleness among the citizens. Keuls goes further to suggest that Athens’ founding myths instil an ‘obsessive fear of women’ and  that the ‘first place popularity’ of the myth of the Amazonian’s was evidence of such a fear. [footnoteRef:26]  [24:  Phallocracy | Definition Of Phallocracy - Lexico Dictionaries. (2021).]  [25:  Keuls. (1993). The Reign Of The Phallus: Sexual Politics In Ancient Athens. p.2.]  [26:  Keuls. (1993). p.3.] 


Phallic imagery too was commonplace in the classical theatre and as Kitto states, ‘not much is known about the costume in Old Comedy except that he (the actor) too wore a mask and (usually) the phallus was grotesquely padded.’ [footnoteRef:27] Padding of the phallus was used to act as an indicator of the sex of a character, but within Lysistrata was also used to comic effect as throughout the course of the play, phalluses would become larger over time, indicating the increasing sexual desire of the male characters. This enlargement to a contemporary audience would have signified that male characters were becoming ever more consumed with their desires, as ‘large sex organs were considered coarse and ugly and were banished to the domains of abstraction, of caricature, of satyrs and of barbarians’. [footnoteRef:28] This deliberate ridicule of masculinity serves to undermine the role of men and firmly asserts the power that women had during this text, if only to withhold sex from their husbands. [27:  Beare. (1954). The Costume of the Actors in Aristophanic Comedy. p.65.]  [28:  Keuls. (1993). p.68.] 


As well as overt phallic imagery, Aristophanes makes use of more discreet phallic symbolism throughout Lysistrata. An example of this can be seen in the dialogue between the Spartan Herald and the Magistrate, when the magistrate asks, ‘Then why do you hide that lance, That sticks out under your arms?’ to which the Herald replies, ‘I've brought no lance.’ [footnoteRef:29] This likening of erect sexual appendage to weaponry is a constant throughout and is particularly interesting when considering the seizure of the Acropolis that occurs within the play (to be discussed later in this essay), which is the home of the Athenian treasury and not only the source of male power in Athens, but also the source of the funds to be able to carry out war. Women led by Lysistrata have literally disarmed the men of Greece, both politically and sexually, which is a huge departure from contemporary expectations of women of Athens. It appears then that through clever attacks on potent symbols of masculinity and comic usage of phallic symbols and imagery, Aristophanes is able to present characters advocating for the continuation of war as increasingly barbaric as they continue to resist peace throughout the play.  [29:  Aristoph. Lys. 384. Trans. Lindsay. ] 


Throughout Chi-raq too, Lee makes regular use of weaponry as a symbol for the phallus, with characters referring to their guns during sexual encounters and weapons being named after or alluding to the male appendage. An example of this can be seen when the character Chi-raq, played by Nick Cannon states during a sequence in which he is about to engage in intercourse, ‘I got another pistol that's gonna make everything a'ight.’ [footnoteRef:30] Similarly to Aristophanes, Lee chooses to use violent phallic imagery when presenting different men in sexual encounters, regardless of race, class, background or allegiance. The encounter that Lysistrata has with General King Kong, which results in the General naked but for some confederation flag pants, astride a civil war cannon named whistling dick, is a potent, albeit far from subtle, example of this. In the Washington Post documentary entitled Why is American masculinity at the center of gun culture, but not the gun debate?, DeMarco states that ‘American masculinity is closely tied to gun culture and violence’ and therefore it seems that in using guns so regularly as phallic symbols in Chi-raq, Lee is overtly referring to and making non-subtle jibes at American masculinity across society more generally. [footnoteRef:31] [30:  Chi-raq. (2015).]  [31:  Why Is American Masculinity At The Center Of Gun Culture, But Not The Gun Debate? - WashingtonPost.com. (2021).] 


It is clear then that both Aristophanes and Lee rely heavily and overtly on phallic imagery and symbolism throughout their works to undermine the concept of masculinity and regularly liken weapons to the male appendage. This inextricably links the concepts of sex, violence and masculinity, which is particularly interesting when considering that the narrative involves the undermining of masculinity and violence using a different kind of weapon, that is sex and the denial of it. 

Furthermore, it is the seizure of these powerful symbols of masculinity in both texts that further disarm the men. In Lysistrata, the seizure of the Acropolis, that is, as mentioned previously, the treasury which enables the men of Athens to continue to make war, removes the ability of the men to effectively function as men in classical Athens, that is the removal of their ‘political and economic power’. [footnoteRef:32] The women blur gender lines by assuming ‘masculine roles of civic involvement and enter into public spaces’ that eventually provide ‘the solution to the polis’ problems’, furthering the degradation of men. [footnoteRef:33] Stark concludes that the seizure of the Acropolis ‘holds both symbolic importance as the center of the religious and political life of the city and strategic significance as the locus of the treasury and, therefore, of the funds to finance the Peloponnesian War.’ [footnoteRef:34] [32:  Eugene. (2010). Veering from an Object at the Periphery to a Subject at the Center: Women's Sexual Power and the Collapse of Masculinity in Aristophanes' Lysistrata and Pinter's The Homecoming. p.53.]  [33:  Kim. (2017). Men, Look to the Oikos: Women as Invaders of Public Space in Aristophanes. p.1.]  [34:  Stark (2016). Spike Lee’s Didactic Lens of Aristophanes.] 


This is an event reflected too in Chi-raq when the Illinois National Guard Armoury building, containing a large amount of guns, is seized by the women. The seizure of this building too is symbolic of the transference of power from men to women. Throughout the text so far, guns have been likened to the male phallus and by extension masculinity and now Lysistrata and her group of women have taken control of both them and can ‘issue their demands from a position of greater tactical strength.’ It is in this moment that Lee’s character departs from the Lysistrata of Aristophanes’ however, and as Jusino states, ‘the occupation of the Armory marks Lysistrata’s moment of transcendence in the film. This is the moment when she demonstrates how her sense of self, her sense of her own power, and her vision for the future, have changed and expanded.’ [footnoteRef:35] This transcendence is arguably reflective of greater societal gender expectations and functions that are at play and the role of Lee’s Lysistrata in creating a new and improved future will be discussed later in this piece.  [35:  Jusino. (2020) p.61.] 


Both texts deal extensively with expectations of gender roles and depend quite often upon contemporary ideas of masculinity and femininity to construct characters. Quite interestingly it is by making use of and developing these gendered stereotypes that both authors are able to then subvert and upend these.

Masculinity in ancient Greece was far from a homogenous concept and it varied greatly across individual poleis. Rubarth however suggests that there are criteria that appear in all models of classical masculinity that are: courage, patriarchy, political participation and sexuality. [footnoteRef:36] Rather than having its own defining criteria, the concept of femininity seems to have been defined in contrast to masculinity and therefore appears in opposition. Table 2 below gives some of the examples that Rubarth presents for the oppositional ideas about classical masculinity and femininity.  [36:  Rubarth. (2014). Competing Constructions of Masculinity in Ancient Greece.] 

Table 2.
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Rubarth goes further to suggest that these juxtaposing traits ‘especially influenced the Athenians,’ who it seems defined the ideal Athenian woman by what the ideal Athenian man was not. [footnoteRef:37] [37:  Rubarth. (2014). p.30.] 


Aristophanes’ Lysistrata’s challenge to gender expectations is met throughout the text with consternation until eventually, when her plot to bring an end to war is about to succeed she is adorned with masculine qualities as the character of the Athenian Ambassador states ‘You who’ve got the biggest balls of all.’ [footnoteRef:38] In attributing masculine qualities to Lysistrata the Ambassador seems to be attempting to normalise her rise to power, and to reconcile Lysistrata’s behaviour and level of influence with his own ideas about political power in classical Athens.  [38:  Aristoph. Lys. 1105. Trans. Ruden.] 


Far from totally upending gender expectations of femininity, Aristophanes often relies on certain ‘ancient Greek beliefs that women were sexually voracious alcoholics’ throughout Lysistrata. [footnoteRef:39] Indeed, when introducing the lead character, Aristophanes uses these ideas to frame women in his play when Lysistrata states in reaction to no women responding to her summons, ‘If I’d have invited them to hoot and prance at Bacchic rites, or at some sleazy shrine, I would have had to crawl through tambourines.’ [footnoteRef:40] This invocation of Bacchus, otherwise known as Dionysus, the god of wine and sleazy shrines [footnoteRef:41] played in to the ‘suspicion of drunkenness and even sexual license’ that existed at that time. [footnoteRef:42]  [39:  Kim. (2017). p.3.]  [40:  Aristoph. Lys. 1. Trans. Ruden.]  [41:  Within Johnton’s translation, this is referred to as Colias, which was the site of a sanctuary of Aphrodite, the goddess of erotic love, and Genetyllis, a goddess of childbirth.]  [42:  Aristoph. Lys. Trans. Ruden. Within notes contained on p.1.] 

Masculinity and femininity appear in Chi-raq in similar contrast to Lysistrata, there are however two very distinct notions of masculinity. Throughout the film we are presented with examples of what it is to ‘be a man’ within the context of Chi-raq. Indeed the lead character again tells us that his mother’s gangster boyfriend ‘soft pitched me my first piece at 12, taught me how to be a man’ and when he was ‘handed’ a ‘badass bottom bitch for washing his Cadillac’. [footnoteRef:43] Furthermore,  a member of the Knights of Euphrates exclaims that ‘It take a man to teach a heifer like you how to behave.’ [footnoteRef:44] These quotes present a view of violence and the objectification of women as normal aspects of life. Women here are referred to by their physical characteristics and through the use of misogynistic slurs. Furthermore, in using the word ‘piece’, it is unclear if the character of Chi-raq is referring to a gun or woman, which furthers this normalisation and solidifies the blurred lines between violence, sex and masculinity.  [43:  Chi-raq. (2015).]  [44:  Chi-raq. (2015).] 


Lee also chooses to include homophobic ideas within this idea of masculinity when, again one of the Knights of the Euphrates states in response to the sex strike that ‘Brothers on the down low, are saying no blow’, [footnoteRef:45] which refers to ‘to men of colour who live their everyday lives as heterosexuals, are often married to women, yet also engage in discreet homosexual relationships’. [footnoteRef:46] These remarks, that are met with indignation from the other group members further construct the idea of equating masculinity to heterosexuality, whilst also confirming to readers of the text that homosexuality is uncommon and seemingly unacceptable within this community. [45:  Chi-raq. (2015).]  [46:  Grant. (2019). Chaos, Conflict and Confusion: Cross-Cutting Issues of Whiteness in Visual Representations of the Brother on the Downlow. p.1.] 


These notions of violence, sex and objectification, which have been mentioned previously, are concurrent throughout the film and can be considered what Mosher and Serkin describe as Hypermasculinity, which is defined using three components, that are: ‘(a) calloused sexual attitudes toward women, (b) violence as manly, and (c) danger as exciting’. [footnoteRef:47] Nedhari supports this by stating that ‘Black males of lower socio-economic status have redefined masculinity to emphasize sexual promiscuity, toughness, thrill seeking, and the use of violence in interpersonal interactions.’ [footnoteRef:48] Majors and Billson further argue that hypermasculinity is a coping strategy for a disenfranchised group to ‘triumph over the anxieties and stresses of racism and related blocked social opportunities,’ as well as a ‘means to express bitterness and contempt’ towards the those who are dominant in society. [footnoteRef:49] Indeed, lyrics in the song Pray 4 My City by Nick Cannon, which plays over the opening sequence present a situation that support Majors and Billson’s hypothesis that young black men develop hypermasculine traits due to the inequality and blocked social opportunity when he states, ‘On the block with my brothers, Tryna eat cause we all hungry’ and ‘This life that I'm living so stressful, In one second, I'ma let loose and everybody in here gonna catch it’. [footnoteRef:50] The paradox presented by these lyrics in particular is that of a sensitive and suffering person who has to turn to violence and criminality because of a lack of opportunity.  It seems that Lee develops this idea of the black hypermasculine man throughout Chi-raq, particularly within the character of Chi-raq himself, so that he can destroy it towards the end of the film and illustrate what he feels to be the only route forward for this and other communities like it with the USA. Indeed, Jusino states that the priority of Chi-raq is to end ‘a damaging hypermasculine culture and replace it with a world that uplifts the value of every person.’ [footnoteRef:51] [47:  Mosher & Sirkin. (1984). Measuring a macho personality constellation. p.1.]  [48:  Nedhari, A. (2009). In Search of Manhood: The Black Male's Struggle for Identity and Power.]  [49:  Ward. (2005). Homophobia, Hypermasculinity and the US Black Church. Culture. p.496]  [50:  Chi-raq. (2015).]  [51:  Jusino. (2020) p.65.] 


These ideas of what it is to be masculine are in direct contrast to the alternative image of masculinity that we are presented with towards the end of the film, when the character of Chi-raq is confronted with his crime of accidentally shooting a child and is then encouraged to be a good man. Chi-raq’s soliloquy as he is led away by the police, presents an entirely different understanding of what is to be man and includes phrases such as, ‘Be man and quit trying to suppress the pain you’re in,’ and ‘sleepless nights, too weak to fight’. [footnoteRef:52] It seems that Lee’s renewed presentation of what it is to be a man includes vulnerability and acknowledgment of emotional need, which is of course a huge departure from the hypermasculinity of much of the rest of the text.  [52:  Chi-raq. (2015).] 


Both texts also consider the roles and potential power of women in public life within their respective communities. Both Lysistrata characters are able to mobilise the vast majority of the female citizenry of their society which is, of course, a far cry from expected behaviour. 

In Lysistrata, although Aristophanes has his female characters seize the Acropolis and very effectively achieve the change they set out for, women are presented simultaneously as ‘agents of change and the projections of stereotypes.’ [footnoteRef:53] The stereotypes that Aristophanes relies on throughout the play are that of women as custodians of the oikos or domestic sphere. In having his women enter public life which was ‘by no means spheres of women’s influence' and having them argue that ‘their handling of finances in the oikos equips them to do the same for the polis ’, Aristophanes presents women that are defined by and seemingly operating within the skill set expected of Athenian women. One could argue that Aristophanes is using very gendered understanding of the traits that women possess on one hand as a comedic element to capture the all-male audience’s attention, and on the other hand, as Henderson suggests, to ‘shame the men in the audience into accepting his (Aristonpahes') political advice and criticisms.’ [footnoteRef:54]  [53:  Kim. (2017). p.2.]  [54:  Henderson. (1996). Three Plays By Aristophanes: Staging Women. p.28.] 


Interestingly, the ‘societal state essentially returns to normal by the end of the play’ [footnoteRef:55] with Lysistrata promising the ‘joys of real reconciliation’ [footnoteRef:56] and the return to duties within the oikos when she states, ‘Come now, since everything has turned out well, take these women back with you, Spartans. And, you Athenians, these ones are yours. Let each man stand beside his wife, each wife beside her man, and then to celebrate.’ [footnoteRef:57] The occurrence of this societal reconciliation, in which equilibrium is restored, shows very clearly that Aristophanes felt that Lysistrata’s brief incursion in to the public sphere was unacceptable by contemporary standards and needed to be corrected. The usage of the possessive pronoun ‘yours’ here, of course implies ownership and the re-establishment of expected gender roles. Jusino goes further to state that, ‘after the men enter into negotiations, the women disappear from the scene,’ which shows us that women have left the public realm of men. [footnoteRef:58] Furthermore, the play ends with quite a shocking display of objectification when the non-speaking character Reconciliation, ‘played by a real naked woman (a slave hetaira, let us say), [footnoteRef:59] is used as a map to represent Greek lands and is divided up between Athens and Sparta.  [55:  Kim. (2017). p.13.]  [56:  Lambert. (2018). MAPPING WOMEN’S BODIES AND THE MALE ‘GAZE’: RECONCILIATION IN ARISTOPHANES’ LYSISTRATA. p.38.]  [57:  Aristoph. Lys. 1270. Trans. Johnston.]  [58:  Jusino. (2020) p.64.]  [59:  Lambert. (2018). p.36.] 


In stark contrast, Lee’s Lysistrata is able to achieve actual change in her community and the world at large, and by the end of the film ‘stands in a position of prominence upon the dais and on equal footing with the male political leaders’. [footnoteRef:60] Unlike Aristophanes’ Lysistrata, Lee’s character has been able to  overturn ‘the status quo and the established social order and brought much needed attention and investment to her community from the larger power structures of the city and country.’ Lee is able to comfortably position his Lysistrata as a community leader in a way that Aristophanes was not due to larger societal forces that are at play and for the first time in each narrative drive home the gulf in both societies. Jusino again suggests that ‘Aristophanes’ play only reinforces the status quo of social relationships as they were before the sex strike, Chi-raq instead envisions a way in which women and social change can overturn the status quo’ to achieve actual, long term and positive change. [footnoteRef:61] [60:  Jusino. (2020) p.64.]  [61:  Jusino. (2020) p.65.] 


In conclusion then it is clear that both Lysistrata and Chi-raq  have been created to act as criticisms of the current state of affairs within the community that they are set, and both largely attack the male population and leadership within these communities with a view to bringing about positive change. In critiquing the shortcomings in male leadership within their respective societies, both writers acknowledge that patriarchal leadership is far more common and also suggest that violence and masculinity are intrinsic within these settings. 

Aristophanes and Lee both draw extensively on gender stereotypes and expected behaviours when developing characters, however the great divergence between the two texts occurs at the end of the narrative, when the status quo returns in Lysistrata and is completely overturned in Chi-raq. Jusino concludes that, ‘although the film, like Aristophanes’ play, presents a fantastical and unrealistic imagining of how one might bring about such a result, it ends in a very different place than the play: in a world where all individuals are respected and valued as people.’ [footnoteRef:62] [62:  Jusino. (2020) p.65.] 
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Table 1.

Misogynistic Themes

Theme

Frequency in Songs (%)

Naming and shaming
Sexual objectification
Distrust of women
Legitimating violence
Prostitution and pimping

49
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18
20
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