 ARISTOTLE
~ POETICS






o 0419 5

ARISTOTLE
| POETICS

INTRODUCTION, COMMENTARY AND
. APPENDIXES BY '

D.W.LUCAS |

ERCEVAL MAITLAND LAURENCE READER
.. IN CLASSICS IN THE
UNIVERSITY OF.CAMBRIDGE
FELLOW OF KING ﬁCOLLEGE

i

%‘i’i’i
‘""?*

| OXFORD
AT THE CLARENDON PRESS

||I|I!||||l||||||||f|||||Illlllllllllllllllil|l|||

0601 2873

//

&"IK

\c

‘.‘:ﬂf‘!
V




_ Oxford University Pyess W alion Street, Oxford 0X 2 6DP

Oxford London Glasgow New York
Tovonto Melbourne Wellington Cape Town
Nairvobi Dar es Salaam Kuala Lumpur
Singaporve Hong Kong Tokyo
Delhi Bombay Calcutta Madvas Kavachi

ISBN 0 19 814024 X
© Oxford 'Um'versity Press, 1968

Fiyst publzshed 1968 .
Reprmted 1972 (with corvections), 1978
New as Paperback 1980

Printed in Great Britain:
at the University Press, Oxford
by Evic Buckley
Printer to the University



PREFACE

THE great edition of Bywater, on whose labours, together
‘with those of Vahlen, nearly all subsequent work on the
Poetics has depended, remains after half a century far from
obsolete. But the text of many important passages has been
improved in the light of new evidence, and knowledge of
tragedy has advanced appreciably since Bywater wrote;
- further, those who use his work today may feel that his
main interest was in Aristotle rather than in the theory
- and history of poetry. Since Bywater’s several major edi-
tions have appeared, each more voluminous than the last.
Accordingly it seemed that the ordinary student. with
limited time at his disposal might find useful a briefer
Commentary, with literary emphasis, containing the new
knowledge and what seem to me the more important of
the new ideas which have emerged in recent years. Since the
majority of those who take a serious interest in the Poetics
in this country today are teachers or students of English
Literature, I have tried to make the Introduction and
‘Appendixes available to them by practically eliminating
Greek type except from the footnotes.

It has been my good fortune to be able to use Professor
R. Kassel’'s Oxford Text. To use another’s text as a basis
for a commentary is often embarrassing, but, as the pages
which follow show, the number of places where I should
- have been inclined to prefer a different reading is negligible.

‘I have a number of debts which it is a pleasure to acknow-
ledge. Mr. D. A. Russell read a draft of the whole at a time
when he was under great pressure, and made many valuable
corrections and suggestions. I have had useful discussions

A%



PREFACE.

on parts of the work and received advice from Mr. G. H. W}
.Rylands, Mr. L. P. Wilkinson, Professor M. I. Finley,
Professor Winnington-Ingram, Dr. G. E. R. Lloyd, and my
daughter, and also from Mr. J. M. Bremer of the University
of Amsterdam when he was working in Cambridge on the
subject of ‘hamartia’. I have received help with the proofs
from my wife and from Mr. Wilkinson, who subjected them
all to a careful scrutiny and saved me from myself on many
occasions. i
_ D. W. L.
Cambridge, 1967 ‘
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INTRODUCTION

I. ARISTOTLE’'S WORKS .

CICERO was acquainted with two types .of Aristotelian
writing : ‘De summo autem bono quia duo genera librorum
sunt, unum populariter scriptum quod éwrepirdy appella-
bant, alterum limatius quod in commentariis reliquerunt . ..’
(De Finibus 5. 12). ‘Commentarii’, which translates dmo- -
pvijuara, can stand for anything from rough notes to such
sophisticated works as Caesar’s records of his campaigns.
The exoteric works, presumably the same as those referred
to as éxdeSouévor Adyou in the Poetics 5418, must be the class
‘whose fluent style is elsewhere praised by Cicero.! These
‘published’ works are all lost, unless the Abnvaiwv [Tohrela
recovered from a papyrus is to be reckoned among them.
" Probably they were for the most part early works, many of
them dialogues, though less dramatic than those of Plato.2
Our Corpus Aristotelicum consists of ‘works of the type
called by the early commentators, though not by Aristotle
himself,? dxpoaparicd ‘works for listening to’. It is not
known for certain how these often jerky and discontinuous
discourses were actually used. They have been thought of -
as lecture notes, either used by the lecturer or taken down by
the pupil, as sketches for proposed works, or as summaries
of works already completed, but it is- pretty generally
agreed that they formed part of a course of oral instruction
and were not intended for wide circulation outside the school 4 ,

! ‘Flumen orationis aureum fundens’ (4cad. 2. 119) ; ‘dicendi incredi-
bili quadam cum copia tum etiam suavitate’ (Top. 1. 3).

2 Ad Att. 13. 19. \

3 The Letter to Alexander in which the word occurs (fr. 662) is not
authentic. ' _

4 See de Montmollin, p. 343; W. D. Ross, Aristotles (London, 1949),
pp. 16 and 316; H. Jackson, JPhil. 35 (1920), 191—200; Bonitz 10444.
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INTRODUCTION

They vary much in degree of finish, and the Poefics is
among the least finished, being in parts little moré than a‘
series of jottings. -

It is something of a mystery why the more elaborate
works were driven out of circulation by the less finished
during the early centuries of the Roman Empire, and there-
after lost. A story is told in Strabo (608—g) and in Plutarch
(Sulla 26) that the works used in Aristotle’s school passed
through Theophrastus into the possession of Neleus, who
hid them in a cave to keep them out of the hands of the
book-collecting kings of Pergamum. They were recovered
early in the first century B.c. and taken to Rome by Sulla, -
where they eventually received scholarly publication from
Andronicus of Rhodes; it is suggested that the effect of this
was to turn attention away from the philosophically inferior
exoteric works. This would imply that these were the only
copies of the esoteric works and that the essential Aristotle
was lost to the world for two ‘centuries. Scholars vary in
their ability to believe this.? ’
 The characteristics of the surviving works have an im-
portant consequence. The Poefics, more than most, is dis-
jointed, full of interruptions, of digressions, and of failures
in connexion. It is in the nature of notes to be disjointed.
It is also in their nature that they should be revised,
supplemented, and supplied with alternatives, and if they
are the property of a school, they may be worked over by
different hands.2 Accordingly the interpreter of the Poetics

1 There is no agreement whether or not the influence of the sup-
posedly lost works is to be found in the scanty. philosophic remains of -
the period. Zeller, Phil. der Griech.3 (1879), ii. 2, ch. 3, maintained that
the Physics was known to Poseidonius and that traces of most of the
major works can be found. K. von Fritz in Entretiens Fond. Hardt, iv,
p. 86, asserts that Polybius did not know the Politics nor Euclid the
. Analytics, which implies that they were not available. For the history
of the Peripatetics between Theophrastus and-Andronicus see C. O.
- Brink in RE Suppl. B. vii, especially 923 ff.

2 The extreme position is taken by F. Grayeff (Phronests i. 105 ff.),
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is perpetually confronted with an awkward choice. He can
explain an apparent failure of cohesion by saying that the
- writer put down enough to indicate for his own use a certain
sequence of ideas, and that the connexion would be made

clear in a-spoken version embodying the necessary transi-

tional passages. On the other hand, by removing a phrase

or a sentence it is often possible to make a confused passage

logical and coherent, and the assumption that a marginal

addition has got into the text, or that alternative versions

‘have been combined is not, given the apparent nature of
the work, implausible. Again, Aristotle appears at times

blatantly to contradict what he has said elsewhere. Should

- we go to all lengths to resolve such inconsistencies, or allow
that two views may appear in notes which, not being in-

tended for posterity, were never finally adjusted? There is

no-lack of sentences which can be made to appear intrusive,

and editors have made the discovery that, if much of the

-book is left out, the rest becomes easier to explain. But
attempts to recover an original Poetics by stripping off later

additions rest.on the assumption, which may not be true,

that the original Poetics is still there. If what we have was

assembled from a larger collection of notes, parts of the

original can have been lost when alternative drafts were

combined. ' _

The right course would seem to be to warn the reader

of the suspicions which may reasonably be entertained as to

the continuity of the existing text, and then to make every

endeavour to find a meaning for it, resorting only as.a final

expedient to excisions or to the assumption that there is

- a lacuna. ' :

who says that all we have is % Bcﬂ/\coaﬂ_xﬁ HApiororédovs xal Beodpdarov
kal T@v per’ adrods ‘in which as it stands there may not be a single
- chapter.of purely Aristotelian origin’. o

X1
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II. THE LITERARY WORKS AND THE SECOND
BOOK OF THE POETICS o

Aristotle, unlike his master Plato, did not fegard ’the

material world and ordinary, unphilosophic activities as =

trivial. He tried to give a rational account not only of
rhetoric, but of poetry and music; quotations in ancient
writers and other testimony show that he wrote a number
of works on these subjects, though he mentioned painting
and sculpture only incidentally, while architecture was not
counted among the fine arts in the ancient world. Among
the exoteric works was the dialogue named Gryllus after
Xenophon’s son who fell at the battle of Mantinea in 362
B.C. In this Aristotle raised the question, in opposition to .
Isocrates, whether rhetoric was an art at all.' Here the
- influence of Plato was still strong. More important was the
dialogue in three books On Poets.2 It is impossible to re-
construct the work, but fragments show that it touched on
. some of the same topics as the Poetics, no doubt in a more
leisurely manner, and it is likely that it is one of the sources
from which Aristotelian ideas on literature passed to a wider
audience. _ , :

The remaining literary works seem to have been intended
for use within the school. In addition to the Rhetoric in
three books, which is extant, there was a Texv@v Zvoywy),
a summary of rhetorical theories in two books, and a sum-
mary of the Techne, the Handbook, of Theodectes.. Nothing
is known of the ITepi Movaucis, On Music, which. may have

1 Quint. 2. 17. 14. ‘The young A. scorned judicial oratory, the old A.
-analyzed it’; see G. Kennedy, The Art of Persuasion in Greece (London,
" 1963), pp- 83-87. ' o

2 See Rostagni, ‘Il dialogo a. ITepi Mouyrav’, Riv. Fil. N.S. iv. 433

and v. 145 (1926, 7), = Scritti Minori 1. 263. He assumes a closer re-
semblance to the Poetics than there is warrant for.

It is noteworthy that the dialogue form was used also by the Peri-

patetic Satyrus for his work on the lives of the tragic poets, POxy. ix.
1176, ed. G. Arrighetti (Pisa, 1964).
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dealt with the mathematical aspects of the subject. There"
were six books of Amopripara ‘Ounpwd, Homeric Problems, of
which the Poetics provides a sample in Ch. 25; it mdy have
developed from the edition of the Iliad which Aristotle is
said to have made for the young Alexander. The single
book of IToyricd appears from its position in the list! of
Aristotle’s works to have been concerned with similar ‘prob-
lems’ in other poets. Finally there is a group of works based
on researches in records and archives. A few years before
33L B.C. Aristotle compiled, with the help of his nephew
Callisthenes, a list of victors at the Pythian' festivals which
is the subject of an existing inscription (Dittenberger, Syl-
loge, i. 275).. He compiled similar lists of the victors at the
Dionysiac festivals at Athens and of the plays which were
produced on each occasion (Didascaliae). It is usually sup-
posed that they were earlier than the Poetics, and that the
knowledge of tragedy there displayed was based in part on
researches carried out in connexion with these lists (see
Pickard-Cambridge, Festivals, pp. 103-26). _ ‘

Our Poetics is almost certainly the work listed as ITpayua-
reia Texvns Iomrucqis, Treatment of the Art of Poetry, -2
books.2 It follows directly after works on thetoric in the

T The lists of A.’s works, of which the most important is that given
by Diogenes Laertius (5. 22-27), are printed at the beginning of Rose’s
ed. of the Fragments, and they are discussed by P. Moraux, Les Listes
anciennes des ouvrages d’ A. (Louvain, 1951): see the same author’s 4. et
son école (Paris, 1962), pp. 279-80. The source of Diogenes’ list, which
begins with the exoteric works and. groups the rest by subjects,
is generally believed, to be the Peripatetic Hermippus of Smyrna,
who was associated with the Alexandrian Library, and presumably
composed his list before the disappearance, if they did disappear, of
Aristotle’s: esoteric works. Moraux himself attributes it to a later
Peripatetic, Ariston of Chios. .

2 This is the only work in the list described as a mpaypareia, a word
which A. often used with reference to his inquiries, e.g. Soph. EL. 183%4.

Gudeman and de Montmollin consider our Poetics too unfinished for
even such limited circulation as was intended for the esoteric works.
The existence of a second book was denied by A. P. McMahon, HSCP

28 (191_7), 1-46.
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ancient lists. Even without this external evidence there
would be reason to believe that the Poetics consisted of two
books or, since the division into books need not be Aris-

totle’s, that a substantial portion of the work is missing. .

The scheme clearly implies a section on comedy to balance
that on tragedy, and it is specifically promised at 4gbzr.
Further, it is promised at Polstics 1341238 that a full account
of katharsis will be given év 7ois mepi moricjs ‘in the work
on poetry’, and this could appropriately be part of the
comedy section.! ' : “
The existence of a second book is supported also by the
subscriptio of William of Moerbeke’s Latin version. com-
pleted in 1278 ‘Primus Aristotelis de arte poetica liber
explicit’.? Similarly the reference to the Margites at 4830 is
cited by Eustratius (c. A.D. 1100) on Ethics 1141%14 as oc-
~ curring in 7@ mpdrw mepi movyrukiis, the first book. Even if
those are right who think our Poetics too rough and in-

coherent to be the finished version of Aristotle’s work,

what we have must still be the draft of a part only of the
original (see p. xiii, n. 2). :

II1I. ARISTOTLE AND HIS PREDECESSORS

When Aristotle wrote the Rhetoric he was only doing more
comprehensively and scientifically what others had done
before him, but in writing the Poetics it can be said with fair

“ 1 Vahlen argued that the words of Proclus on Pl. Rep. (1, p. 49
Kroll, see p. 52) refer to a discussion of katharsis applying both to
tragedy and comedy, and that it is to be assumed that this was part
of the missing book, Gesammielte philolog. Schriften, 1. 233. o

Other refs. to the Poetics, Tois mepi moricds, in A. are all from the
Rhetoric, 13721, 1404238, 1404%7, 14055, 1419°5; the first and last of
these refer to a definition of the laughable and its various kinds (eén),
~ which must have been more extensive than our 49232-37, and some of

the other passages referred to are suspiciously brief. Rhet. 140428
cites Tois mepi movjoews. The tenses used imply an order Reltics,
Poetics, Rhetoric, but such evidence is not conclusive.

2 Aristoteles Latinus xxxiii (Bruges/Paris, 1953).
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INTRODUCTION

confidence that he broke new ground even though there
was some overlap with his more popular dialogue On Poets.!
There is no trace of any previous attempt to lay down the
~ principles and to guide the practice of poetic composition
in the way that rhetorical handbooks indicated the prin-
ciples of that art.? Yet given the immense importance of
poetry in Greek life, both in education and in public festi-
vals, it must inevitably have been the subject of frequent
. discussion. This the Poetics would show even if there were

~not other evidence.? References to arguments about the
place where tragedy and comedy originated (48230), to con-
flicting views on the primacy of plot or character (50215-38),
on the merits of single and double plots (53°13), on the
proper way of ending a tragedy (53°24), and the mention of
the severity shown by contemporary critics (562s) suggest
a plentiful expression of opinion on literary subjects, though
we have no means of telling how much was spoken and how

I Soph. El. 18429: mepl pév rév propikdv Smijpye moAMd xai madaid
7 Aeydpeva, ‘On rhetoric (as opposed to logic) much had been said,
some of it long ago’. _

On the ITepi Hownrav see p. xii. : , ‘

2 Poetry had long been recognized as a techne; cf. Aristoph., Ran.
939 (of tragedy): dAX* s mapédafov i Téxvv mapa god. But as with
vmdrpioss, the art of delivery, though it was recognized, otrw 8¢ ody-
keirar Téxvn mepl adrdv (R. 1403°35). ‘ :

3 Gudeman, in an attempt to correct what he conceives to be the
over-emphasis on Plato as a source for the Poetics, gives on p. 10 of his
Introduction (and in English in Class. Studies in Honour of J.C. Rolfe,
PP 75-100) a long list of works with literary titles, not all of which need
have existed when A. wrote. W. Kranz, Stasimon (Berlin, 1933), pp-
4-7, lays emphasis on Hellanicus among his predecessors, but there is
- nothing to suggest that there was a serious critical literature before A.
Cf. L. G. Breitholtz, Die dorische Farce (Géteborg, 1960), PP 35—40.

On the critical notions that can be extracted from earlier Greek
literature see E. E. Sikes, The Greek View of Poetry (London, 1931),
chs. 1 and 2; J. W. H. Atkins, Literary Criticism in Antigquity (Cam-
bridge, 1934, ch. 2; G. M. A. Grube, The Greek and Roman Critics (Lon-
don, 1965), chs. 1-3. The chief texts are collected in G. Lanata, Poetica
Preplatonica (Florence, 1963). '

XV



INTRODUCTION

much written. The sections on style and grammar (Chs.
19-22) must owe something to the handbooks on rhetoric’
and to the linguistic speculations of ‘the sophists, among
whom Protagoras is mentioned by name at 5615. Chapter
25, on the solution of the problems presented by poetry,
clearly has a long ancestry in the difficulties, both llterary
and ethical, presented above all by Homer’s works. And in
the discussion whether epic or tragedy is superior Aristotle
obviously has in mind the expression of a view the opposite
of his own, perhaps Plato’s. Plato indeed may have pro-
vided him with the starting point for his treatment of
several important topics.

In any society where poetry and the arts are important
some ideas about their nature and function begin sooner or
later to circulate. In the world which Homer describes the
subject-matter of the poet is heroic deeds and tales of the
gods; by telling them he casts upon his listeners a spell of
delight.r His poetlc gift is divine and comes to him from the
Muses, but it is a craft that he possesses, not a fitful in- |
spiration.? Hesiod too received his powers from the Muses,
the daughters of Memory ;3 and he was the first to raise the
question of the truth and falsehood in the poet’s message.+
Archilochus knew of the fierce inspiration of those in the -
- grip of a power outside themselves, and Pindar proclaimed
the inferiority of acquired skill to native genius.5 The

spread of education and the ability to read, which is pre-
~supposed by the demand for written laws, caused men to
reflect on the educational value of what they read—mainly
Homer. Though his. tone was pure, and the aristocratic
ideal continued to be based on the heroic standards which
he enshrined, there was room for much offence in his gods.

I knAnbuds, Od. 11. 334; 0éMés, Od. 17. 518-21.

2 didov & 7deiav dodijv, Od. 8. 64 ; Beds 8¢ pou év $peaiv oipas mavroias
é&védvoer, Od. 22.. 347. 3 Theog. 29-32. 4 Theog. 27.

5 Archil. fr. 77, see p. 80; Pindar, OL 2. 86, 9. 100. See Sir Maurice
Bowra, Pindar (Oxford, 1964), ch.1. .
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Some—Xenophanes, Pythagoras, Heracleitus—denounced
the poet who so portrayed the divine, others took refuge in
explanations which assumed a hidden and deeper meaning.
The first was' probably Theagenes of Rheglum about the
end of the sixth century.r

A no less lively stimulus to dlscussmn must have come
from the institution of literary contests at Greek festivals,
especially the tragic contests at Athens. Contests are de-
cided by comparison of one work with another, and such
. comparisons lead naturally to the development of a critical
vocabulary and to the establishment, even if unconscious,
of critical standards. As the verdicts of the judges were of
interest to all, the growth of a critical attitude was rapid, as -
is -clearly shown by the frequency and quality of literary
allusions in comedy.2 The contest of Aeschylus and Euri-
pidesin the Frogs of Aristophanes is a remarkable piece of
impressionistic criticism which achieves all that is possible
in a medium which forbids sustained seriousness. But in
treating a question of principle, the poet’s purpose in writ-
ing, Aristophanes is less happy. Ina sense it is true that any
poet who takes his own work seriously hopes that he will -
‘make men better citizens’.3 If he believes that he has some-
thing to say, he believes that men will be the better for
* hearing it, even if he does not aim at inculcating specific
- virtues. Probably Sophocles, for instance, was conscious of _
working within a framework of values which many, to the

1 In PL Ion 530 ¢, D Metrodorus of Lampsacus and Stesimbrotus of
Thasos are mentioned as the leading expounders of Homer. Gods
might be identified with the elements or with human' faculties, the
method by which Theagenes explained away the battle of the gods in
1. 20, or a hidden meaning might be found in a frivolous story; as
Socrates jestingly interprets the story of Circe (Xenophon, Memorab.
1: 3. 7). Plato did not approve of such interpretation by dwévoia (Rep.
378 D).

2 In addition to Achamzans, T hesmophorzazusae, and Frogs there
were many comedles, now lost, in which literary themes were pro-
minent. . _ : 3 Ran. 1009.
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detriment of the city, did not,accept. But when Aristo-
phanes makes Aeschylus justify the poets on the ground
that they convey useful information on curing diseases or
drawing up an army, he puts him in the same ridiculous
position as the Ion of Plato’s dialogue who claimed to have .
acquired from his familiarity with Homer a knowledge of
generalship.! Whether or not Aristophanes is wholly serious
here, Plato’s reductio ad absurdum would lack point unless:
such claims were actually made on behalf of poets. Those
who use poets for education may easily come to assume that
- poets write to educate, and centuries later Plutarch, in his
De Audiendis Poetis (M. 14 E fi.), often argues as though
this were the case. . . o
Some have believed that the literary contest in the Frogs
presupposes a society in which literary criticism was widely
practised. It is clear that there was lively interest and
debate, but there is no evidence that it did more than touch
the fringe of the subject.? The growth of rhetoric as a con-
scious art in the second half of the fifth century directe
attention to-words and to the formal structure of sentences.
The sophists Prodicus, Protagoras, and Hippias, and, among
philosophers, Democritus are known to have been interested
in this kind of investigation. An awareness of the impor-
tance in rhetoric of arrangement and transitions might
well awaken interest in the way poets handled similar prob-
lems.3 Above all Gorgias, who defined rhetoric as ‘the art of
1 Ran. 1030-6, Ion 541 A. , :
2 M. Pohlenz in an influential article on ‘The Beginnings of Greek
Poetic’, Nach. Gitt. G. (1920), 142 ff. asserted the need to assume the
existence of a body of critical theory behind the Frogs. The founder of
this he discovered, following Siiss, Ethos (Leipzig, 1910), pp. 49 ff., in
Gorgias. His reconstruction is of what could have happened rather than
of what there is reason to suppose did happen; cf. O. Immisch ed. of

Gorgias’ Helen (Kleine Texte, Berlin, 1927), pp. 28-30. Refs. to further
criticisms of the article in Radermacher, Aristoph. Froschez (Vienna,
1954), - 368. _- ' L _
- 73 Protagoras seems to have suggested that the battle between
Achilles and the river Xanthus, Il 21. 211-384, provided a transition

xviil
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persuasion’, asserted the power of words, with or without
metre, to stir the emotions and control the mind, producing
apate, deceit. It could be that Paris’ eloquence deceived
Helen, in-which case she deserves no blame for not resisting
‘him. Tragedy too is a source of apate, but this is a justifiable
deceit and those who succumb to it are wiser than those
‘who do not, meaning, perhaps, that the audience must
co-operate by accepting the conventions of drama if it is to -
enjoy it.! " There is no necessity to link this apate through
word and persuasion with the apate in the sense of ‘illusion’
produced by the artist with his pigments, which amounts to
deceit only in quite exceptional cases when a viewer is
,tempted to take a picture for the reality. But apate was
used in connexion with the visual arts as early as Em-
pedocles, fr. 23. 9, and the two were brought together round
about-4o00 B.C. in the sophistic treatise on The Two Argu-
ments? where it is said that the best poet and the best artist
is the one who most deceives by producing things like the
truth.  Here, as in the epigram of Gorgias, the word is
" used with a conscious aim at paradox. The idea that poet
and artist or sculptor are doing essentlally the same thing
was perhaps first expressed by Simonides in his celebrated
‘comparison (see p. 269). The idea could be developed with
reference to the process in terms of mimests, or with reference
to the effects in terms of apate,? but it is impossible to trace
this development, as the few relevant statements cannot be
dated with any precision.

between the battle of mortals, Greeks and Trojans, and the battle of

gods, 385513, see fr. of schol. on 21. 240, P0xy ii. 68—Protag fr. A3o

¥ Gorgias, Hel. 8: et 8¢ Aoyos ° 'rrewas Kai Ty gbvxnv a‘rra-r'r)aas
Fr. B. 23 (Plut. M. 348 C) a.1ra.1'1)v, ws I. ¢nolv, v & 7€ aﬂafnoas
Sucaidrepos 7ol pi) dmarfjoavros xal ¢ dmarnfels ooddtepos Tob i)
" amaryfévros.

2 Awoool Aoyoc I 3 I0: év yap rpaywSoarouq. Kal Cwypacﬁcq. dotis {xai)
mAelora éfamard Suota Tols dAnbwois moudv, odros dpiaros.

3 This term, common in Plato, is conspicuously absent from the
Poeiics. There is some approach to it at 60%13, 61°11.
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It would be more p0551bIe to decide whether Gorglas was
productlve only of epigrams or of a serious theory-if we
knew more of two works, both probably of the late fifth
century, the ‘On Poetry’ of Hippias and of Democritus. We
know from Plato (Hippias Ma. 285 B—E, Hippias M. 368 B—
D) that Hippias concerned himself with words and rhythms,
but we are told nothing more. Titles of works by Demo-
critus preserved in Diogenes Laertius (9. 48) show similar
interests, but he is famous principally for his insistence that
poetry is the result of inspiration, ‘excludit sanos Helicone
poetas’ (Hor. Ars Poet. 295), a surprising belief to be held by
- a materialist (but see commentary on 55332) This, how-
ever, tells us nothing about Democritus’ view on the nature
~of poetry as mimesis or apate, though one would suppose
that a work of this penod on poetry would deal with the
problem,

Finally there was one author of the late fifth century who
seems to have been an historian of literature in something
like the modern sense of the term, Glaucus of Rhegium,
whom Aristotle may- well have used. Fragments of his
work On the Ancient Poets—the title need not be his own—
deal with the early development of Greek lyric and in-
clude a valuable scrap of information about Aeschylus’
Persae.!

Whatever Aristotle may have owed to ﬁfth-century specu-
lations, there can be no doubt about the influence exercised
-on him by Plato, whose pupil and follower he was from the
time when he came to Athens at the age of seventeen until
~ Plato’s death twenty years later. Plato has much to say
about poetry. In the Ion and, more eloquently, in the
Phaedrus? he describes poetry as divinely inspired, ‘the’
madness of the Muses’; but the compliment is two-edged,

1 Ilepi 1@v Upyaiwv Iomrév xal Movowav. Fragments in F.Hist.G.
ii. 23 Damastes of Sigeum, pupil of Hellanicus, wrote Ilepi ITomrav
xal Zodiardv.

2 Ion 534 B; Phaedr. 245 A.
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since ‘the theory of inspiratien is used to explain the in-
ability of poets to give a rational account of what they have

said. Only in the Symposium (209 A-D)-is there a faint hint:
that poets may have a glimpse of ideal truth. In the early
part of the Republic (376 C—402 A) he examines the value of
‘the poets, especially Homer, for primary education, and
finds the moral standards expressed and implied generally
unacceptable. He had already in the Protagoras (347 C) re-
jected the use, popular with the sophists, of poems as the
startmg—pomt for discussions on moral questions among
adults. It is in the last book of the Republzc that Plato
delivers his main attack on the arts,’ using his Theory of
Ideas to show that artists and poets are guilty of the most
dangerous of all deceptions, representing appearance as
reality. For if ideas alone are real and the world known to
the senses is only a shadow of the ideas, then the arts yield
the shadow of a shadow at the third remove from truth.

A subsidiary argument (6o5 B—607 a) shows that the emo-
tions aroused by poetry are as deleterious as its moral
standards, and encourage weakness rather than self-control.
Accordingly poetry is rejected as neither revealing truth nor
helping the temperance of the emotions. To the second-best
state described in the Laws, the work of Plato’s old age,

poets are indeed admitted, though only under the super-
vision of those who have knowledge of good and evil
(658 E—661 D). Almost all existing poetry is condemned, and
it is unlikely that any of the poets banished from the
Republic would have cared to accept the terms offered for
admission to the city of the Laws.

- In private life Plato’s attitude to hterature seems to
. have been more genial ; he knew the poems of Homer prac-
- tically by heart, and in his works never tired of quoting
them ; he admired Sophron to whose art he probably owed
~ much,? and if it is true that he sent a disciple to Colophon to

1 595 A—6o1 B. See Appendix 1.
2 Diog. Laert. 3. 18. See commentary on 47°10.
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collect the poems of Antlmachus 1 his interest in poetry was
not unduly narrow.

Aristotle, in the Poetics, has little to say of genius or
inspiration,? nor is he concerned about the religious or moral
implications of the myths,3 since he clearly does not expect
them much to affect educated adults. As he did not accept
the Theory of Ideas and the status attributed in it to the
material world, he was under no necessity to controvert
Plato’s account of the artist as a mere imitator; but in
showing how the poet can reveal significance by generalizing
and universalizing he may have meant to show up the
inadequacy of Plato’s view. It is more certain that the
theory of emotional purgation is an answer to Plato’s com-
plaint that drama encouraged the dominance of the emo-
tions.+ Finally, though Aristotle was not interested in the -
educational effects of drama, he may have been influenced
by Plato’s strictures on myths which show virtue defeated
and vice triumphant when he laid down his requirement
that the tragic sufferer should not be a character of un-
blemished excellence. ' :

IV. THE TEXT AND ITS TRANSMISSIONs

Neither before nor after the alleged loss of Aristotle’s esoteric
writings does the Poetics seem to have been widely read.
Throughout the last three centuries B.C. there was a con-
siderable output of critical literature from the Peripatetic

t Proclus, In Timaeum i. go. )

2 Mentioned only in Ch. 17, where it is probably to be understood in
terms of the physiology of the four humours. See commentary and
Appendix II.

3 Cf. 6036 where Xenophanes’ ob]ectlons are dismissed with a shrug
of the shoulders.

4 See the passage of Proclus’ Commentary on the Republic printed
on p. 52.

5 For a fuller account of the sources of the text see the Latin Intro-
duction to R. Kassel’s Oxford Classical Text.

xxii



INTRODUCTION

school based on the works of Aristotle and Theophrastus.
Quotations which we meet as examples first in Poetics or.
Rhetoric frequently recur in later literature,! but there is
no. passage earlier than the fourth century A.D. of which it
“can be asserted with confidence that it is derived directly
from the Poetics.? _
The Poetics seems never to have been the sybject of
a Commentary. But it was certainly known in Byzantium,
and it was translated into Syriac probably at the end of the
‘ninth century A.D. The Syriac version is lost except for
part of Ch. 6, but a few years later the Syriac was done into
Arabic by Abu Bisr (d. 940), and this translation, which has
survived almost entire, is the earliest witness to the Greek
text, though a halting one. For not only is it at two removes
from the Greek, but it is accessible to most of us only in
a Latin translation. Further, both Syriac and Arabic trans-
lators were at the disadvantage of scarcely knowing what
a tragedy was.? The first complete Latin rendering of the
Arabic was glven by D. S. Margoliouth, Professor of Arabic
at Oxford, in his edition of the Poetics (Oxford, 1911); but
this has been superseded by the version of J. Tkatsch pub-
lished posthumously at Vienna, vol. i, 1928, vol. ii; 1932 ; the
translation is accompanied by a rambling commentary
usable only with the aid of the index. ‘
‘Probably within a generatlon or.two of the translation
t See G. Else, The Origin-and Early Form of Gk. Trag. (Harvard and
London, 1966), p. 113, n. 52; F. Solmsen in Hermes, 66 (1931), 241-67.
A striking example is the passage from the Rainer Papyrus glven'
on 1
szhggearhest are : Themistius Or. 27, 337 B from 49°6, which i is in
part a later insertion; the story of Mitys (5228) appears in De Mirab.
Auscultat. 846®; sentences from ch. 20 on grammar are quoted in the
Commentaries of Ammomus and of Boethius on the De Interpretatione
(see Bywater on 56°20).
3 Else gives as an example of the errors to which such a work is
prone the Latin version of 51°21 quz ponit, where the Syriac translator

read Aydfwvos Avbei as Aydfwv s dv 05, wh1ch the Arabic necessarily
followed.
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into Arabic was copied the best and oldest surviving Greek
manuscript, Parisinus 1741, called A or Ac by editors. This
manuscript was still in Constantinople in 1427, but reached
Florence before the end of the century and found a final
home in Paris. Its outstanding value was not recognized
till the nineteenth century. J. Vahlen, who gave a full
account of its readings in his editions of 1874 and 1885,
regarded it as the sole authority from which the text of
the Poetics is derived. . .

It was from a closely related manuscript that W1lham de
Moerbeke, who translated much of Aristotle, made his
Latin version in 1278 ; this survives in two manuscripts, but
they lay unrecognized until 1930. The Latin is occasionally
of service in establishing the reading of A.r

Since Vahlen’s day it has been recognized that there is
one manuscript which preserves a tradition independent of
A ; this is Riccardianus 46 (B or R to editors), which, though
- of the fourteenth century, is the second oldest manuscript.
Attention was first called to it by F. Susemihl in 1878, and
some of its readings were published by G. Vitelli in Stud.
ttal. di fil. in 1894 and by C. Landi in the following year.
They were given more fully in the apparatus to the edition
of Margoliouth, who used the evidence of Ch. 16, where
Riccardianus alone has the words that fill a previously
unrecognized lacuna, to prove that it is independent of A,
(see commentary on 55214). Though Riccardianus has no
descendants, a few of its readings found their way into
Renaissance manuscripts (see apparatus, p. 3).

The numerous manuscripts of the fifteenth and sixteenth

centuries are all dependent on A, and their readings, though

occasionally of interest, have the authority only of anony-
mous emendations. See E. Lobel, ‘The Greek Manuscripts
of Aristotle’s “Poetics’, Supplement to the szlzograﬂncal ,
Society Transactions, no. 9, 1933.

1 See Aristoteles Latinus xxxm, ed. Mlmo Paluello (Bruges/Paris,
1953).
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The Poetics became available to the western world for
the first time when Giorgio Valla published a Latin transla-
tion made from a copy of A, Estensis 100 gr., in 1498 ; the
older translation was unknown, and a Latin version of
Averroes’ Arabic commentary printed at Venice in 1481 cast
but a fitful light on the subject. The first printed text ap-
peared in the Aldine edition not of Aristotle, but of the -
Rhetores Graeci, in 1508. The Poetics was edited probably by
John Lascaris, who used an inferior copy of A, Par. 2038, or
a closely allied manuscript: This remained the basis of the
text for over three centuries until the superiority of A was
recognized by Vahlen. And it is only, comparatively speak-
‘ing, within the last few years that the other evidence for the
constitution of a text, the medieval Latin version, the
readings of Riccardianus, and the Arabic translation have
been made available in a form as complete as is likely to
be achieved. :

The most recent development, based on the study of the
growth of Aristotle’s doctrines and on fresh consideration of
the nature and function of Aristotle’s esoteric works, is a
growing suspicion of the homogeneity of the Poetics. Such
‘suspicions are not new, and early editors transposed pas-
sages freely; but since F. Solmsen published his article on
“The Origins and Method of Aristotle’s Poetics’ in C.Q. 29
(1935), 192—201, more systematic attempts have been made
to remove incoherencies and inconsistencies by distinguish-
ing different layers of composition.! The scope for disagree-
ment here is certainly not less than in more usual forms of
textual criticism. '

1 See Introduction I,
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COMMENTARY

For abbreviations see p. xxvi.

CHAPTERS 1-5

IN this introductory section A. distinguishes the forms of poetry,
which is assumed to be a mimesis of human actions, according to the
medium employed (Ch. 1), to the objects imitated (Ch. 2), and to the.
manner of imitation (Ch. 3). In Chs. 4 and 5 he discusses the origins of
~mimesis and shows how different forms were developed by men of
different dispositions, giving in the process brief histories of the two
_ basic forms, tragedy and comedy. He is then ready to proceed in Ch. 6
to his main subject, tragedy, together with epic, which is viewed as
a rudimentary form of tragedy The" corresponding treatment of
comedy (promised at 49P21) is missing.

CHAPTER 1
4788-13. The subject.

4728, wommikiis: sc. Téxvys as in. Pl Gorg. 5oz C, though the word was
perhaps felt by now to be a subst. in its own right. As the subject of
a book it would recall the 7éyvn pnropicij, the Handbook of Rhetoric;
the purpose of these books, which had been in existence for a
century or more (see Introduction III), was to teach the art of
speaking, but in the P. A.’s object is mamly to define the nature

~and function of poetry, though instructions for the poet are
included.
alrfis: emphasizing the contrast with rév ecBwv adris, the partl- ‘
cular kinds of poetry.
€idav: the species of the genus poetry. Used also of the various
types of tragedy (cf. 55°32), and at 56233 apparently for the parts,
pépn, or popial” For A. the first step towards the comprehension of
a subject is to divide it according to its natural categories. Cf.
P'l. Phaedr. 265 £ : xkar’ €idy 8tvacfar Siaréuvéw kar’ dpbfpa -§f mépuev.
. The popular division by metre is rejected (47°13).

4799, 84vapv: here no more than ‘effect’, épyov; frequently in A. it
means ‘potentiality’ as opposed to ‘actuality’. Related to the
Svvapus is the Tédos which each eldos achieves.

m@ds B¢l ouviorachar Tols puﬂbus ‘how plots should be con-
structed’; pifos normally means in the P. the story as organized into
the plot, the mpayudrwv cvoracs ; ounardvos (sometimes ovvioraofar)
represents the activity of the pdet which results in the mpaypdrawv
ovoraais or ovvfeais. B. cites 50°32 and 53°4 as evidence that the .
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verb is pass. here. Sometimes, e.g. at 51°24, 53218, 37, pobfos retains
its older meaning of legendary story or myth, on which tragic plots -
were normally based. By a natural extension it is used of the
invented plot of comedy (51°13). ' '

A. has singled out plot for emphatlc mention right at the begin-
ning of his work, in which it is the dominating theme. It is by the
construction of plbts more than by any other single means that the
poet achieves his purpose.

47210. xalds &ew: to be good of its sort: cf. Tov xkadds Exorra pibov
53%12.

woinons: lit. the ‘making’, ‘composition’ of poetry. It sometimes
preserves this literal sense, as possibly at 1. 14 below and, E. thlnks,
here. However, it early became a general word for poetry (ﬁrst in
Herod. 2. 23, 82), and must be so used here if it is the subject of éori
in the next clause; if it is to mean ‘composition’, the subject of éori
must be supplied from mouTikds or eld@v, which seems less natural.
moinaws and woinua later acquired narrower technical meanings, first

* perhaps in Theophrastus; see N. A. Greenberg, HSCP 65 (1961),
263 ff., and C. O. Brink, Horace on Poetry, pp. 62 fi.

It is important to remember that in the words woinois, woinua,
mouris the idea of making is completely dissociated from the idea of
‘creating’ with which it is frequently combined in English. % s
Tpaywdlas moinois means the fashioning of tragedies by a poet in
a sense similar to % 7@v Tpamel@v moinas, the fashioning of tables by
a carpenter. A. began the elevation of the poet through revealing
that poets gave sxgmﬁcance to poems by orgamzlng their structure y
by making stories into plots. ‘The very word moeiv . . . means “to
create” ’ (Gomme, Greek Attitude.to Poetry and sttory, pP- 54), Is
mlsleadmg /\oyovrows means, among other things, ‘writer of prose’.

wéowv kai wolwv: cf. the closmg lines of P, 62P17.

47311, popiwv: p.opcov and pépos are used mdﬂferently by A.
47812, pe@oﬁou ‘inquiry’ ; cf. Pol. I3I7b34 é&v ‘r‘q peﬂo&w T4H 1rpo TavTys.
kard ¢uow. cf. Ph. 189"31 : oL ydp kaTa dwow Td KOWG WP@BTOV
elmévras obrw 7 mepi éxaarov (dia Bewpeiv.

47813—47b_29. The forms of poetry distinguished in terms of medium.

47213, émomoria: as p.l,y.'qats is an activity, A. may be stressing the
process of maklng, moinaus, rather than the thmg made ; but émomoiia
can mean ‘epic’ just as av8pmwowoua can mean ‘statuary’, and smce
kwpwdia is used here without moinous it is simpler to take all as re-
ferring to product rather than process (cf. 47°26). The four kinds of

~ poetry mentioned were the most important at this date. Though
Antimachus was the only recent epic poet of note, the dominance of
Homer ensured that epic should not be neglected ; works in the other -
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three forms were still being produced in large numbers. Under

dithyramb, the choral song of Dionysus, is included the nomos, the

song of Apollo, mentioned separately at 4726. Dlthyramb itself,
originally narrative, had become highly dramatic by A.’s time (cf.
61°29). Non-choral lyric, such as was written by Sdppho and

Alcaeus, was now nearly extinct.

47315, allqgrucis . . . kBapionikiis: the aulos, something akin to the
clarinet, was used to accompany the dithyramb and was regarded as
highly emotional ; the more restrained cithara or lyre was associated
with the nomos, which was originally choral, but in A.’s time an
astrophic monody ; both were used in dramatic perforfnances The
problem is the meaning of the qualification ‘most’. The only natural
distinction is that between music unaccompanied by words, g3
povouci—'bare music’ the Greeks called 'it—and the use of these
instruments to accompany lyric poetry. The former was not much
practised (unless accompanied by the dance, in which case it was not
strictly yuA7), though a competition with the unaccompamed aulos
was part of the Pythian Games from 582 B.c. Plato in a famous
passage, Laws 669 D—670 B, denied that such music had any clear

~meaning and condemned it. ‘A. seems to have held that rhythm by
_ itself was meaningful. But 7 w)«ewm probably carries an admission
that not all ‘bare music’ was mimetic.

In the rest of the P. A. has little to say about music in general,
and nothing about instrumental music. The subject can be intro-
duced here quite naturally because A. takes moruci} to cover
povauci as a whole, in which music and dancing (47227) were mostly
subordinate to poetry. 'The scheme of the media is made as com-
prehensive as possible, though A. will have little to say about some of
them. The term poveucij occurs only at 62216, referring to the musical -
element in tragedy.

For the use of music in education and the rejection of the aulos see
Pol. 1341217 ff.

Tuyxévouarv: see 47°9 n. ;

47a16. pproas: that poetry, music, painting, sculpture, and dance
are all forms of mimesis A. takes for granted. upeiocfor means to
make or do something which has a resemblance to something else.
No one English word is adequate in all contexts, but basically the
idea of imitation will be present. See Appendix I.

70 oUvolov: not ‘in general’ but ‘viewed collectively’.

Siadépouor 8¢ aAMjAwv. Tpwoiv: the mimetic arts can be dis-
tinguished in' three ways, according to the medium used (colour,
words, etc.), the subject of this chapter; according to the object
imitated (men, good or bad), the subject of Ch. 2; and according to
the manner of imitation (by narrative or direct speech), the subject
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of Ch. 3. povouif is included here as part of mouyrikij (cf. 62316), but :
‘the P. deals only with imitations in which words are used.
47817. év: the regular word to indicate medium (cf. 47°29).

47a18. Gowep yqp kal xpopaos ...: the first of seven passages in-
which the activities of the poet are illustrated from the visual arts,
which presumably represent for A., as for Plato, the simplest form of
mimesis; see G.’s note ad loc. In Plut. M. 17 F poetry is still a
mimetic art and aww‘rpo¢os 77 {wypadia.

xpopact kai oxfpact: the media used by painters and sculptors,
the latter normally applied pigment to their statues. oxfuara can
mean, in addition to the static shapes of painter or sculptor, the
shapes into which men put themselves, the postures, e.g. of dancers
as I oxnuarfopévwr pubudv 1. 27, below, and of actors at 6223; cf.
Plut. M. 747 c-E. It means also the form or structure of a play
(cf. 496).

47219, ammgowes. ‘making hkenesses Words derlved from elxdv,
‘an image’, were used primarily for visual representation, but they
contain the same basic idea as mimesis. Cf. Xen. Mem..3. 10. 1:
ocdpara S TAY xpwpdrwy dnexdlovres éxuyueiobe; Pl. Laws 668 A :
povetkiy ye ndodv daper elxaotikiy T€ elvanr kal ppmTichy; _

ot pév 81d Téxvns . . .: this parenthesis contains an idea here quite
irrelevant but dear both to Plato and to A. To do a thing 8 7éxvns
requires knowledge of the basic principles of what you are doing:
cf. éyd 8¢ véxvny o0 kadd S dv 7 ddoyov mpiypa, Pl. Gorg. 465 A with
Dodds’ note; you may do it very successfully in the light of long
experience éumepia (ovvifea and éumepia are coupled by A. at EN
1158%15), but you will not be able to give a rational account of your
procedure. According to Plato’s Gorgias rhetorical skill is all of this
empirical sort ; A. tried to make a real science of it in his Rhetoric, in
which he treats not only of tricks of style but of the arguments to be
employed and of the psychology of audiences. Similarly poets

learnt which myths provided good plots by working their way -

through the available myths, so that they discovered by trial and
error which were really suitable (see 53217). A., in the light of his
7éxvy, could have directed them immediately to the best plots; so
(51224) Homer did the right thing #roc 8ws. réyvmv % 8ia ddow. He
could hardly have possessed a complete theory of epic, but he fol-
lowed his genius. There is a similar contrast between 7éxvy and
TUxn at 54 10. A. converts a chance discovery into a part of 7éxvy
by giving a rational explanatlon of it. For a general account of the:
difference between 7éyvn and éumeipla see Met. g80°28 ff. though
common usage made little of the distinction.

47320, $uwviis: it is a problem who the ‘others’ are who use the ¢wwif as
their medium.: The first thought of the modern reader, for whom
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poetry consists primarily of printed words, will be that sound, the
medium of music, should supply the second analogy. ¢wwi, ‘the
(human) voice’, can be used metaphorically for the sounds of musical
instruments, and it is conceivable that it could here refer to sound in
general as the medium of the musician (it was so understood by S.
and by Tkatsch), especially as the more general word ygddos includes
mere noise as well. But this will not do, since the Greeks included
virtually all music in poetry, and A. would be illustrating the media
of the elpyuéupe Téxvar L. 21 from themselves. (It is true that rhythm
and harmony, the media of poetry 1. 22, are not the same as sound,
but they are inseparable from sound in this sense). The same objec-
tion applies, though rather less strongly, to the rendering ‘voice’.
Most music was sung, and accordingly the voice is one of the media
to be illustrated, not itself a proper illustration. But A. did call the
-voice ‘the most imitative of human faculties’, mpnricdrarov rév
popiwy (R. 1404*21), presumably because of its emotional suggestive-
ness, and he might have used it, though illogically, as being a helpful
illustration here. Another and less vulnerable suggestion is that the
reference is to those who supplied entertainment of.a somewhat
vulgar kind by giving imitations of sounds‘difficult to render with the .
human voice, such as cries of animals and the squeaking of pulley
wheels (cf. Pl. Rep. 397 A, Laws 669 D). Plutarch tells of a Parmenon -
whose performance of the part of a squealing pig was agreed to be
better than the real thing (M. 18 ¢, 674 B). An objection is that these
performances are hardly on a level such that they can suitably be
compared to painting-and poetry. An art is here explained by the
analogy of a parlour-trick. But this is the view of V., G., and R., and
it remains the most likely. E. supposes the voice to be that of the
rhapsode reciting epics. :
For a technical sense of ¢wirj see 56P38.
47322, &v puBpd kai Néyw rai dppovig: we thus have rhythm, words,
and music as the media of the elppuévais réyvacs, those listed in
1L 13-15,above. The artist represents material or personal objects by
colours on a two-dimensional surface, in fact patches of colour, as
they appear on the retina, by patches of colour; the entertainer re-
presents sounds by sounds; the poet represents human action by
words, rhythm, and music. From one point of view words differ
from the other media in that, unlike colours and sounds, they are
conventional symbols. But Adyos also means speech, and A. probably
thought in terms of the performance of a play in which the spoken
word represents the spoken word accompanying the original action.

~ pvBuds is essentially a pattern of recurrence imposed on speech or .
on other sounds giving rise to expectations which are more or less
fulfilled, so that even in over-rhythmic prose ‘one waits for the
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recurrence’, mdre v e (R. 1408%24). It is defined by Pl Laws
665 A as 7 Tijs kurfoews rdfis, the application of order to movement ;
the ethical effects of rhythms are due to a correspondence between
-~ this ordered movement and the movements of the soul ; see Appendix
- L. Aristoxenus, a pupil of A., says (Rhythmica p. 411 Mar.) éore 7
poBulipeva Tpia, Mébis, pédos, kivmas owparicd. On the history and
many senses of gufuds see E. Wolf, Wiener St. 68 (1955),99 ff.
Adyos is a meaningful combination of words; an individual word
is dvopa, used in later grammar to mean a noun as opposed to
~ piua a verb. (We find émos in the P. only in the plural, meaning
hexameter verses or epic.) :
appovia ‘fitting together’, as a musical term is a satisfying relation
between notes. I translate it by ‘melody’, though this does not
exclude the notion of rhythm. The only English word referring to
pitch alone is the highly technical ‘melos’. At 4725 dppovig is re-
placed by pélee and Adyois by pérpw without significant change of
meaning. The combination Adyds-dppovia—pufuds occurs at Rep.
398 D, but A.’s classification of the arts in terms of the media em-
ployed is probably new. Gorgias’ definition of poetry as Adyow
éxovra pérpov, Hel. 9, was intended to minimize the difference
between poetry and rhetoric in the interests of the latter.

47226. oupiyywv: the syrinx was a less sophisticated instrument than
the aulos. The latter was played mainly by professionals (cf. Pol.
1341°17 £.). Alcibiades is said to have rejected the aulos when it was
still fashionable (Plut. Al. 2. s). '

47227, épxnordv: dancing has not been mentioned among the réyvar,
though the choral dance was part of both drama and dithyramb. But
A. must here refer to unaccompanied solo dancing which can hardly
have been common. Solo dancing was highly developed and very

- mimetic; as the pantomime it became a favourite form of entertain-
ment under the early Roman Empire. Even so, whether for enter-
tainment or for ritual, it was normally accompanied by music. The
main sources of information are Athenaeus, 1. 25-27, 37-40, and
Lucian, De Saltatione, especially ch. 6o. ' -

47928. xal #ifn xal wddn xal wpafas: curiously emphatic. A single
medium can cover the whole field of uiunais. §8os, not quite thesame
as character: see on 50°8. wdfy xai mpdfes, here a related pair, the
things that are done to a man, i.e. the things that happen to him, and
the things that a-man does (cf. 51P11); for different senses see on
49”24, 52°10, 55°34. For the general effect of the dance cf. Pl. Laws
655 D: mpijpare Tpémwy ol Ta mepi Tas yopelas.

47328-47524. A digression on the deficiencies of nomenclature. _
47228-47b2, ) 8¢ . . . dvévupor: after mimesis using rhythm and
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rhythm with harmony (instrumental music) we have the medium of .
words and of words with rhythm, here called pérpois as at 4725,
and equivalent to Adyw with pvfud. Adyos or Adyos Yudds is an ade- .
quate expression for prose, but it.does not distinguish mimetic
prose, like mime and Socratic dialogue, from history or a speech in
the courts. As A. points out in the course of the digression which
follows this complaint, the nomenclature of poetry too is unsatisfac-
tory in a similar way in that mimetic and non-mimetic verse are not .
distinguished Homer and Empedocles are both éwomowoi because
both wrote &ry, hexameters, though Empedocles’ poems have nothing
in common with Homer’s except the metre. (The Greeks had no
category of didactic poetry.) With the traditional text gudois 7 Tois
pérpos and dvdvupos it is not clear whether A. is lamentmg a double
deficiency, the lack of a word for the class of mimetic prose writing,
and of another word for mimetic verse writing regardless of the par-
ticular metre used, or whether he wants a word. which should cover
mimetic writing both in prose and in verse. The run of the sentence -
rather suggests the latter, the natural sense and the evidence of the
examples, the former, which is the interpretation of M., followmg
Gallavotti, Riv. di fil. 58 (1930), 74, and of E. Lobel’s emendatnon Kal
7 for 4 with dvdwvupo (CQ 23 (1929), 76) puts it beyond doubt that
there were two forms of mimetic wr1t1ng which lacked a name.
Yudois, which is in the predicative position, is probably to be taken
both with Adyots and with pérpers, i.e. Adyor that are not in verse and
verses that are not accompanied by music; cf. Tods Adyovs xal 74w
drdoperpiav (48211, but see note ad loc.). udvov in L. 29 stresses the
absence of rhythm and harmony. Good prose would, in a sense,
possess rhythm, but it is not necessary to the form. ’
The recogmtlon that what we should call ‘imaginative’ writing is -

possible in prose is remarkable, and was a stumbling-block to
Renaissance critics.

47829, kai ro4rois . . .: a superfluous comphcatlon mtroduced by A.

- either for the sake of completeness or because he wanted to mention
Chairemon’s Centaur (l. P21, below).: A mixture of metres would
usually be a mixture of spoken and sung verses, involving pédos.
Iambics, trochaics, and anapaests could be mixed in drama.

47b9-24, The explanation of the ‘nameless’ forms leads on to a digres-
sion on the naming of forms in terms of metre, a practice which
conceals the difference between mimetic and non-mimetic writing.
The return to the main theme of media is marked by wepi uév odw

- TodTwv . . . at 47P23.

4709, dvavupor: A. often remarks that there is no available word, e.g.
EN 1107"2, Pol. 1275230. '

Tuyxdvouot: they might have been glven names but, as it happens,
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they have not. For this slightly emphatic use see G. Thomson on
Aes. Ag. 125-9 and W. S. Barrett on Eur. Hzpp 388. At 47225 it
is a synonym for elow. ;
4710. Zddpovos: Sophron of Syracuse (late ﬁfth century) and hlS
son Xenarchus wrote mimes, realistic sketches from everyday life,
developed, perhaps, from the comedies of Epicharmus. Some idea of
their nature may be got from the urban mimes of Theocritus (2, 14,
- and 15) and from Herodas. But these are in verse, while those of
Sophron, though he was sometimes referred to as a poet, were
generally considered to be in rhythmic prose. There is a strong
tradition that Plato greatly admired Sophron; Athen. 504 B, Diog.
Laert. 3. 18. For the only considerable fragment see Page, Gk. Lit.
Pap., p. 328, and A. S. F. Gow, Theocr. ii. 34. A. himself said that
Plato’s Dialogues were half-way between prose and verse (fr. 73).
47b11. Zwxpanxods Aéyous: the conversational philosophy of Socrates
gave rise to a new literary genre. Plato’s dialogues, some in dramatic
form, some told by a narrator, were the most famous example.
Alexamenus of Teos, whose works are lost, was the first to write in
this form. Xenophon wrote a number of conversation pieces in most
of which Socrates is the chié¢f speaker. An important fragment of the
dlalogue Hepi Hou;rwv seems to be makmg the same point, odxoibv
ovdé é ep.pe*rpovs Tovs kadovuévous Zddpovos ;up.ovs 7% qbwy.ev elvat Adyovs
kal ppsjoes, 4 Tovs Arefapevod 106 Trniov Tods mpdirovs 'ypanﬁﬁevras
T@v Zwkpatikdv diaddywv (Athen. 505 C = A. fr. 72). The text is
uncertain, and probably to be printed as a question. Rostagni sug-
- gested (see Introduction II, p. xii) that the ITepl IToryrdv was
. roughly parallel in structure to the P.and contained a full exposition-
of the theory of mimesis. There is no evidence that the reference to
Empedocles fr. 70 (cf. 1. 18, below) came from the same part of the
dialogue. R. suggested also that A. may have pointed out the ironic
implications of the mimetic activities of Plato who was so resolute
in condemning mimesis: cf. Athen. 505B: adrds (sc. Plato) rovs
‘StaAdyovs: y.m-q-rmws ypan/ms
47b13. w)\qv .« .1 if the mimes and Socratic dialogues were put, for
example, into iambics they would have a common name, but it
would be in virtue of their metre, not their content, and so irrelevant
qua mimesis.
47b14. -woibs: as Tpeperpomroids is not found, Lobel proposed the ex-
cision of Tptisérpwy in 1. 11 (CQ 23 (1929), 76)
47b16. puowdv Ti: ie. a poem wepi duaéws as of Xenophanes or
Empedocles.
47b18. "EpwedoxAei: poet, phllosopher, and mystery-monger of Acra-
gas in Sicily, ¢. 493-433. Considerable fragments survive of his poem
On Nature and of his Katharmoi ; they bear out the opinion of A.,
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quoted by Diog. Laert. (8. 57) from the Hepi Houraw (= A. fr. 70),
that he was a master of poetic diction. This opinion is in no way
inconsistent with what is said here, as diction by itself does not-
make a poet. .On differences between E.’s similes and Homer’s see
B. Snell, Discovery of the Mind, pp. 214-16.

47020, Spoiws 8¢ . . .: this takes up.47°1: pyvioa per’ dAjAwy.

ta pérpa: E., p. 57, seems.right in restricting pérpa to non-lyric

metres. It is true, though he does not mention it, that at R. 140036
A. uses pérpa in reference to Pl. Rep. 6014, B where both verse and
music are in question, but the lyric element is not essential to Plato’s
argument, and A. is notably careless about references. So uérpa here
need mean no more than dactylic, iambic, and. trochaic (cf. 59®34-

- 37); otherwise the exaggeration would be considerable.

47b21. Xaipfpwv: a contemporary of A. who seems to have aroused his
interest or to have been a topic of the moment. Ile is-mentioned
again at 6032 for his use of metres in combination and at R. 1413°13
as author of tragedies meant for reading rather than acting. Five
iambic lines of the Centaur are cited by Athenaeus (608 E) as from
a 8pdua moAvuerpov. What A. means by pukriy paywdiav is unknown.
A rhapsody is normally a portion of epic of a length to be given at
one performance

47b22. xal womTiv wpooayopeuréov: if there were any evidence that
the Centaur was non-mimetic, the point would be that Chairemon,
like. Empedocles, has to be called a poet for lack of any other word.
As it is, we must suppose that wpooayopevréov picks -up mpoo-
ayopevovres in 1. 15. C. cannot be called a wmapperpomoids (Tyrwhitt)
‘writer in all metres’, so he is called wouyrijs.

47924-29. We return to the main subject, poetic media.

47025, puBpd xai péler xai pérpw: cf. 47222. Both pédlos and pérpov
imply the presence of words, so Adyos is omitted. Pl. Gorg. 502 C says
that if these two elements are removed from a poem only Adyo. are
left.

pélos denotes words sung and therefore includes dppovia. But the
words themselves are nowhere treated as a significant part of the
pélos, which appears to depend for its effect on pvfués and dppovia.
Equally pérpov is never used by A. of lyric metres.. pvfuds contri-
butes to the effect of the words but uérpov is metrical Adyos and Adyos
is predominant. Cf. Probl. 920212, in the time of Phrynichus 7oAAa-
mAdaia elvar 7éte Ta wédn év rais Tpaywdiats Tdv péTpwv.

47027, wadépouat: in the dithyramb and in the nomos (here mentioned
specifically for the first time: see 4713 n.) all three media are used
continuously throughout—words are sung by a choir that dances; in
tragedy and comedy the dialogue generally uses only words and
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rhythm, music and dancing being confined to the chorus, though
actors sometimes smg (cf. 52P18).

There is nathmg partlcularly striking about this classification by

media except.A.’s perception that it ought to be made to include the
mime and Socratic dialogue. The arrangement is somewhat con-
fusing, partly because two out of the possible combinations of three
things, taken three, twn, and one at a time, are left blank. Harmony
cannot stand by itself, since all music is associated, if not with words,
with rhythm, and for the same reason words plus harmony cannot
-exist without rhythm. A. begins for no obvious reason with rhythm
plus harmony and rhythm alone, then passes to words alone and
~words plus rhythm, The digression on nomenclature divides this
- from the final sentence on the two ways of combining all three media.
Except for a reference in the next chapter pure music and dance
have no further place in the P., and song, uélos; though a part of
drama, is discussed not at all.

CHAPTER 2

The second differentia: the forms distinguished according to- the objects |

of imitation. Men are superior or inferior; the writer, like the artist, can
represent either sort. Sometimes, as with the dithyramb, both types can be
represented in a single form, but in general each form is concerned with
only one type, hence the importance of type as a differentia. As is empha-

sized in the last sentence of the Ch., this is the difference between tragedy =

(along with epic) and comedy (along with iambic or lampoon, 48b24 n.).
Our P., the first book, is mainly about the poetry of superior charac-
ters; the lost second book dealt with comedy and the inferior. The
same distinction is important also in the account of the differentiation
and development of literary forms given in Ch. 4; the main division is
between those who by temperament were attracted to superior or to
inferior human beings as their subject.

4821, oi p,upoupevot the poets, who are ultlmately responsnble for the
play or epic, as at 48226 where Homer and Sophocles are specified.
 But the same word can be used for the performers impersonating
 characters, as the dancers at 47228 or the actors at 62210. This.
ambiguous use is the less unnatural since down to.the time of
Sophocles the poet was himself the principal actor as well as being
producer and inventor of the dances for the chorus; he was ;up.'r)'r'qs

on several different levels.

wparrovras: the idea that men in action are the sub]ect of epic and
drama was already familiar. Cf. Rep. 603 C: mpdrrovras, daué,
dvfpdmovs pipeirar 9 pipnriey Pualovs 4 éxovalas mpdtes, and simi-
larly 396 ¢. Since A. is working up to his definition of tragedy as the
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pipnows of a ﬂpaftg 49°24, it is likely that mpdrrovras- contains the
implication of acting purposefully, not merely domg somethmg see
note ad loc. Though mpdrrew, unlike the English ‘act’, never of itself
means to perform on the stage, A. uses the verb 1nd1fferently of men
acting (pursuing a course of action) who are the object of the poets’
imitation as here, and the men acting (performing on the stage) who
are the medium of his imitation as at 6014, and it is not always clear
which meaning is uppermost in his mind—apparently men in action
(48 1, 23, 27; 50%6; 50°4), men performing (49°31; 50%21; 60°14):

avaykn 8é: the 8¢ here is connective, carrying on the force of éne,
rather than apodotic, and the apodosm begins after some paren-
theses at 87dov 8¢ In 1. 7: so G. and S.

4832, owoubaious # 1|>GUAOUS cf. Laws 798 D : povowky Tpémwy wpsjpara

BeAribvwr Kai xewpdvaww dvlpaimwy.
o. and ¢. indicate the two ends of the ordmary, aristocratically

~ based, Greek scale of values. dpery, ‘excellence’, forms no positive
adjective of its own and emovdaios could be used to fill the gap. Cf.
A. Categ. 10°7: dmo tijs dperijs ¢ amovdaios. T® yap dperiv Exew
amovdaios Aéyerar, and Pol. 1324%13. dpelwv and dpioros are in fact
related to dperq. o. and ¢. form a regular pair of opposites, e.g. EN
1113225, EE 1221P33, expanded at EN 1145°9 to 0. xai émawerds . . .
é. xai Yexrds. It is the mark of the o. to concern himself with the
pursuit of dperyq, which from Homer onwards is centred on honour.
The ¢ados is an inferior being, not because he is actually wicked but
because his capabilities and ambitions are mean. Cf. R. 1387P12:
of dv8pamodwdets xal dadror kai d$iddripor. The word can be used
without any suggestion of reproach as at Thuc. 7. 77. 2, when Nicias,
in catastrophic pligh_t before Syracuse, says he is in the same position
as 6 gavAéraros ‘the humblest’ of his soldiers. But they are people.
not worth serious attention and no sub]ect for tragedy, which is
about of émdaveis (53“12), heroes and ‘persons of quality’. - Near
synonyms of . are xpnords and émeuxijs, both words applied by A. to
the characters of tragedy and both by him contrasted with ¢. For
further discussion of o. and kindred words see Vahlen, pp. 267-8.
" These connotations of the word omovdaios are relevant fo a de-
ficiency which has been seen in A.’s account of tragedy, notably by
Wilamowitz, Herakles?, p. 107, that he disregards the heroic element,

~ the status of human and divine implicit in the myth, which was its
all but universal subject. In fact the conception of the omovdaios:
dvijp covers many of the same values. None the less it is probably
true that for A. and his age the myth had worn a little thin and they
were disinclined to discover in it the primitive profundities revealed
by twentieth-century critics and psychologists. It is on a more super-
ficial level that he speaks with approval of the story of Athena’s
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rejection of the flute as edAdyews p.ep.v@o)(o‘y'qy.evos (Pol. I34Ib3)
Theophrastus added something when he defined tragedy as 'qpaum)s:
—ruxr;g meploraais. Cf. also the later definition by Poseidonius moinois
8’ éor onpavrikdv molnpa pipnow mepiéyov Belwv Te kal dvBpwmeiwy;
see Diog. Laert. 7. 60; Brink, Horace on Poetry, p. 65.

- The superiority of the o. dwip is relevant also to the educational
effects of tragedy. The activities of admirable people must reflect
admirable standards of conduct. Whether we call this ‘didactic’ is
a question of words.

#10n : ‘disposition’ is closer than ‘character’ to the meaning of 4fos,
but it is a disposition acquired chiefly by training, not implanted at
birth. A. derives 4fos from éfos, ‘habit’. We become just through
acting justly, though the degree of justness we can achieve depends
on our natural endowment (cf. EN 1144°4-10). Once our #fos is
formed, the decisions we take with a view to action will be largely
determmed by it (see EN 1103 15). Common usage was rather wider.
Cf. Aes. Ag. 727: #fos 16 mpos Tokéwv (of a lion- -cub), Pmdar, Ol
11. 19, and A. himself on the 764 of the aristocrat, R. 1390°15. -

4833. rolTols dxolouBei povois: ‘follow, as effect from cause’, ‘go
with’ (cf. EE 1232231). 7ovrois: in spite of rodrous in the line above,
this refers to emovdaiovs 4 ¢. not to mpdrrovras as E. argues. It is true

- that 4fos is revealed by action (50°8), but it is not the point here,
which is that all 40y are comprehended in the terms emovdaios and -
dadlos. As A. is going to base a vital distinction on these two cate-
gories he emphasizes that they are all-inclusive..

4824. #) xa®’ Ypds: equivalent to 7év viv (l. 18), which is perhaps an
echo of Homer’s olot viv Bporoi elow. ,

4835, §j xai totodrous: this third term, ‘those like ourselves’, in addi- "
tion to those who are better or worse, corresponds to nothing outside
this chapter in the litérary forms which it is supposed to illustrate,
and is wholly superfluous. Possibly the comparison with the three
painters was originally made elsewhere in a different connexion. The

- contrast between Polygnotus and Pauson appears again at Pol.
1340236. The requirement that the characters of tragedy should be
épocor, which is put forward in Ch. 15, has nothing to do with this
“tripartite division. If tragedy is to arouse the proper emotions, the
characters must be like ourselves to the extent that we can feel
svmpathy for them (cf. 5335)

Qomep oi ypadels: sc. upodvrar.

MoAdyvwros: the celebrated fifth-century painter (cf. 50227).

4826. Navowv: perhaps the person mentioned by Aristoph. Ack. 854
and elsewhere in Old Comedy, who is said by the schol. to have been
a painter ; as he corresponds to Hegemon the parodist, it is possible
that he painted caricatures.
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Avoviaros: probably the fifth-century painter mentioned by Pliny,

. NH 35. 113. : :

4827, Aexberodv: i.e. in Ch. 1. ,

4829, dpxrjoer: dances representing those worse than the average man,

* among whom satyrs are no doubt included, are commonly shown on
vase-paintings. Cf. also Laws 814 E. :

48311. tobs Aéyous . . . Ynhoperpiav: prose, or verse but without
music; this is more likely than G.’s view that «ai is explanatory,
‘Aéyous that is to say yudoperpia’. Presumably Adyo. here are mimes
on various levels of seriousness. '

“Opnpos: though as author of the Margites (48°30) he wrote also
about ¢adoc. S

48212, KAeodiv: a tragic poet of this name is mentioned in the Suda.
The inappropriate diction of a Cleophon is referred to in R. 1408%15.
‘Hyfpwv: he lived at Athens in the second half of the fifth century.

- 48813, wapgdias: perhaps a play on paywdia, burlesque epic. The
- Batrachomyomachia of uncertain date is a surviving specimen, and
the Hymn to Hermes is not far removed in spirit. Burlesque. of -
myth was a feature both of satyric drama and of comedy. It is
not known. what innovations H. made. He is said by Athenaeus
(406 E, 699 A), to have produced parodies in the-theatre— possibly
there was a parody contest at the Panathenaea—among them a
Gigantomachia. He used the ludicrous tag kai r6 wépdikos axélos in
the same sort of way as'Aristophanes his Anxdfiov drddeger.

Nucoxdps . . . AehidSa: may be the comic poet contemporary
with Aristophanes. The title, if Deliad, would mean a tale of Delos,
if Deiliad, an epic of cowardice. : -

48214. 8:BupapPous . . . vépous: it is hard to believe that many poems
in these classes were of other than exalted type. But a new and more
flexible kind of dithyramb was introduced early in the fourth cen-
tury (see Pickard-Cambridge, Dithyramb, p. 38). Timotheus, the
innovator in musical technique and friend of Euripides, and Philo-
xenus of Cythera were both writers in the new style. Philoxenus,
when in love with the concubine of Dionysius of Syracuse, is said to
have relieved his feelings by representing his rival in the guise of
a grotesque and love-lorn Polypliemus. Something of his spirit is
probably reproduced in the two Cyclops poems of Theocritus, 6 and
11. Timotheus can suitably represent the more serious type of
dithyramb... Those -who believe that there existed dithyrambs on
three different levels can get a third name by taking as as the last
letters of a poet’s name, Apyds (Castelvetro) or Olvémas (Holland).
What little is known of Argas (see Athen: 131B, 638 C) suggests
that he was a bad poet rather than a writer of dithyrambs on low
characters. : : -
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48816, adrfi 8¢ 1§j Swadopd: the difference of objects presented is
common to several kinds of poetry, but in tragedy and comedy
especially the class of object is the distinguishing feature -of the
poetic form. The account of the central character of a tragedy given
later in the P. (Ch. 13) is not altogether easy to reconcile with the
basic requirement that it should be emovdaios. It is worth observing
that, although in Ch. 6 tragedy is defined as piunois mpdéews amov-
alas, it is the characters that are here the differentia. Presumably
a wp&‘fl.s omovdaia is to be defined as a mpdfis omovdaiwv. Cf. 48P25:
Tds kadas wpdfeis kai Tas TOV ToLoUTWY.

As 8aa¢opa has not been mentioned since 1. 8 Casaubon s Tadry or
Kassel’s avrfj 8¢ Tadry is an improvement.

CHAPTER 3

The third differentia, the manner of mimesis (narrative, dramatic, or
mixed) 48219-28; ; followed by a digression on the Dorian claim to the
invention of tmgedy and comedy, 48a28-b3

48219. tolrwv: sc. mpfoewy; in view of 47216 this is more likely than
Siagopav (Vahlen), in spite of L. 24, below. In fact division by manner
apphes only to those forms which use Adyos. -

&acra: the objects of imitation (cf. Ch. 2).

48a20-24. This is one of the most difficult passages in the P., though
the general drift of the meaning is clear. Plato (Rep. 392 D-394 D)
draws a distinction between those forms in which the poet speaks in
his own person (Sufynois, 8’ dmayyelas) and those in which he

.speaks through his characters, i.e. between narrative and dramatic;
but the dramatic form can be introduced into narrative, as it often
was and is, giving the ‘mixed’ manner. In this part of the Republic,

" though not elsewhere, Plato adopts a particular meaning for the
word pipnass, the activity of the dramatic poet or of the narrative .
poet speaking through his characters, ‘impersonation’, a usage: which
seems to have affected A., though he did not generally adopt it (but
see 60%9).. As Plato explains himself with great care, actually putting
part of Iliad i. 17-42 into narrative by way of illustration, it would
seem that this distinction was unfamiliar. There is no reason to
think that Plato denied that narrative was imitative in the wider
sense of the word.

The first problem is the grouping of the clauses. As the text has
come down to us we have a ore. p.e'v followed not by oré 8¢ but by 4 -
three times. If we take the first 4 as equivalent to oré 8¢ (a usage not
exactly paralleled, though we have oré 8¢ following ai uév at 52°s),
then we have three ‘manners’ of mimesis as follows:
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(1) The mixed, the poet at one time narrating at another ‘becoming

something else’, i.e. assuming the role of a character, as Homer does.
(Apparently Homer used direct speech more, and narrative less,
than other epic poets (cf. 60%7), which A. regards as one of the
reasons for his manifest superiority.)
- (2) With the poet maintaining unchanged the part of narrator.
According to Plato this was characteristic of the dithyramb, but
direct speech was certainly not excluded. Probably A. has no one
form in mind. ' S

(3) With the imitators acting and taking part throughout. (The
syntax of this sentence will be considered later.) This is clearly the
dramatic form, in which the poet never speaks in his own person.

On this interpretation, which is B.’s, we have three possible
manners: mixed, narrative, dramatic. Commas are required after
mowel and . perafdMovra. This is very close to the passage of the
Republic which is generally supposed to have inspired these dis-
tinctions. ‘ :

Or it is possible to take the third #, the one after uerafdAdovra, as
equivalent to oré 8¢. Then we have two main divisions, the first of
which, narrative, has two subdivisions. Thus:

(1) with the poet narrating : either (g) becoming (at times) someone
else, like Homer, or (b) maintaining the part of narrator unchanged;
(2) the dramatic manner as above.

Commas or dashes are placed after drayyéAovra and peraBdovra.

Most editors prefer the second interpretation. dré pév suggests
a single main alternative to follow. Given A.’s manner of writing it .
is not a serious objection that with &repdév 7 yryvéuevor we have to
understand that the poet sometimes speaks in his own person as
well. Apparently A. does not distinguish between passages in which
poets narrate and those in which they speak personally as in invoking
the Muse or commenting on their story, e.g. I1. 23. 176.

48321. &repbv m: the neuter is curious, but the objects of imitation
were referred to in the neut. 7d adrd in 1. 20. 60210 elodyer dvSpa 7
yvvaixa 9 dAdo :7v }fos is perhaps relevant. Vahlen compares Phys.
24718, .

48322. nouwei: probably ‘composes’. Cf, 58b8.

48323. §§ wévras . .. ppoupévoust: the construction of the whole
sentence is complicated by its being acc. and infin. depending on
éorw. If we rewrite it with finite verbs, it runs xai yép év Tois adrois
kal 7d avre ppeirar (6 pepovuevos) Sre pév dmayyéMwv, 3 Erepdv T
yLyvopevos . . . 4 ds 6 adros kai p) perafdMwy, § wdvres s mpdrTovTes
Kkai évepyodvres (uipodvrar of pupodpevor). '
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The change from sing. to plur. is noticeably awkward; behind it,
as B. suggests, is probably the thought that, whereas a single poet or
rhapsode recites, a number of actors perform. We have here the
same ambiguity as was noted in the discussion of 4821. Far-reaching
implications are discovered by J. Jones in his Aristotle and Greek
T'ragedy, p. 59. It is all but inevitable that s 7ov adrdv should be
parallel to s mpdrrovras both from the build of the sentence and
from the fact that the chapter is about 76 ds ppsjoaro dv 7is. But so
far as A.’s usage is concerned s mpdrrovras could well be the object
of ppeiofar equivalent to 8o 7@v mparrdvrwr, the medium of the
dramatic poet. This would then be picked up by the mpdrrovras of
1. 27, below (where A could have written s wpdrrovras). If with
most editors we retain Tovs pepovuévovs, the obscurity is somewhat
increased. Vahlen at one time proposed its excision and Butcher
brackets it in his text. If it agrees with wdvras mpdrrovras it 1s worse
than superfluous. If it is the object of p.bp.efaOaL it has to be taken as
an almost unique pass. = ¢ v plunaw Tapéxwr 54226: so Tyrwhitt,
and cf. V. ad loc. The most acceptable expedlent if we wish to keep
7ods p. is to take it as subj. of ppeiofar, and ds mpdrrovras as ob] o
with Casaubon’s mdvra for mdvras.

48225-28. Gove T pév... dpdw: we have here two illustrious pairs,
Homer and Sophocles, whose subjects are heroic characters, Sophocles

- and Aristophanes, whose medium is drama. Aristophanes is scarcely
mentioned by A., who was no enthusiast for the Old Comedy with its
alaypoldoyla, obscene abuse’ (EN 1128222). He probably felt more
admlratlon for Epicharmus, but the two Athenians make a better
pair.

With this illustration of the 7piot Scadopals at 1. 24 the first section
of the work is rounded off (cf. 47216). Our own way of dividing the
arts is different, and the interest of A.’s system is largely historical.
‘For us music has a separate existence in its own right, and the arts’
which combine music with words and dance, opera and ballet,
belong to music. The distinction between grand and low personages
as objects of representation has had little relevance to literary forms
since Milton and the French Classical drama. The third distinction,
between narrative and dramatic presentation, owes its significance
to the conditions prevailing in the ancient world, where literature
was something heard rather than read. Plato’s Ion 535 C leaves no
room for doubt about the dramatic quality of a recitation from
Homer, and of the difference between Homer and an epic poet who
provided no speeches in which the rhapsode could show his powers of
impersonation. Comments in the scholia, such as that on Eur. 4lc.
163: petéBn 8¢ éx Tob éémynTikod €mi 10 pupmTikdv, show that later
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scholarship continued, whether or not out of mere pedantry, to

recognize this distinction; cf. also Vit. Aesch. 19, and Dion. Hal,,

Thuc. 37 on the Melian Dialogue: xai xar’ dpxds pév éx 7ol i8iov

npoodimov 8dol Ta Aexfévra U9’ éxarépwy. éni uds 8’ dmokpioews ToiTo

76 oxipa Sdwarnpioas, 76 Sipynuarikdy, mpoowmomoiel TOV perd TabTa

Suddoyov xal Spaparikdv; cf. also [Longinus] 27. 1 with D. A. Russell’s

note. : ' - _

Today a not wholly dissimilar distinction arises in the study of the
novelist’s technique. ‘Dickens’s impulse is always to present, in
dialogue and pantomime; instead of telling us about, he shows us’:
see Wellek and Warren, Theory of Literature (London, 1949), ch. xvi
‘The Nature and Modes of Narrative Fiction’. '

There is a certain artificiality in A.’s structure of forms; we have
a number of media in each of which, and in certain combinations of
which, three kinds of -object can be imitated in two (or three) dif-
ferent manners. But of some of these possibilities there are no in-
stances at all, for example, of manner in those media which lack
Adyos, and others are represented by freak instances such as a di-
thyramb about a Cyclops. S '

48326 6 adrés: a compressed expression for ‘the same sort of’. -

48a28-b2, A digression introduced, or suggested, by the Dorian
associations of the word 8pév used synonymously with mpdrrew and
from the same root as 8pdua, ‘drama’; this was the basis of a Dorian
claim to have originated tragedy and comedy. A. expresses no
opinion on this claim, but presumably thought it of some impor-
tance. On the original meaning of 8pdv see B. Snell in Pkhilol. Supp. -
20. 1 (1928) and H. Schreckenberg, dpdua (Wiirzburg, 1960). The word
was freely used in fifth-century Attic by both poets and prose writers,
but some fourth-century orators avoided it.

Themistius, who cites A. as his authority on Thespis, states that
tragedy was invented at Sicyon, Or. 27. 337 B. This too may come
from A., but it is hardly proof that A. accepted the Dorian claim.

48429, adt4: tragedy and comedy, as suggested by Sophocles and
Aristophanes, who, rather than the neut. pl. adrd, are probably the
subject of ppodvrar; possibly of mpoduevor is to be understood, as
the names of the forms are older than the poets.

48331, évraidla: Megara next to Attica as opposed to M. Hyblaea
north of Syracuse. The word suggests that the passage was written
at Athens, and so before 348 B.C. or, more likely, after 33s.

48a32, 8npoxparias: following the overthrow of the tyrant Theagenes
at a date which is very uncertain, usually taken to be early in the
sixth century. While Attic Old Comedy could have existed only
under a full democracy, there is no evidence whether Megarian
comedy was of the kind which only a democracy would find
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congenial : and it i3 questlonable whether there could have been such
a democracy in the period of Theagenes. Susarion, whom a dubious
tradition made inventor of comedy and also claimed as Megarian, is
.not mentioned here. Megarian comedy of a later date is referred to
in Aristoph. Vesp. 57 and in EN 1123%24.

48233, ’Ewixappos ... XwviSou xai Mayvnros: the Suda glves the
Alor. of Chionides as elght years before the Persian War, i.e. 488 B.C.,
and Magnes is known to have won his first victory at the Dionysia in
473/2. Both may have competed at the first official comic contest in
486 B.C. For the official list of comic poets see Pickard-Cambridge,
Festivals, p. 114. Epicharmus is thought to have begun producing
comedies (mainly non-choral) at Syracuse towards -the end of
the sixth century and to have died at a great age about 467 B.C.
Accordingly ‘much earher is a stronger expression than would seem
]ustlﬁed

It is extraordinary that Ep1charmus, one of the most famous of
ancient poets, should be described as ¢ mouyris. These words at
least are suspect. L.G. Breitholtz, Die dorische Farce im gr. Mutter-

" land (G6teborg, 1960), is sceptlcal about the whole tradition of early
Dorian comedy.

48a35, év Mehomwovviio:- probably connected with Sicyon where, ac-
cording to Herod. s. 67, ‘tragic choruses’ performed in honour of the
hero Adrastus early in the sixth century. These choruses would be
pre-dramatic. Epigenes of Sicyon is mentioned in the Suda as a
tragic poet after whom Thespis was either the second or the sixteenth
in the list of tragic poets. Corinth, where Arion developed the
dithyramb, was Dorian but doubtfully within the Peloponnese.

c'wc')p.a.‘ra i.e. the words xdun—dquos and Spav—mpdrrew.

48236. kdpas: the Dorian equivalent of the Attic demes, country
districts. (The urban demes may have been an invention of Clei-
sthenes.) A. shows himself aware of the other (and true) derivation of
comedy from «dpos, the procession of revellers.

Various stories appear in late commentators connecting comedy
with xdpac: see Kaibel, Com. Gr. Frag., pp. 6, 11, 16. The version
which A. has in mind is not extant.

A. reverts to the early history of tragedy and comedy in the course
of his sketch of the development of poetry in the two following
chapters: see especially 49°9-P9, where there is no mention of
a Dorian contribution except for comedy. 7a ¢a)u\mé would be more.
easily associated with a x@&uos than with a xdur.

48b2, wepi pév odv . . .: the subject of classification is now ﬁnally dis-
missed. But before the main discussion begins it is necessary to
trace the development of poetry in time and to show how the dif-
ferent forms emerged. How far this account is to be regarded as
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a mainly logical scheme of development, and how far it is intended as
a record of historical fact, is a difficult question.

A.’s scheme of mimetic arts is given in diagrammatic form by G.,
p-. 108, and with some modification by Solinsen in CQ 29 (1935), 196.

CHAPTER 4

The origins of poetry, the division into forms, and the development of
tragedy. :

48b4-24. The two causes-of ﬁoetry.

48b4, oixaot: B.’s rendering ‘it is clear that . . .’ is rather strong for
a hypothesis ; the word is used to avoid dogmatism. Cf. EN 1096°5:
maavw-repov 8’ dolaow of ITvBaydpeior Aéyew mepl adrod, where ‘seem’
is the natural English.
yevvijoai: ‘produce’, used of the invention of dancing (Pl Laws
673 D).
8\ws: either ‘in general’ allowing for other incidental or subor-
dinate causes such as, G. suggests, divine inspiration, or, more likely,
‘as a whole’, contrasted with the particular causes leading to the
growth of the various species ; S0 E.
airlar 80o: the pleasure in 1m1tatmg and the pleasure in imitations
performed by others; or pleasure in imitation and the instinct for
melody and rhythm (see on 1. 22, below).
48b5, $uouwkai:asanintegral part of human nature, repeated in odudvrov
(éorw). S. sees here a denial of theories of divine inspiration. Any-
way the traditional mp@ros edperifs is conspicuously absent from this
account, as is any attempt to enlarge on the relationship between
the artist’s mimesis and the poet’s.
48b7, p.tp‘qﬂxw'rufov. the neighbouring {dwv has suggested {@ov with
which lup.'rrrmwra'rov is made to agree instead of with dvfpwmor. Cf
Prob. 956214: % 61t ppnrikdTaTov (SC. av0pw7ros) pavldvew yap
dvvarar 8ua TodTo.
48b8, ai: this carries on the const. of av,u,burov
It is characteristic of man not only to imitate but to take pleasure
in the imitations performed by others. Were it not 50, We might have
poets but no readers of poetry.
48b10. émi vdv Epywv: ‘in practice’, cf. EN 1131718, rather ‘than ‘in the
case of works of art’. But at 62218 it means ‘when plays are per-
. formed’. G. seeks to save consistency by reading éx 7@v épywv there.
48b11. pahiora fxpBopévas: in the extreme case of dxpiBea viewers
are persuaded that they see not a representation but the reality, as
with Plato’s carpenter (Rep. 508 €). In A. dwdrn with reference to
the arts is conspicuously absent : cf. Appendix I.
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48b12, u.ﬂpo'ru.‘mv. cf. {wozg xal peyddois kal puxpols ral np.tocs Kat

drworépors De An. 404°4, and Part. An. 645215

On the other hand, if we enjoy a representation because the
popdj of the object as represented is pleasing we shall be pleased by
the object itself (Pol. 1340%25).
~ Most ancient painting and sculpture (elxdvas covers both) was of
mythical subjects, among which corpses would appear from time to
time, e.g. the children of Heracles or Niobe ; the lowest animals, one
would have thought, less often, as Circe’s swine or a hydra.

The difficulty of recognition in the case of rd&v dpxalwy ypadéwy is
mentioned at Top. 140%21.

48b13. kai rodrou: we have had the proof that it is so, enpeiov Todrov
l. 9; we now have the reason for it.
A. nowhere attempts to analyse the difference between the re-
actionsof aman v1ew1ng arepresentation and of the same man viewing
the original, and so ignores a basic problem of criticism—unless,
which is not very likely, it formed-part of his explanation of katharsis.
Accordmg to De An. 427°21-24 a representation arouses a feebler
emotion than the original.
pavBavew . .. fidiorov: cf. Pl. Rep. 475 D, A. Met. 980%22. The same
explanation-of the same paradoxical fact, that we enjoy looking at
representations of things in themselves unpleasing, is given at R.
1371b : émel 8¢ 70 p.avﬂaveiv Te 78V kal 76 Oavudlew, xai 7o Toudde
a.va.ym; 1]8€a elvar olov 76 7€ mp.'q'rmov, warrep 'ypa:ﬁuc'q Kai avﬁpl.av-ro-'
moula xal 1101.171'/.'(17, kol wdv 6 dv €d pepipmuévov §, kdv 4 p.-q 7;3v adTo 706
pepunuévor: od yap émi Tovtw xaipe:, dAAG ocvAdoyiouds éoTiy STi ToliTo
éxeivo, dore pavldvew 7o ovpBaivee. The explanation is inadequate.
When we have learnt what already familiar thing a picture re-
presents we have not learnt much. ovAdoyifeofas 1. 16 is somewhat
nearer the mark. We have the intellectual pleasure of solving
. a puzzle, as in the simple delight of the Chorus in the parodos of Eur.
Ion when they recognize the subjects of the (?)reliefs at Delphi.
Plutarch has a highly confused discussion of this problem in his De
Aud. Poet., M. 18 A-D. This same idea is introduced far more
plausibly at R. 1410P10 in connexion with metaphor and simile,
where the moment of illumination which comes from recognition of
a not wholly obvious resemblance is well observed. It has no rele-
vance to the aesthetic enjoyment of a picture.
M. states (pp. 35 and 204) that ow\z\oya{eaﬂac here and at 5537, 10
means ‘infer by syllogistic reasoning’, at 61°2 no more than ‘con-
_sider’, and that the last occurrence is earlier than the invention of the .
syllogism. While it is true that we have two meanings ‘consider’ and
‘infer’, there is nothing in the latter which goes beyond the common
51gn1ﬁcance of the word in Plato.
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The principle pavfdvew 48¢ has a bearing on the enJoyment of
literature. One of the many elements present in the impulse to
undergo the painful experience of seeing a tragedy is probably the
desire for knowledge, knowledge of the behaviour of human beings in
extreme conditions. But there is nowhere any indication that A.
means this. In prose fiction this element, though not of the first
importance, is more pervasive. It has commonly been regarded as
a merit, however aesthetically irrelevant, if a novel gives us a vivid
picture of life in other times or places or in an unfamiliar milieu.
Further, if poetry has the universal quality ascribed to it in Ch. g, it

- should reveal to us the significance of particular experiences, so
that we should learn from literature a fuller comprehension of the
nature of life itself. But there is nowhere any hint that A. intends by
the pleasure of learning anything of this sort.

48P17. olvos &xeivos: the masc. is strange after 7{ éxaarov ; cf. 48221 for
the opposite switch. Both the passages from the R. cited on 1. 13

- above have rofito éxeivo (which is G.’s reading here) in the corre-
sponding place, and so Aristoph. Ran. 1342, ‘so that is what the
dream meant’. As portraiture had little place in A.’s world, the figure
recognized must in-most: cases have been a mythological one, but
Alexander, for instance, might be picked out in a battle piece. The
elxovdypagos of 54°9 is a portrait-painter. :

E. has a suggestion which would give a more real meaning to
pavfdvew. The spectator is at a zoology lecture and learns from a pic-
ture or diagram to what genus an animal belongs, ‘that is a so-and-
so’. But the mention of philosophers in 1. 13is not enough to conjure up

- alecture-room, and it does not suit the passages from the R. R.G.C.
Levens ob]ected JHS 81 (1961), 190, that Towodiros would be needed.

émel éav p.'q 70X . . .: this reads like an afterthought ; if the subject
of a picture isnot at least partly familiar, there can be no recognition,
and pleasure in the workmanship seems a lame alternative, but the
same pleasure in craftsmanship is recognized at Part. An. 645%10 (cf.
Plut. M. 673 D—4 D), which is as near as A. gets to admitting an
aesthetic pleasure. It should be remembered that the visual arts
are not A.’s prime concern; they are brought in merely to illustrate
a basic impulse, which led gradually to the development of poetry as
we know it. Pl. Laws 668 D, E speaks of the impossibility of judg’.ag
a picture of a kind of animal one has not seen.

48b20. xara oow: cf. dvaixal, avpdurov above. It has already been
implied by the examples of the distribution of media among the arts
that harmony cannot exist without rhythm, so they form a natural
pair. The possession of these instincts for rhythm and harmony
distinguishes men from animals according to Pl. Laws 653 E. They
are manifest in children from birth (Probl. 920°30).
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48b21. pépia: ‘sections’. Lines of dactyls, iambs, or trochees are
thought of as pieces cut off from a continuous rhythmic strip ; cf. R,
1408b29: puipds, of xai td pérpa Tunrd (rphpare, B.). pérpov often
means ‘mfetre’ in the abstract, and we have had it as Adyos pera
pérpov; either will do here. : ,

48b22, kara pukpdy . . .: the adrooyediaopdrwy, ‘improvisations’, came
first ; men gradually developed them (mpodyovres) until they reached -
a stage when they became fit to be described as belonging to an art.
Though there is no reference to it, this is not incompatible with the
view attributed to Democritus that povoui is the product of super-

- fluity (Philodemus, De Mus. 31; see Koller, Mimesis (Berne, 1954),
Pp. 146, 151). The slowness of development might well be due to
lack of leisure in a struggling community.

A major problem of the P. is whether (@) the two causes are the
natural tendency to imitate and the natural pleasure in imitations,
or (b) the tendency to imitation is one cause with two subdivisions,
and the other cause is the instinct for rhythm and melody. (a) is
favoured by the phrasing of the passage into which rhythm and
melody are introduced late and unemphatically as though of subor-
dinate importance. It can also be argued that A. treats the plastic
arts and poetry as similar forms of imitation, and that rhythm and
melody have no connexion with the plastic arts and are therefore
excluded as a main cause. (It is true that pvfuds was sometimes
applied to objects devoid of motion or repetition, e.g. a shield (Xen. .
Mem. 3. 10. 10) which is edpvpos if it fits. As Wolf says (see 47222 n.),
puBuds is here equivalent to oxfua, as it is at Met. 985P15. Later the
critical use of the term seems to have been extended; Aristides
‘Quintilianus (? third century A.D.) 1. 13, says that ﬁv0yés'is used in
three connexions, one of which is éni r@v dxwijrwy owpdrwy, Gomép
dapev etpvfuov dvdpiudrra.) Again, the essentials of imitation can be
effected through the medium of prose to which rhythm is not in-

- dispensable. Alternative (a) is accepted by B., R., and S. '

In favour of (b), the more likely, it can be argued that it is in
accord with common sense; that éyéwnoav in 1. 23 resumes the
yewijoar of 1. 4, giving A.’s final statement of his view,and that adrd
in’]. 22, whether we read =pos adrd (cf. ¢ eddués elvar mpds adrifv sc.
latpuciiy Met. 1003°3), or make it the object of mpodyovres, must refer
to 706 pepeiobar kai 7is dppovias xal 7o pvfuoi of ll. 20, 21, and that
all three must therefore be concerned with the origin of poetry, the
tendency to imitation being one cause and the instinct for melody
and rhythm the second. This is the view of G., M., and E., and of

- Tyrwhitt and Vahlen among the older critics. The delayed mention
.of pvfuds becomes easier if we regard 48"12—19 as a parenthesis; M.
and E. agree that it 1s.
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It is possible to make a guess about the way in which A. reached
his conclusions on this subject. Literature in its most highly de-
veloped form, tragedy, is the imitation of an action in a form using
rhythm and melody. Both these elements. can plausibly be traced
back to very simple beginnings. Man has perhaps had some sort of
song and dance as long as he has been man. A. did not know how
long ago men had begun to paint animals on the sides of their caves
(not that this practice is to be accounted for by purely mimetic
tendencies) but he rightly inferred from the habits of children that
the instinct is fundamental. However, he was not altogether happy
in combining the two ideas. It is far from clear that the urge to

~ expression present in the primitive dance has anything to do with the
visual arts, though both may have roots in magic. One may suspect
that both Plato and A. were ill served by a theory of mimesis which
could be applied indifferently to painting and poetry. As used in the
discussion of music in the Politics the conception of mimesis is much
less inadequate ; it means there something very close to ‘expression’.
But references to accurate (fxpipwpévas) drawings of animals serve
only to darken counsel. =~ :

48b24-4926, The poetry of amovSaiow and padow, hymn—epic—tragedy and
lampoon—comedy. '
48b24, Sieombobn 8¢: 8¢ corresponds to pdv GAws at-48°4. This is the
first stage after the yéveas of poetry out of improvisations ; poetry
was split into two streams according to the characters of the poets.
In spite of Finsler, Platon und die A. Poetik (Leipzig, 1900), p. 198,
and E., it is hard to believe that the #fos is that of the poetry rather
than of its writers (and at 494), though it is quite true that we here
. revert to the idea explained in Ch. 2, the classification of poetry
~according to the objects of mimesis, and this is, strictly speaking,
a classification of poems not of poets; cf. kard 79v olkelav gvow 49°3.
48b25-26. kakas: clearly indistinguishable from omovdaiovs 48°2.
oepvés and edrelds also mean the same in this context as omovdatos
and gadlos respectively. oeuvds may have particularly appropriate
associations. Cf. 76 gepvdv dyav xal Tpayucdv (R. 1406°7), wire mepi
ereddv oepvds (AMyew) (R. 1408213), and ironic % oep) adry kai
Oavpaoti, 4 Tis Tpaywdias moinaws (Pl. Gorg. 502 B).
mpéas see note on 49°24. : :
48b27. Yéyous:'songs or poems of abuse balancing Jpvous xai éyxwpua,
poems in praise of gods and men respectively. A. has nothing to say
of the mature forms of hymn and encomium as written, for instance,
by Pindar. (The only Pindar mentioned in the P. is an actor.)
48b28, wpd ‘Opsfipou: a number of poems of a religious and ritual
nature were attributed to poets supposed to be older than Homer,
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e.g. Orpheus, Musaeus, Olen. A. was, at the least, doubtful of their
authenticity (Hist. An. 563218, Gen. An. 734*19). '
rotodtov: this should refer to the several kinds of poem mentioned
in the previous sentence, but it is clear from what follows that A. is
thinking only of yidyor; there is no further mention of the serious
sort of poetry until L. 33. Itis astomshmg that in a passage of this
sort Homer should first be mentioned in connexion with the Margites
and comedy. It is possible that yéyo. are mentioned here because A.
did not wish to exclude the p0551b111ty that the supposedly pre-
Homeric duvor were authentic.
48b30. 6 Mapyirns: this was a burlesque ep1c about the ludlcrous ad
ventures of a ‘dumb’ hero who moA\’ 4nidraro épya xaxds 8 Hmioraro
mdyra. It is again cited by A. as Homer’s at EN 1141214, on which
the commentator Eustratius (¢. A.D. 1050-1120) observes: wapdyet. ..
kai Twva moinow Mapyiryy dvopalopévpy ‘Ourpov. pvnuovedew 8 adris
oV pudvov avros A. év & mpdire Iepi IMomrikfs dAAd xai Apyxidoxos kai
- Kpativos kai KaAXipayos . . . kai paprvpodow elvar ‘Ourjpov 76 moinua.
As the floruit of Archilochus was about 650 B.C., which is earlier
than the generally received date of the Margites, the reference should
probably be to the 4px{doyo: of Cratinus : see Radermacher in RE 14.
1707. The metre was hexameter irregularly interspersed with iambics,
as exemplified by POxy. xxii (1959), 2309.
xal 7d roiadra: there were other burlesque epics, one of which, the
Batrachomyomachia, survives in a late form. It has no resemblance
toa |ﬁoyos
év ols: in spite of the nearness of ra rowadra the reference is to the
péyou: cf. 59P12 for the posmon of the relative. Itis tolampoons that
the iambic metre was appropriate, while the Margites was not a true
yYdyos, being akin to comedy (48°38). R., however, disagrees; as no
Ydyou survived, their metre was unknown Probably A. assumed that
the metre developed during the period of indefinite duration when
ydyor were being composed. The oldest surviving jambics would be
“for A. those in the Margiltes, but it is not suggested that Homer in-
vented the metre. - Though not all $éyo. need have been in iambics,
{apBor and Ydyou in this passage are not to be distinguished.
48b31, f§A0e: ‘turned up’: cf. mapagdaveions at 492.
pérpov: A, derived ‘iambic’ from lauBilw = Aodopd ; it should be
the other way round. As the natural metre for abuse it came xara
6 dpuérrov and, though it had long ceased to be restricted to this
use, the name remamed (The metre is always {auBeiov; lapBixos
means ‘abusive’, and {apBos can include abusive lines in trochaic
tetrameters (R. 1418°28); see K. J. Dover, Entretiens Fondation
Hardt, 10 (1963), p. 186.)
48b32, iGguPifov dAMjlous: this implies abusive exchanges of a ritual
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nature such as we know to have been common in many societies:
cf. Herod. s. 83. 3,and LSJs.v. yepupilw. This piece of information
does not seem much at home in its context. For another derivation,
from Iambe, see Hom., H. Dem. 195-204.
48b33. 1dv maladv: at 53"27 ol madawof are extant poets; here logical
sequence rather than chronology is the subject. There was a long
period when these were the two forms of poetry practised, epic and
tambic. Archilochus is not mentioned as the iambic poet, but his
name is to be supplied mentally. Transitions from an earlier to
a later form, e.g. from hymn to epic, are not under consideration.
48b34-38. Gomep ... Spaparomorioas; the genius of Homer tran- -
scends ordinary llmltatlons, and he ‘embraces both omovdaiovs and
dabrouvs. Actually tragic poets also wrote satyr-plays, though never
comedies; cf. Pl Symp. 223 D.
& omoudaia . .. wommis: cf. Xen. Cyr. 3. 3. 39: emo-nmoves Ta
mpoaijkovTa.
48b35, Spaparids: the distinction between narrative and impersona-
" tion was made in Ch. 3, and Homer was praised for his use of im-
personation, but in view of Spaparomoujoas below it must mean more
than this, as at 59219, both more unified in structure and more
‘generalized in significance. Thus Homer developed the forms in the
direction of tragedy and comedy, but epic and iambic long continued
to be the main forms. That uvo. and other lyric poetry continued to
be composed in the pest-Homeric perxod is probably implied by
49°10-14.
48b36. oxfjpa ... umsagev. Homer indicated the outlines of the
emerging form of comedy. oxfua (cf. 4926 and 49P3) implies the
structure, the ‘set-up’, of comedy, hardly to be distinguished from
eldos. But it is excessively difficult to believe that the Margites ap-
proached comic form in any respect other than the use of direct
speech. Conceivably the episodes in which the hero was involved
may have had something in common with incidents in the Dorian
" comedy of Epicharmus, who is no doubt the next in the line of
development. In the terms of Ch. 9 Margites would mark an advance
as being a more universal, i.e. typical, figure than the object of
lampoon.
48b37. Yéyov . .. yehoiov: the difference is more fully indicated at
49234-37. Whereas ydyos is essentially vituperative, ‘comedy dis-
plays the ridiculous without malevolence, though this is not always .
true of the Attic Old Comedy
48b38. 6 yap Mapyims . . .: the kinship between Homer’s eplcs and
tragedy was widely recognized. Cf. Pl. Theaet. 152 E: of dxpot Tijs
moujoews éxarépas, kwuwdlas uév "Emiyappos, rpaywdias 8¢ "Ounpos
and the passages cited by G., p. 109. The suggestion of a similar
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relationship between the Margites and comedy was probably novel.
Homer must have marked out the oxfua of tragedy too, but in this
case the subject remained unchanged, ¢ omovdaiov.

4932, wapadaveions 8¢ Tiis Tpayedias: at one level the realization, of
the potential already present in poetry from the beginning is spoken
of as a natural process, at another (49215 ff.) innovations made on the
initiative of individuals are regarded as an-important part of this
process. :

4924, oixeiav: see on 48P24. . _

kopwdomowl . . . 1puyq»808x86oxa)(ot: there seems no reason for
this elegant variation. 8i8doxew means to produce a play, and A.
uses kawpwdodiddokalor (EE 1230°19), without amny difference in
meaning. The transition dvri r@v érdv rpaywdodiddoxado is consis-
tent with 4921925 only if epic poets took over tragedy ready-made.

4986, peifw kai évrpérepa: ‘grander and more estimable’. The
superiority of tragedy to epic as a form is explained in Ch. 26. But it
was only at ‘a late stage’, 1. 20, that tragedy became oepvos and ol
omovdaio. then abandoned epic for tragedy. .

‘This concludes the scheme of the development of the various poetic
forms, which is followed by a fuller discussion of tragedy and comedy.
The confused impression which is left by this middle section of Ch. 4
is due partly to compression, partly to the introduction of Homer,
an historical figure, into what seems to be an account of logical
rather than of historical development, and to the attempt to connect
him with comedy as well as tragedy. Arising out of improvisations
we have the two sequences, hymns and encomia—epic-tragedy, and

" lampoons—comedy ; symmetry could be improved by inserting
jambic poetry between lampoons and comedy, making three of
each; but though the original lampoons may not have been in iam-
bics, ¥éyor and {appo are essentially the same. The effect of Homer’s
genius was to bring both existing forms nearer to the ultimate goal.
This is easily understood as regards epic, but it is hard to believe
that the Margites had much in common with a yéyos. No doubt, as
being more humane than a ¢idyos and less concerned with the foibles
of a particular individual, it bore some resemblance to later comedy.
After Homer, epic (which would include Hesiod) and iambic poetry
continued to be written much as before, but meantime new forms
were developing to the point where Epicharmus could turn to comedy
and Thespis followed by Aeschylus to tragedy. It is not suggested
that tragedy developed from epic, only that it was its spiritual suc-
cessor. According to what follows tragedy in fact developed from
performances which were mainly ludicrous, 49°19. o

‘We now turn to tragedy and comedy, which are considered

together in their most rudimentary stage, 49%9-14; thereafter tragedy
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is the subject for the remainder of Ch. 4, 49°14-31, and comedy for the
first half of Ch. 5, 49232-%9. ‘ ‘

4937-9, A, first asks whether the development is complete. dAdos
Adyos implies that he will return to the subject, but we do not know
that he ever did. He appears in fact to answer his question in the
affirmative a few lines later, 49215, but see note ad loc. ‘

14998, eibeowv: usually taken as ‘constituent elements’ = pépy (cf.
50°13 and 56%33), but in neither case is the text beyond doubt. B.
declares this use unexampled except in Plato. G. says that it means
the same as oyfpara. It could also refer to ‘types’ of tragedy (cf.

~ 5532, 50°8). The question is whether further development is possible.
Further development of the pépn seems excluded by 49%15. E. makes
elSeow depend on ixavas; cf. Pol. 1318P25: ixavds éxer Tois moddois,
meaning ‘is adequate to the basic form’. .

nwpds 1& Béarpa: the natural realization by tragedy of its poten-
tialities might be impeded by accidental factors like the require-
ments of dramatic festivals—as it might be by dinner and licensing
hours; cf. 5126, the length of plays is governed by festival arrange-
ments. The quality of the audience too might be relevant; cf. Plato
on their fearpoxparia (Laws 659 B, 701 A). ‘

4929-31. Origin and development of tragedy.Every phrase in this pas-
sage has been the subject of controversy. For a general account of
the subject the reader is refeired to A. W. Pickard-Cambridge’s
Dithyramb, Tragedy, and Comedy. Recent work on the subject is
summarized in: Fifty years of Classical Scholarship, ed. Platnauer

* (Oxford, 1955), (that on tragedy by Professor Webster, on comedy
by Professor Dover), and more recently by Professor A. Lesky,
Die Trag. Dichtung der Hellenen* (Gottingen, 1964). A full his-

“torical survey of the controversy is given by C. del Grande in
TPAI'241A4% (Naples, 1962). The latest studies are Die Anfinge der
gr. Trag. by H. Patzer (Wiesbaden, 1962), and The Origin and Early
Form of Gk. Trag. by G. F. Else (Harvard and London, 1966).

The main point at issue is whether A. is writing from knowledge
of a genuine tradition or propounding a scheme based on his own
guesses and inferences. A. lived some two centuries after the estab-
lishment of the tragic contests. The official records, which he used for
his Didascalige, began about sor B.C., and it is unlikely that any
earlier evidence of comparable quality was available. No doubt
some information based on tradition was preserved by fifth-century

‘writers, information like that given by Herodotus about the ‘tragic’
choruses at Sicyon in the early sixth century. A Glaucus of Rhegium,
who is quoted in the Argument to the Persae, wrote Iepi r@v dpxaiwy

Howrav xai Movawdv probably about 415 B.C., and some facts of
literary history were preserved by the Atthidographers, of whom the
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earliest was Hellanicus of about the same date. It is extremely
doubtful whether A. possessed any detailed information about the
development of tragedy before its introduction at the Dlonysm in
or around 534 B.C.
On the other hand, and this is sometimes forgotten, A. had access:
to an immense amount of literature which is lost to us; he knew
virtually all Aeschylus and some of Phrynichus, though probably -
nothing of Thespis; also he was doubtless much better supplied
‘than we are with early satyr-plays. Thus he was in a good position
to extrapolate backwards from mature through early tragedy to
whatever preceded tragedy; and if it appeared to him that the
answer was some form of choral lyric, this must carry great weight.
It is uncertain how much of early dithyramb survived; Arion was
the key figure here, but as no quotation from his works remams, 1t is
likely that they were early lost.
Finally, it is worth observing that-A.’s account of the origin of
" tragedy from a basically ludicrous form fits so badly with the scheme
of development presented in the first part of the chapter that he
would not have been likely to offer it unless he had been reasonably
confident that it was true. Here again it is important that he knew:
more than we do about the early satyr- play But that he was ready -
to state mferences as facts is proved by 5931 on the metre of epic.

4929, &n’ dpxiis au‘roaxe&uaﬂxqs this resumes from alTooxediaoudTewy
48"23, the stage of duvo. and ¥dyo.. Whether A. thought the pnml-
tive dlthyramb was pre- -Homeric we cannot tell.

49211. 1av &apxbévrev Tov 8i180papPov: one would suppose that the
dithyramb is a form of uves and belongs, in contrast to the phallic
songs, to the poetry of the omovdaio.; but there are difficulties, The
dithyramb is the original song of Dlonysus, for its development
see below. Originally, or at an early stage in its development, the
dithyrambic singers would be led by an exarchon ; cf. the chorus of
mourners in Il. 24.720. Archilochus (primarily an lamblc poet) claims
(fr.77) ‘I know how to lead off the fair song of the lord Dionysus, the
dithyramb, when my wits are blasted with wine’.

s dvwviood avalc‘ros kaAov éfdplar pédos
olda 8:8vpapBov, oivey Evyrepavvwlels ¢pévas.

This must mean more than that he knew the words, rather that he
knew how to improvise, or to sing new words which appeared to be
improvised on the spot, while the chorus answered with a traditional
refrain. There is no doubt that this is how the word was used by A.’s
contemporary, Heracleides of Cumae, (ap Athen. 145D) kalpdArovaw
ai maddaxai avTd (SC. Baau\et) Kkai pia pév édpyer, al 8’ dAat dfpdws
ddovar. The exarchon is separate from the chorus, though still

8o



4. 40%14] | COMMENTARY

attached to it ; thus he is the first stage in the development towards
an mdependent actor.
awd 1dv va dalhikd (éfapxdvrav): the phallus was conspxcuous In
the cult of Dionysus. At the komos (48237), which was part of the
Dionysia, phalloi were contributed by Athenian settlers overseas,
1G 12 46, cf. Plut. M. 527 D. The accompanying songs were full of the
aloxpodoyla appropriate to a fertility ritual. In Aristoph. Ach. 241-79
Dicaeopolis celebrates his own Dionysia including a phallic proces-
sion and song. Sicyon had its ¢adXodspoc and other towns had similar
bodies; cf. Athen. 621 D622 D, and 445 A where he speaks of an
Antheus of Lindos who composéd songs & ééfipxe rois peb’ avrod
dadodopoiow. The word ¥idyos would cover a good deal of the opera-
tions of such bodies, but A.-does not seem to have been aware of the
connexion of cult and ritual with early art. It is to be remembered
that the chorus of Attic comedy, unlike the actors, did not wear the
phallus
. 6 é¢dpywv is properly a pr. part. and was so used in the ancient
world. The noun éfapyos is attested in Homer, Il. 24. 721, for the
" leader of a chorus of mourners, and in Eur. Bacc. 140 and Demos. 18.
260 for one of ‘enthusiastic’ celebrants not far removed from the
- early singers of the dithyramb. ' :
49212, & xal viv: as opposed to the dithyramb which was completely
changed from its original form; cf. Prob. 918%19.
49314, davepdv: cf. in-apaanvew'qs 49*2. The development of rhetoric is
described almost in the same terms, Soph. El. 183°17-32. '
~ perafolas: the only hint as to the nature of the changes which
filled the long gap between primitive dithyramb and the invention
by Aeschylus of the second actor, 1. 16 below, is given in 1l. 19-28.
To this we can add Thespis’ introduction of the first actor, see l. 16 n.
Between Archilochus and Thespis a real contribution was made at
Corinth ¢. 600 by Arion, who gave the dithyramb its literary form.
This is implied by Herod. 1. 23, and A. appears to accept this (fr.
677). The further statement in the Suda that Arion invented-the
Tpaywds Tpémos and introduced speaking satyrs may be derived
ultimately from A. himself, in the latter case from a misunderstand-
ing of his words, since speech cannot be earlier than Thespis on A.’s
hypothesis. The rpaywxos 7pémos probably refers to the style of
music. At all events the important and perplexing passage,
Herod. 5. 67, which tells of the rpayicoi xdpor at Sicyon, originally in.
honour of Adrastus and transferred by Cleisthenes to Dionysus in .
the early sixth century, shows that a form described as rpayucds had
long been in existence. For this reason the reference to tragedy as the
invention of Arion, said to have been contained in Solon’s elegies
‘(Ioannes Diaconus, Comm. in Hermogenem, Rabe in Rh. Mus. 63
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(1908), 150), need not refer to anything dramatic. The whole problem
is complicated by the uncertain relation of satyrs to dithyramb: see
below. '

49215, ¢naboaro, . . : dUow: the tragic form, like an organic growth,
develops until it reaches its rédos, when its potentiality is fully
realized ; cf. Ph. 193236. This seems to imply that there was no
important change later than the early plays of Sophocles, and that
no further development is to be looked for. Vahlen and G. argue
that 4927 €l dpa éxer 107 1 Tpaywdia rois eideow ixavds is sufficient to
prove the contrary. On the other side, and more convincingly, S.
cites Pol. 1252°32-34 : olov ydp éxaotdv éorw Tijs yevéoews Telealelons,
rabry papéy Tiv ¢vow elvar éxdaTov.

. 49316, Smokpirdv: ‘actors’; it has long been disputed whether the

actor was called a dmoxpiris because he answered, or because he

interpreted and expounded. The first is plausible because it may
have been an original function of the actor to answer the questions
of the chorus-leader about what was happening off-stage. But one of
the actor’s main tasks was to speak the prologue (see next note), and
then he was answering no one. Hence G. renders émokpirdjs ‘speaker’,
a meaning for which there is no warrant elsewhere. E. keeps the
sense of answerer, but denies the title to the first actor, who was
originally the poet himself. The second actor might reasonably be
called the answerer of the first, but then we encounter difficulties
about the number of actors. B. adopts the meaning ‘interpreter’ in
the sense that the actor is the poet’s spokesman, but the poet needed
no spokesman so long as he was himself the actor, and the word

probably goes back to this period; cf. Pindar fr. 140® (Snell), 125

(Bowra), and Page in CR N.S. 6 (1956), 191. While certainty is im-

possible the most satisfactory suggestion is that the actor expounds

the situation to chorus and audience, especially in the prologue, the
speaking of which was one of his earliest functions; see A. Lesky in

Studi tn onore U.E. Paoli (Florence, 1955), p. 469.
wA#os: as at 28 below it means no more than dpfuds. It is strange

that the invention of the first actor, or the transformation of the

exarchon into an actor, is not mentioned. It appears that A. ac-
cepted the trddition that this was due to Thespis; cf. Themistius,

Or. 26, 316 D : ob mpoaéxopev A. 61e 76 pév mpdrov 6 xopds elowdw fdev

els Tods Oeovs, Oéams 8¢ mpdloydv e rai piow éfedpev, ‘Alaxvhos dé

rpirov Smoxpiriw . . . (this frag. is rejected, without much reason, by

Rose, A. Pseudepigraphus, p. 79). A. may well have thought the

introduction of the second actor even more important. The chorus

is only rarely so far a corporate person that it can engage in genuine
conflict, as does the Chorus of the Supplices with Pelasgus and
the Egyptian Herald. For the confrontation of Clytemnestra by
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Agamemnon or Orestes actors are essential. It was the introduction
of the second actor that opened the way for true drama.

49217. v4 1ol xopol fAGrrwoe: no example of a single-actor play has
survived, but the chorus would obviously be dominant, as it is in the
Supplices, the play in which it comes nearest to bemg an actor, even
more than in the Eumenides.

dv Aéyov: the part spoken and not sung.

Did Aeschylus, in addition to making the chorus less important,
reduce its size ? The dithyrambic chorus numbered 50, and according
to Pollux, 4. 110 the tragic chorus was composed of the same number
down to the Eumenides (458 B.C.). That Aeschylus used a chorus of

" 50, at least in his early period, was believed by many when it was

still accepted that the Supplices, with its two sets of 50 cousins, was
an early play ; but with the dating of the Supplices about 463 B.C. the
‘theory has lost favour, though still maintained by A. Fitton Brown,
(CRN.S. 7 (1957), 1). The statement in the ‘Life’ of Sophocles, 4, that
he raised the number of choreutae from 12 to 15 receives some sup-
port from the twelve couplets spoken by the Chorus at Ag. 1348-71.
. “There is no external evidence, apart from Pollux’s assertion, that the
- tragic chorus originally. consisted of more than 12.

49218, -npmaywvw-rew ‘the leading actor is called an dywwomis as
taking part in the dydv. Pickard-Cambridge, Festivals, pp. 133-6, is
probably right in taking it as a general term for ‘playing first fiddle’
sometimes applied metaphorically to an actor; this is not a normal
use until late (cf. Pol. 1338°30). With the readmg mpwTaywwiariy the

~metaphor becomes more violent and the constr. dubions: see R.
- Kassel in Rh. Mus. 105 (1962), 117-19. . :

Tpeis 8¢ . . .: these are jottings rather than continuous prose there
is no sultable verb to supply from the previous sentence.

The introduction of the third actor was attributed by some to
Aeschylus. The ancient ‘Life’ ‘claims it for him but adds that
Dicaearchus of Messene (a ‘pupil’ of A.) made Sophocles responsible.
Aeschylus used three actors in the Oresteia of 458 B.C.; Sophocles
first competed in 468. The confusion probably arose because the
innovation took place during the period when both poets were active.
Did A. mention both versions ? Cf. Themistius quoted on 1. 16, above.

axnvoypadiav: ‘scene-painting’, which made use of the newly dis-
covered knowledge of perspective. According to Vitruvius 7, praef.
11, this was due to the painter Agatharchus, and the initiative came
from Aeschylus. The ‘Life’ speaks of his attention to stage décor.
On the whole the Greeks, like the Elizabethans, seem to have
achieved their spectacular effects by splendid costumes rather than
by elaborate scenery cf. Webster, Greek Theatre Production, pp.
13 ff. See, on &yus, 49°33 n.
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49219-31. This passage contains some of the most indigestible matter
in the P. The general intention seems to be as follows: tragedy as it
Sirst developed from the dithyramb was rather trivial and in the style of
the satyr play Only at a late stage did it acquire dignity, and one of the
accompanying changes was that of meire from. trochaic tetrameter to
tambic trimeter; also the number of episodes, and so the length of the
Plays, was increased. There are a number of incidental obscurities in
this account and there are grave difficulties in reconciling the ac-
count with the few known facts. So long as it was widely accepted
that 7paywdia meant ‘song of goats’ and that satyr-plays had goat-
choruses the theory seemed to receive some confirmation, but it is

now generally believed that the satyrs of the theatre were horse-
rather than goat-men.

49319. péyebos: like ‘greatness’ in English this can refer both
‘to physical length and to grandeur of content; the same amblgulty
extends to pukpdv pdfwv, ‘short’, or ‘trivial’. yelolas and oarvpikod
(I. 20) imply lack of dignity, ermao&wv mAijfn (1 28), that the origi-
nal plays were short.’

Aédews: covers both choice and use of words.

49220. éx carupkoi: this may mean that tragedy, in A.’s view, de-’

_veloped from the satyr-play. A connexion between the two forms is
suggested by the fact that satyr-plays were produced in conjunction
with tragedies. This is the only reference to the form by A., if re-
ference it is. But in view of garvpiciy . . . molnaw at 1. 22 it is more
likely that a form akin to the satyr-play is intended, which could
well use a ‘ludicrous diction’ and be associated with lively dancing,
opxnerwwrépav (1. 23). The addiction of satyrs to the dance is easﬂy
illustrated from vase-paintings (see end of next note).

The major difficulty is in combining this satyric stage of tragedy
with its origin in the dithyramb and its subsequent development.
The account here given implies that the dithyramb was a ludicrous
form with a chorus of satyrs. The contrast with the phallic komos at
49°10 implies the opposite, and there is no evidence of anything
satyric in what we know of the early dithyramb—which is not much.
However, Webster thinks he has found evidence for a dithyramb
danced by satyrs at the Panathenaea in a fragmentary vase-painting :
see his revision of Pickard-Cambridge, Dithyramb, pp. 34 and g6,
and Plate 1 (a).

oyé: ‘late’, with reference to what? Presumably to the beginning
of tragedy, Wthh cannot be placed much before the middle of the
sixth century, if it was Thespis who introduced the first actor. The
form must have been established some time before Peisistratus gave

" it official recognition at the Dionysia within a few years of 534
B.C. At R. 140323 )¢ means early in the career of Sophocles (when
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the poet ceased to act in his own plays), at 140336, not long before -
the time of writing; at 49®2 dyé wore means 486 B.C., when comedy
was officially recognized some fifty years later than tragedy. Tragedy
appears to have received an access of grandeur, dmeceuvvvy (cf. o
oepvérepor 48P25), when, or soon after, Aeschylus began to compete.’
He is hailed in the Frogs 1004 as the creator of tragedy:

NP0\ 1rpw1'os TGV EMqvwv m)pywaas pluara ceuva
kal koguijoas Tpayikov Ajpov.

and the lines are quoted at the begmning of the ‘Life’, which im-
plies that they had become part of the raw material for the history of
tragedy. Cf. also Philostratus Vit. Soph. 9. No one suggested that
“he was literally the inventor, but he could be regarded by those with
better evidence than we have as its second founder. Tragedy must -
have ceased to be satyric at latest by 492 B.C. (?) when Phrynichus’
play on the capture of Miletus reduced the theatre to tears, seven
or eight years after the first production of Aeschylus. Thls, if not
obviously ‘late’, does not seem entirely out of scale with A.’s other
uses of the word but the time allowed for the changes is short.
According to a widely believed tradition the satyr-play proper
~~with its chorus of men with horses’ tails was introduced from Phlius
near Corinth by Pratinas about 490 B.C. If A. accepted this, -his use
of garvpukds would distinguish the primitive drama from the im-
ported satyr-play. On the other hand, the abundance of satyrs on
vases of the late sixth century suggests a date nearer to 515 B.C. for
the establishment of satyric drama in Attica, whether due to Pratinas
or not. On satyrs see F. Brommer, Satyroi (Wirzburg, 1937),
Satyrspiele (Berlin, 1959), E. Buschor, ‘Satyrtanze und frithes
Drama’, Sitzb. Miinch. Phil.-hist. 1943/5.

49821, rerpapérpou: that is to say the trochaic tetrameter, ‘a metre
which is prominent in the Persae and used at the close of the Agamem-
non (later it was increasingly employed by Euripides in the HF and
subsequent plays). - The use in the Persae may be connected with the
employment of the metre by Phrynichus, described in the Suda as
edperis Tob Terpapérpov, with whose Phoenissae the Persae was said
to stand in a close relationship; cf. Argument to Persae. For the
transition from tetrameter to iambic see R. 1404231. Iambic tetra-
meters occur in Soph. I¢hn., a satyr-play.

492323, dpxnorixwrépav: we should expect this to mean ‘suggestive of
the dance’, as at R. 1408036, where in a discussion of prose rhythms
the trochaic is called xopSaxicdirepos; it can hardly mean ‘suitable
for dancing to’, since tetrameters were normally spoken or intoned,
and were not used in the strophic systems to which the chorus sang
and danced both dithyramb and tragedy. The general meaning
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must be that, when spoken verse first came in with Thespis, they
used the trochaic metre because it was in keeping with the tone of
the old tragedy, which was light and close to the satyr-play. But we
hear of dancing to tetrameters in comedy (schol. Aristoph. Nub.
1352) and of recitation to the flute (Xen. Symp. 6. 3). See P. Maas,
Greek Metre, trans. Lloyd- Jones (Oxford, 1962), 73-77.

Aéfews 8¢ yevopévns: ‘When dialogue had come in’, (Kassel’s €y-

. yevopévns would be even clearer); Aéews, speaking as opposed to
singing, is hardly distinguishable from Adyov in 1. 17, above. The
beginning of the change described in yevouévys is not subsequent to
76 pdv yop mp@rov. There were no (tragic) tetrameters till there was
Xéws, but as Aééws became more important the natural tendency to
use iambic rhythm in speech ensured that the trochaic tetrameter
was gradually ousted by the jambic trimeter. :

49224, 15 oixeiov pérpov: cf. 59211, R. 1408”32, .

elpe: one may agree that this is not historical, see A. M. Dale

CQ N.s. 13 (1963), 48, n. 2, without allowing that eJpe must mean

- “invent’. If A. believed that the Margiteswas by Homer, it is unlikely

that he was so-careless as to suggest that the iambic was invented
in the sixth cent. -

49228, &ppovias: is said to refer to the pitch of the voice used by the
Greeks in conversation (cf. R. 1403°31). We should have expected
rather a reference to rhythm. ‘

¢magodiuv: probably in the sense defined at 52°20, equivalent to
an act. If plays grew longer, the acts would tend to be more
numerous. In fact, in extant tragedy the tendency is for the episodia
to become not more numerous but longer. The word appears else-
where in a different sense, ‘incident’ (see 55°1 n.). This would give
the same meaning here ; a longer play would use more incidents. It is
convenient to keep the Greek form epeisodion for the technical sense,
a section of a play. . : ‘

wA0n: sc. éyévero V., or perhaps a general sense of augmentation
from ndé4ly . . . dmrecepviviy. , .

7& &AN’: A. could have given fuller information on the use of
trilogies, on the development of the theatre and stage equipment,
and on the features mentioned in connexion with comedy at 49°3.

CHAPTERS
Comedy, and the relation of epic to tragedy.
49332-4959, Comedy. -

49232, Gomep eimopev: this has not been said in so many words.
References back may be to particular statements or to the gist of
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a longer passage with no precise point of reference. An example of
the former is 48325, where dis eimopev refers to the three media
rpwaiv of 47216, Here the reference is to the general distinction
between dadAow and amovdaior as objects of imitation. That comedy is
pipnos daddwy is indicated by Ch. 2, especially 48216, and the men-
tion of Aristophanes (48227), and by 48v26. E. discusses the references
in the P. in his note on 6023, p. 615; cf. Vahlen, p. 259. His distinc-
~tion between ds referrmg back to a partlcular statement and wavrep,
'o1rep, etc. meamng Kard TOV etp’qp.evov Tpdmov is too clear-cut; dmep
5439 is a precise reference to 53219 ; domep éAéxln 54218 to 5o"8, 9; cf.
EN 11042 with reference to 1094°13. The important point is that

" many references are of the second type and it is vain to search for an
exactly equivalent statement.

‘Objection has been taken to the occurrence here of a premature
definition of comedy The definition-of tragedy comes after the
history of its development and at the beginning of the section of
which it is the subject ; there must have been a further definition of
comedy in the corresponding position. The reason for the presence
“of the five lines 32—37 is perhaps that A., referring to the classifica-
~tion by objects in Ch. 2, felt it desirable to point out that, while
tragedy imitated actions of omovSaio. in general, comedy was
concerned only with a particular group of ¢addoi. At the same tlme_
he added. an explanation of the difference between yéyos and ¢

- wedofov with reference to 4837, unnecessary perhaps, but not un-
natural, since his subject is still the development of poetry from
- improvisations, not of one form alone. Vahlen, who suggested that
49°32-37 should be moved to after 49"20, thought that A. was in-
-dicating why he chose to treat as a pair tragedy and epic, which are
both serious, rather than tragedy and comedy, which are both
dramatic—an interesting point, but there is nothing to suggest that
A. had it in mind here.

49233, xaxiav: the condition of the gadlos, who has not been bred to
aspire to dpers, but it covers wickedness as well as msensrtlvrty or
tastelessness. In R. 1383°19-84%4 subheadings of xaxia are.deidia,
dduwkia, dxolasia, aloxpoxépdeia, ave/\evﬂepca, Km\axew., and polaxia.

&AMG: the sequence pdv. . . ob pévror . . . dAAd is very elhptlcal the
dM\d clause should explain the empha51s on 1ra0'av, not all‘kaxia but
one sort. Friedrich’s ¢AX’ 4} or the 708 aloxpof o0 of one of the re-
centiores would make things easier.

100 aloxpol: like xaAds in both moral and aesthetic senses; it
means ‘ugly’ at 61213. xaxo_s ‘too can have the aesthetic reference,
but not, apparently, xaxia. Ugliness is as incompatible with eon-
ventional d dperi] as 1s baseness. v

49a34. 7o ye}\otov the Té)os of comedy, as pity and fear are of tragedy.
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apdpmpa: the ludicrous error might be anything from confusion
between identical twins to falling into a well, and in particular un-
awareness of one’s own weaknesses. For the distinction between
dpdprua and dpaprio see Appendix IV, p. 360. It is natural to
assume some correspondence between comic kamartema and tragic
hamartia, though it should be remembered that there is no sign that
A. regarded hamartia as, what we have made it, a sort of technical
term. But the explanation is to be found rather in the Platonic
theory put forward in the Philebus 47 B-50 A. Plato, in discussing
mixed pleasures and pains, accepts tragic pleasure as an obvious
fact érav dpa xalpovres kAdwar 48 A; comedy offers malicious enjoy-
ment through the spectacle of those deficient in self-knowledge
(dyvora 48 C) and the ridiculous consequences which follow from
exaggerated self-esteem wdeiorol ye mepi ... 70 7dv év Tais Yuyais
Sinpaprijkaaiy, dperj Sofdlovres BeAriovs éavrods, ok Svres.
49335, kai aloyxos: xalis explanatory, i.e. it is not the sort of hamartema
in which a superior character would find himself involved. '
avaduvov kai ot $plaprikév: 88dvy and ¢baprinds are strong words
which imply violent suffering and danger to life; cf. tragic mdfos
(52°11), mpatis plapriy 7 dduvmpd which contains deaths, woundings,
and scenes of physical agony. Plato required (Phileb. 49 E) that the
comic dyvoia should be dBAaBijs. That which in tragedy makes a
direct appeal to the emotions is the opposite of what is appropriate
1in comedy. Further examples of the d8vwvypad xai $faprird are to be
found in R. 1386%7. There is a limit to the amount of suffering that
cap be portrayed if a comedy is not to leave a bad taste in the
mouth. A play in which no one suffers at all is unlikely to be
dramatic. The amount of suffering which an audience will take
‘depends on the degree of realism or fantasy with which misfortune is
presented and on the strength of its stomach. Some today find the
. humiliation of a Malvolio offensive, though it does not seem to
have troubled the Elizabethans. It is hard to say what degree of
affliction for unsympathetic characters was acceptable to the Greeks,
but we have it from A. himself that it was in accord with the spirit
of comedy when dwofvjoxes oddels on oddevds 53238.
49336. eVBis: ‘immediately’, in the sense that the example is instantly
“available and does not have to be searched for. With a slightly
different application at 52214; cf. the Attic use of adrika ‘for ex-
ample’, o
wpéowmov: ‘mask’. Many comic masks were grotesque, but though
the face was twisted out of the normal to give the desired grimace, it
"did not suggest pain. The masks themselves have perished but
~ numerous specimens in clay and representations in works of art have
survived; see T. B. L. Webster, Greek Theatre Production, and
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M. Bieber, History of the Greek and Roman Theatre (Princeton,
1961). A large number of types of mask are listed in Pollux’s
Lexicon, 4, 143-54.

49837, peraBaoes: ‘changes’ undergone by tragedy = perafolai 49*14.
This sense of the word is to be distinguished from. the changes of

- fortune experienced by the characters of a play, the meaning else-
where in the P., 52216, 18, 55°27, 29. . ‘

49238, o0 AehiBaow: the sort of developments of tragedy which have
not been forgotten are the first use of masks, prologue, etc. men-
tioned at 49°4, below. Prologues at:least were not earlier than
Thespis, and these words should not be quoted to show that A.
claimed to possess fuller knowledge about the origins of tragedy
than of comedy. c

49b1. owoudafeoBar: in act. the opposite of mailew. Here ‘to be taken
seriously’ as at R. 1380%26: omovddleafar dAXN’ od xaradpoveiobar,
obviously in contrast to tragedy, which was taken seriously from
the beginning. Comedy too was taken seriously and the facts about
it recorded after it' was recognized, but it was recognized at a later
stage of its development than tragedy. :

xal yép . . . é8ehovral foav: the poet who wished to compete at
a dramatic festival asked the competent archon for a chorus, which
would be trained and equipped at the expense of the officially ap-
pointed choregus. How the archon decided between poets when there |
were more poets than places we are not told. The earliest mention of
the practice, Cratinus, fr. 15: 85 008’ &wi’ alrodvre ZodoxAéer xopdv,
shows that the problem could be real. Until comedy was recognized
and competition invited, it was no good asking the archon for a
comic chorus, and performances of comedy must have been organ-
ized by private, not necessarily individual, initiative. Such is the
force of éfetovral, ‘volunteers’, which was also the name of those who
gave comic performances at Thebes, corresponding to the gadlogdpor
at Sicyon, etc. ; see note on 49*11. - o o
According to the most natural use of words, which is not always

that of the P., the é8eXovrai should be the same persons as the kwuwdav.
So far as usage goes, it seems that xwpwdés can mean a comic poet,
a comic actor, or a singer in a comic chorus or «x@pos, the primary
meaning of the word. Thus the xwpwdadv of the MSS., ‘a chorus of
comic singers’, gives adequate sense, though G. objects to it as being
a tautology. Some support for the view that it was the poet or poets
(reading xwpwdd B., or kwpwdois Bernhardy) who volunteered the

- requisite effort and expenditure may be found in Eustathius on L.
10. 230 ékadodvro 8¢ kal éfedovrail Siddaralor, Spapdrwv dndadil, oTe Tis
) AaBdw xopdv punde xopnyérny éxwv éavrd Td mdvra mapeiye. At any
early date the producer (8:8doxalos) would be the poet. But we do
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not know, and cannot expect to know, how the unofficial productlon
of plays was managed.

49b2, & more: see note on 49220. The date of the introduction of
.comedy at the Dionysia, which was unknown when B.’s edition was
published, was 486 B.C. ; see Capps, The Iniroduction of Comedy into
“the Czty Dionysia (Chicago, 1903), and Hesperia, 12 (1943), 10.

49b3, oxnpata: cf. 48°36 and n.

It is curious that A. here writes as if comedy had begun at Athens,
whereas he has already emphasized the earlier development of
comedy at Syracuse. One can only guess that he had Athens in
mind as the home of the dramatic records and perhaps of literary
history. The archon has no place outside Athens.

Aeydpevor: the meaning ‘the so-called comic poets’ is in accord
with A.’s usage (cf. Bonitz 424°28-45), but signifies little ; those comic
poets ‘who are spoken of’, i.e. whose names have survived, implying
that many had been forgotten because the records began so late, is
,preferred by G. and S. Kassel’s yevdpevor avoids the difficulty.

494, mpéowwa: in place of the wine-lees which were originally part of
the colnic disguise, whence rpuywdia? Tragic masks were said to be
the invention of Thespis, but if we believe the anthropologists that
masks are an original feature of all quasi-dramatic mummeries, the
role of Thespis must be limited to improving them. Later, when
mpdowmov was used for a character in a drama, a mask was called -
wpoowTELoV.

" 49b5, w0y moxpirdv: this A. himself records for tragedy at 49216.

Most Attic comedy can be performed by three actors, but four or

five are required in parts of the Lysistrata and of the Frogs; see

Pickard-Cambridge, Festivals, pp. 148-52. According to the Byzan-

tine Anonymous writer on comedy (Kaibel, CGF, p. 18) it was

Cratinus who introduced regularity by fixing the number at three,

at'a time when there was no accepted limitation ; but since actors -

were provided by the state one would have supposed that the num-
ber would be fixed as soon as comedy became a part of the Dionysia,
unless state provision was introduced later. Epicharmus used three
actors (POxy. 2427. 1 = vol. 25, p. 2).

15 8¢ pbbous worelv marks the change from a mere ‘collection of
Ydyor, invectives against individuals.

The priority of Epicharmus has already been asserted at 48233.
About Phormis, or more probably Phormos, the only information
we have is that he shared with Epicharmus the credit for inventing
.comedy. The alleged titles of his plays are all mythological, see
Suda s.v. and Themistius, Or. 27. 337 B, which seems to be based on
this passage or on a similar one from the Ilepi ITovyr@v. The names,
which have no construction, must have been a marginal note.
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49b6, &k Zixehias fM0¢: this implies direct influence of Syracusan on
Attic comedy. Cf. Themistius, loc. cit. : xwpwdia 76 madadw fpfato
pév ek Zucelias, éxeibev yap forny "Emixapuds Te xai Pdppios, kdAhov 8¢
Abgvale avvmuéibn. . . . _ .
49b7. Kpdms: Crates was producing from about 450 to 430 B.C., when
Cratinus was the most prominent comic poet. That he was younger
than Cratinus does not mean that he could not have made the
innovation credited to him. o :
* mp@ros Aptev: for the tautology cf. mpéros évika from the Didas-
calic inscriptions. ‘ .
49b8, kaBéAou motelv Aéyous kal piBous: this repeats the pibovs of . 5
with additional points. xafddov: the lapBuks) idéa was concerned with
individuals. A properly constructed pdflos generalizes. This is an
‘idea by which A. set great store, and it forms a large part of the
subject of Ch. 9, where kafiddov is explained. Adyovs xai pvbovs: the
xal is explanatory, Adyos being rather more general than gdos. This,
one out'of the many senses of Adyos, suggests a reasonably coherent
story as at 55234, the raw material or argument for a plot; at 55°17
the Adyos, the essential story of the Odyssey, is hardly distinguish-
able from the plot: cf. Adyor Aigdimeior (R. 1393230), Alowmov pifor
(Meteor. 356P11). ’ :

Without this passage (but cf. Kaibel, CGF, pp. 7, 8) no one would
have guessed that Crates had made a particular contribution to Attic
comedy. There is no hint of it in the sketch of comedy before his
own time given by Aristoph. Eq. 507-40, the last lines of which are
about Crates. Nor is it clear how A.’s standards are to be applied to
extant comedy. Aristophanes is full of invective in his earlier plays.
Is the Clouds still within the province of lapBuxs) i8éa? S. thinks so.
It is directed against an individual, but 1t could be argued that
Socrates is a highly generalized sophist as Cleon is a generalized
demagogue, or that both Clouds and Knights have sufficient plot to
remove them from the category of simple invective. But one may
suspect that A. preferred the Plutus to either. of them. It is not
clear how he placed the development of Epicharmus-and Crates in re-
lation to the Homeric Margites. Both were movements away from
the ydyos. ' .

Hereafter in the extant portion of the P. there are only.a few
incidental references to comedy. -There is ample scope for specula-
tion as to the way in which A. could have developed a doctrine of
comedy, especially with reference to- katharsis. Attempts have
been made to achieve this, particularly on the basis of the definition
given in the Tractatus Coislinianus (Kaibel, CGF, p. 50), see Lane
Cooper, An Aristotelian Theory of Comedy (New York, 1922, Oxford:
Weimer Press, 1924). The discussion of the ludicrous in Cic. De Orat.
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2. 235—47 may be based on A. But it is to be remembered that vir-
tually the whole development of ‘the New Comedy was subsequent
to A., and that Peripatetic writers are likely to have modified A.’s
opinions on comedy more freely than those on tragedy, which
changed little after his death.

4999-20. There follows a brief statement of the relation between
tragedy and epic with the emphasis rather on the resemblances than
on the differences. Its practical justification is that A. regards epic
as largely contained within tragedy, which is the more fully de-
veloped form. In the section on tragedy, which' forms the main
section of the book, he draws his examples freely from epic, a thing
he could hardly have done had he not clarified the relationship
between epic and tragedy in this transitional passage, of which the
conclusion is ‘the man who understands good and bad in tragedy
understands it in epic too’ 49P17. Vahlen suggests that A. is giving
his justification for not treating both forms of drama together.

49b9, | pév olv . . . fixoholBnoev: this sentence, of which the text is
highly disturbed, must give the points of agreement between epic
and tragedy.in terms of the distinctions drawn in the first three
chapters. 7xolovfnoev is the opposite of Siadépovow. There is no
compelling reason why 7xolovfnoev should be aor. Probably it is
historical ; epic and tragedy long ago reached their final forms. The
most obvious resemblance is that both imitate emovdaioc (cf. 48226).
So far as medium is concerned both use Adyos and pvfuds, elsewhere
called pérpov, and, whatever his exact words may have been, it is °
un];kely that A. sald much more than this. Cf. mept 7ijs Suynparicis
xal év pérpw mpnrikis 59217, with which the section on epic begms
The peyddov of A does not make sense with pérpov and gives no
contrast with pérpov dmdoiv in the next line; it is best dropped It
does not appear in Arabic and Latin versions.

- 49b11, 13 8¢ . . . Siadépovarv: the difference between narrative and

- drama is fundamental, even though Homer is the most dramatic of
narrators, The precise metrical distinction is less obvious. Epic uses
only hexameters, tragedy as we have it uses iambics, tetrameters,
and anapaests (if the last count as pérpor). We know nothing of
metrical practice in A.’s time. A more notable distinction is that
tragedy has music and song which epic lacks, but that is referred to
in the comment on the uépq at 1. 16, below, and anyway uéxpc uév . ..
implicitly excludes pédos. Probably pérpov itself denotes speaking
verse which could not be set to music (cf. 47°20 n.), but -uérpov
dmdodv could conceivably imply that epic has the adornment of

- metre without melody = pérpov YuAdv, which is the differentia speci-
fied in Ch. 1; this is E.’s view. But the most natural meamng is that
epic uses only one metre, Conversely, in the comparison of tragedy

02



‘5. 40b12] COMMENTARY

and epic, 62%15, tragedy can use the metre of epic, epic cannot use
-that of tragedy. .
For péxp 700 . . . elvar cf. 51210 péype 700 ovvdnlos elvac.
49b12, Siadépouarv: we should expect the sing.
49212-16. A further distinction between epic and tragedy is in therr
pijKos.

The meaning of pfxos here is one of the major problems of
the P., though its importance is mainly historical. It has three
possible meanings: (1) physical length of the written work, the num-
ber of feet of papyrus or the number of lines in the epic or tragedy;
(2) which is closely allied to (1), the time required for the per-
formance of a play or epic. As readers we think naturally of the first,
but for the Greeks, who usually listened, the second is more obvious,
and xpdve in 1. 14 shows that time in some sense is the meaning here.
But it is manifest nonsense to say that tragedy was ever ‘unlimited
in time’ and took as long to perform as epic, or that an epic could
continue indefinitely. “The oldest tragedies are comparatively short,
and 49219 may mean that originally, in A.’s view, they were. shorter
still. Accordingly we have to accept (3) the length of time of the °
action. This is not to us such an obvious distinction as the physical
length, but it is a perfectly valid one. The Iliad and Odyssey both
extend over several weeks, and the latter is much compressed by the
device of making one of the characters, as part of the action, tell
a story embracing the events of years. An epic on Heracles or
Theseus, unless a similar device was used, must have extended over
a lifetime. It is true also that in older tragedies the time of action
was unrestricted. The events of the Agamemmon could not take
place in a single day, and in the Eumenides the passage of a con-
siderable period is definitely indicated. As tragedy became more
realistic the continuous presence of the chorus, who in general
neither sleep nor eat on the stage, tended to restrict the action to the
period between dawn and dusk. But pedantry about time, which the
audience was not encouraged to calculate, was not allowed to impede
an otherwise desirable plot. The duration of the journeys required
in, for instance, Trachiniae and Andromache is ignored. Euripides’
Stheneboea seems to have used even freer licence; cf. Page, Gk. Lit.
Papyri, p. 126; and even if the reconstruction of Ziihlke (Philol. .
105 (1961), 1-15, 198-227) is right, the extension in time remains
considerable, - : : ‘ .

Scholars have been reluctant to accept this explanation. It is true
that elsewhere, 5516, 5917, 62218, pfixos means length in the physical
sense. It has been argued, as by B. and R., that the longer the dura-
tion of the action the longer will be the work containing it, so that the
two meanings are combined. This is not obviously true and, as E.
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points out, the longest periods of time in the Iliad are accounted for
‘in the fewest words, e.g. IL. 24. 784. The above interpretation alone
is true to the simple facts about epic and tragedy.

I suggest that the reasons why A. expresses length not in the more
obvious way, in terms of the number of lines or number of yards of
papyrus, but in terms of the duration of the action, is that this
brings out an essential difference between epic and tragedy. Tragedy
is superior to epic in unity because the events are less dispersed in
time. The necessary or probable connexion between events, on
which A. insists, is likely to be closer if one follows directly after
another, and it.is remarked that this superiority is due to a develop-
ment within tragedy. Tragedies were always shorter than epics, but
only later did they acquire the cohesion which comes with a shorter
time of action. Tliis idea of supenonty is implicit in the conclusion

. reached in the final companson of eplc and tragedy, 7o 'yap aﬂpow-
Tepov oy 7§ moAAD Kekpap.evov ) xpovw, Adyw & olov el Tis Tov
Otdimouv Bein Tov Z'odaox/\eovs év &meow Goous 1) Ihds (62°1, where, how-
ever, xpdve is time of performance). If this is correct, the statement
of the principle of the unity of time, which is based entii’ely‘ on this
passage, is not so purely a generalization from practice’ as has
usually been supposed (see below).

49b13. Gmwo piav mepiodov HAiou: this suggests twenty-four hOUlS
rather than twelve, but twelve, the time the sun is above the
horizon, is rot impossible and suits the sense better. The Greek
play, like the Greek day’s work, began at dawn, as is occasionally
emphasized, e.g. in Soph. Electra, Eur. Ion and Phaethon, and the
action can plausibly be regarded as filling a day. Twelve hours
suffice for the action in virtually all Sophocles’ and Euripides’ plays.

pixpdv é§aAharrev implies neither much exceeding nor falling
short of. Indications of time are rare, much rarer than in Eliza-
bethan plays; the Choephori ends after dusk (660~2), the Agamem-
non and 1A begin before daybreak, the Rhesus takes place at night.

" ‘This is the passage, the only passage; on which was based the law
of the unity of time which was taken with immense seriousness by
the neo-classic writers and critics of the seventeenth and eighteenth
centuries. The critics were more interested in claiming the support
of the infallible A. for their own views than in finding out what he
said. ‘A. was valid in their eyes only to the extent to which he sanc-
tioned a literature already in existence’ (Vinaver, Racine (Eng.
trans. Manchester, 1955), 11 ff.). Lessing, who was one of the first
critics to consider what A. really said rather than what the legislator
of the arts ought to have meant, observed (Hamb. Dram. 46, ed. R.
Rieman, Leipzig, 3. 197) that unity of place and time, in so far as-
they were observed, were merely a consequence of unity of action,
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and that in any case the chorus made it natural that playwrights
should tend to observe both. But A. makes it clear that he disap- -
proved of the episodic play, 5133,-and no doubt he would have
found fault with the dispersion involved in the plot of 4 Winter's
Tale, which extends into the second generation, because it must
detract from the unity of the action. And this was no extreme case.
George Whitstone in his Epistle Dedicatory to Promas and Cassandra
speaks of the English dramatist who ‘in three houres ronnes throwe
the worlde : marriges, gets children, makes children men, men to
conquer kingdomes, murder monsters, and bringeth Gods from
Heaven and fetcheth Divels from Hel’. (Quoted by L. Hotson, The
Wooden O (London, 1959), p. 188.)

49b16. pépn: the constituer.t elements, six of them, as will be shown in
Ch. 6. pédos and &yus are the two which are lacking in epic: see
5910,

49b18. & pév yap .. .: repeated in the final comparison of epic and
tragedy 62°14. I

CHAPTERS 6-22. Tragedy.

CHAPTER 6
Definition of tragedy, and its six parts.

Ch. 6 begins with the definition of tragedy in the light of which the
necessary parts are distinguished and proceeds to a discussion of their
relative importance. The whole is closely knit and is not easily divided
into sections. For convenience it can be separated into (1) Definition
49°21-31; (2) List of Parts 49°31-50'14; (3) Importance of Parts
50*15-P20, of which the section on Plot extending from the beginning to
50238 forms the first half. :

49b21-31. The definition is derived largely from the conclusions of the
previous five chapters, but some supplementary .explanations are-
required where new ideas are introduced.

49b21. wepi . . . épolipev: not concerning all hexameter verse but only
that which is mimetic. Epic is in fact mentioned frequently in the
present section, but it is not till Chs. 23 and 24 that it is discussed in
its own right.  Comedy was presumably treated in the lost Second
Book. Cf.*R. 1419°5: eipprar mdaa €idn yedoiwv éoriv év tois mepl
‘moricijs, about which there is nothing in the P. as we have it.
Iambic verse, the poetry of abuse, may have been subsidiary, like
epic in Bk. L.
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49023, éx 1OV etp'qp.evwv ... dpov: the expected order of the words
would be rov éx T@v elpuévar 'ywopevov see V. on 55224. E. explains
ywopevov as imperf., repeating the ¢ éyiyvero of 49*13 and referring to
‘the way in which tragedy realized its own nature while developing
in time, r@v elpyuévwv being taken as the historical sketch in Ch. 4.
This is not readlly 1nte111g1ble

49524, oboias: odoia is frequently used as a technical term in' A.’s
phllosophy meaning ‘essence’, that in virtue of which a thing is what
it is ; see Met. Z, Ch. 4.

49‘-"24-28 That tragedy is a pipnos has been stated in Ch. 1, that it
imitates mpdrrovres in Ch. 2, and the main point of that chapter is
that they are omovdaior. No one English word for omovdaios fits
both men and action (cf. 51°% n.). péyefos was mentioned in con-
nexion with historical developmént in Ch. 4, and pdxos at 49°12,
though the real significance of uéyefos will not emerge until Ch. 7.
‘B. was probably wrong in taking relelas with péyefos éxovoys,

‘complete as having magnitude (cf. 50P25). fdvopéve Adyy refers to
the media of poetry defined in Ch. I, as is explained in the next
sentence ; the force of Spdvrwy kai ob 8 drayyerias has been fully
elucxdated in Ch. 3, but 8. éAéov xai $dBov is new, and the assertion
that xdfapois is the end of tragedy is not only new but remains
unexplained.

49b24. wpéfews: cf. 48°1; we have had mpdfis as the complement of
wdfos at 47728 and in a more general sense, similar to this passage,

" at 48P25. It is necessary to be aware of the connotations which this
word frequently possesses in A.’s literary and ethical works, because
much of what is said in Chs. 7 and 8 about unity of action is 1mphc1t
in the word mpdées. It means, notany random act like opening one’s
mouth or crossing the street, but an action initiated with a view to
an end and carried on in pursuit of it; it can thus include a whole
complex of subordinate actions (cf. 51"18 19), it is associated with
mpoaipeais as EN 1139231 : mpdfews dpxi) mpoaipeais; cf. EE 1222”19 ;
man alone, as opposed to animals, can initiate action, is dpx3
wpdfewv (and similarly with the verb EE 1224228 : of dapev 70 waidiov
npdrrew). Since mpafis refers to an action begun for a purpose and
carried on-until it is realized or until the activity thus initiated
terminates, it is implied that it is a complete whole 7elefas, the word
here added ; that it is an entity with beginning, middle, and end as
explamed in Ch. 7. Cf. E., p. 256, ‘The word has the twin implica-
tions of completeness and seriousness’. For a different view, see -
Solmsen, CQ 29 (1935), 197. This conception of action has interested
modern writers on tragedy : cf. F. Fergusson, T he Idea of a Theatre,
(Princeton, 1949), p. 36, ‘Thus by action (of the OT) I do not mean -
the events of the story but the focus or aim of psychic life from
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which the .events in that situation result’. In the Appendix on
Plot and Action, p. 229, almost ineffable mysteries are propounded.
Cf. also J. Jones, On_A. and Greek Tragedy, pp. 24-29.

49b25. f8uopévy Aoyw: a févopa is something added to food to give it
a pleasant flavour; the metaphor is maintained at R. 1406219 where
Alcidamas is said to have used epithets ody j8vopart dAX’ ds édéonare,
‘not as seasoning but as food’. It is used contemptuously by Pl. Rep.
607 A: ndvopévy Motoa. Here the tone seems neutral, as at Pol.
1340P16: % povowky) dvger Tdv fdvouévewr, but A., like Plato, was
capable of regarding style as an extraneous addition to matter: cf.
R. 1404724 ff., and Pl. Gorg. 502 C. A 78vopa was not normally sweet,
though. sugar would count as one but only as making foods more
agreeable

xwpl.s éxaaﬂp Tév €@ddv: 7oV 178ua;w.1'wv is to be supplied after
elddv. €xdarw, though only two kinds of #8vopa are mentioned, note
érepa in 1. 30, below. This is a complicated way of saying that
rhythm alone is used to make more allunng the language of the
dialogue, rhythm with }nelody is used in the sung parts; cf. Ch. 1,
especially ywpis # pepiypévors (47°23). Since we do not regard style
as a separable ornament of the subject- matter, no translation of

~this can sound natural. :
49b26. rois popiots: various parts, of what kind is not specﬁied at L.
32 pdpiov is equlvalent to one of the six pépn. Here something more
like the quantltatxve parts of Ch. 12 must be mtended epezsodzon and
stasimon.

Spdvrwv: sub] gen .» ‘an imitation performed by men actmg , not
‘of men acting’, or it may be gen. abs. with 7év ppovpévwr under-
stood. This follows from Ch. 3, 48219—28.

49027, 8¢’ é\éou kai ¢pbPou: see Appendix II on kdfapors.

™V . . . kGBapow: different from xdfapolv Twa; there are various
sorts of kdfapois; this is the one appropriate to pity and fear.
xdfapois appears in a different sense at 55°15. On the general in-
terpretation see Appendix II.

The vulgate readmg on which early commentators worked was
xwpls ékdoTov 7@V eldov év Tois poplots Spwwwv, xal od &' émayyelias
dMa &’ é\éov . .. The first to punctuate correctly was Giacomini
(1573): see Wemberg p. 524. The old punctuation has been per-
versely revived by R. Stark, Aristot. Stud., Zetemata 8, pp. 39—46
who separates Spwvrwv from what follows and takes xal w1th mepai-
yovoda.

Tdv TotodTwv fra0qp.&-ruv attempts have been made, and still are,
to distinguish between 7dfnua and mdfos. But Bonitz, Aristot. Stud.
v. has convinced most scholars that they are indistinguishable, the
form mafgudrwy being preferred to wafav, which does, however, occur.
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TGv TowUTwy raises a much-discussed problem. It was held by
many of the older commentators and by R. among the moderns
that rowdrwr is here equivalent to rovrwr. It is a question of some
substance because if rorodrwy = such, then pity and fear are not the
only tragic emotions, and it is the difficulty of finding other emotions -
which may be purged by tragedy that has led to the attempt to
equate rocovTwy with Todrwr. A.’s use of rowoiTos has been examined -
by Beare in Hermathena 18 (1914~19), 116-35 and more recently by
C. W. van Boekel, Katharsis (Utrecht, 1957), p Pp. 146 ff. 'The fact is
that there seems to be an ambiguity which is common to Greek
rowodros and to English ‘such’. Both words can mean similar to the
referent as falling under the same definition but not separately
specified—often virtually synonymous with odros—and similar to
the referent but falling under a somewhat enlarged definition. In the
first case the point of rév 7owdrwy here would be to include, for
example, olkros, éxmAnées, pity and fear in a slightly different form;
in the second, to include different but kindred emotions such as
opyn Cf. '56P1 : olov éXeov 7} $dBov 7 Spyrv kai Goa Towabra, R. 1378722
Spyr, €Aeos, PpoPos kai 6oa dAAa Tocavfa, where A. is thlnkmg prlmanly
of rhetonc, and Pol. 1342212 Tods éXerjuovas xai Tods Pofyrikods kal
7005 6Aws mabyricovs. Since we are-so much in the dark as to what
A. meant by xdfapos, it is difficult to choose with confidence, but the -
first meaning is the-more likély In any case there is no justification
for introducing under 7oovrwy such emotions as ambition ; cf. John-
son in Appendix II, p. 277.

. A meaning whxch, it has been suggested (Pol., ed. Susemihl-
Hicks (London, 1894), p. 652, also by Butcher, p. 240, n. 3)'might be
intended by 7@v rotodrwy is that the emotions aroused by tragedy are
not identical with the corresponding emotions aroused by events in
real life ; they are é\eos xai $éBos as aroused by imitations; cf. 53P12:
79y dmd éAéov kai pdPov Sid peprjoews 78ovnr ; see note on 48°13. They
are transformed by ‘aesthetic distance’.” If this distinction were -
a basic assumption of the P., it might well be referred to in this sum-
mary fashion, but as A. never clearly makes the distinction it is
going far to find it in 7&v Toodrwy.

49529, dppoviav [kal péhos]: the difference between ¢ app.owav and pédos
is that pélos 1mphes the presence of words. If xai pélos is in place
here at all, xai must be explanatory, but as Adyos-}pvfuds and
Adyos + puBuds -+ dppovia cover-all the media used by tragedy, pédos
is best explained as a gloss based on 47°z5.

49031, After Sud pélovs would be a possible place for a similar brief
explanation of the meaning of xdfapous.

49b31-50214. The six parts or elements of tragedy are now deduced
from the definition. This passage was discussed at length by Vahlen,
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‘A. uber die Teile der Tragodie’, Gesammelte philologische Schriften
(Leipzig, 1911) i. 235-74, reprinted from Symb. phil. Bonn. in" hon.
Friderici Ritschelit (Leipzig, 1864), pp. 158-84.
49b31. mpdrrovres: the visible actors. More precisely, the poet makes
the imitation &.a mparrdvrwv. The play can achieve its rédos without
being performed (62211). , , o
49b33. dyews kbéopos: the actors are visible, and the spectacle they
present is necessarily to some extent an element in the total effect.
rxoapos implies that things are so arranged as to be worth looking at.
The question is whether éyus refers only to the appearance of the
actors, who were richly attired, or includes all that we mean by
‘spectacle’. There is no doubt that on the Greek stage, as on the
- Elizabethan, the main spectacle was the appearance of the actors,
magnificent or horrific as the occasion might require. At 50P20 8yus ‘
is associated with the axevomoiés. who is said to have been concerned
mainly with masks and costumes (Pollux 4. 115; cf. schol. Aristoph.
Eq. 230). The few spectacular effects of which we hear seem to
"depend mainly on his efforts: the Erinyes in the Eumenides who
caused a panic, perhaps the winged steed of Oceanus in the PV; cf.
‘Bellerophon’s steed in Euripides’ play; Ion’s act with the birds at
Delphi would depend mainly on his own grace, {Demetrius] Eloc.
195. But at 53°I-4 éyus seems to refer to the whole content of 705
“6pdv. Presumably it was not for nothing that Sophocles introduced
scene-painting, and the mechane as a spectacle must have lent excite-
ment to divine epiphanies. From a later date rais okquikais Speot
rxaddv (Argument to Eur. Phoen.), e.g. Antigone on the walls, refers
to more than clothes. '
év tobrors: actors speak and sing, using words, thythm, and
melody ; these are the media (é); cf. 47°29. ‘
49b34. v 7dv pérpuv olvleatv: pérpa are non-lyric metres, 47°20 n.
The whole is short for r4 r&v dvopdrwy é&v pérpw ovvleaw.
49b36. wioav: predicative ‘in its entirety’.
49b36-50210. émei 8¢ . . . pehomoria: this rather cumbrous sentence
is best taken as depending on émel down to yvcsunv at 5037, with the
- apodosis beginning dvdyxn odv. The const. is obscured by the change
from nom.. udfos at 5024 to the acc. in 0y . . . Sudvorav which are
governed by Aéyw. _ .
49537, wparrévrwv: the performers, who have the same 40y as the
original characters of the story.
- wowols: speakers in the courts argue émws v xpiriy moudy Tva
- moujowow (R. 1354°20).
49b38. #0os: see on 4822 and 5008, '
Sibvoiav: further explained below and at 5ob4. We differ from
the Greeks in attributing Siudveia to the author rather than to his
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characters, in whom we do not so sharply separate intellectual power
from the remaining charactenstxcs A.divides dpersj into 56xrjand Sia-
vonrukrj (EN 1103%5). On a man’s &udvoia depends his power to assess
a situation, on his #fos his reactions to it. In drama Sl.a.vow. is mani-
fested mainly in the characters’ arguments.

5021. woids mivas: many dctions can be judged only in the light of
what we know of the character of the doer and of what he says in
explanation of his actions.

[wéduxev airia . . .]: probably a marginal explanatlon of the pre-
vious clause.

5082, radras i.e. mpdfes: the end of an action is a further act1v1ty and
not a static condition; this is good Aristotelian doctrine. but not -
self-evident, and depends on a particular conception of activity. Cf.
EN I, Chs. 7 and 8.

5083, éonwv . . .: pifos has scarcely appeared since it was numbered
among the main subjects of the P. at the beginning of Ch. 1. Now it
is introduced with great emphasis ; we know that tragedy is a piunois
mpdéews, but it is the pdfos, the Yuysj of tragedy as it is calléd at 1. 38

. ‘below, which is more particularly the imitation of the action.

5084, Aéyw yap pifov ToGrov: ‘for I use the word p.vOos in this sense’,
not the most obvious sense, which was simply ‘story’. Similarly B.
wrote radryv for adriy at 49P34.

The poet takes the story; uifos in the non-technical sense (see
479 n.), and reorganizes it in such a way as to bring the parts into
a more logical and significant relation to one another. The story is
a preliminary selection from the stream of events; in the plot the
story is organlzed

5025, olvleow rdv wpayparwv: ‘structure’, developmg the hmt given
by the word oewvisrasfar 4729: cf. ovoraoces in 1. 15. ovwrifévas is
used of putting together an essentially true story in Eur.
Bacc. 297, Anstoph Ran. 1052. Cf. Pl. Phaedr. 268D, v Todrwy
(sc. pnaewv) evoraow wpenovaav a)t)n)/\oc.s 7€ kal TH GAw ovmoTauévyy.

5087, yvopnv: not ‘purpose’, though it would make sense here, but as at
50P12, kaBddov T dmodaivovrar, ‘make some general statement’. yvdpac
were ‘practical maxims’ (R. 1394221), but they naturally tended to be
pithy and epigrammatic. The yvwpodiwrrijs of Cratinus, fr. 307,
being a Edpimdapiorodavilwy, no doubt appreciated 76 orpoyyddov;
cf. Aristoph. fr. 471. Eur. Phoen. is described in the Argument as
yvaudv y,eaﬂ;v moAAGY T€ xal Kaddv.,

avéyxn odv: cf. 49P37: ods dvdykn mowods Twas elvar. It is a logical
consequence of its nature as developed from its definition.

5088, woué mis: this refers not to the quality of an individual tragedy
as good or bad, but to the nature of tragedy in general. B., who like
most edd. omits s after mdoys, is misleading here.
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5029. radra &’ . . .: the order in which the six parts are given bears no
relation to the division which follows, but with the transposition of
Aées and Sudvowa the order would be that in which the parts are dis-
cussed, which is more or less the order of importance; &yus and
pedomroula, which come last, are not really a part of the art and are not
discussed. The order Aéfis—8idvoca is common elsewhere.

50210, 11. ols pév ... tpia: 8vo = Aéfis, pedomola; & = Sus (dia
mpaTTovTwY) ; Tpia = pilos, 4y, Sudvoa. Méfis applies to the Adyos of
non-lyric parts. Words of lyrics are included in pélos. The P. is
almostentirely concerned with the group of rpie. Robortello (1548)and
Maggi (1546, 1550) explained pia as Aééis, #0os, Stdvoca. The passage
was correctly explained by Vettori (1560) : see Weinberg, p. 462.

50212~14. rolrois piv ... doadrws: a passage much discussed, but
never adequately explained. The apparent meaning is unsatisfac-
tory; after saying that every tragedy must have all six parts, why
add that ‘not a few’ poets use them all? It is vain to cite arffes
Tpaywdiat (50%25), because it means deficient in, not devoid of, #fos.
Further, the separation of 7ovrois and eiSeow is needlessly emphatic,
and ds eimeiv, though not restricted by A. to use with such expres-
sions as ‘all’ or ‘none’, has no application here. =& sc. Spdpa is an
odd expression. Some of these difficulties can be avoided ‘by re-
arrangement or emendation, but as a summing up it is defective,
even apart from the gratuitous change from pépn to €8y (see's6233 n.).
The only serious alternative is Vahlen’s ds eSeow, abandoned in his
edn. The meaning of this would be that not a few poets concentrate
on a single uépos (cf. 56°3-7) using it, or regarding it (cf. 52°14, Met.
998”10 xpijobar dbs yéveaw) as a special type of tragedy. In the next
sentence he read Sieis éxew mav (cf. 62214), indirect statement of the
poet’s thought, that spectacle, or whatever pépos it might be, ¢con-
tained all the essentials of drama. This seems an extreme view, but it
makes sense of a sort. It is a difficulty that of the {8y mentioned in
Ch. 18, though they are connected with the uépy, only the N0y is
common to both (see 55°32 n.). But 53P1 gives some support to the
existence of an eldos connected with &fus; anyway the €idn are them-
selves a mystery. . _

184ns: ders is an easy emendation, but why is this uépos alone in
the plur.? &fur gives the required sense, but the corruption is harder
to explain.. ’ :

50215-38. Five reasons why pibos is pre-eminent among the parts.
First reason 50815-23. Drama is concerned with actions, to which
character is incidental. '

50a815. wpaypdrwv at’wmqté: not distinguishable from mpayudrwy
avvfeow in 1. 5, above. :
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50216. pipnois . . . wpadewv: this follows from the definition and was
assumed at 4821, at least in so far as mpdrrovres are engaged on
a mpdfs, and by Plato before; it is regarded as self-evident and no
reasons are given. The fact that tragedies are-about actions shows
nothing, for even if the main purpose was to reveal character, charac-
ter would have to be revealed largely through action; cf. what is
said about mpoaipeais ‘at 50P10. A. does no more here than repeat
what is implicit in the definition.

50217. Biou: a surprising statement, but apparently it means what it
says, not the lives of individuals (‘careers’ E.), of which only a minute
proportion can be represented in a play, but the whole complex of
events of which a generalized picture is given, a more philosophic
picture than that given by history. Alcidamas had called the Odyssey
kaddv avfpwmivov Biov kdromrpov (R. 1406P11), and there are other
examples of this wide use: see B, ad loc., and Pl. Laws 858D. A.
associates Blos or {wsj with épya and mpdées (EN 117919, EE 1219°2).
In later writers imitation of Blos is associated more particularly with
comedy. -

50217-20. [kai edSawpovia ...]: these words can be attached to
the text only by supposing that some words, e.g. xal eddatpovias,
have fallen out by haplography. But (a) xaxodaipwv, -ovia do not
occur elsewhere in A.; (b) 7édos 1n 1. 18 is awkward with 7édos in 1. 22,
especially as the first refers to the end of the action which is the sub-
ject of the tragedy, the second to the action itself which is the end of

_the tragedy; () A.’s particular views on the end of action are not
very relevant to the importance of action in drama, but they are the
sort of thing that a commentator might be tempted to explain.
The desire for happiness might. well be the cause which led to the
initiation of the action which was the subject of a play, but this
action is just as much an action whethér the happiness which is its
end is regarded as an action or a state. In fact A. was emphatic that
it was an action: cf. EN 1101215, 11767, Pol. 1325232. Even the
Bios Bewpnrinds, which we might regard as the opposite of action, is
an évépyea (EN 1177218). _ T

50221. mwparrouowv ... cupmepihapBavouav: the subject is of pepod-
pevor. They.do not act, i.e. conduct their imitation of the action, in

_ order to present character, but they present character as an element
in the action which is the main end. On A.’s habit of identifying the
poet with the actors who are his medium see 4821 n. ‘

50822, &ove . . .: accordingly it follows that the plot is the end.
It had not been suggested that any other part but #8os could claim
the primacy. In a different, and more ultimate, sense the 7éos
of tragedy is the emotional effect it produces (and the katharsis):
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cf. 6ob24, 62°18, 62P15; here it is the end in the sense that the poet
subordinates all other parts to it.

xai: explanatory of mpdypara: mpayudrwyv ederacis which is the
same as pdfos. Or mpdypara could stand for the materials and ;woos
for their form when embodled in structure '

Second Reason 50223-29. T; ragedy can exist without character, not
without action.

50223, &veu ... Tpaywdia: many contemporary plays and some of
Maeterlinck in an earlier generation come nearer to achlevmg this
than A. would have thought p0551b1e

50a24. &vev 8¢ H0av: B. is rlght in taking difes, 1. 25, below, as
‘deficient in character’; cf. dupirws éypager, ‘drew. madequately
(60P32). A play may be devoid of ‘character interest’, but it is in-
conceivable that all the participants of a play could be such that the
audience have no expectation as to the kind of decision they will
make. Those who act must be moto! Twes (49°37).

50825, v véwv: see on 53°28. Euripides is less a master of #6os than
S_ophocles, but to call him d#fns would imply a severe standard
indeed. ‘of mpdToe (1. 37, below) who are contrasted with the véo: are
presumably the earliest of the wadawol. S. is alone in taking véwv as

‘young’ rather than ¢ recent’, which contradicts 1. 35-38, below.

50a27. Polygnotus was introduced at 4825 as an example of a painter
who idealized his figures, see n. ad loc.” Zeuxis of Heraclea in southern
Italy worked in the late fifth and early fourth centuries. He is men-
tioned at 61°12 as painting figures more faultlessly beautiful than any
in real life. At Pol. 1340228-40 it is said that alofyrd except for
povauci) have little ethical effect, though there Polygnotus is agam
mentioned as 0ukds.

Third Reason 50929-33. T ragedies which are rich in character bul
poor in plot do not fulfil the funcition of tragedy.

50329, édetis: suggests a mere sequence, ‘one after another , as at
59227. Sometimes, however, it is a rational or natural order, 521.

fduds: ‘expressive of character’ B., in this case the true character -
of the speaker. Adyot §fuxot (R. 1391%22) are speeches which suggest
the speaker has a certain character, not speeches on ethics.

50230. #jv: ‘was agreed to be’. A. uses the imperf. to refer to conclu-'
sions previously reached; cf. R. 136329 : o5 ydp ndvres édlevrar, Todr’
ayalov fv. Tpaywdias épyov recurs at 52P29 with reference to emotional
effects ; these have not so far been discussed, only mentioned in the
definition 49%27, 28. The majority of commentators, R., S., E., refer it
to that passage, E. with emphasis on xdfapois. B. following Vahlen
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understands the &yov to be the production of a wpdfews pipnaus (cf.
49°36), which a mere sequence of speeches could not achieve.

The difference between a play and a series of rhetorical speeches is
put, with a different purpose, by P1. Phaedr. 268 c.

50232. kai: is undoubtedly explanatory : cf. l. 22, above. -

50233. Castelvetro transposed the comparison of the painter and the
choice between pleasing colours without form and form without
colours, 50239-b3, to follow directly after mpaypdrwv. This was ac-
cepted by most editors until Vahlen, who defended the change (Gesam-
melte, pp. 250-2), altered his mind in favour of the MSS. order in his
edn. ; only E. among recent editors transposes.. Against the charge
we may argue that there is no easy explanation to account for it;
that the comparison between a more and a less essential element
stands well at the end of the discussion about plot and character;
that éorw re plunois . . . at 5003 follows a little awkwardly on dpxn
pév ol . . .40y at 50238, 39, since both sentences round off the stage of
the argument. On the other hand, while there is an obvious cor-
respondence between an outline drawing and the plot of a play,
a random spread of colours has little connexion with the characters.
But the comparison would gain immensely in significance if attrac-
tive colours placed at random x#dyv corresponded with eloquent
speeches following one after another égetfs. Indeed G. goes so far as
to make xvdnv refer back to épef#s though he leaves them 12 lines
apart. That the words do. correspond is strongly suggested by the
relevant passage of the Phaedrus. Socrates, criticizing Lysias’ speech,
says ‘do not the parts seem to have been thrown down x¢dyv at
random?’ and a few lines later ‘can you suggest any reason why
Lysias put the parts in this order odrws épefsis?’ and the meaning is
illustrated by the famous Midas epitaph of Cleobulus of Lindus, four
hexameters which can be read in any order, 264 B-D. édeffjs sug-
gests, not disorder, but absence of any ordering principle.

Fourth Reason 50833-35. The most attractive elements in a play
belong to the plot.

50233. yuxaywyei: cf. 50°16 and Timocles, fr. 6. 6; first in Xen. Mem.

- 3. 10. 6, and Pl. Phaedr. 261A. This originally striking expression
drawn from necromancy (cf. Aes. Pers. 687) loses a good deal of its
force when it becomes part of the language of criticism, and implies
little more than ‘attract’: see G.’s note. It is surprisingly absent
from Gorg. Helen (he uses ékyonredw). Eratosthenes stated that the
aim of poetry was guxaywyia not 8idackaia (Strabo 16).

50834, mepinérerar kai dvayvwpicas: the first mention of these terms,

which are explained in Ch. 11. Probably they were already recog-
- nized technical terms.
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Fifth Reason and summing up 50335—39 The plot-is the most
difficult part of a play to manage.

50236. axpiBoiv: cf. 48°11 eucovas pdAora nxpcﬁwy,evas, to produce
something finished and precise. No extant tragedy is a youthful
work, unless possibly the Rhesus, which, if it is by Euripides, was -
written early in his career : see Ritchie, T he Authenticity of the Rhesus
of Eur. (Cambridge, 1964). The evidence of other periods certainly
suggests that skill in dramatic art comes only with practice, whereas
a youthful rhetorician might be expert at apt speeches.

50237. ouvioraoBar: act. and mid. form seem to be used indifferently. -

ol wpétoi: are these pre-Aeschylean? See on véww 1. 25, above. If
this generalization does not strike us, so far as our evidence goes, as
obviously true, it is perhaps a measure of the difference between
character and #0os. However, Sophocles is said to have considered
his latest and most mature style to have been %fucdrarov (Plut. M.

- 79 B) ; see Sir Maurice Bowra, Problems in Gk. Poetry (Oxford, 1953),
pp- 108 fi.

50838. apxs) . . . kai olov ux1: in the light of A.’s philosophy these .
words carry even more weight than they mlght seem to. E. quotes.
De An. 40226: éore yap (7 Yuxy) olov dpyy): Taw {owv. Soul is the
‘form’ of man, and plot is of equivalent importance in tragedy

50239-50b4, The Second Part §6os.

50839, Sebrepov: in order of importance. A difficulty of the following
passage is that Jfos has already been examined in connexion with
pdfos, as being the only rival for primacy, without having been
introduced formally as the second part. It has been defined only
incidentally (49°37) as that in virtue of which men are mowol, of one
sort and not another. It is further defined in contrast to Siudvoia
508, below. '

50b1. éva.)\eulme. trans., the ob}ect being mivaxa understood.

50b2, xi8nv: ‘at random rda xvdnv means prose as opposed to verse
(R. 14097). At Phaedr. 264 B (see 50232 n.) the parts of Lysias’
speech are said yUdnv BefAfofar ‘to be thrown down at random’.

ebdpaveev: give the 5j8ovif which is the édos of the arts. :

Aeuxoypadoas: for the formation cf. oxiaypadeiv. There seems
no evidence whether this means to draw in white on a dark ground
or to draw in black on a white ground. That Philostratus mentions
drawing Aevkq) 7§ ypappd (Vit. Ap 2. 22) shows little. The comparison,
if it stands here—cf. 50233 n.—is between an outline drawing, which
corresponds to the plot, and beautiful -colours grouped without
meaning, corresponding to the characters. While the first pair have -
significance in common, the correspondence between characters and
patches of pigment seems incomplete. Gomme, p. 63, following V.
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suggests ‘not give so much pleasure as if he draws the outline in
black and white first”. For a similar comparison between wepiypad,
‘outline’, and ¢dppaxa, ‘colours’ see Pl. Polit. 277 C.

50b3. 814 radémy: i.e. indirectly, secondarily, repeating the point
which was made at 50216 ; tragedy is not an imitation of men, but it
imitates men in the course of presenting human action. The repeti-
tion rounds off the paragraph. )

50b4. mparrévrwv here must refer to the original agents, not the per-
formers, as at 4821,

5054-12. The Third Part Sidvoua.

This is discussed further in Ch. 19, but it is quickly dismissed as
being in the province of rhetoric. v ‘

5004, voiro . . . SivacBar: as Hfos is revealed mainly by action, so
dudvoua is revealed in Adyouspoken or written, in demonstrations and in
generalizations; the point is repeated (ll. 11, 12) at the end of the
section. #fos xai didvoia are the two aspects of the whole man, cor-
responding, though rather superficially, to character and intellect.
Then as now it was a subject of debate with which of the two the
educator ought to be more concerned (cf. Pol. 1337238). In the last
resort they are not completely separable, ,

50P5. v4 &vévra: the man with good Sidvowa can see what there is in
a subject and what there is to be said about it. Cf. Isocr. 5. I10:
kardaw 76 mAflos T&v évévrwy elmeiv, Dion. Hal. Lysias, 15: edperids
ydp éorwv 73y év Tols mpdypacw dvdvrwy Adyw.

T4 appérrovra: cf. 54222, The two together are much the same as
7a déovra, what Thucydides claims to put into the mouths of the
speakers in his History (1. 22. 1).

5006. tiv Aéywv: taken by B. and G. to refer to speeches in plays, by
Vahlen, Butcher, R., and S. to speeches in general. M. and E.
bracket the words. At . 15, below, it has the latter meaning (or just
‘prose’), and it is natural to illustrate Sidvora from rhetoric in general :
cf. 56234. On the other hand, with of dpyaio: 1. 7 we are back again
with the speeches of drama. It is not necessary to specify Adyoe as
the part of drama where 8idvoca is in place, but A. does sometimes
state the obvious. '

iis wolimikis xal prropuciis: Sudvora is associated with both of
them. The modurixds is as old as the méis; the pnropikds depends on
his new art. The meaning of gqropuxis is plain, but moXcruxds is used
in many senses. With this passage may be compared Pol. 1274%36:
700 8¢ moAurixod kai 708 vopoBérov mioay opdpev Ty mpayuarelay odoay
mept wéhw. mohrucy is concerned with the good of the whole 7dAs
(EN 109411). As ethics were conceived as existing within the frame-
work of the city, the connexion between 465 and moMurukr} was close.
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Cf. Pol. 1288°1: madela xai €0n Tadrd oxedov 7d mowobvra omovdaiov
dvpa kol T& molodvra modetikdy; R. 1356226 Tiis mept 1& 400 mpayua-
relas, v Sixaidv éore mpooayopedew moliriniv; Satyr. Vit. Eur. 39.
1v. 5 (Arrighetti) : moAdd xai wapd TGV kwpikdy ToTOY dua aboTnpds
/\e"yera(. kai moAiTids . . . Edpimidns mpos dAxny kal eduyiav mapaxadei
Tods véovs. There is a touch of irresponsibility about pyropiki: cf.
pmTopikov yap 16 TolodTOV p.a./\on 7 Tipdvros ddijfeiav dvdpds (Galen,
Protrept Io)
50b7. ol . . . dpxaioi: see note on 53P28,
50b8. pnropwkds: the rhetorical characteristics of Eunpldes are ob-
vious. In the set debates he seems at times more eager to make his
characters say ra évdvra kal 7a dppdrrovra than to maintain their
consistency. No doubt fourth-century tragedy developed further
along the same lines; Theodectes was both dramatist and rhetori-
cian. We need not go so far as to take molrikds as equivalent to
H0ucds, but it implies a less exclusive interest in persuasiveness and
point scoring : cf. R. 1417223 : p7 s dno Savolas Aéyewv domep ol viv,
AN’ s dmd mpoarpéoews (for mpoaipeais see below) and 1366210. But
there ‘is some overlap between them. G. quotes Dio Chrys. Or. 52
‘(Vol it, p. 160 Dind.) : 7 7€ 70D Edpimidov avveats . . . modirikwrdrn Kai
puropikwrdry odoa. As an example of a play that was consp1cuously
mohtinds E. $uggests the Antzg Eur. Supp., like Thucydides, is
both moArikds and pyropids. For an extreme of rhetoric we might
‘instance the agon of the Troades (914-1032).
100s pév: answered by Siudvoia 8¢ 1. 11. Ffos is introduced here in
order to explain 8udvoia by contrast. According to our ffos we are
moeoi Tuwves, and naturally prefer certain courses of action and make
certain decisions mpoacpéoeis. The notion of wpoaipeais makes clear
the connexion between ffos and action, whereas dudvoca is revealed
mainly in speech. A mpoaipeais is a considered decision made by a
person of mature judgement after due deliberation. Such a choice
cannot be made on the spur of the moment (EE 1224%4), Or by a
child. (ibid. 28), or under the influence of violent passion, since . is
perd Adyov kai Siavoias (EN 1112315, cf. schol. Eur. Med. 899) ; Medea
does not kill her children xard mpoaipeaw. (A. could hardly have
denied that the tempestuous disposition which gave rise to such
violent passxons was part of her 7fos.) Hence we are told here 7fos
Snlot-iv mpoaipeow, and only those Adyor which contain a mpoalpeais
can reveal #fos (cf. EN 1417219: otk éxovow oi pabnuaricol 78y o1
008¢ mpoaipeow), though Sudvora can be shown without one. The .
‘connexion between wpoalpesis and 4fos is a commonplace in A.
(cf. EN 111174 ff., 1139231, R. 1395P14). One would not expect to
find #fos in a Messenger’s speech ; messengers decide nothing. But .
it is obvious that decisions require also the ability to foresee
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consequences, and sometimes A. makes a place for Sudvoia too,
e.g. Met. 1065232 : mpoaipeais od ywpis Siavolas, and Ph. 196°18 and 22
where the two words are synonymous : see Ross’s note.

In the ‘drama of ideas’, Shaw or Pirandello, 8.dvoia assumes
pre-eminence. Whether A. admitted the existence of such a type
depends on the interpretation of 5021214, ’

50b9. [év ols odk Eom Sfjhov .. .]: either the mpoaipecis would be
inexplicable but for the #fos in the speech, or i moréov may be
supplied- after 3j)ov. But the clause is absent in Ar. and .can
be dispensed with. _ :

- There is another sense of #fos which Vahlen, Gesammelte, pp. 257 ff.,
would introduce here. A speaker’s persuasivéness depends partly
on the personal confidence which he inspires ; he may set out to con-
vey an impression of a particular sort of personality according to the
nature of his audience and his subject. In rhetorical writings this is
the sense of #fos most commonly referred to, the character which
the speaker projects. Dion. Hal. Lysias 8, says of Lysias that he
never made a wpdowmov dvnlomoinrov. A, discusses this in Bk. 2 of
his R. This #0os could be independent of mpoaipeats.

The characters in a play are usually represented as expressing
themselves sincerely, revealing themselves as they are. No doubt the
playwright in representing them uses some of the same skills as the
speech-writer putting across a personality which will make a favour-
able impression. Occasionally he will go a stage further and re-
present a wolf representing- himself in sheep’s clothing, as Creon
in OC 728-60. "A.’s tendency to identify the dramatist with his
characters makes it difficult to give a precise meaning to #fos here.
So long as we regard a dramatic character as an independently
existing entity, this sense of #fos is largely irrelevant, but it becomes
relevant when we think of the dramatist using his art to present
characters. - '

For %0ucy) Tpaywdia see 56°1.

5012, kaBéAov: such gerieralizations or yvépar would not express
ultimate truths; they would be general statements such as are con-
cocted with a view to the particular conclusions that the speaker
wishes to justify.

It is worth noting that there is little room for impassioned speech
within these categories. In later tragedy the expression of emotion
‘was left increasingly to the musical parts. A speech like Medea’s
(Med. 1019-80), which A. probably did not admire (cf. 53b28), con-
tains by these standards little #8os and less &idvoia, though it does -
end with a resounding yvdun, the generalization Somep peyiorawy
aitios xax@v Pporois 1080. To many moderns this rather spoils the
effect. ‘ :
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50012-15. Fourth Part M. ~ »

[r@v pév Aéywv]: B.’s emendation rév év Adyw would mean ‘of the
parts in the medium of words’: cf. 47222, _ :
50b13. Méfis can often be rendered ‘style’, but it covers the whole
process of combining words into an intelligible sequence. Cf. 4934,
where the phrase v r@v pérpwv ovvBeow covers only metrical

language, but in the widest sense the process is the same.

v 8ia ris évopacias éppnveiav: ‘communication by means of
words’; dvopasio = dvépara. From épunveds, an interpreter of
riddling or foreign language, épunrela comes to mean communica-
tion and also, like Aééws, style. See the entry s.v. in the Glossary to
Rhys Roberts’s Demetrius of Phalerum mepi ‘Eppnvelas. -

50b15. &xet vy adriv Sdvapwv: ‘has the same effect’ and so ‘does the
same thing’ (cf. 47%9). Both in verse (éupérpwr) and in prose (Aéywv),
or in this context perhaps in speeches (in real life); Aé¢es is concerned
with communication, with putting the best words in the best place,
but not, of course, the same words in the same places in verse and in
prose. The language of lyric poetry is probably covered by pélos,
~and neither éuperpa nor Aééis are relevant to it.

50v15-20. The two remaihing Parts, pédos and Sius.

50016. }8uopdrwv: cf. 49P28. At EN 117029 the point of #dvopa is that
one does not need much of it. ' -
50b17. drexvérartov. .. fikiora oixelov: the qualities required by the

successful producer of visual effects are different from those re-
quired by a poet, and though the wardrobe-master is allowed to have
a réxvn (1. 20, below), his skill is mainly empirical. ,

50b18. 8évaps: A. is emphatic (cf. 53°4, 62212) that the ‘effect’ of
tragedy does not depend on its being performed. Indeed it appears
that at this date plays were written which were intended only for -
reading, dvayvworicol (R. 1413%12). The earliest ref. to the reading
of stage plays is Aristoph. Ra#n. 52: Dionysus read the Andromeda to
himself. _ : :

Gydvos ai Omoxpirdv: ‘(performance at) a public contest and
actors’. Cf. 53227 oxnvév kel dydwwr, which is a hendiadys ‘scenic
contests’. dy. xat . so constructed should mean ‘actors’ contests’.
There was in fact a prize for acting at Dionysia and Lenaea, but it
would be pointless to mention it here.

:50b20. oxevomoiot: schol. to Aristoph. Eq. 230 tells us that none of the
oxevorouoi dared to make a portrait mask of Cleon for Paphlagon to
wear. Pollux 4. 115 suggests that masks and costumes were the main,
if not the only, concern of the oxevomoids. :

A.’s preference for plot as opposed to character has won little

109



COMMENTARY - [6. 50°20~

approval from most of the critics from the late nineteenth century
onwards. To the generations which were profoundly influenced by
Bradley’s Shakespearian Studies it was common doctrine that, as
Granville Barker once put it, the purpose of drama was to portray
character. Interest in the inner life of the individual, which had
been developed by the great novelists of late Victorian times in
England, France, and Russia, caused exaggerated attention to
traits of personality which could be perceived in Shakespeare and -
contributed to the spread of the belief that they must be contained,
- could one but find them, in all great drama. In fact few Greeks were
interested in the analysis of states of consciousness and the study of
psychological developments, and the scale of Greek drama allowed
few opportunities for revealing the uniqueness of individuals. The
character who appeared in a mask was naturally generalized spiri-
tually in the same way as he was physically and as the style of
masked acting must require. The difference becomes obvious if one
compares the number and variety of the situations in which Hamlet,
for instance, is presented with the restrictions and simplicity of the
Greek stage, from which the background of ordinary life is almost
totally excluded. It is impossible to.deny that A. was right in his
priorities so far as concerns Greek tragedy, and it is surprising that
there should have been critics in his own time, as the tone of the
chapter implies there were, who thought character more important
than plot. ' ’

More recent critics are less out of sympathy with A. ‘In drama
characterization depends on function; what a character is depends
on what he has to do in the play. Dramatic function in its turn
depends on the structure of the play; the character has certain
things to do because the play has such and such a shape.’ - Northrop
Yrye, Anatomy of Criticism (Princeton, 1957), p. I71.

CIIAPTERS 7-14

Chapters 7-14, with the intrusive Ch. 12, deal with plot, its structure,
and its emotional effects. They contain a large proportion of the meat
of the P. Chs. 7-9 form the first part of this section, and in them the
general nature of the plot is discussed. Ch. 7 deals with plot in the .
light of the previously agreed definitions, while Ch. 8 throws further
light by showing what it is not and the misapprehensions which have

" caused plots to be badly constructed. In Ch. g it is shown that a well-

constructed plot represents a more general truth than history can
usually reveal.
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CHAPTER 7. 5021-34. Unity.

50b21. Siwpiopévov 8¢ rodrwv: this refers to the definitions given in Chs.
1-5 and more particularly to the examination of the six parts in Ch. 6.
)\eywp.ev a fresh start cf. the beglnnmg of the P., 4728.

50022, rijv oboraocw. .. Tdv mpaypdrwv: A.’s favourite expression for
pbbos, with ovvfeors as an alternative to odoraocis. The neutral
word mpdypara applied to the contents can fairly be translated
‘incidents’ or ‘subject matter’; cf. 53P5: 7ov drovovra 7d modypata
ywipeva kal ¢pitrew ral édeeiv. They are already present as relevant
parts of the mpd déws but not yet built into the structure ; see on 51233.

50b23. xeirar: ‘it is accepted”between A. and his reader on the basis of
the definitions in Ch. 6 _ '

50024, reheias kal SAns: fehaas was added to mpdfews in the definition
of tragedy, apparently as being implicit in the notion of mpaéis ; now
6Ans, which means much the same as Telelas, is added for emphasxs
Nothing is absent which is necessary, nothing is present which is
superfluous. :

50b25. peyeeos again repeated from the definition 49®25.

pndév Exov péyedos: an entlty so small that it has no meaningful
dimensions ; cf. Ph. 266210 a,u.epes elvar . . . kal undév éyewv y.e‘ye()os
" The importance of parts in A.’s conceptlon of a whole emerges in -~
what follows.

50b27. u) é dvayxkns: no event can be completely isolated from all
other events. But some events have no essential causal connexion

- with what has gone before. Where the action of a play begins there
should be a natural seam in the continuum. The opposite of é¢
a.va.ym]s is s e'rvxev at 59224,

50b31. péoov: it is noteworthy that when the 1dea is repeated in con-
nexion with epic at 59220 we find the plur. péoa (cf. Pl. Phaedr.
264C). This is more exact, as there are usually a number of separable
parts between beginning and end.

Dion. Hal. de Thuc. 10 is reminiscent of this passage, though there
is no reason to suppose direct influence: airi@vrar 8¢ xai Ty Tdéw

" adTod Twés s ovr dpxﬁv Tijs {oToplas elAnddros, fv e'xpﬁv, olUTe Télos
_ecﬁnpp.‘qx‘o"ros az’n‘ﬁ 70 mpémov* odk e’z\afxw‘rov y.e'pos elvas Ae’yov‘r’es olxo-
voulas a‘ya01]s, apx‘r)v Te€ /\aﬁew, s ovk Gv ein 1L mpdTepov, xai ‘re)tu mEpL-
Aafeiv Ty mpaypareiav, ¢ 86&y p.‘q3€v évdeiv.

50b34, {8éaus: probably prmc1ples i.e. of right connexion (cf. 56"3), or
equivalent to elos, the form that has been described with begmnmg,
middle, and end.

In this sentence A. formulates one of his most fruitful ideas, that
there must be close internal cohesion binding the parts of a play
together, if not logical necessity at least probability. We must not
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find ourselves in doubt whether the consequences follow naturally.
Plato makes the same demand in the more obvious context of a
speech at Phaedr. 264 B. Dramas still undreamed of at the date of the
P. on the whole bear out the validity of A.’s principles, though there
are' other unities than that of logic. But, as G. points out, A.’s
principle does not apply without a good deal of modification to the
beginning and the end. Here the test is that the audience should not
feel something lacking from the beginning or that the action is cut

. short at the end. To Greek dramatists it was of great practical
importance that their plots were mainly derived from stories al-
ready familiar. For instance the action of the Ajax at its beginning
results immediately from what has been happening before. A modern
audience, unless provided with a programme note, would be a good -
deal mystified.. Moreover there is a whole class of plays from
Aeschylus to Ibsen in which the distant past suddenly rears its ugly
head. Tt may be outside the action, but it is one of the conditions of
the play. In fact the plot is larger than the action, as is brought out
by 8éats—Adois m Ch. 18. Again, the end of the OT is anything but
clear cut. Euripides solved the problem after a fashion with his
prologue and deus ex machina, whatever his motives may have been
for introducing them. It is noteworthy that the obvious end, the
death of the hero as in Hipp. and OC, is exceptional in Greek tragedy,
a fact which may be relevant to the absence of the conception ‘hero’
from Greek criticism (see p. 140).

‘Really, universally, relations stop nowhere, and the exquisite
problem of the artist is eternally but to draw, by a geometry of his
own, the circle within which they shall happily appear to do so.’
Henry Jamies, Preface to Roderick Hudson.

503451215, The right péyefos and its relation to 76 xaddv.

50b34. éwei . . .: dore el . . . 5123 performs the function of the main
clause. Cf. Bomtz 8732 31

76 xakév: the idea that tragedy possesses formal beauty—that the
attractiveness of style and of music are connected with beauty
may perhaps be assumed—is here introduced without warning or
explanation : cf. 59221. See note on L. 36, below.

{dov: not a ‘picture’, though this is a meaning the word can bear,
e.g. Herod. 3. 88 (cf also Butcher, p. 188, n. 1), but a living being as
opposed to the inorganic mpdyua. The comparison of a work of
literature to a {@ov has been made by Plato Phaedr. 264 c, with re-
ference to the discourse of Lysias (see on 50233) which had been read

~ earlier in the dialogue;; this had been shown to lack the organiza-
tion of its parts in harmony and proportion to each other and to the
whole which is common to living beings and properly constructed
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works of art. But the fattor of beauty is not specifically mentioned.
The notion of organic unity implicit in e@ua (cf. 5123) reappears in
R. ad Alex. 143629, 1438P24, where owparoedis is a technical term.
for ‘structurally coherent’. Polybius i. 3..4 uses the word to de-
- scribe a history which combines events in separate areas forming
a unity by reason of their interaction. It is likely that the idea was -
“transmitted from A. through Peripatetic channels.
50P37. 70 yap kalév: kaddv is A.’s word for describing something good
to look at, but it suggests equally approval on other grounds; he has
no term to denote aesthetic satisfaction, though there are a few
passages where the context suggests such a meaning, e.g. 54°11, or
Pol. 1338P1, where it is asserted that the young are taught to draw not
for any practical end but in order that they may become perceptive
of corporeal beauty, fewpnrixdv 7od wepl 7a odpara kdAdovs. But it is.
not clear that A, ever completely separates aesthetic satisfaction
from the perception of functionally harmonious development in
which the realization of the form consists. 700 xadod péyiora €idy
Tdéus kal gvpperpla kal 16 @wpiauévov, Met. 1078236, refers to the proper
. relation of parts to whole, proper for a particular purpose. Even if
an object is superficially repulsive it may ‘yet be xadv to the
phxlosopher who understands that the relation of its parts is deter-
mined p7y fvxov'rws dA évexd Twos (HA 645223). Again, émel 76 e
walov év mhijlet kai peyéfe elwbe yiveohar (Pol. 1326233) refers to the size
‘of population which allows the most efficient functioning of a com-
‘munity. Accordingly, although beauty is mentioned as a quality of
a good play or poem, we need not regard the achievement of beauty
as a separate end of the poet; both in a picture and in a play o
xaddv includes intelligibility. It is a necessary result of constructing
a plot which will arouse pity and terror that it constitutes a pleasing
-whole. If the parts were not odpperpor and in the proper relation to
each other as explained at 5oP27 ff. (cf. Pol. 1284°8), that is to say.
every part except the first must be a necessary or likely consequen’ce
of the part that precedes it, the 7édos or évexd rwos of the poet’s
activity would not be achieved. For a different view see Else,
HSCP 49 (1938), 179-204.
év peyéBer xai réfe: clearly there is variety of unity and different
degrees of it; a rhinoceros has a compacter unity than a giraffe.
50138, éyyls 1006 avawobfrou xpovou: at first sight Tkatsch’s xpdve,
adopted by G., is attractive. As an object becomes progressively
smaller it is harder to see, and if the diminution is continued in-
definitely, xpdvew ‘in course of time’ it will be invisible. However, not
only is word-order against it, but there is no doubt that A. believed
that there is a connexion between the size of an object and the time
taken to look at it (Ph. 222°15). Once an object is too small for its
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parts to be distinguishable, so that their relations cannot be seen, it
cannot be beautiful.

50039, ol yap dpa: similarly, if an ob]ect is too large to be within the
field of vision from a single view-point, it is impossible to appreciate
its proportlons

 51al, 1 Bewpia; for the viewing of works of art A. always uses fewpeiv

and its derivatives; of words denved from fedobac only fearsjs and

0€a-rpov

16 &v: the idea of umty ‘has been present throughout this chapter,
but this is the first mention of ‘oneness’; cf. Gorgias, Helen 5: dAa
uiv ol ypadels, orav ék moAAdv cwpdrwy Kai Xpopdrwv & odpa kal

oxfipa TeAeiws dwepydowvrac, 're'pn'ovm ™Y o,

5123, cwpbrav: i.e. an/lvxwv cwpdrwy correspondmg to dmav wpayp.a

©at 50"34

5184, ebobvorrov: this is the opposxte of the situation described in
5039 ob yap dpa % Bewpia yiverar. The word is used at 59233 with
reference to the plot of the Iliad, and at R. 1409°1 of the prose period
which because of its form is more intelligible than a long sentence in
the Aélis elpopérm the runmng on style’, and also evp.vnp.ovev-rov

‘easily retained in the memory’: see below.

51a5, p:qxos in plots corresponds to uéyeflos in objects ; cf. 49":2—16

ebpvnpodveurov: a plot should be such that it can be retained in the

. mind as a whole. Cf. the complaint of the Spartans after hstemng to
a long speech from the Samian envoys, Herod. 3. 46: 7d pév mpdTa
Aexfévra émAeAnbéva, Ta 8¢ JoTepa ob oumévar.

In practice the limits of the duration of drama are fixed by external
arrangements depending on custom and on the convenience of the.
various parties concerned. It may not be the same as the duration

- which would be fixed if nothing were to be considered but the drama
itself; this would be a matter of réxvy. B. suggests that aiofnow
refers to the power of an audience to watch without loss of concentra-
tion. The ideal play might be too long, or not long enough, for the
normal audience.

5129, tGomep mord . . .: that plays were ever timed by the water-clock
like speeches in the courts is inconceivable.

51210. 6 peifwv: the Greeks associated bigness very closely with
beauty; cf. EN 1123P7: 76 xdMos év peyddw odpart, of pkpoi &
doTeiot kal ovpperpor, kadol 8’ ov. In particular they admired women
large, perhaps as suggesting goddesses, like Phye in Herod. 1. 6o. 4;

cf. also R. 136126, though there seems to have been a tradition that
Andromache was too big (Ovid, AA 2. 645).

ouv8’q7\os that the ovv- is emphatlc and repeats the notlon of
edovvonrros is shown by ovvopdofar at 59°19. The word to be under-
stood with pellwv and odvdndos is udbos.
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51812, xara 10 eicds §) 7 dvaykaiov: in this much-used phrase «ara
76 elxds is hardly to be distinguished from ds émi 6 moAd at 50P30.
51213. &épefis: ‘in natural sequence’, sometimes, though not here, with

stress on continuity. Cf. R. 1416°16. ;

eis ebruyiav . . . peraBalAew: the first appearance of another basic
idea of the P. The content of the mpatis of a tragedy is a change
from: good to bad, or from bad to good, fortune. The character who
experiences this change is today commonly called the ‘hero’, but A.
lacks such a term. However, it appears from the discussion in Ch. 1 3
that he has in mind one dominating character on whose fortunes the
play mainly turns, though in Ch. 14 we have rather a conflict between
equally important parties (see 52°34-53%5 n.). The transition from
one state to its opposite requires a number of stages, some plots
requiring more, others fewer, but the crucial point is that these
stages (often corresponding to epeisodia) must be sufficient, and not
more than sufficient, to make the transition comprehensible. The
-words used to express this transition are peraBdArew, peraBod,
perafaivew, perdfaois, peraminrew all of which, except peraBaivew
and peraminrew, are used elsewhere in the P. for other sorts of change.

© mepuméreia, as we shall see, is a particular type of perdfaois. It ap-
pears from 5528 that the dpx3 s peraPdocws can be quite late in
a play. Although A. states elsewhere that the change from good to
bad fortune is superior in realizing the specific effects of tragedy,
there is no suggestion that it is the necessary end to a tragedy, as
modern usage requires. A tragedy was the sort of play performed at
the tragic festivals. It dealt with life at more or less heroic level,
but there was no suggestion that it need end in catastrophe. pera-
BdAdew as at 53213 = peraBodyy yevéobau.

The statements in this chapter about the uijcos/uéyebos of tragedy
do not seem to have any reference to the comparison of tragedy to
epic in respect of pfkos in Ch. 5. 4912-16. That the action tends to
extend over less than a day puts little practical limitation on its
length. Nor does A. show whether he thinks the limits imposed by
conditions of performance conflict with what is desirable.

CHHAPTER 8

This follows closely on Ch. 7 and reveals certain common misconcep-
tions about the nature of unity. All the references are to epic; this is
justified by the section at the end of Ch. g stressing the similarity of
epic and tragedy. '

A

51817, mepi €va: there is no unity of hero.
oupBaivet: repeated from 1. 13, above. The word suggests events
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happening to a man, #dfiy, which may be the reason for the separate -
mention of mpaéis in the next sentence. - . ,

51218. mpageis: not complex mpdfeis. Cf, what is said about para-
digmatic history at'R. 1360236, quoted on 5r°2. '

51219. & &v: of these many things which can happen to a man some,
to put it mildly, do not combine to form part of any unified whole:
cf. Horace, AP 23: simplex et unum.

Probably those who suffer from this illusion, that singleness of
hero gives unity, are not critics who have enunciated a theory but
poets who reveal their assumptions in their choice of subject. No
Greek play could cover the whole life of a hero, and the example is
taken from epic as affording the best example of a failure in unity.

“Eur.’s Hecuba is an example of a play with two episodes connected
mainly by the fact that they affect one person. Here the failure in
unity is not total. )

51820. *HpaxAnida: epics on Heracles 'were composed by Peisander
¢. 600 B.C. and by Panyasis (Puncle of Herodotus) who perished in
the stasis at Halicarnassus ¢. 460. : :

Ononida: little is known of early epics on Theseus except that they
existed ; see Epic. Gr. Frag., ed. Kinkel, p. 217. .

Epics on either of these heroes would be likely conspicuously to
lack cohesion, since three separate cycles of legend were connected
with Heracles, and Attic patriotism tended to assimilate to Theseus
myths which belonged elsewhere.

51322, uibov: since such a plot must contain the imitation of many
actions it will be unintegrated. ' _

51823. 1& &M\a Swadéper: cf. 59°12-16. The convention of the picar-
esque novel allows a sequence of episodes with no connexion other
than that they are centred on the same person.

51824, firol 8ia réxvny § 81a $dowv: A. holds Homer in such admira-
tion that he will not deny him réxvy, though it is unlikely that anyone -
before himself had discovered the scientific basis of poetic practice;
cf. 54210 for the empirical processes of tragic poets. He is less cer-
tain of the absence of réxvn-from the visual arts (47219).

’O8uooeiav: there may, as E. suggests, be a-point in the omission of
the article here, though the omission is not unique (cf. 54*1). Homer,
confronted with the problem of composing an epic on Odysseus (cf.
‘HpaxAnida Ononida, above) avoided the obvious mistake and ‘com-

- posed’, ovvéornoer, emphasizing structure, riy 'O8doceiar, . 29,
below.

51826. wAnyfjvat pév & 19 Mapvaood: it is odd that the wounding of

~ Odysseus on Parnassus, when as a boy he visited Autolycus, is
described at length at Od. 19. 392—466 in connexion with the scar by
* which Eurycleia recognizes him. Like the second episode mentioned—

116



8. 51234] - COMMENTARY

Odysseus’ attempt by feigning madness to evade his obligation of
following Agamemnon to Troy (told in the Cypria, see Soph. Frag.,
Pearson 2. 115)—it has no logical relevance to the structure of events
in the poem. The most probable explanation is, not that A. forgot
that the wounding was told in the Odyssey, still less that he had a text
which omitted the incident—the scar is mentioned independently at
54"27—but that he did not consider it part of the structure as de-
fined in Ch. 17, rather a mere episode. Moreover, what A. says is not
.that these incidents -are irrelevant to the -Odyssey, but that they
have no relation to each other, except that both concerned the
same man. An ordinary epic poet with Odysseus for his subject
would have brought both of them into his poem. None the less
there is undeniable clumsiness here, and if the Odyssey were lost -
no one would guess that the wounding on Parnassus was there
related.

51827, ob8év: must be adverbial with dvaykaiov ﬁv B.’s 008¢ would be
easier.

51329 opoiws 8¢ kai v 'I\iéSa: the unity of the Iliad is extolled at
- 59°30 fi.

51a230. é&v Tais &AAais p.tp'qﬂxats this appears to claim that the
principle of unity is valid in all the arts, not only in other categories
of poetry, though for A. music and dancing were both subordinate to
poetry, and architecture was not a mimetic art at all. This leaves us
with the assertion that the representational arts, pamtmg and
sculpture, must show unity. The problem must have arisen most
obviously over the representation of groups, as in pedimental
sculptures and in friezes, though paintings too sometimes contained
large numbers of figures. No attempt to work out common principles,
like that of Lessing in the Laocoon, has survived from the ancient
world. Both Plato and A. assume that poetry and painting are
strictly comparable, and this is the nearest thing we have to a plain
statement of the fact; see also the passage of Gorgias cited with
reference to 5121.

51232. kai radms 8Ans: an action could be one and yet not be com-
plete. ‘Wholeness guarantees that no part is missing which should
be there; unity, that nothing is there which belongs somewhere
else’, E. A’s remarks on the chorus (56225-32) follow from this.

51233, mpayparwv: here used collectively for the mpafis as a whole ; but

. a single mpdypa cannot be equated with a pépos.

51a834. Sadépeobar: ‘is dislocated’, probably a medical term. At Probl.
917”8 it is said that stories about a single episode mepi & ovveorqruidv
give greater pleasure because they are more easily intelligible, 76 pév
oty év dpiorar Td 8¢ moAAd Tob dmelpov peréyer.
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" CHAPTER 9 -

This is a chapter .of the greatest importance; here.the conclusion is
reached as to the nature of the poet’s activity.

51836~51p32, T ke\universalil_y of poetry. .

51836. éx Tov ctpnpevwv. it follows from Chs..7 and 8, especially from
51212, that yevdueva ‘particular events’ are not the poet’s proper
theme because they do not normally unite to form the sort of organic
whole defined in Ch. 7, and because many events even in the life of

- a central figure have no necessary connexion with the rest. They
must form part of a mpaéis ‘as defined in Ch. 6. It is allowed at the
end of this section 51°29-32 that yevdueva may, exceptlonally, form
part of such a wpafes

- 51837, ola &v yévorro: ‘the sort of thing that might be expected to

happen’, more fully expressed at 51°8-10, below. Renderings like
‘might happen’ or ‘can happen’ are misleading because they suggest
something unusual: cf. fr. 137 = schol. Il. 2. 73: mouyrikér 7
pepeiofar Ta elwbira yivealar.
51838. kai: explanatory; events are a natural or necessary conse-
- quence of previous events, including human decisions, but their
complexity and obscurity is such that this is often concealed.
Suvard: sc. yevéalas.
xard 76 eikds: by no means all dvvard are of this kind : see 61°15.
51bl1, w-ropucos here relates to hlstory, not to the older sense of the
word ‘inquiry’, as in mept 76w {Peaw {oropias (Gen. An. 716°31) and our
‘natural hlstory
€uperpa . . . dperpa: the idea that metre is a superficial addition
has already appeared at 47°18; Empedocles, though he wrote in
verse, remained essentially a physiologist. The subject of Herodotus
was yevdpeva, not mpdfers, with which alone mimetic art is con--
. cerned. , .
- 51b2, Herodotus is mentioned several times by A. and it must be
his History that is referred to at 59224—29; his opening sentence is
. actually quoted at R. 1409227, though with @oupiov in place of
~ Alkapvyoaéos. Thucydides, strangely, is never mentioned by name,
though it is generally agreed that Ath. Pol. 33. 2 refers to Thuc. 8.
97. 2. A. has extraordinarily little to say about history in general. At
R. 1360736 «i wepi Tds mpdfews {oTopla are said to be useful mpds ras
moAuTeKds av,uﬁov)\dg (mpdfers must be used here in the limited sense of
‘individual acts’: cf. 51218).
51b4. Swadéper: the plur. would be more natural after Sca«ﬁepovaw in
1. 2, above.
51b5, dihooodarépov: see note to 1. 8, below.
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51b6. omouBaiétepov: A. took a low view of history, as emerges clearly
from the fuller statement at 59222~29: see M. L. Finley in History and
Theory, 4 (1965), 281 ff. It contains a mere congeries of events, either
those of a short period, which will belong to numerous different
npdfes, or those of a longer period, which again will tend to no one
Télos. As A. nowhere censures the historian he must have thought
that the complexity of events combined with deficiency of informa-
tion made it impossible to disentangle the underlying relationships.
There is no reason to object to the introduction here of a non-
" mimetic art, if art it should be called. The point is that history, not
being concerned with mpdfes, is not intelligible’ in the same way as
the pdbos of a play. ‘ '
Herod. 3. 39 and 4. 145 are examples of purely temporal linkage
between events. '
omovdaios applied to things means what ¢ omovSaios would do or
approve. A omovdaiov médyua is the work of a o. axureds (el 89 éorww
dpery) oxvrue)) EE 1219221, Close to the sense here is Tsocr. 1s.
267: Ta pellw xai omovdwdrepa TGV palpudrwy. '
Note that the subject of this chapter is not tragedy alone. Comedy,
though less omovdala than tragedy, ‘is still superior to history.
Cf. EN 117723. ' ’ .
51b7. uéAlov 7d kaBéhou: cf. 50P12: xabddov 7i dmodalvovrar, ‘state a
general truth’. For the relation of xa@dAov here to Ch. 17 see 552 n.
51b8, &omv 8¢ . . .: this sentence with its explanation of xa8éAov sup-
plies a large part of the evidence for A.’s meaning when he claims
that poetry is philosophical. 7@ moiew 7d mota shows that we have to
deal with both characters and events: cf. 5423336 where character is
the starting-point. To take characters first, it is clear that, in con-.
trast to Alcibiades, they are to be generalized. Possibly Alcibiades is
chosen here, rather than the habitual Coriscus or Callias, because he .
was so strikingly individual ; as he was unlike most men in most re-
spects his experiences, if he were represented in a play, would be
unlike those of most men, and so lacking in significance. Also his
life was treated by historians. The requirement in Ch. 15 that charac:
ters shall be Suowos is based on the same idea ; they must be like us to
- the extent that we feel that their experiences have meaning for us.
It is less easy to determine in what way characters are universalized,
apart from the removal of individual eccentricities. Obviously
a number of different sorts of character are involved, all of them to
some extent ‘typical’ human beings. Cf. the characteristics of dif-
- ferent-ages described at R. 2. 12-14. But it is a question whether +¢
kabdov is achieved simply by the absence of peculiarity, as in a
composite photograph, or whether the poet reveals qualities not
generally recognized which none the less show essential realities of
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man ; there may be a hint of the latter idea in 5410-14. Incidentally
it is not nowadays high praise to say of a dramatist’s characters that
. they are good types. It has not always been so: ‘His persons act and
speak by the influence of those general passions and principles by
which all minds are agitated. . .. In the writings of other poets a
character is too often an individual, in those of Shakespeare it is
commonly a species.” So Johnson in the Preface to his Shakespeare.
See also 54236 n. The title Death of a Salesman suggests an individual
who is typical of his species. -
Itis the statement that the things which happen are universals that

arouses the attention of a modern reader. Surely the things which
happen in tragedy raise all the great questions about pain and
suffering and justice and the nature of the world in which the tragic
event is allowed to happen. Are we victims of powers like wanton
boys? Do just gods make of our pleasant vices instruments to plague
us? Does any divinity shape our ends or send upon us a xdpts Biazos in.
loving chastisement? It is remarkable that a work on tragedy
should pass by such problems in silence—except for an aside to the
effect that the misfortunes of a good man, if shown on the stage,
would be too painful to contemplate. But A. of course knows no
“powers that can be thus questioned; god is inside the process,
eternally actualizing potentiality. Events happen in the way they
must in the light of what has happened before and of human de-
cisions superimposed on the logic of events. When the universal
regularities are revealed, events are intelligible : 7{piov 76 xa8ddov S
dndot Ty airiav (An. Post. 882s), ‘the universal is precious because it
reveals the cause’. B

. Accordingly E. 306, 7 seems to go too far in asserting that ‘the
poetic universal has nothing to do with what happens to man but -
only with how he reacts to it’. Things happen as they must and the
consequences of the past press hard. The victim finds himself in the
fell clutch of circumstance not only because of his own decisions, but
because of the way in which the law of the universe requires one
thing to follow on another. What is true is that the question why
god allows iniquities is not answered, or even asked, by tragedy as A.
understands it. Accordingly many may think his claim that tragedy
is philosophic does not amount to much. None the less, he does find
a serious achievement with which to credit the poet, a thing not
easily to be managed within the framework of ideas commonly
accepted among the Greeks. Whether or not in conscious contradic-
tion Polybius (2. 56. 11) puts forward the view that the rélos of
tragedy is the opposite of that of history, to produce &mAnéis and
Yuxaywyia through dwdry, while history benefits the ¢udopabodvres by
showing them the truth.
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51b10. évépara émrifepévn: names belong to individuals, not to classes,
" hence B. translates ‘though it affixes proper names to characters’.
It is more likely that the connexion is given by the emphasis on ém-
in émrBepévn ; tragedy aims at achieving this generalized statement,
but afterwards, when the structure of plot is complete, it gives
individual names. This is in accord with the procedure recommended
in Ch. 17: the poet first constructs his plot, then adds the names,
Orestes and Iphigeneia. The contrast here is between rd xafsdov
and ra yevdueva; below it is between 7a wemoinuéve and ra yevdpeva.
51b11, Enpaev . . . Eéwabev: why not the same pair of words as in 1. 9?
Probably Aéyew is used above because it is appropriate to characters
in plays, while mpdrrew covers wdoxew because every wdfos can be
regarded as the consequence of some mpdéis; in the second sentence
the redundant érafev is added for the sake of balance, not Aéyew,
because few of Alcibiades’ words were recorded. . '
51b12. #8n: it has become obvious ‘in course of time’: cf. EN 1'154"9,
so B. ‘Logical’ 1781; (LS] s.v. 4, cf. eu6vs 52°14), ‘without more ado is °
less natural.

The point of the comparison is not the obvious one, that comic
poets, unlike traglc poets, construct their own plots, since ovori-
cavres . . . elxéTwv would be just as appropnate for tragic poets, but
that-after constructing their plots comic poets apply to-their charac-
ters any chance names, while tragic poets use existing names, 1.e.
names of characters known from legend. It is paradoxical that tragic
poets should be like iambic poets in using names of real persons,
a practice which belongs to a primitive stage of development. To

this extent comedy should be more universal than tragedy. The
reason, aitiov 8, is glven at 1. 16, below.

51b13. pibov: the comic plot is so descnbed though usually uncon-
nected with myth.

ofirw: ‘then only’ when they have achieved the actlon described
in the part., a common idiom in A. (cf. EN 1145P4). G. disregarding
this made odrw refer back to o5 oroxdfera . ..inl. g, meaning that
comic poets name their characters in a significant way which con-
tinues the generalizing power of poetry, much the same force as is
obtained by reading od Tuydvra (see below) tuydvra then has to
mean something like ‘suitable’, which- is unexampled.

dmomibéacw: B. renders ‘give it a basis of proper names’ both here
and at 55P12. ﬂﬂos v1ro1'601] (54‘27) means ‘is supplied” or ‘suggested’.

The reading o3 or ofmw 76 Tuxdvra, which is said to be supported
by the Arabic though rejected by Tkatsch, was suggested by Butcher,
‘and accepted by Grube. This would refer to the practice of choosing
names to indicate the type to which a character belongs, who would

“thus be more generalized. This has been usual in many kinds of
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comedy, e.g. Euelpides, Pyrgopolinices, Volpone, and has been
continued with subtler suggestiveness by novelists. But od 74
Tuxdvra gives a feebler antithesis than rvydvra to yevouévwv, and
significant names do not seem to have been a conspicuous feature in
the comedy of A.’s time, ‘
51b15. +Gv yevopévay dvopdrav: taken by itself this phrase need mean
- nomore than that the names occurred in well-known stories, without
prejudice to the historical reality of the characters. But in view of
the statement in the next sentence that things which have actually
happened are obviously possible, and so credible, it is better to take
vevopévwy in the sense of belonging to real people, thus maintaining
the same sense for yevouévewy as for yevdueva at 51236 and 5129. H. C.
Baldry, in an article in CQ N.s. 4 (1954), 1517, argued that dvdpara _
was to be supplied with yevépeva 51°17, thus evading the contradic-
tion between this passage, which implies that the subjects of tragedy .
were normally historical, and 51°29-32, where it appears that his-
torical themes were exceptional. But the dvduara yevdueva will not
be very persuasive unless the actions attributed to them are con-
sistent with tradition. The licence allowed for modifying existing
stories at 53°22-26 is in any case restricted. The easiest solution is to -
suppose that A., like Thucydides, believed that Greek myth, or _
much of it, was basically historical, or at least that names like
Heracles or Achilles belonged to the class of yevuevor, real people,
but that he distinguished between legends such as those of Troy or
Thebes, and history of recent events like the Persian Wars. '
The passage has been much discussed in connexion with the sup-
posed Peripatetic theory of ‘tragic history: see K. von Fritz in
(Entretiens Fondation Hardt, 4 (1956), 83 ff., F. W. Walbank in
Historia, 9 (1960), 217 ff., C. O. Brink, Proc. Camb. Phil. Soc. (1960), 14 f. .
51b16. mlavév: K. von Fritz, in ‘Entstehung u. Inhalt des 9 Kap. von
AJs Poet.’, Antike und Moderne Trag. (Berlin, 1962), pp. 430-57,
suggests that the need for 76 mfavdv is restricted to improbable
legends full of dXoya, like that of Oedipus, while invented plots can
be prima facie more plausible, and so dispense with the support -
from yevépeva. But the wording of the passage implies that A. has in
mind the general practice of tragic poets. Anyway, plots which were
entirely or. largely invented seem to have been too uncommon to -
merit so much attention (cf. 51b24).
51P17. ofma: i.e. while they still have not happened. _
51b20. yvwpipwv: ‘well-known’ as legendary characters and so equiva-
lent to yevouévaww. ' " ‘ :
7d 8¢ GMAa: tragedy at all periods contained Messengers and Ser-
vants who were invented, but they had no évéuara, and hardly
count as characters. A. refers rather to such figures as the Autourgos
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in Eur. El., who is of sufficient weight to be included in: the final
settlement announced by the Dioskouroi 1286, 7. Thoas, Theonoe,
and Theoclymenus hardly existed before Euripides brought them
into his plays, and even Xuthus, who was a genealogical lynchpin,
‘was probably devoid of characteristics until Euripides assigned
him some.
wemompéva: cf. Hor. AP 119: aut famam sequere aut szbz convenien-
tia finge. (fingere = moteiv).
51b21. Avlei: the nom. is probably Avfess rather than Avfos. But for
this sentence it would not be known that Agathon, a younger con-
. temporary of Euripides, or anyone else had written a play with
a wholly invented plot. It was suggested by C. Corbato, Dioniso, 11
(1948); 163~72, that the story is to be found in Alexander Aetolus (fr. 3
Powell) and Parthenius, Erot. Path., 14; but the evidence is far from
conclusive. -
51b23. ebdpaiver: pleasure is assumed to be the end of drama: see
53°I1 .
51b26. dAiyors yvoppa: this statement can hardly be taken at its face
“value. In view of the familiarity with poetry which resulted from .
‘ordinary Greek education, and the familiarity with tragedy which
‘must have been general if the Theatre of Dionysus was normally full
at the Dionysia and Lenaea, it is incredible that the great stories
should not still have been well known. It may be that knowledge of
the myths was inore restricted than it had been formerly, but the
famous fragment of the Poiesis of Antiphanes (191), in which the
tasks of tragic' and comic poets are compared, turns on the point
that tragic plots were generally known to the audience. The Poiesis
was not so much earlier than the P. that the situation could have
changed completely in the meantime. A. himself says that everyone
* knows the deeds of Achilles (R. 1416°27).
51b27, 8fjlov odv...: a reaffirmation, based on new reasons, of the
primacy of the plot asserted in Ch. 6. éx Todrwv refers to the argu-
ment of the chapter as a whole. The poet might appear to be more
.completely a maker of plots if they were his own invention, ra
mpdypata memoinrar, but A. does not distinguish specifically between
inventing a plot and organizing the dramatic structure of a given
story. It is only incidentally that he encourages the poet to depart
from traditional subject-matter, and it is clear from wepi ols ai
Tpaywdia eloiv (51°24) that few poets did so. Agathon’s Antheus was
obviously exceptional. That the poet was a wouris pérpwv mnot
pidwv was the usual assumption, as is shown by the conventlonal
nomenclature which A. rejected in Ch. 1.
51b29, yevopeva moteiv: ‘to take historical events as his subJect The
meaning of yevdueva here is the same as in the first line of the chapter,
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51236, whereas yevdpeva at 51°17 includes the events of legend : see on
51°15. Walbank, loc. cit., takes jevéueva as mythical events, to
which A. allows historical status, as opposed to invented plots. But
kdv dpa implies that the possibility is mentioned as an afterthought,
as being something of infrequent occurrence; ¢f. Denniston, Gk.
Part., p. 37, A. Pol. 1315210. This gives a natural reference to od 7a
yevipeva /\e'yew in 51236.

There is some evidence for a revival of historical drama in A.’s
time, and he is probably thinking of this rather than of the historical
plays of Phrymchus and Aeschylus

While wpdypara wewom‘rac (I. 22) means the sub]ect -matter is
invented by theé poet,.yevdpeva moieiv refers to the use of historical
matter by the poet for his plots, an ambiguity in the use of moteiv
which illustrates the immense importance which A. attaches to the
organization of story into plot. If we ask what sort of yevdpeva are
proper material for drama, the answer must lie in the nature of
a wpdafis. In a narrative of events, especially if they are divided
according to years, many will lack the completeness and wholeness

. which is the mark of a true action, sometimes because the full story
is not recorded, sometimes because it is difficult to isolate it from con-
tingent events. But when the yevdueva are suitable the poet will see
them as a single mpdé:s, ‘a brief, shapely series of related deeds such as
sometimes emerges from the chaos of events in daily life or historical
record’ (Una Leigh-Fermor, The Frontiers of Drama (London, 1954),

. P- 2). Then by manipulating his material in the same way as he
would organize purely mythical data, he will form them into a pfos
with beginning, 'middle, and end, and due logical cohesion.

51b31. ola &v €ixds . . .: we return to the idea from which the chapter
started, 51237 38; 1ts influence may account for the presence of the
unmeaning [«ai Svvard yevéofar] which is missing in Ar.

51b33-52a11. This isolated paragraph forms a kind of transition
between Chs. g and 10. So far as 5221 the idea of logical connexion is
still foremost, with respect to its deficiency in the episodic plot.
With énei 8¢ o9 (52°1) are introduced the specific emotions of tragedy
mentioned préviously only in the definition 4927, and these are
central through the chapters which follow, though the idea of
causation remains vital. It is doubtful if the paragraph was originally
intended for this position.

51b33. awAdv pobuv: drAdv is a technical term which, ideally, should
be explalned before it is used. The explanation is delayed till 52212,
where plots are divided into ‘simple’ and ‘complex’. At 53%13 the
same word dmlods is used without explanation in a wholly different
sense, ‘single’ as opposed to ‘double’ ; the Odyssey is ‘double’ because
it ends happily for the virtuous, unhapplly for the wicked.
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éreicoduaBeis: cf. 49228. An ‘episodic’ play, as A. here explains, is
either one in which the causal connexion between epeisodia, as they
are defined in Ch. 12, is weak or lacking (as he says at 52221, it makes
a great difference whether things happen 8ia rd8e or pera rdde), or
one which is full of detached incidents: cf. 59235. In the PV there
is no causal connexion between the episodes of Oceanus and of o,
- which could well occur in reverse order, in the Medea between the
Aegeus episode and what goes before. The Troades can be regarded
as an episodic play, though the effect of unity does not depend so
exclusively on logical coherence as A. affirms. The Phoenissae,
described in the Argument as mapamAnpwparikdv, would be an example
of the second type. No doubt ‘simple’ plays are particularly liable
to this weakness, but it does not seem that only ‘simple’ plays can
have detachable episodes. For the meaning of émetoddiov see 551 n.
The. train of - thought is here résumed from the end of Ch. 8.
5133 refers to the principle laid down at 51234, that each part must
belong in its place.
51b37. dywviopara . . .: it was no doubt self-evident to A.’s contem-
poraries how the actors (or the judges, if we accept from some late
MSS. the emendation perds, printed by G.) influenced the dramatists,
but in the absence of the plays we can only guess at the meaning.
Siaorpéperv 70 édefijs must mean that the dramatist interrupts or
distorts the natural sequence of events (cf. 51213), thus making his
work episodic (rowadrar 5135); similarly mapa 79 Sdvapw mapareiv-
ovres (cf. 55P2) suggests extending the play to include matter which
would be better omitted. There is most doubt about dywviopara; it
could mean ‘writing in a competitive spirit’ and thus sacrificing the
artistic conscience for the sake of success. This would better suit the
reading xperds, if it can be supposed that the judges would prefer this
sort of play. They were said in a famous passage, Pl. Laws 659 A, to
defer to the taste of the audience. As poets are the subject, it is
difficult to see a reference to the contest for the prize for acting. R.
takes dywviopara to mean ‘epideictic speeches’. This would give satis-
factory sense, but there is no example of this use of the word, though
it is not far from the dydwoua é 76 mapaxpfipa of Thuc. 1. 22. 4.
B. finds the point of the passage in the contrast between a play
for reading and one marred by the compromises necessary in order
to put it on the stage (&ia Tods dmoxpirds = id Ty Smixkpiow). He
quotes the schol. to Eur. Phoen. 88 (after the 88 lines of Jocasta’s
prologue) : 7 Tod Spdparos Sidbeois dywvioTikwTépa yiverar Ta yap Tis
*Toxkdorys mapedudpevd elov xai évexa Tod Bedtpov éxrérarar, though
this is not relevant only to his interpretation. A. says (R. 1403°33)
that in his day the actors were more important than the poets. Still
more to the point is 14138: éome 8¢ Aéfis . . . dywnoriky 8¢ 1)
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Smokpitikwrdry. Tadrns 8¢ Svo eldn: 1) puév ydp N0ucy 1 8¢ mabyrici. dio
kal of dmoxpiral 76, Towabra T@v Spapdrwy Sudrovet, kai ol mounTal Tods
rotovrovs. The most likely meaning is that poets were forced to
insert speeches and debates of the kind that gave scope to the actors
but spoilt the structure of the plays. G. cites the inclusion of a love
interest in Voltaire’s Oedipus to satisfy the demands of the actors.

222, kai $oPepdv kai éheewvdv: this marks the beginning of a new
theme, but still with reference to causality. Pity and fear were part
of the definition of tragedy, but since the end of Ch. 6 attention has
been directed to the problem of structure. The tragic emotions now
replace dramatic structure as the central theme and form a large
part of the subject of the next five chapters. :

223, radra 8¢ yiverai kal pdhorta Srav yévnrar wapa v 8é§av &’
d\\nAa: as E. says, one of the key phrases in the P. That events
should be shown as happening &’ dMnAa is a main requirement of
coherent structure; that they should also be ‘unexpected’ is a re-
finement which involves the change from simple to complex form, as
will be shown in the two following chapters. For the question whose
86€a, see 527 n.

The 8¢ is apodotic, unless we take dore . . . 52210 as the apodosis
separated by a parenthesis. o

224, v5 Oavpaorév: perhaps ‘exciting’ is the nearest equivalent.
People improve their stories in the telling because 76 8¢ favpaorov
%84 (60217). Tales of narrow escapes give pleasure because they are
Bavpacrd (R. 1371P11).  ékmdnrrikds is used in much the same sense
at 5424, but according to Top. 126P14 it is a stronger word.

2a5, olitws: i.e. if they are 8’ dAAnAa.

adropdrou . . . TOxms: the two are similar in that they are applied

to events for which there is no obvious natural cause. A.’s ideas on

the subject are given in Ph. B, Chs. 4-6. In the example which

follows the fall of the statue, an inanimate object, would be dn¢ 70d

adropdrou, whereas the fate of Mitys, who went with one object and

achieved xard 76 ovpPeBnxds something quite different, would be

dmwo TUx7s. : o

2a7. Sometimes things happen by chance so appropriately that

‘we feel there must be a controlling purpose behind them. An
example of this is the story of Mitys, whose statue fell upon his
murderer and killed him, either when he was looking at it fewpoivre,
or when he was visiting a.festival, as is implied by Plutarch’s. 6éas
ovons, see below. Mitys is perhaps the man mentioned in [Demos.]
59. 33 as present in Argos in 374 B.C. Plutarch (M. 553 D) mentions
that.he met his end in a stasis; the story is repeated verbatim in the
De Mirabilibus Auscullationibus 846 A 22 of the fourth-fifth centuries
A.D., almost the only clear reference to the P. in ancient literature.
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The point of the reference is to stress the importance of 8’ da-
Ana; even if events are not 8’ d\nla they are more striking when
they have the kind of chance connexion which is so appropriate that
they seem to be directed by a higher purpose. A. does not suggest
that the hand of Providence is visible in the story of Mitys, though
E. thinks that this is what &ocxe (5229) ought to imply in A., nor that
the story of Mitys would make a good play; he would probably
have agreed that it would make a better play than a version in
which the murderer was killed, e.g. by a falling tree. For a similar
‘providential’ coincidence cf. the story of Bulis and Sperthias in
Herod. 7. 134-7. _

52210. 1o0s TtowoUTous rather. awkwardly refers back to 5224 Srav
yévprac . . . when things really happen o« ik, not when they merely
seem to. , '

For later developments in the conception of T¥xn see F. W. Wal-
bank, Commentary on Polybius, 1. 16-26. '

CHAPTER 10

Simple and complex. plots

52212, awhoi: see on 51°33.

* wemAeypévor: ‘complex’. ‘A similar metaphor of complication, fol-
lowed by disentangling, is present in the pair of words used in Ch. 18,
8éous, Aaws. mhoxt} from mAékw occurs as an alternative to 8éous at

629. - : .

525314. €080s: ‘by their own nature’, a fairly common use. The basic
idea seems. to be ‘right from the start’; cf. 51”12 n.

The nature of the mpaéis determines the usfos. A complex action
cannot be represented by a simple plot and vice versa. But the
action does not give a precise form of plot. It is for turning action
into plot that the greater part of the poet’s skill is required. ‘

52a15. ywopévns: E. seems to be right in taking this in a dynamic
sense ‘as it develops’.

Homep Gprorar: the explanation of unity of action in Ch. 7.

auvexobs: the word has not previously been used, but seems to
replace S\ns, ‘continuous’ in the sense that it admits no extraneous
matter, i.e. the episodic: cf. 59237 n. It figures in the discussion of
16 & (Met. 1014%25), especially pdMov & 7d dvoe ovvexdj 4 Téxvy

" (1016%4). - ' '
mepurerelas § Gvayvwpiopod: used without explanation, perhaps
as being familiar terms, at 50%34. dvayvwpiopds (in A. only in this
passage), is not to be distinguished from dvayvapiais.
52816, wemheypévnv: in a complex play the action is more involved
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owing to the illusions and misapprehensions under which it is con-
ducted, and the actual uerdBaais is more compressed and dramatic
because the change of fortune, or the realization of it, is concentrated
into a short space of time.

52a17, & §s: the éx is probably modal; see 5429 n.

52818. radra: i.e. peripeteia and anagnorisis. It is not enough that
they should be exciting scenes : they must arise naturally from their
antecedents (8" dAAnAa), unlike the recognitions at the end of

' Measure for Measure. :

52a21, 814 v48¢ A perd rd8e: the fault of the episodic plot is that one
episode follows another without being caused by it. Cf. R. 1401"31:
70 ydp petd TobTO dis 8id TobTO AauBdvovor.

The only really effective-division into classes which A. is able to
make is into simple and complex. Accordingly he proceeds at once
to consider their differentiae (Chs. 10 and 11). Otherwise there
would be a case for his considering first the more general problem of
the tragic perdBaots, which is postponed to Chs. 13 and 14.

CHAPTER 11

Peripeteia and anagnorisis, the differentiae of simple and complex plots,

52a22-52b8 ; definition of wdbos, 5209-13. On anagnorisis see further

Chs. 14 and 16. ' o : ,

52a22-29, The ambiguity of the Greek in this passage has given rise to
much discussion of the meaning which A. intends for peripeteia,
though there is fair agreement as to which plays have one: see
Appendix III. It is probably implied at 55°34 that a play may have
a minor peripeleia yet not be complex. See in general F. L. Lucas,
Tragedy, pp. 110-13, H. House, A.’s Poetics, pp. 96-99. '

52a22, éai . . . peraBold: the first ambiguity lies in 7év mparropévwy.
Is the change (ueraBoXi cannot be distinguished from perdfaots, cf.
52216) a change in the action, in the course of events, rd@v mparro-
pévev being equivalent to 7@v ywopévwr as at 55225, or is it a change
in what the characters are trying to achieve, mparrouévwy being the
pass. of mpdrrw (émws) in the sense of ‘work for an end’ = dv
Suevorifnoav? We may compare fr. 142 (from the schol to II. 2. 73):
obrws. Empafe (sc. Agamemnon) @ore dAiyov 7a évavria ovpfijvac 7
éBovAero. With the second interpretation it is more forceful to make
évavriov govern rav mparropévav. ‘At L. 29, below, rév mempayuévwy
probably stands for ré&v yeyernuévar (cf. 52°19), though Vahlen in
the interest of his own theory took it to mean ‘what had been done by
Danaus’; even if this is so, it is not conclusive for the sense here.
Before attempting to choose it is necessary to consider the examples.
of peripeteia in actual plays given below. '
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52223. xabdmep elpnrar: it has not in any obvious sense been said
already : ‘see 49232 n. The most likely reference is to 52%4: Srav
yévrar mape Ty 8dfav 8 dMnda; see 1. M. Glanville, ‘Peripeteia’,
CQ 41 (1947), 73. B. followed V. in referring it to previous expressions

. of the general notion of change to or from happiness such as 51213,
though Vahlen took wapa 74y 86€av as referring to peripeteia.

kai Tol7o . . . dvayxaiov: the effect of this clause is to show A.’s
approval of the two examples of peripeteia which follow; cf. 1. 20,
above, .

52224-26. olov &v 1§ OiSimobu . . . émoinoev: the first difficulty here is
that A.’s summary does not fit the text of the OT. The Mes-
senger ‘came from Corinth hoping, or expecting, to please. Oedipus
with the news that the Corinthians had made him king in succession
to his supposed father Polybus. It was only in consequence of
Oedipus’ unexpected reception of the news that the Messenger went
on to give him the information about his birth which was intended
to reassure him but led to the discovery of his true parentage. This
discrepancy is not in fact relevant to the point A. wants to illustrate.
It would be possible to put a comma after Oiimovy and so to separate
xal dmradddéwv from €A@wv, thus making dmaddéwy refer to the situ-
ation in which the Messenger found himself at Thebes, but the sen-
tence would be very obscure ; and seeing that in R. 1415219 A. quotes
OT 774 as coming from the prologue, there is little reason to try to
save his accuracy by straining the text. A second difficulty arises
out of the ambiguity implicit in the construction &s with fut. part.
This covers both expectation and intention. At I. 27, below, the
context makes it clear that dmofavodpevos must mean ‘expecting to
be put to death’, (cf. Arg. Aes. Ag. 10, 11), but in the other cases it
can mean equally well ‘expecting’ or ‘intending’.. This' difficulty
would be to some extent eased if the expectation were not of the
character concerned but of the audience, and this would suit those
who think that the surprise felt by the audience at a dramatic
development is here in the forefront of A.’s mind. It is so taken by
P. Turner, ‘The Reverse of Vahlen’, CQ N.s. 9 (1959), 208: ‘The
messenger who appeared to be going to please O. and free him from
fear. .. ." But the normal Greek usage is that the expectation referred
to is that of the subject of the clause, though it can be that of some
other party emphatically mentioned in the sentence: cf. Goodwin,
Moods and Tenses, p. 864, Kithner—Gerth 488a (a). It is perhaps not
inconceivable that the audience, though mentioned nowhere in the
chapter, may be supposed to be in A.’s mind throughdut; but it
remains excessively unlikely that the expectation here belongs to
anyone but the Messenger, the subject of é\dcév. But again it may
seem odd that the expectations or intentions of a mere messenger
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should be treated as important. What strikes us is that Oedipus is -
cheated by an illusory hope which leads to the discovery of a truth
even' worse than he had dreaded. The disappointment of the
Messenger is trivial, though his crestfallen figure is not a negligible
part of the moment of frozen horror-which follows the storming exit
of Oedipus. Still, the perdBaaus is of Oedipus, not of the Messenger,
and it is with the perdBaois that mepuéreca is associated (52217).

The second illustration is from a play of which little is known, the
Lynceus of Theodectes (cf. 55°29). Theodectes, rhetorician and.
dramatist, was a friend of A. This dealt with the story of the
daughters of Danaus, who were ordered by their father to murder
their. bridegrooms. Hypermnestra alone disobeyed and spared
Lynceus. She concealed her disobedience, which was not discovered
till she had borne Lynceus a son, Abas. It appears that Danaus, as
king of Argos, commanded the execution of Lynceus, but in conse-
quence of wholly unknown events was executed himself. The deaths
of Aegisthus at the end of Soph. EI and of Lycus in the HF are part
of similar situations. S. suggests that A. chose as his examples .one
play with a change to misfortune, the other with a change to good
fortune, :

To return to the main question, whether it is the situation or the
intention which is reversed, it will be seen that the evidence of
the two illustrations works in opposite directions. The wording
of the Oedipus example would suggest that intention is primary ; the
Messenger intended one thing and rodvavriov émeinoev, ‘he achieved
the opposite’. And it is the Messenger’s intention that is in the
centre of the picture. In the second example Danaus and Lynceus
are put on equal terms; both experience the opposite of what they
-expected. Danaus alone can have had intentions, while Lynceus
had only unpleasant expectations. The most likely explanation is
‘that so far as concerns peripeieia the distinction between intention
and expectation is irrelevant. Certainly if A. did mean to confine it
to cases of reversed intention, his language is inept.

Outside the P. there is one instance in A. of a Dperipeteia, but unfor-
tunately it fits either explanation. In describing the ways of certain
species of fish which prey on each other, A. says at Hist. An.
590P12-19: kal Tis ovpPalver mepuréreia TovTwy évios. There is a pert-
petera when congers (ydyypor) eat octopuses (moAdmoSes). For octo-
- puses eat crabs (xdpafBoc), and crabs eat congers. So when an octopus
encounters a conger the apparently stronger octopus becomes the
victim of the apparently weaker conger, a reversal of the situation.
Or seen from the point of view of the octopus, who knows that crabs
eat congers and he can eat crabs, his reasonable intention to eat a
conger leads to a result the opposite of what he intended and expected.
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The best answer is to take mapa v 8d¢av 8.’ dAqla (52%4) at its

- face value as-an anticipation of what is more fully discussed in Ch. -

11. When there is a peripeteia, things turn out in a way the opposite

of what one, or more, of the characters (not unreasonably) expects.

The effect is to reverse the direction of what is going on. This

* definition has the advantage of applying equally to mpatis and to

mdfos. It is still strange that the expectations of the Messenger in

the OT are given such emphasis, especially as the expectations of
Oedipus are equally falsified by the event.

52829-b8. The second differentia of the complex play, Anagnorisis. This
presents no major difficulty, but it causes confusion that the word
means both recognition of people and realization ‘of circumstances.
In fact A. uses it almost entirely with reference to people. See H.
Phillipart, ‘La théorie a. de I'anagnorisis’, REG 38 (1925), 171~204.

52230. & dyvoias . . . peraBoln: E. rightly stresses that this sentence
is parallel to the previous one defining peripeteia ; each is a peraBolsj
(and one involving dyvoa). . , ’

52231. eis $ihiav: the effect of a personal recognition is generally
towards friendship or enmity. The character who has been ignorant
of someone else’s identity discovers that a supposed .enemy is a
friend (or more often a kinsman) or the supposed friend an enemy.
Ion finds that the woman who has tried to murder him is his mother;
Aegisthus, that the bringer, as it seems, of good news is Orestes cf.

- 53bisff. : -

-¢uav: ‘kinship’, in all the cases here discussed ; we find the more
general (and more usual) sense at 53238.

52a32. dpopévev: this clearly refers to the idea of the tragic
perdfaous. It is usually understood in the sense of ‘destined, marked
out’ for good or bad fortune, by the poet, as Butcher adds, not
by fate; but épi{w does not appear to bear this sense elsewhere in
A., and E. may be right in taking it of the first state from which
they move to good or bad fortune : ‘those who are in a state defined
with reference to good or bad fortune’. For dpilew mpds cf. Mete.
382219, Eur. fr. 218. They remain in this state (the force of the perf.)
up to the time when the anagnorisis shows friends as enemies or
enemies as kinsmen, thus changing the state. E. suggested alterna-
tively that @piopévwr could be obj. gen., which would be good sense
but tortuous Greek. '
dpa mepimereiq: how long does a peripeteia last? In the OT the
Messenger from Corinth arrives at 924, and 1. 25, above, suggests
that this is the beginning of the peripeteia; there is no anagnorisis
until Jocasta realizes that Oedipus is her son between 1026 and 1056;
Oedipus does not realize his own identity until around 1167.
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A. manifestly held the OT in high esteem. A. E. Taylor once re-
‘marked, ‘It is clear from repeated allusions that the play he admired
above all others was the King Oedipus of Soph., but it is equally
clear that he admired it not for the profound insight into human life
and destiny or the deep sense of the mystery of things which.some
modern critics have found in it, but because its plot is the best and
most startling detective story ever devised and its finale a triumph of
melodramatic horror’ (4ristotle (London, 1919), p. 124). It might be -
argued that this does less injustice to A. than to Sophocles.

52a34. kai &\Aat: different as not being of persons, not as lacking
a peripeteia. _

wpds &uxa: the things recognized are usually tokens like the
epaia in the Jon. These are subordinate to the recognition of per-
sons. Or the truth of an oracle can be recognized, as Trach. 1143.

xai & ruxévra: qualifying djuxa; otherwise we should expect 7a
dpuya. ' A v

52235, téoriv . . . oupBaivert: a translatable text is easily achieved -

- by reading éorw ds domep (éorw s = ‘in a way’) or by éorw @omep
eipyrar ovpBaivew. But dorep elpyrar is hard to justify. .

el wémpaye: e.g. the realization by Oedipus that he has killed his

father or by Philoctetes that Neoptolemus has stolen his bow. There
is a sense in which every peripeteia has such a moment of realiza-
tion, for if there is no realization there is little dramatic effect, as in
the Phoen. where the effect on Creon of Menoeceus’ death, which he
has urintentionally caused, is crowded out. That peripeteia in-
volves realization was assumed by Sir John Harington, Briefe
Apologie of Poetry (1591), ‘Peripeteia, which I interpret as an agni-
tion of some unlooked-for fortune’. This is perhaps why A. in
practice reserves the term amagnorisis for recognmition of personal
identity. An undoubted instance of amagnorisis which is hardly
covered by A.’s formula is the discovery by Iphigeneia and Clytae-
mnestra in the 14 that the bride is to be offered as a victim.

52a36. | pdhora . . . : i.e. it arises é adrijs 1s ovardoews (5218).

52237, xai: probably explanatory. - " '

% eipnpévn: recognition of persons as opposed to ai dAAa.

52a38, §i &\eov &er  $6Bov: the only passage in which éeos and
$6Bos are alternatives, except negatively (e.g. 53°1),and not a pair. E.
suggests that fear is associated with recognition eis éx8pav, pity is felt
when it is els ¢eAiav. It is doubtful whether a distinction is intended.

52b2, 15 druxeiv kai 76 edruxeiv: representing the new stage of disaster
or happiness which follows the perdfacis and in which the play
ends: cf. 50*2. The drastic change of situation represented by such
a combination of anagnorisis with peripeteia émi r@v rowovTwv will
adequately account for the transition. :
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52b3. 7wvdv: masc., as is shown by what follows. A. has tacitly dropped
the other kinds of recognition mentioned at 52234, 35.

52b4, ai pév elow Barépou . . .: of a pair of people one may know the
identity of the other, as in Soph. El. Orestes knows Electra, while
Electra does not know Orestes; or neither may know the other,
which is the position between Electra and Orestes in the I7.

52b6. éx rijs mépdens: cf. 55*18 n.

52b7. &AAns: cf. 54°33.

- If those are right who explain peripeteia and anagnorisis in the
light of mapd. v 8d¢av (5224), the question arises, whose 86¢a? E. is
emphatic that it is the expectation of the audience, and he is sup-
ported by the context of 5224 where 76 favpaordv is more easily
applicable to the audience than to the characters. Yet this cannot
be right. There are, for the audience, few major surprises in Greek
tragedy. The only startling instance is the beginning of a new action
in Eur. HF at 815, but it is a surprise because, so far as can be seen,
there is no reason for it; events here are anything but 8’ dAAjla.
Less violent are Creusa’s outburst at fon 859, which is not a neces-
sary, or even a very likely, consequence of what has gone before, and
‘Neoptolemus’ return with the bow (Phil. 1222), where the audience
‘know the bow must be restored but are unlikely to have anticipated
this move. Since in general the audience know the end of the story
and the characters do not, the surprise must belong to the latter.

. This is clinched by the facts of anagnorisis. Peripeteia and ana-
_gnorisis are parallel forms of uerafoddj as is emphasized by the uév and
8¢ at 52222 and 30. Now it is invariably the case that the true identity
of characters is known to the audience from their ﬁrst appearance.
Even with regard to Oedipus the-audience is clearly assumed to
know from the start all that in the course of the play Oedipiis dis-
covers about himself. Accordingly nothing that happens can be
literally unexpected for the audience apart from minor details.
Indeed without this knowledge of the future course of events there
would be no room for those ironic effects which are so much more
impressive than simple surprise. On the other hand, the audience in
some measure shares the emotions, including surprise, of the charac-
ters, because it identifies itself with them. Though few go so far as
to forget that they are in a theatre, we do in a sense suspend our
knowledge when we put ourselves sympathetically in the position
of those who do not possess that knowledge. Otherwise we should
rarely want to see a play, or to read a novel, twice. The question of
communication is not discussed by A. or by any other ancient critic,
but it seems that it was assumed to be pretty complete; see my
article ‘Pity, Terror, and Peripeteia’, CQ N.S. 12 (1962), 52-60. None-
the less, it would be a misuse of language to apply wapa iy dofav
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equally to the state of mind of an audience which watches Aegisthus
lift the covering from Clytemnestra’s body, when he alone is un-
aware what lies beneath, and of one which learns in the last act that
it was the policeman who committed the murder. »

As an example of an audience’s self-identification with those it is
watching L. A. Post (Homer to Menander, p. 251) cites the fact that
spectators at football matches experience, like the players, an
increase in the sugar-content of the blood, as if they too were about
to make violent physical exertions. ' : '

52b9-13. The third element of plot, wdfos.

52b9. pépn: cf. 50234 of which this is verbatim repetition. They both
come as we might say ‘under the heading’ of plot, though they are
not a part of all plots, simple plots for instance. '
52b10. wéBos: this too is an element in plot, and one that may, or
must, be present in simple plots. The formula wapd 74v 8éfav 8’
dMnAa does not apply to wdfos.
ndfos has here the appearance of a technical term describing
a special sort of dramatic incident in the same category as peripeteia -
and anagnorisis. But this technical sense is very close to one of the
'normal senses of the word, and elsewhere in the P. it seems unlikely
that this special meaning is to be understood. =dfos means first
something experienced, the complement of a mpéaéis, then an un-
pleasant experience viewed either subjectively as an emotion, as at
56238, or objectively as a misfortune. It is defined as a ‘destructive or
‘painful act’, but there is a difficulty because it is illustrated entirely
by examples of physical horror, death, or bodily pain (cf. R. 1386%5),
experienced on the stage. This is a special case of the normal sense
of the word as used at 54213, probably at 53P18 and 39, and as it is
defined at Met. 1022°20: ére 76, peyéfny 76v ovpdopdv kai Avmrpdv mdby
Aéyerar. Although such horrors are rarely shown on the Greek stage,
they are not so rare that we are justified in trying, like E., to evade
the obvious meaning of év 7§ davepd. Alcestis and Hippolytus
expire before the audience, Evadne and Ajax only just out of sight;
Heracles and Philoctetes are represented in agony, Oedipus, Poly-
mestor, and the Cyclops with their eyes put out; Prometheus has
a spike driven through his chest, Rhesus’ charioteer lies wounded on
the stage, and in the Tpavuarias *Odvooeds (53P34) the hero was shown
after receiving his fatal wound (Cic. Tusc. 2. 48). This use of & ¢
‘bavepd appears In the scholia; see G. ad loc. v
Accordingly A. would be justified in using wdfos in a restricted
sense to indicate a recognizable category of scene with a direct
emotional appeal, comparable to peripeteia and anagnorisis. But
elsewhere there is no sign of such a category; the elos malfnricdv

134



12. 52b14] COMMENTARY

(55°34) cannot be restricted to plays with scenes of physzcal suffering ;
the wdfos, ‘the disaster’, which is discussed in Ch. 14 is not of this
kind ; cf. 54212 olkias . . . Soais 76 Towabra ovuPéByke mdfy, and 53°30
wh'ere 76 Sewdv is synonymous with 76 mdfos; we are told of epic
(59P11) mepimeredv Sei xai dvayvwploewr kal wabpudrov (rabnpdrov is
the usual form in the gen. plur., see 49®27 n.). But nothing in epic-
can be & ¢ davepd and vivid narrative is no more vivid than the
Messengers’ speeches of tragedy. Accordingly we must conclude that
‘the 7dfos is a disastrous occurrence, and that the examples, being all
~ of visible suffering, are ill chosen.

At first sight the expression wdfos éori mpdéis is odd, but see note
at beginning of Ch. 14. wpdé.s here is an act, somethmg done, rather
than the whole action of which a tragedy is the imitation. wdfos has
of course only the most tenuous connexion thh what we call

‘pathos’.

No other pépos of plot is anywhere mentioned, and at 59°I0,
quoted above, the same three parts appear as the dlstmctlve features
of plot. It can hardly be maintained that plot consists of nothing
but peripeteia, anagnorisis, and pathos, but it might be said that
every tragedy must contain one or more of them. Lessing asserted
that every tragedy had a pathos, and it would seem to be a necessary

~ condition for the arousing of pity and fear. What we cannot tell is
whether any distinction was made in applying the terms wdfos,
wafnrucds between plays which contained scenes of conspicuous
wdfos like Medea or Ajax (cf. 56°1), and plays like the PV or Persae.

CHAPTER 12 The parts (qﬁantitative)_ of tragedy.

This chapter makes a break in an otherwise continuous whole, Chs.
7-14, of which the subject is the edaraos 7édv mpaypdrwv. But the dis-
tinction between parts considered qualitatively and quantitatively is
made at the beginning and end of the P., 47210, 62°17, and is probably‘
alluded to in Ch. 6, 49°26, Tois popiots. Accordingly a chapter in which
an account is given of the parts of a tragedy divided into lengths,
prologos, epeisodion, etc., seems to be required. The logical place for it
would be with or after the division into parts by quality, Ch. 6, and
Heinsius in the seventeenth century suggested transposing it to that
position ; in fact it would be more obviously an intrusion there than it
is here, where it is introduced, through association rather than loglc,
by the words rod pvfov uépn (1. 9, above). The only alternative position
would be at the end of Ch. g (or after 51°32). Partly because it cannot
be fitted into the P., partly because some details cannot easily be
reconciled with extant tragedy, the authenticity’ of the chapter has

been denied by many. Most of the nineteenth-century editors took
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this line, but in the present century there has been a reaction against
the often frivolous rejections of earlier scholars, and of recent editors
only Butcher and E. do not accept the chapter as genuine. Objections
- based on ignorance of the actual practice of tragedy would, of course,
apply as strongly to a near contemporary of A. as to A. himself, and
E. attributes the chapter to a late period, even Byzantine. But it
should be remembered that we are ourselves ill informed on the prac-
tice of tragedy contemporary with A., as the most recent of extant
tragedies are some two generations earlier. '

52b14. pépn: these are the six elements of tragedy analysed xara 74
moudv, plot, character, etc. v ,
ols pév Gs eideor 8¢t xpijodas: the six pépn can be ‘regarded as’ (the
most likely meaning of xpfiofar &s : cf. ds yéveaw adrois xpfioBar Met..
998°10) constituent elements as having each a single property,
whereas the quantitative units, udpia at 4gP26, are composite ; an
 epeisodion, for instance, could contain something of all six of the
qualitative units. i8 recurs as a synonym for uépn at 56233 (unless
the reading of Parisinus is preferred). It is awkward that: ey
Tpaywdias is found in a completely different sense at 55P32, the
various classes to which a tragedy can belong. It is perfectly in
place here to point out the difference between the two types of sub-
division of tragedy; one type consists of elements, the other does
not. But if we render xpficfac ds as ‘use’ with H. and E., it is no
longer in place, since every tragic poet necessarily uses all six parts.
But one jiépos might be pre-eminent in one type (ef8os) of play: cf.
55°32 n. This passage probably has a bearing on the corrupt 50%13; -
see n. ad loc,
52b15. wpérepov: in Ch. 6, 49P31-50%14.
‘els & Sarpeirar: these parts, not being of an abstract nature like -
the ‘elements’, can be divided up into actual lengths.
52b16. wpéhoyos .. . &oBos: the non-musical parts come first.
52b18. i8wa: peculiar to certain plays. ’
T4 dwd Tfis oxnviis: ‘songs sung from the skene’, i.e. by the actors
_ (whether kommos or monody, see below) as opposed to the chorus,
whose place was in the orchestra. The corresponding phrase rd dué
s Spxijorpas is found in the late (tenth century) Movaiky ‘Ieroplia.
The words dné 74s oxnrijs throw no light on the question whether.
there was a separate stage, since they could as well describe the
building at the back of the acting-area. éml +4s oxnmvis is found at
55228 ; see note ad loc. , : '
52b19. wpbéhoyos: this term for the first part of a play goes back at -
least to Aristoph. Ran. 1119, where it is clearly a word in.common use.
If Thespis invented it (cf. 49216 n.), it must have been a feature of
the earliest tragedy, but a few plays open with the parodos of the
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chorus, Aes. Pers. and Supp., while the Supp. of Euripides begins
with the Chorus already in place around the altar.

8\ov: possibly added in order to distinguish the prologue from the
opening monologue characteristic of Euripides; sometimes the
chorus enters directly after it, as in the Bacc., but usually the whole
prologue is an introductory scene of some length

. 52b20, émeoéiov: roughly equivalent to a modern act or scene as
conventionally bounded by the operation of the curtain. This use of -
the word overlaps, but is not identical with, the other use in the P.,
e.g. 55°13. This second type of episode is a part also of epic (55"16
etc.). The original sense must have been with reference to drama, as
the word means the coming on to the scene of a character (to join the
chorus) with which an epeisodion normally begins; cf. OC 730, schol.
Phil. 1218. This term did not become standard but was replaced by
pépos or udprov. Nowhere in the P. outside this chapter does the
word necessarily bear the sense it has here, but it probably does at
49228,

8\ov: added because a brief choral song is sometimes found within
an episode, e.g. Eur. Hipp. 36272, 66979, Soph. Phil. 391402,
507-18. This definition does not always apply to Aes. ; Supp. 625-709
is a yopod pédos which is essentlally a part of the epezsodzon 600735,
and similarly the stasimon in which Darius is evoked, Pers. 623-80,is
a part of 598-8s51.

52b21. &odos: not a very useful division, as the last xopoi pédos may
be a long way from the end of the play. Thus the exodos of the HF
extends from 1038 to 1428. The original meamng of the word was
probably the song sung by the chorus as it left the orchestra cor-
responding to the parodos sung at entrance.

52022, wapodos: occurs in the technical sense (with reference to
comedy) also at EN 1123223. For the form cf. mapdBaats, the address
of the comic chorus to the audience. The chorus advances wapa-
before the audience, the actors ém- to join the performers already
present.

52b23, Aéfis: elsewhere Aééus is contrasted with pédos. Itis the language
of dialogue and is not applied to the utterances of the chorus.
Possibly Aééis is used here because the parodos might contain ana-
paests, which were intoned rather than sung. But this was an
archaic practice of Aeschylus, and of Sophocles only in Ajax and
Antigone, and A. is not here concerned with the history of drama.
However, the use of anapaests in the pdrodos may have been re-
vived in the fourth century. A late example, p,ers 8¢ éoti Téderov uév,
76 ék Te dppovias ral pubpob kai Aéfews auveornids (Arist. Quint. 1. 12),
shows Aéfs applied to lyrics. .

In thelater fifth century the parodos was often replaced by a «xépupos.
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6An seems to have no point here unless to emphasize that each of
these parts is an entity. In the Hippolytus of Euripides there is
a short song by the secondary Chorus of Huntsmen before the
parodos of the Troezenian Women, but A. can hardly be thinking of
this sort of minor exception.
ardowpov: the technical term, not found earlier, for the choral
song which separated epezsodza from each other and from the exodos.
It has been explained as a ‘stationary’ song, one without much
movement, or as the song sung after the chorus had reached its
station in the orchestra, and so contrasted with the parodos. The
second is the more likely, as some choral songs in extant plays
suggest lively movement, e.g. Track. 205-24 called, wrongly, a
hyporcheme. But it may be that by A.’s time the dance of the
chorus had become unimportant. -
dvev dvamaiotou kal rtpoxalou: a mysterious statement, since
trochaic passages are common and anapaestic not unknown in
stasima, e.g. Medea 1081 fI., if these astrophic anapaests really count
as a stasimon. Miss A. M. Dale, Eranos (1950), 14-19, explains it as
the distinction between p.e/\os, which was sung, and troch. tetr., and
anap. dim. given in recitative; this is not very naturally expressed ’
by TO avev
52b24. xoppéds: the technical term for a lyric dialogue between
chorus and one, or sometimes two, actors. There seems to have been
no specific ancient term for a lyric dialogue between actors. The
term xouuds, unlike most of those which appear in this chapter, is
not found in the scholia, which sometimes use 8pvos (dirge), a word
_ with much the same meaning. xopuds is from kéwrw ‘beat the breast
in mourning’: cf. Aes. Choe. 306 ff., especially 423, which is part of
the great lamentation of Orestes, Electra, and Chorus. A large
number of lyric dialogues are lamentations over the dead, and the
name is extended to cover all examples of the form. Included among
7d dmwo Tis okqvijs are monodies, povewdiai, a form developed particu-
‘larly by Euripides (cf. Aristoph. Ran. 849, etc.). Again we do not
know if they were a feature in the tragedy of A.’s own times.
52b25 pépn 8¢ . . .: the virtual repetition of 52"14, 15 after so short an
interval is strange. D. A. Russell suggests it may be a sign that the
chapter is a later insertion.
Ch. 12 is intruded into the section on plot extending from 7-14,
and Ch. 13 can follow on from the end of 11, to which 7ois viw
elpnpévois (52°30) would naturally refer. There is, however, a minor
break here. Chs. 7-11 deal with plot as structure; 13 and 14 are
_concerned with plot in terms of function, the arousing of pity and
fear, Ch. 13 with the melabasis, the kind of change and the kind of
persons who experience it, Ch. 14 with the crucial conflict considered
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with reference to the relationship of the parties to.the conflict and to
whether the action contemplated is, or is not, performed.

" CHAPTER 13. The content of the plot: 4 xadliarn rpaywdia,

52b28. oroxdlecdar . . . edhaPeiofar: things ‘to aim at’, things ‘to
guard against’; the same categories are tacitly adopted in discussing:
plot in Chs. 7 and 8 respectively. In this chapter the two are inter-
mingled. Ch. 17, which mentions some common errors, is not closely
associated with 13 and 14.

52b29, épyov: ‘function’, by performing which tragedy achieves its
édos, the awakening of the appropriate pity and fear (and the
accompanying xdfapois).

52b31. odvleow: indistinguishable from edoraois.

Tiis kaAMoms tpayedias: cf. 53319, It is not always remembered
that a play which does not conform to the prescription is not there-
by condemned. Partly empirically, partly a priori, A. determines
the form of the ideal tragedy, but no one would want all tragedies
to have the same form. 'Note that the passage ends with the parallel
phrase % kara v Téxyyy kaddioTy Tpaywdia (53223).

On awAfjv see 51°33n.

It has not been stated that simple plots are inferior to complex,
though it is possibly implied at 51°33, but A.’s general picture of
forms developing until all their potentialities are realized (cf. 49%15)
implies that the most complex and most highly developed form will -

_be the best. Also. peripeteia and anagnorisis, the most attractive -
parts of tragedy (50334), are confined to complex plays.

52b32. $oBepiv kai éAeetvidv . . . ppnTuayv: i.e. the wpdypara ‘the
matter’ of the play must be such as to arouse these feelings.

52b33, {3wv: cf. 53236: %oy . . . oikela; 5 the pleasure ‘peculiar’ to
tragedy is derived from these two emotlons, but it is implied, par-
ticularly at 62P13, that epic is similar in effect. Why these emotions
should be enjoyable, and what relation the enjoyment may have to
xdfapais is not explained here or elsewhere, but the notion that tears -
and lamentation are in part enjoyable appears from time to time in
Greek literature (see Appendix II) and lmlta.tlons are enjoyable in
and for themselves.

52b34-53a5, It has already been stated that the content of a tragedy is
a change of fortune (51*13). It now remains to consider what-sort of
‘person, for what reason, is to experience which of the two possible
changes, bad to good or good to bad. The answer will be that a man
neither bad nor of outstanding goodness, by reason of a duapria ‘a mis-
apprehension’ should pass from good to bad fortune. In the following
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chapter it is asked not what sort of man moios, but what sort of events
moia, what sort of conflict, will produce the most effective wdfos.

It is a point of importance that A. does without the word which
modern writers find indispensable in discussing the subject, namely
‘hero’. In fact no such term existed until the sixteenth century
when the Italian commentators on the P. made the transition from
heroes, i.e. figures from the heroic age (jpwixol xpdvor, Pol. 1285°4)
who are the normal subject of tragédy, to the most conspicuous of
them in any one play, the ‘hero’.- He was taken over from them in
France by Boileau, and first appears in English in Dryden’s Defence
“of the Epilogue in 1673 (Of Dramatic Poesy, etc., Everyman i. 172).
Without going as far as J. Jones, On Aristotle and Greek Tragedy,
pp. 12-18, who finds in the instinct to foist this idea on A. the clue to
a basic misunderstanding, we may admit that there is a real dif-
ference in emphasis here. But it remains true that the hamartia is
someone’s hamartia and that many Greek tragedies took their name
from their most prominent character. The Elizabethans had in-
dubitable heroes,. though they had no word for them.

52b34-36. 8fjAov . . . papdv éomv: nothing could be less ‘manifest’ than
the truth of this extraordinary statement. If we attach to words
their normal meanings we might do worse than define tragedy as the
passage of émexels dvdpas, admirable men, from prosperity to ad-
versity. It appears from 5337—9 that 7ods émieixels dvdpas is here to
be understood as dperfj Scadépovras xal Sikaroavvy, ‘outstanding in
goodness and righteousness’. This is not the normal meaning of the
word, nor indeed one easily paralleled. H. Richards in Aristotelica
(London, 1915), p. 118, is one of the few who have done justice to the
strangeness of émeucris here. The difficulty was first pointed out by
Paoli Beni in his Commentary (Venice, 1624) ‘mihi certe apertior
videtur repugnantia quam ut dissimulari posse sperem’. For émeuifs,
apart from a particular sense of ‘fair’ or ‘equitable’ (cf. Herod. 3.
53. 4, EN- 1137231 ff.), is a word of general, not very enthusiastic,
approbation and often indistinguishable from omovdaios or xpno7ds,
and implying like them some social standing, in fact the kind of
man who is described in Chs. 2 and 15 as the proper subject for
tragedy ; cf. Pl. Rep. 397 D. He appears at EN 1169216 as the lover of
honour, who will sacrifice his life for country or friends, actions not
beyond the scope of normal tragic heroes; he is summed up eixdrws
&7 Boxei agmovdaios elvai, dvri wdvrwv wpoaipovuevos 16 xaldv. The
word is used with more limited reference in the P. at 5413 of tragic
characters, and at 6222 of those spectators who are men of taste and
intelligence. If there is a Greek word which can be generally applied
to the leading characters of tragedy it is émeuxifs.
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The commentators have little to offer B. accepts the fact of
some inconsistency in the use of words, G takes it as referring to
social standing rdv év peyddy 8oéy Svrwy kai edTuyig (5310) and so =
émdaveis, R. understands it in a purely moral sense, and S. as a
heightened form of emovdaios with a connotation, due to the context,
of faultlessness. M. Kommerell, Lessing und A. (Frankfurt, 1940),
pp. 126 ff., suggests that the tragic hero is a man with good %85, who

s deﬁcient in practical insight and so liable to error. This cannot be
supported from Greek usage, but it suggests the only means by .
which A.’s consistency could be saved. We  may suspect that what he
really obJects to is the fall of the émeuwnjs without due cause, i.e.
without a duapria. This escape is ruled out by 6 perad rovrav
(5337), and one can only guess that there is some distortion here due
to A.’s sensitivity to Plato’s strictures on poets who show good men
as unhappy, e.g. Rep. 302 A. Recently A. W. H. Adkins, CQ N.s. 16
{1966), 78 ff., has sought an explanatlon in the change of values which -
he observes in the fourth century. émeiceia includes the ‘co- operatlve
virtues’ which in the fifth century were only on the fringe of dpery.
It is suggested that A.’s-moral sense was violently affronted by the
idea of the undeserved fall of one who possessed not only the ag-
gressive, heroic virtues—that such can come to grief is a notorious
fact of life—but also the co-operative virtues which he associated
with deserved prosperity. But one would have thought that the
friend of Hermeias knew that such things happen.

rous émeweis: the plur. indicates one character in each of a num-
ber of plays, and is no different from the sing. rov wovnpdv.

52b35. edruxias . . . Suaruxiav: as at 51213, 14. The variation drvyias
(agam at 55"28), two lines below, is without significance.

ol yap $oPepdv . . . prapdv éomv: it is explamed at 53%, 5, below,
that fear is felt for those like ourselves, pity for those who suffer
undeservedly. The émeucifs (as the word is here used) is presumably
so unlike us that we cannot enter into his feelings, as might be the
case in a play about Socrates, who was superior to ordinary human
weakness. ‘

52b36. o8¢ éAcevév: since the sufferings are undeserved it is not clear
why they should not awaken p1ty émeweis appear to arouse pity at
R. 1385"35, where the word émeewxiis is no doubt used in a more normal

~sense. It must be that the whole situation is found so papdv, ‘re-

pellent’, that pity is lost in revulsion. For papov cf. 53239, 5423. The
thought that the truly good can suffer is too hideous to be
tolerated! Euripides’ Heracles is a possible example of suffering so
undeserved as to be revolting. Some of Thomas Hardy’s novels gave
rise to similar ob]ectlons

" poxBnpodls: the opp051te of the émeweis, whereas the opposite of
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the émeucis in the usual sénse is ¢av)tos (EN 1113°14). p.oxﬂnpovs are
indistinguishable from 7ov 0¢d8pa movnpdv in 5331.
52b38. $hévlpwmov: not prev10usly mentioned and never deﬁned
We are told merely that this emotion is a desirable element, dv 8et,
clearly less lmportant than pity and fear, and not requiring purga-
tion. The word is of common occurrence from thé early fourth
century onwards, and comprises ‘kindliness, benevolence, merciful-
ness: cf. Lat. humanus. To the $irdvBpwmos the thought of human
suffering is painful, and his sympathy is not reserved for undeserved
suffering, as é\eos is supposed to be. The attitude was expressed by
Democritus, fr. 107a: dfwov dvlpdimovs dvras én’ dvlpdimwy auudopais
p7.yeAdv dAX’ Slodipeofar. See in general R. Stark, 4. Studien, Ch. 5
and B. Snell, Discovery of the Mind, pp. 246-53.
The problem here is whether $ihavfpwmia includes satisfaction at
" the sight of deserved suffering, as is probably implied at 5322, where
a play ending'in disaster for a wicked character is said to be ¢:Advlpw-
mov. This is unlikely to be due to sympathy with a positive villain
see M. Pohlenz, ‘Furcht und Mitleid’, Hermies, 84 (1956), 58. Even
general sympathy with suffering may involve indignation with those
who are responsible for wanton injury, and consequent satisfaction
at their punishment. This'is not an aspect of ¢xavfpwmnia which is
emphasized elsewhere, but it need cause no surprise, especially in
view of R. 1386P28, where pain at undeserved misfortune accom-
panies pleasure in deserved misfortunes of others. The subject of
pleasure or pain felt at the good or bad fortune of others is discussed
at EE 3. 7. Desire for ‘poetic justice’ arises naturally from human
sympathy.
5324, $6Bov: the nature of this fear is not self-evident ; for a discussion
of fear and of pity see Appendix II.
évagov: the same restriction of pity to undeserved suffering is
found at R. 1385°13. This affords a plain hint of the direction in
which A. is working ; the tragic misfortune must be to a gréat extent
undeserved ; but it must not be due to mere bad luck, for so the chain
of causality would be weakened or broken ; it must therefore be due
to a mistake.
53a5 Spoiov: this is not to be taken as a reference to the triple division
amovdalos—Suotos—dadros of Ch. 2. We can enter into the emotions
felt by characters in drama only if they are so far like ourselves that
we assume their feelings in a given situation to be similar to our own.
53a7. It will be observed that one of the four possibilities is not men-
tioned ; nothing is said of the good man who passes from adversity
to prosperity. - G. argues that the émeucis cannot be émeuirfs without
edrvyia (e.g. Ion at the beginning of Euripides’ play or Orestes in the
IT are in too lowly a state), E. that this plot is so obviously untragic
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that there is no need to mention it ; S. suggests more reasonably that
in plays of this type the pity and fear depend on the #dfy endured in
the course of the action, while the outcome itself is untragic. But
in fact the situation most highly approved in Ch. 14 involves a
dramatic climax with just such an untragic outcome, yet it is con-
sidered pre-eminent for pity and fear. Either there is an omission,
or no account is taken of a type of play which includes some of
which A. speaks most favourably, especially the I7. It is hard to
believe that A.’s alternatives are not intended to cover all types
of play. S _
5387-12. 6 peradl . . . dvdpes: to what does rodrwy refer?. It can only
be to the two types of character so far mentioned; 6 peratd rod
émeixols kai Tod. movypod is a common type of expression in A. E.
wishes to take dvdfiov . . . Spowov (IL. 4, 5) as the reference, but though
this would give sense, the clause to which they belong is too obviously
parenthetical. o
53a8-10. 6 pijre . . . Gpapriav Tva: at first sight the meaning seems ob-
vious ; the required character is neither faultless nor wicked but he
has a flaw, which brings him out between the two extremes. duapria
lies between émeixeia and poxBnpia. This flaw or frailty is a popular
starting-point for the discussion not only of Greek plays. But
though dpapria can mean many things, there are few, if any, pas-
sages where ‘flaw’ is a justifiable rendering (see Appendix IV), and
there can be little doubt that what A. recommends is a character
neither very good nor very bad who makes a mistake ; the mistake
may, or may not, be reprehensible, but it is not by reason of the
dpaprio that the character is less than émeuifs. A., for reasons which:
can be guessed, has expressed himself with misleading asymmetry.
It is to be noted that the form in which A. gives his description
changes; so far good or bad men have experienced a change of for-
tune ; now pijre did xaxiav implies that the bad man fell because of
his badness. Why did the fortune of the good man change? Hardly
because of his goodness; and so it must have been 8.’ driygua, and
this would introduce a random element destroying the chain of
causality. At all events, in order to stress that the cause of the mis-
fortune is not «akia (or dpers) but a mistake of judgement, dpapria,
he adopts a form of expression which has proved deceptive. Itis easily
read in the sense that the tragic character falls into adversity not
through badness, but through something less deserving of moral
censure, namely a flaw or weakness. Had A. written, as he might have,
6 wijre dpeti dradépwv xal dikatootvy wiire kaxig xal poxbnpia dAAd 8¢’
auapriav Twa perafdldwy els Ty dvatvyiav . . . he would have made it
easier to perceive his meaning. He chose the present form to bring
~out a contrast between a moral and a non-moral cause of tragic
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action ; he has been commonly misread as contrasting a serious and
a vemal moral fault.

The reasons for believing that the hamartia is the error of a man
intermediate in moral stature, not the fault which reduces the man’s
moral stature to a middle level, are as follows:

(1) There are few passages in which duapria means anything like
‘flaw’ or ‘defect’ of character. A. is fairly consistent in using it in the
sense of ‘mistake’, either unavoidable and so entirely innocent, or
involving at most a moderately culpable negligence, see Appendix IV.

(2) The subject of this section of the P. is plot, not character, and
Ch. 15, which deals with character, says nothing about a flaw or

, defect cf. especially 54°8-15.

3) The only extant play among the examples which A. uses to
lllustrate his- meanmg, the OT, turns on a mistake. The cause of
Oedipus’ disaster, in so far as it was not determined before he was
born, was that he was mistaken as to the identity of his parents. It
must be admitted that other interpretations of the play allowing
a different view of dpapria have been found acceptable by some ; see
Appendix IV. ,

(4) The most highly commended 51tuat10n discussed in Ch. 14 as
proper for tragedy depends on mistakes like that of Oedipus,
though the word duapria does not occur in that chapter. But the
statement (54%9) that only a few legends provide the sort of plot

- which A, approves, one turning on 1gnorance of identity, refers back,
Smep wdAar elpyTar, to 53218, where it is said that the finest tragedles
are about only few families because they alone fit the formula just
expounded of the tragic duapria (but see noté ad loc. and 54%9-
13 n.). It is manifest that duapria is closely connected with the kind
of ignorance of identity which is conspicuous in the plots considefed
in Ch. 14. Moreover, it would be absurd to suggest that only a few
-families offered characters of the right degree of mediocrity to fit the
theory of the moral flaw ; the poet, as maker of the plot, can impose
what mediocrity he likes. See also note to 1. 16.

53210. vov év peyap 868y Svrwv xai edruxiq: the heroes of myth are
necessarily of high station and degree, and their passage from good
to bad fortune is correspondingly spectacular. The tragic conven-
tion long continued to require heroes of a similar type even when
drama had become entirely secular; so long as power is confined to
the aristocracy this is natural. A few Elizabethan tragedies, Arden
of Feversham, A Yorkshire Tragedy, descended to bourgeois themes,
but it was not until the eighteenth century that the convention was
formally challenged with plays such as Lessing’s Sarah Sampson. 1t
could be argued that the heroes and heroines of such plays were spotos
in a more meaningful sense than A.’s ‘imperfect’ demi-gods and kings.
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53a11. Oidimous kai Buéoms: as A. frequently refers to the OT, it is
clear that he has that play in mind here and the importance in the
play of duapria. The hero’s ignorance of his own identity gives
a satisfactory meaning. But Thyestes is a surprise in this context.
He is best known for his crime against his brother Atreus, the seduc-
tion of his wife, and the theft of the golden lamb, for which Atreus"
revenged himself by pretending to forgive Thyestes and then serving
him up his children’s flesh at a banquet. The only dupapria here is
that Thyestes did not know what he was eating. But Sophocles
seems to have written a play about a recognition between: Thyestes
and his daughter Pelopia, by whom he had had unawares a son,
Aegisthus, ending with the suicide of Pelopia and the murder of
Atreus; see Soph. Frag. (Pearson) 1. 185, This would give a more
satisfactory duapria. '

53a12. émdaveis: repeats rav év peyddy 86¢y. . . .

dvéykn dpa...:arecapitulation of the important conclusions reached.
xalds Exovra: cf. 47210. ’

53213. amwhoiv . . . Surholv: it is a sign of the rough state of the work
that the pair dmlofs-8imdods is here introduced without explanation
in spite of dmAfy-memdeypémy (52°31) only a few lines before.
Surdods is explained at 53231, below. :

@amep Tvés: there is no clue who they may have been.

53214. olk eis ebruyiav: the change of a bad man’s fortunes for the
better was rejected as untragic at 52837, but nothing has been said
of the many plays which showed an indifferent or good hero, enjoying
an improvement in his fortunes.

53215. 8’ apapriav peydAqv: ‘a momentous mistake’ suits better here
than ‘a great flaw’ with + BeAriovos p@Mov 4 xeipovos ; this last phrase
may well indicate that A. was uneasy about the crudely ethical
differentia employed above. Anyway, it would be absurd to say in
one breath that the man was better and the flaw was greater.

53218, 7obs Tuxévras piBous dmmpibpouv: ‘used to work their way
through the stories at random’. In the absence of a réyvy poets did
not know which myth (the probable meaning of uofos here) would
make a good play, so they just took from the store of myths which-
ever came first ; more recently they learnt empirically that the stories
of certain houses made the best plays; now A. tells them why.

53320. Alkpéova ...: of the six heroes here mentioned Oedipus and
Thyestes were used as examples at 1. 11, above (see n.).

Alcmeon, like Orestes, killed his mother, Eriphyle, to avenge
a father, Amphiaraus. His story was the theme of plays by Sophocles,
Euripides, Agathon, Theodectes, and Astydamas. We learn in the
next chapter (53°33) that in the play of Astydamas Alcmeon killed
his mother in ignorance; in the ordinary version there cannot have
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been much room for a dpapria: Euripides’ Alemeon in Corinth had
a characteristic plot turning on recognitions; see [Apollodorus] 3.
7. 7. Orestes was the central figure of one of the most popular cycles
~ of myth. Since he returned unrecognized to his own country, he was

certainly a cause of dpapria in others, and.it is present also in the =~

Iphigeneia story. Meleager was killed by his mother after he had
accidentally slain his uncles in the hunting of the Calydonian boar;
plays by Phrynichus, Sophocles, and Euripides. Telephus, son of
Heracles and Auge, is best known as the ragged suppliant who
sought the cure of his woung by means of Achilles’ spear which had
also caused it. But he grew up in ignorance of one or both of his
parents, with whom he was reunited after a dramatic recognition ;
also he unintentionally killed his uncles (Soph. Aleadae). Sophocles
wrote a Telephus Trilogy, Aeschylus a Telephus and a Mysians (cf.
60232). For a fuller account of what is known of tragedy relating to
these six heroes see E., pp. 301-8. The chief difficulty is Meleager.
Perhaps he failed to recognize his uncles ; or his mother, Althaea, did
not know he had killed them in error. j .
53822, mwaBeiv Sewvd fmorfioar: this refers back to dofepdsv xai Aeewdv at
the beginning of the.chapter. Such plots would inevitably present
characters who were émaaveis. A. is no doubt thinking of the sort of
Sewdv specified at 53730, the killing, or near killing, in ignorance, of
a kinsman. -
53823, radys Tis guordoews: i.e. the structure prescribed in the sen-
tence beginning dvdyxn dpa, 1. 12, above. ,
This ends the section on duapria and the tragic character. ‘Taken
in its narrowest sense, the theory of duapria provides a formula for
the numerous intrigue plays composed in the late fifth century and
after. It has a wider relevance in connexion with unity of action.
If the hero himself sets going the train of events which leads to his
undoing, a causal connexion is secured between' the beginning and
the catastrophe; as the hero does not desire his own destruction he-
will hardly take the fatal step except under a misapprehension (or in
a fit of passion). E. thinks the duapria is confined to the complex
play, belonging to the type 7 xaAdiory Tpaywdia, which A. is here
considering. One may suspect that throughout this passage on the
tragic situation A. has been influenced by Plato’s denunciation of
epic and tragic poets who presented a world in which the good were
often miserable and the wicked successful, e.g. Rep. 392 A, B, Laws
660 E. Elsewhere in the P., as in the demand that characters should
be. omovdaio: and ypnaroi, the emphasis seems differently placed.
816: though what follows is in the nature of an appendage to the
main part of the chapter, it is closely linked. devrépa (53230) refers
back to xaddiory in this lne. o
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On xa)\)ucm see 50"36 n.

53224. 16 alté dpaprévouow: ‘make the same mlstake L.e. as the rwes
of 1. 13 who prefer the double ending, which implies that the critics
of Euripides are a different set of people from those mentioned
above. B.read adrd, acc. after éyxalodvres picked up by &=, which in
any case is to be taken with éyxalodvres, not as ‘because’.

rolro 8p@: cf. 59229; rodro has no clear antecedent. ravrys s
overdgews (1. 23) involves three points: that it is single, ending in
misfortune, caused by duapria. E. makes roiro refer to these three
things and removes a major difficulty by bracketing «ai ai moAdai . . .
Tedevrdaw. But the 76 ad7d of 1. 24 refers to the particular error of
preferring a double to a single plot and ending, and in view of this it
is impossible not to relate roiro to the ending as explained by «ai ai
moAAal. . .. Further, the ending, double or single, remains the chief
topic for the rest of the chapter. It is, however, true that Euripides’
work abounds more strikingly with plays based on mistaken
identity and duapria than with unhappy endings (see next n.). But
the 1dent1ty plays usually end happily.

53225, ai woAAai: edltors are divided between af moAdal and no)u\m
Against moAal it is so obvious that many plays based on the body of
Greek legend must end unhappily that it is not worth saying; on the
other hand, it is not clear that Euripides was addicted specially to
the unhappy ending. G.’s computation is: unhappy Soph. 43, Eur.
46; happy Soph. 16, Eur. 24.- The endings are known of a larger
proportion of Eunpldes plays. But the point probably is that
Euripides wrote a number of plays with spectacularly unhappy
endmgs

53827, 1&v oxnviv kai 1dv dyavev: hendiadys for ‘dramatic contests’.

53a28. dv xaropbuwbdow: ‘if they are successfully executed’. It has
sometimes been taken to refer to success in production, but every
play-needs proper production for success. karopfodofac will be the
consequence of e oixovoueiv, which Euripides does not always
achieve.

53229, el kai: with the usual nuance, ‘even 1f as is in fact the case, Ct.
De Caelo 298P17: ofov of mepi Mélaadv Te kal Iappevidyv, ovs, €l xal
7dAAa Aéyovor kadds, dAX’ od Pvaikds ye St voplaar Aéyew.

ta &AAa p) €b oikovopel: olkovoueiv is the regular word in the
scholia for management of plot, etc. On the interpretation here
given this will mean that Euripides was more correct with his end-
ings than with the rest of his construction.

Tpayikwrarés ye: taken in its context this famous aphorism must
mean that Euripides excels in arousing pity and fear. On the
evidence of the surviving plays it might be said that Euripides is most
tragic in the sense that he is the most heart-rending of the poets.
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A play such as the Troades is more pathetic, not to say more senti-
mental, than anything written by Aeschylus or Sophocles; his
characters and his situations are nearer the level of ordinary life.

Jebb, who was no great admirer of Euripides, attributed to rpayucd-

Taros here the meaning ‘most sensatlonal’ (Attic Orators 1. ci) but it
is unexampled at this date. '
- 53a30, 4>uwe1-m sc. to audiences.

1 1rpm‘r'r| equlvalent to kaAdiory, L. 23.

53231. Umo Tvdv: the same unknown critics as at 1. 13, above.

53232, 1) '080ocea: epic provides a better example than any tragedy
- because, owing to the larger scale of the work, the two parties,
Odysseus and the suitors, are kept apart during the first half of the
poem. The Electra of Sophocles might supply an example from
tragedy ; it ends badly for the wicked Clytemnestra and Aegisthus,
well, at least in the short term, for the more sympathetic Electra
and Orestes But many plays with happy endings contain no over-
whelming misfortune for anyone, e.g. Helen, IT, Philoctetes.

53234, Bedrpuv dobBéveav: ‘the weakness of theatre audiences’. Though
tragedy gives pleasure, it is a more austere and more exacting .
pleasure than that of comedy.

. GxolouBoiat yép: the importance attached to the applause of the,

inevitably, uninstructed audience was a ground of complaint for

Plato, who implied that in practice the judges awarded the prize in
- accordance with the verdict of the applause (Laws 659 A, 701 A).

53237, piBy: here the traditional story as opposed to the plot shaped
by the poet.

53238. $ikor yevopevor: we know of no such play, nor of any parallel

In extant comedy, though titles of lost plays imply burlesque of
tragic plots. E. rejects the whole sentence as lacking connexion with
what has‘ gone before—he objects also to the use of pivfw meaning
‘story’ and not ‘plot’. Presumably the sequence of thought is that
it is natural human frailty to be disturbed by the sight of suffering
and that the extreme case of the artificial avoidance of it is the
turning upside down of a famous story with a tragic ending, as
though Hamlet should be reconciled to his uncle. Nahum Tate’s
happy. ending to King Lear, which was habitually acted for over
a century, was a comparable concession to weakness.

CHAPTER 14

The break at the end of Ch. 13 is a light one. The subject is still how to
construct a plot in such a way as to achieve the due (emotional) effect,
52P28-30. It has been laid down that the construction of % xaré v
Téxvyy kaddlory Tpaywdla will involve the perdBaais, due to duapria,
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from good to bad fortune of a man neither faultless nor-wicked. The
main subject of Ch. 14, though it is not introduced until 5314, is the
relationship between the parties to the conflict. (A. has no single word
for conflict in this sense any more than he has for the tragic hero;
dywv is the conflict of competitors at a public performance) Or, in
other words, it is an enumeration of tragic wdfn: cf. 5319. When
‘a man-gravely injures a ¢idos, one of his km, or comes near to domg SO,
the whole situation is a 7dfos in which ¢ mpdrrwy and ¢ wdoywr are
jointly involved. Oedipus in killing Laius was involved in a wdfos no
less than his victim. Hawmartia is not speciﬁcally mentioned in this
chapter, but it is implied by dyvoia and dvayvdpiois. dyvoa is lack of
knowledge. duapria is the defective knowledge of one who thinks he
knows. Of the four possible situations the two best involve hamartia.

53b1-14. The less desirable way of arousing emotion. This may be the
explanation of & 8¢ edAafeiobar at the begmmng of the previous :
-chapter, or it may have been suggested by ‘the weakness of the
audience’ mentioned just above.

"53b1. rfs Sfews: see 49°33 n. For terror provoked by costume (or
spectacle) see note on reparddes at 1. 9, below ; that pity was aroused
by the mere trappings of woe was a complaint made constantly by
Aristophanes against Euripides, especially Ach. 407-89 and Ran.

1063

-~ A AY 7 L34 y ’ o 3 1
mpTov uév Tovs BaoiAedovras pakt’ apmioxwy, v’ éewol
-~ ’ 4
Tois avlpddmois dalvowrt’ elvar.

with emphasis on appearance as against reality. It is impossible to
tell whether Aristophanes was genuinely outraged by the debase-
ment of tragedy or exploiting an easy line in humour. Sophocles
seems to have adopted Euripides’ innovation in his later plays, EI.,
Phil., OC (especially 1258-61). Webster, Greek Theatre Production,
p. 39, denies, for no apparent reason, that rags were actually used.
But it was Aeschylus who was traditionally the exploiter of éxmAgées
through &yus, e.g. in PV and Eumen.; see on 1. 9, below. There
may even have been a class of play which derived its.effect from
Aspectacle ; cf. 5632 n.

53b3, 1'rpo1'epov supenor , not uncommon: cf. Aristoph. Ran 76:
Z’ocﬁom\ea mpdrepov ovr’ Edpuridov; A. Met. 997212,

53b5, ra mpaypara ywépeva: ‘the sequence of events’: see on L 6,
below.

dpirrewv: ‘shudder’, used as a synonym for qSoBewOac only here in

P.; cf. De Mot. An. 701b22 dpirrovor xal goPodvrar vofjoavres pdvov.
The word may be in A.’s mind as appropriate to the gruesome thrills
presented through the medium of &fs. Cf. Pl Rep 387 € and ¢pixy
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mepidofos of the terror aroused by poets (Gorgias, Hel. 9). It is used
in the blologlcal works of a puxely physical frisson.
53b6. rév roi Oidimou pilbov: there is no agreement about the meaning
of utfos, whether it is the story of Oedipus (R. and S.), the plot of the
Oedipus (B. and E.), or the play itself, read, not acted (G., Butcher).
In favour of the last it can be argued that this is what is left when
8yus is eliminated, and the point that plays can be read is made at
- 50°18 and 62211 ; the great effect of Racine’s reading aloud of the OT
is recorded in Pell1sson et d’Olivet, Hist. Acad. frang. (Paris, 1858),
ii. 335. In favour of plot slightly the most probable, we have the
emphas1s on fs ovardoews and wpayp.a'ra, above; it is the organlza-
tion by the poet of his material which is the dec1sxve element, and it
fits the argument equally well whether a summary of the plot or the
plot as embodied in the play is here referred to. The pres. ywdueva
“suggests that the hearing takes an appreciable time. What it cannot
mean is the story. A poet with a proper grasp of his art can tell
which stories are potentlally good plots, but until the poet has put
the parts or 1nc1dents, mpdypara, into a significant relation, the -
emotional impact is slight. So the story’ is essentially predramatic,
mpdypara With only rudlmentary ovoraois. Anyone telling the story
of Oedipus today would in fact summarize the plot of Sophocles’
play, because his version is dominant. The Adyos of Euripides’ IT
which A. outlines in Ch. 17, 55P2~15, seems to be more than story but
less than plot. The main structural feature, the recognition, is given,
though only allusively; but much detail would have to be ﬁlled in
before it could arouse emotion.
53b8 xopnyias: at Athensa choregus wasa wealthy citizen who ﬁnanced
the training and equipment of a. tragic, comic, or dithyrambic
chorus and originally, no doubt, led it in the theatre: cf. Lysias 21.
1—4. There is no evidence that he was responsible for anything
except the chorus, and so he would have little to do with the spec-
tacular effects here referred to. By a natural extension yopnyia was
used for expenditure in general, often with a suggestion of lavish-
ness, and it is best taken in this sense here. Cf. Pol. 1331P41 : Seirac
Kal xop'q'yza.s Twos 76 {fv xadds. E. keeps the technical sense but
extends it to cover the dressing of actors.
53b9 76 tepar®8es: ‘the portentous’. To produce fear by spectacle
rather than plot is inferior; to use spectacle to produce thrills for
their own sake is mcompatlble with tragedy. The pleasure is dif-
ferent in kind, though ékmnéis, the pleasurable effect of seeing =¢
fevpaordy, is used in both connexions (cf. 55217). It is not known to
what A. is referring unless it be Aeschylus. The dreadful appearance of
the Erinyes in his Eumen. is said to have caused women to mis-
carry ; his PV contained not only the cow-headed Io but the winged
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steed of Oceanus. The observation in the Vit. Aes. 7, rais T€ Sfeor kai
Tois pvlois mpos ExmAnbw Teparwdn wéxpyrar, may go back to a Peri-
patetic source. While it is incredible that Aeschylus made so
frivolous a use of spectacle, it is conceivable that A. thought he did.
But the reference may be to something of which we know nothing.

53b11. ©i8ovnv: one of the few clear statements in the P. of the func-

~ tion of tragedy cf. 51"23, 53236,.59221, 62216, 62P13.

53b12, v ... &d mpdoews ... fSovnv: it is not clear whether 8ua
puujoews is purely descriptive, or whether A. is emphasizing that
pity and fear are enjoyable only when caused 8id ppsfoews, not in
real life (cf. 48°10). :

53b13. 7obvo: it, not 8oy but 76 HSoviv mapackevdlew, must be .
embodied in the actlon and not be a superficial effect of productlon
The effect of the mpdyuara is of course dependent on their odoraots.

53b14-54215, In this, the concluding section on the organization of the
plot, certain types of situation are arranged in order of effectiveness.
It is to be noted that they turn not on a ‘hero’ but on a relation
between two. parties: cf. M. Kommerell, p. 189. These are ei8y

© mdfovs : cf. 52"9—13 and n. -

53b14. Sawva . . . oiktpd: we might have expected $ofepd éAcewd, but
Sewd is appropriate to terrible events, oixkrpd to the victims’ maby,

\ such as A. is about to classify (cf. l. 30, below). oix7pd, rare in A, is
a synonym for éAeewvd, which occurs with dewd at 56°3.

53b15. ihwv:in all the examples given the parties are closely connected
by blood or marriage, though the sense is not normally so limited.

53P18. pé\Awv: the intention without performance can produce the’
emotlonal 1mpact

kar’ adrd 16 walos: the sxght of a fellow creature in agony,

physical or mental, rouses feelings of sympathy ; strictly this should
be called daaAavepwma, as pity is reserved for undeserved suffering and
fear for-those like ourselves, but the inconsistency, such as it is, is
not objectionable. wdfos must have. the sense of ‘disaster’ as in
54313, which includes the sense of 52°10 (see note ad loc.), but is not
confined to physical suffering.

53b22. raira {nrréov: G., ad loc., gives lists of plots mvolvmg these
relationships.

53b22-26. This is a parenthesis in which A. observes that the poet has
not complele freedom to arrange his plot on the most advantageous lines,
since he uses traditional stories which prescribe the main events. .

53b23. Clytemnestra and Eriphyle, two examples of mothers killed
by their sons. Alcmeon’s murder of Eriphyle was the subject of
Sophocles’ Epigoni and of the Alcmeon of Astydamas. A. observes
(EN 1110228) that it is ridiculous that Alcmeon is compelled to kill
his mother.
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53b25. adrdy 8¢ . . . kahds: this can be taken in two ways: (1) edplo-
kew, meaning ‘invent’, and xpfiefac both depend on 8ei, xai is
copulative (2) xpfofar depends on edploxew = ‘discover how to’, kal
is emphatic. The first being slightly the more natural has been
generally preferred, though not by B. But the possibility that the
poet may invent his own plots (edpioxew) has not been mentioned
since 5123 and what follows appears to refer exclusively to the
handling of existing stories. (edpioxei governing an infin. is rare,
but occurs at 54211). There is no reason to take xadds with edploxew
as well as with ypfiofac. The interpretation to be adopted of 54%9-13
is not irrelevant to the final choice here. Since the invention might
take the form not of shaping new plots but of ingeniously varying old
ones, the effect of (2) can be got by making edpioxeiv depend on 8¢t
and taking «ai as explanatory. '
mapadeSopévors: as at 51°24, indistinguishable from wapedquuévovs.
53b26. 16 8¢ xalds .. .: it has been agreed that a characteristic tragic
plot would deal with the killing or projected killing of a near relative.
The killing can either take place or not take place (this would generally
be a datum of the myth), and the killer can be either aware or unaware
of the identity of his proposed victim (here the dramatist is generally
Jree to choose). The symmetry of these four possibilities is not as
complete as might appear, because not-killing covers both failing to
kill and changing the intention to kill. It is to be noticed that A.
lists only three possibilities (53°26—36), o